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‘m sitting on the subway at about 7
in the morming and the _-.:1r| N scal
across from me s knimng. She’s in
her 208 or something and she makes
purling and yvam wrmapping look 0
bloady chic. God, | want to be her or
af least be her adminng fmend. In's
funny how vou sec people and in an
instant you want something they they've
gof. They seem 1o shine a light wherever
they go m whatever they do
BBut this eady in the morning, [ feel
like something the car dragged up. Then
1 wonder, “Hey, maybe someone in
here is looking at me thinking, “That gird
looks premy cool'!™ 1 look around the
train carriage. There's a guy banging
away as his PlayStation, Nope. Couple
of pecps reading the Marro, Nope, not
them, Four construction-worker types
|i| I'.l'lng Nll'llll_'I |il,'|1'|l|:. |'|.|'|r|1.'||I .-|I:ILI n‘“‘l.\L'.
Okay, slim pickin's, but | can still hope
to inspire others, rght? [ think this issue
just may provide vou with some much
necded imspiration
I'his month, it is was my great pleas-
ure to meet Simonee Chichester who
has this fabulous get-up-and-go spanl.
Mot waiting for funding o be fully in
place, this fimt-time filmmaker jumped
on a plane not only 0 make her docu-
mentary, but also 1o see her father for
the first time in 23 years. OUn page 16,
she talks about cash, complcting her
work and meeting the first man she ever
howed
Another first-timer is Chris Ross
Read “Wooooo! I'm a b

page 4 1o get msight on how she finally

~ginner!” on

gol her cameras roll

g
The festivals are gearning up again

afier the frenzy of the holiday season

Images, Hot Doce, Mpenz and more

Heather Richards’s gives us the low-

We are all connected

down on the emergng Mpenz Black
Women's Internanonal Film and Videoo
Festival (p. 23) while Forbes Campbel
gOcs behind the scenes at Morth Amer-
ica’s largest documentary film fest Ho
Docs (p. 8

Finallv. we mtroduce whal is arguably

the world’s first mail-order Gkm. It's fun

and you don’t need a camera IFind
your piece of film (supplicd with this
iszue), read “MNo Camera? Mo Problem™
on page 10, and we leave the rest o you
Be sure 1o sened the film back 1o LT fog
us to splice the picces together. We'll
streen the mail-order flm ot a loer date

Helen Hill proved that filmmaking
wis pecesgible vo all, It is 1o her we ded-

icate this ssue

Filmmaoker Helen Hill [1970 = 2007
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Chris Ross who wrote “'Woooo! I'm a beginner!™ (.4) 18 currently m
preproduction on her next short lm and = hard at work on her thard
attemnpt at a feature length screeaplay, which she says i hardly crappy
at all.

Independent producer and filmmaker Josie Massarella has a Bachelor
of Arts in film from vse, and & poagraduate cenificate in Advanced Film
and Televiston Irom Sheridan. Josie is currently editing o documentary.
She mterviewed Glorn Kim for tis issue’s *The Super 8" on page 24.

Glen Wylie is 0 Toronto-based consultant, writer and sspiring filmmaker
who 1_'-r|i..|:.'|. long walks on the beach and movies that make him cry
Check out his interview with Michelle Messina “When Patience Bears
Frun™ on page 6

Forbes Campbell shed his skin and moved to Toronto in the fall of 2006
to learn more about film and the production process by just getting
involved in them. He discovers the inner workings of the upcoming Hiot
Docs Canadian International Docamentary Festival

Dannis Koromilas is a Toromo-born screenwriter who has spent
several years working abroad in New York, Los Angeles, and Australia
as o gun for hire. He has co-created the police drama The Bridge,
currently in development with Barna-Alper and s v, His essay on

John Cassavetes (18) i his first for FilmPring

Daniclla Newman is @ Toronwo-based freclance wriler who covers
a wide range of wpics. She s thrlled 1o be a repeat contributor 1o Film-
Prrt. She promsics making your own camcraless film i simpler and far
more fun then even baking a Beny Crocker chocolae cake, See page 10,

Heather Richards is o freclonce wreiter who also works in Environmens-
tal ‘Health. Her production company, The Production Line Films,
Tocwses on sclence=ascd communicatdons.,

Lucas Martin 15 a regular commbutor to FilmPrimt. This ssue he
4

snapped shots for “No Camera? No Problem™ and this month's “The
Super 87 subgect Glona Kim

EilmPrind  Morch/Apel 2007 3



®m FIRST

FPERSON

“Okay guys, we're running out of film so try and get this in one take! Ready? Go!”

kav, | admit it! I'm an absclute
beginner! Or at least 1 am
when 1 see  the poster
“Guerilla Filmmaking in Super 8 for
Absolute Beginners!™

[ stare at the bold letters advertising
this workshop that mcludes everyvthing
vou need to make a film, | had been
dreaming of making a film. Actually
more than just dreaming as I'd recently
completed my second feature-length
screenplay, Although it wasn't quite as
crappy as the first, | had to admit it was-
n't going 1o be made into a film anynme
soon or ever, really. | read the poster
again, Why is it so difficult for m2 to
acknowledge the truth? I'm a beginner
and I could use some help. | sign up for
the workshop the next day,

Just the 1dea of actually shooting film
liberates me from my self-imposed fea-
ture hell, and 1 feel incredibly imspired.
Is this how beginners feel? | write a
seript for a short film about a woman
who becormes obsessed with heér organic
delivery man. | write with my frend
Fiona in mind for the lead and my

4  FilmPrint Maorch/April 2007

BY CHRIS ROSS

It’s three days
before the shoot
when Tom realizes
['m counting
on him to be
part of the crew.
Actually,
he ts the crew...

house in mind for the location. 1 mar-
vel at how much less work it is fan
writing a feature.

Rick, an incredibly knowledgeable
and passionate Olmmaker, teaches the
first part of the workshop. I'm surpnsed
by how much 1 bearn in six hours and by
how much 1 enjoy it. 1 can't wai to
begin my film! I'm a beginner! Afver
checking to make sure Fiona s free,
I book a camera for the following week-
end and take stock of what 1 stll need:
another acter, a few crucial props,
someone o help me and my partaer,
Tom. “Excuse me?!” It's three days

before the shoot when Tom realizes I'm
counting on him o be part of the crew.
Actually, he 75 the crew unnl the day
before when our friend David agrees o
help. A chance meetng on the strect
produces a timely contact for another
actor; meeting Tim for the first me,
I'm rehieved o see he looks perfect for
the part. Tim flips through the scnpt.
“So what kind of a delivery guy is he?™
[ frown, and repeat it again, slowly,
“He's an orgamic delivery guv.™ Tim
looks at me strangely. On the way
home, 1 realize he was asking what kind
of character he 15, not what kind of pro-
duce he delivers. I feel like an idior and
think about what a beginner 1 am.

The first day of the shoo arrives and
everything has magically fallen nto
place. I've made detailed storvboards
and notes, and I'm ready 1o go. We start
with all the shots of Fiona opening the
door. Afver a few takes, | realize miy first
mistake, and it's a doozy. 1 didn’t buy
enotgh Olm. I start tightening up waer-
ever possible, and release the camera

trigger the instant the shot is doene.



Evervone looks up in alsrm. “Are vou
sure you pot thar*™ | mask my inner
beginner with confidence. “ Absolutely!™
| sav. “Let's move on!™ | feel ke Ed
Wood, but the shoot goes smoothly,
Tom moves lghts, checks focus and [l-
ters, and fills in like o trooper wherever
he's needed. Duvid is the master stylist,
leoking after ull the food, props, and
Fiona's hair (which for one crucial
scene i styled o look like the oN wower),
Fionn and “T'im each perform brilliantdy
and with remendous grace under pres-
sure afver | Al them in on what's hap-
pening: “Okay guys, we're running out
of film so trv and get this in one take!
Ready? Go!™

A few wecks later and we finally sce
the fooage: endlcss shots of Fiona
opening the door, rapidly followed by
pretty much one mke of everything clsc.
Surpriangly, it doean’t look too bad and
some parts actunlly look quite good!
My exhilaration mixes with resignation
as | realize this is 1 this i8 what 1 have
o work with, So | begin: 1 cobble
together a rough version of the film,
I record Fiona's voice over in the stu-
dio ar varr, alter rewriting it (o accom-
modate the strongest footage. 1 ask my
friend Mike 1o do the music and he
agrees. Now I'm ready to play the ace
up my sleeve; another friend Joe is o tal-
ented filmmaker and ﬁ!l!ﬂ?. and he has
agreed o edit the film in His fancy sto-
dio. Fantastic! The only caich s the
studio s in Montreal and evervthing
mist be ready for the final cut as [ can
only alford 1o make one trp. Unforio-
natcly, this means the music must be
finished before Mike has seen the final
picture edit, which even a beginner like
mysell’ realizes, is not the ideal way 1o
score o film,

Mike and 1 talk abour what the music
should sound like. Ar least, we try. Not
being o very musically minded persomn,
I realize [ don't really know what the
music should sound like. 1 have one idea
and | lay it on him. “Can vou make it
build somehow and then, vou know, get
really craxy at the end*™

For some perverse  reason, Mike
won't et me hear what be’s worlang on
before it's done. 1 even offer 1o “help™
in the studio while they"re recording.
“Mah, 1 think we're alright.... | hope vou
like the music,”™ Mike 1ells me in his off-
hand way. | hope so wo as I'm picking
it up the night before | beave for Mon-
treal and there will be no time o make
any changes,

Incredibly, the music s perfect. It's
not at all what | was expecting, but
I love it! | realize mv idea of "getting
really crazy at the end” & velling, and
hitting pots and pans, Mike, however,
has imagined it as breaking down and
falling apart and it works beautifully.
The music is in fact the easdest picoe of
the puzzle to work with as we edit the
film over three intense days in Mon-
treal. My biggest mistake in the shoot 15
now our biggest challenge: it's o struggle
to find creative ways to shape scenes out
of the tiny amount of fontage. Joe points
out shots that don't maich. *You know,
that's a directing problemn,” he says.

I learn a ot from hime and enjoy the
editing process immensely, The film
comes alive in o shocking way when
we add the sound effects, Suddenly
the characters exist in ther own little
world, We finish the whaole thing with
no time to spare, and on the train back
o Toronto, the film's soundirack con-
tinues 10 play in & demented loop in
my head.

Clocking in a1 four minuies and four-
teen seconds, Deliver Me is longer and
better than | expect it to be. In fact, n's
sstonishing that  thoagh the film
changed at every stage in the process of
making it, the intention and spint of the
original script are stll there. 'm 5o
impressed by the efforas of evervone
who helped ereate it and feel proud of
our litthe film. We have a screeming at
home [or cast, crew, and frends, and
I'm surprised by how mervous | am.
Evervone laughs though and tells me
later how much they like it | exhale and
think about what a rruly amaring ¢xpe-
rience this first film has been, and how

much I've learmed in the procesa

1 apply o different film festivals and
play myv beginner card often. “This is
my very first film! It was made with
love! And no money! Any chance you'll
warve the entry feef™ Sometimies i
works, sometimes it docsn't. | apply 1o
some of the bigger short film feits for
fun and some of the smaller fests as
well. 1 watch for progroms curated
around “organic” themes, | hope
Deliver Me will play on a hig screen
here i Toronto, and maybe go o a
couple ather festivals in Norh America.
1 know, however, that this s o beginner
film. The competition is stll and, ofen,
has much bigger budgets and shicker
production values. In the not too distant
fumere, I'll post the film online and well
evervone | know 1o check it oul

So, what comes next? Marginally
expenenced? Well, whatever it i, I'm
no longer an absolute beginner! In fact,
I'm a filmmaker! And 1 can't wait 10
make my next film. W

Do Geronsar foihion Frona Walker's ko inio CH
Terwnr-anyle “cle for Daliver Me

FilmPrini Mu.r-rh.f.lprll 2007 5






L L007 udyfypuow  ugupg

| 0mquisip wydu ap puy o1 op
OO PASIUE OHW ] 1UHM. 8 THLE PATR 110 U
s o 411 AU Ay Sua Sjmaadsa A
-5ED 05 AEM 11 3ard ou puw samod Jag
HIEq 0 01 USON JO] N 81 ] Kas
51 NGLIIT A[UO L ] WIS UINLOM
Sumprn ppom Ay W mpaw yEnous
s 2l [ suoaom pus unj u daoy o
st | Sung uie 3y | §oogon pue
QAT “UIgE-1 0 jo eap alejsed ¢ Susaps
-und we | 1afin v pauayumn aary S
L SO REANE 13 PUR §80] JeaS-Uaaas
A dnoaag o) W] ALl Jo 1 1surEde
Madwod o1 Jurm | pue Jauado-asa
Hig w s 40N UOTYSE] J0] 01 map]
o1 st AW WO XIS[RFInI s 18
SUmpo 08 DIEH AIYS-] X235 Ry
Jo aup v Juneasy {sng uadq aaey |
i agi 2owg pavaddey vomsoddo
s aojaq sauled souisng sEeddod
paog spurs] Juipnpup Sumngusp
3] vy 6661 ) s pey | W

£ Hum pannpaosse sanifiqer| eda
U SR WL 008 LU AT S10andgL
~ST T J80J9)L1 AU U2aq 2121 sef]

DEME3] IRl HpEw o) SpeAl we | jsuot
~wraad pur spwpy safumio ‘sausy
2008 My puds 3seajd ‘pan Sumad
ure | Y0 uuy s “Aomd ‘ysas SV

Jagm B 10§
LML) JO YIS NOA 3J0M “XNIG [MFumag
2213 01 uauy s1oys EELF pue Hum
=100S JO $Y2aM, JIr=R-pu-auo 25y

IR 1, us
LW JO saURpuUnog ap taao of uaaa
pUE LI § iy ajosd o) Lo o ssou
-1snq 31 jssouisng snowIs B S1] NI

Aangiu fuadoad
[EMEIS[] 390 INOGE PIUIEI] IABY N0A
YR BURQ HQUITEA JSOU U ST IR

LHABLINE] juom | FA3H,, sER 1 aydnog
puoass o aaef [ uays ang u paaoad
180 YILaANA AU 18 e YR 01 WAl
Joj pue st voppoddo snp sop pageun
MOY uaWnsop of pauEm A[Eas |
i s i Sunyfy swead xis oo
puads | Op ‘05 UL DyfE JWED Wiy
Liqeqoad A yamym “no Jure> saqey
SIERa 4 SN I U] CEIB3A XIS JDAD 0]
suejd Sw paddos Say ), pogsgng W

Aarnuapua nok o) wonsoddo
AR MATPLIIM W00 AL JO V1T
Ags uo sainogy Inof aae IRygA

Rt LR
GOE] S 0 JOU UBLLIOM B 00 W | ‘0N

STy g
dn Jurad anoqe yung 1aaa nod pig

POD) PIUTYL PUE P | I

|
ap go anag asumie ameq ay
uom Py nog el Smau s Sulaeay
dajjie WORINAS [ENIUT JN0A SEM VEL AL

ArEIgl me)
vH 2poodisQy 16 2um-fny Jpsiu punoj
pur pey | surd ap e paddois sy
“eapt A o joasd parep pue *adiadad 13
=SURD UOHRPIY S30f0A] PUL) 01 Py |
oF “Hundiaaa ranal s sanaed iog
‘paruasand s spp seoyans vonsoddo
LR WAL, RIEDA AN J0) JasAL paquasal
~dad | o8 pajng 2q o1 Fuod jou sEm |

Wiy o aassuadxa ool aq
PINOM 11 PIES 0L SEALIONE SO P
-u0d pus 2iwe| L pany | jjey-e-pue
-IN34 B IR PUR 3350) [N 1w A ]
LUPIP 18 11 *INOSEP PR Jage el
s paundy | urod ey yseo smgop
uo $EgS J0) Suediuos sy adEneg ay

Jaqm) awak v ng *Ausdwos s umo jou
PP ALUN AN T PEOA S U] UL 18350
PLUOIIE I IALNE UALIEAL ‘Al paie
“uod Amp uagsy [eacadde gormapen
o pasoddo woo] A Jo wniyg ‘e
SUILIOLE M) W] aunisa) ® ol 3 I
pur wmad Ma) B J0J U NP GiLn pom
o sadoy i swen 2y paopmwapen |
I YENOLS BIPE A Ul PAANIY | ‘§661
U] "RAE-1 X35 [P JO AN € e
O 3L MOIE JAAU OF MU UMEAN] PIADM
OO U jo mnag se yans Susdios g
“|OP UOI[ICIALL B 18U SIEaK oYL © Ul
WHENOL 34N 12430 340 PINOM | 1240
304N WL A1 0] S0 M0 pUR BpeueTy
Ul S(EANS) WY [R22435 0F FulEann sem |
WM I S [TJSSI00NS SB 20 O) W) Loys B
10j Apqrssodun 2q pos g Enoyp
EPUILY 250D S jo SUE X35 [
PR | Uy PUMRRN MYV

FEIEAL X8 10|
S11 AZIIDNIETED 1530 NOA PINos smog]

AN 0 ABM I2Y PUi aspungs
=100L1 PATNAT U LU I3 U PAOY3a an
L SR — 100 [[25 10U PUT *UT 24212
nof wys Jof dn pums quaned ag o)
st 1 wrpodun soy usoys sey topsod
=303 Ay Ui O0U JUI0as 13 C Xag
M), POPEWSPEN M8 UM Syl
asn o) WAL I 20§ sFEAE X1 40) WFnog
YS WO MR JO WY L 1EG 1304
B Ul PapoIquua sEM BUISsay ‘Apuasad
[Aun pum el 1snd prip A ang d#q
Hig Jo a0 S s pnom A0 (R
=LUIA T DTS TR UL pinos ogm puy
ARG [T W E RUISSARY MR
Empwanpy ol 1 uapusdapen ul el
AJ00% U Amm U1 ST ST ], X3S Ry
jo uocwiauoy ® pue Suppas A8
-umjE]] 2N P il spus Junies )

'SaAl Jp e a0 YoEs
s0p paeaw Apuaned ....;_EE.
afumiy ssapy pue rurLeg CJ

A0 ‘paspul ‘som _._n_oE_x.m:o_._ Ay DY} paLwass || Woa] By} JO jinig uoyoiodiod
Jojjop uoliquju sy isuiBo 4o 200 o) a0y p,ays yBnowy saaau ays ‘paruiow Buyjeb puo eno)
u1 Buyjjoy aBunso UL pup DUDUDY D INOGD W]Y HOYS UCKOW-dOJS JaY BPOW DUISSAW J|PYIW UBYM



BINMINE

DOCUMENTARY
FORMAT
FURTHER

Theusamds of subemissions sireom
in ko Hat Dac’s offices




kids are back in school, and all

the offices are once again filled
with the bustle of refreshed workers.
The offices of the Hot Docs Canadian
Intermational Documentary Festival are
no exception. The air is filled with a
quiet hum as the swuff gear up for the
14TH annual instafinent of the festival.
The hum is made up of ithe clicking of
fingers on kevboards, telephone conver-
sations, and ihe shidng of filing cabinet
drawers,

A glaince in a8 comer room reveals
four members of the programming team
hard ot work opening mail and caw-
loguing submissions. Their desks are
surrounded by bins which look some-
what like the harvest horn of plenty;
however, they overflow not with fruits
and vegetables, but rather a bounty of
cascd computer disks containing the

. I's the sccond week of January,

Toronto International Film Festival. His
job has been to tweak the programming
structure, while helping tw  further
define the aristic requirements of the
festival, The majoriy of the screening
duties fall on him, but there are also six
others helping to son intemational pro-
gramming. and twoy others who are
devoted solely to looking ar Canadian
content enterics.

Next, you have o take into account
the curatorial bent of your festival
According to Famel, Hot Docs is meant
to be 3 survey of the vear's documen-
taries, and obviously un opportunity to
promote the art of documentary film-
making. As for the content, there are no
boundarics, though naturally cermin
topics are on filmmakers' minds more
during a given veur For example, the
war in Irag and environmental concerns
like global warming were the subject of

As docs continue to gain ground with mainstream audiences,
the Hot Docs's team works on the highly anticipated next
installment of North America’s largest documentery film festival

work of thousands of hopeful docu-
mentary makers.

The festival's stan date, April 19, &
still three months away, but after chat-
ting with Hot Docs's director of pro-
gramming Scan Famel, it's clear thm
there is no time 1o waste. The program-
ming team has o screen approximately
1500 = 1700 submissions. Beyond this,
Farnel and several others must also
travel ubroad 1o other festivals, like Sun-
dance, 1o scout 200~- 300 other possi-
big entrigs.

When vou combine the physical vol-
ume of documentaries 1o be screened,
with the need o comider the material
cach film presents, programming such
a festival become: a task of near
Herculean proponioas. So, how do they
do it

First, vou put togsther a good team,
Fuarnel was hired only last yvear afver
working for several years with the

many submissions last year, However,
those selected were more than just
straight  informadon. “If it's just
reportage, it isn't interesting enough,™
says Farnel. “Chosen entries explore the
complexitics of issues in unigue ways.
That's what we are lroking for.”

Another important aspect is ensuring
that the viewing public is engaged. Far-
nel feels that today documentary flm-
makers are helping 1o Gl & void in the
quality and breadth of coverage an cer-
[3in issues. These [bmmakers are cap-
turing stories that are not even on the
popular media’s madir. Nobody knows
this berer then the faithful sudiences
who — ungry for fr=sh perspectives —
show up 1o see documentary festivals
like Hot Docs.

The proof is in the numbers, Last
vear, attendance shol up by 2§ percent
and this year Hot Does s expecting to
admit over 60,000 viewers, This means

added pressure on Farnel and the team
to stoke and feed the large public
demand in the lead up to the festival.
Part of their strategy has been 1o spon-
sor Doc Soup, a monthly double
screening of new imernational docu-
mentary features at vie Bloor Cinema to
keep appetites whet.

Though the number of venues in
Toronte s proportionately small —
cven when compared o a misch smaller
city like Copenhagen — the armay of
successful film festivals here s amazing.
This diversity of festivals svists hecaee
a strong film indusuy has meant that a
pool of people with the abilivy, knowl-
edge, and interest In organizing such
events are in close proximity to a savvy
festival crowd, Together, these factors
have helped to ensune that Toronto has
one of the most highly developed cin-
ema cultures in the world.,

As far as 2007's Hot Docs, Famel
says that the two netional survey pro-
grams “Spotlight on Central and East-
ern Europe™ and “Made In Brazl™ Jook
very strong. “Spotlight™ is partcularly
exciting because it shows the emergence
of what Farnel calls a* new wave in doc-
umentary filmmaking,” This new wave
is in part the result young filmmakers
moving away from this region’s great
tradition of an film These artists are
increasingly choosing the documentary
format as a way to examine the pro-
found social and political changes thar
have been happening in their countries;
they address issues like poverty, the
emergenee of the Evropean Union, the
move away from old socialist models
and more.

For the future, Farnel sees the festi-
val’s challenge lie in increasing its
capacity to find funding for new docu-
mentary makers. If the festival’s popu-
lanty and clout continue 1o grow as they
have been, there is no doubt that Hot
Docs will be able to meet that challenge
handily. ® °
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NO PROBLEM

It's inexpensive, messy and — at first glance
— cameraless filmmaking (also known as
no-budget filmmaking) is totally insane.
But you can create a work of art with no crew and
no cash. Daniella Newman met with experimen-
tal filmmaker Madi Piller to learn the basics of
handmade Fi|mmﬂking_ Piller is presideni of the
Toronto Animated Image Society and her works
have screened in North America, Argenting,
Brazil, Colombia and Spain.




CHOOSE YOUR CANVAS

Vanous types of film strips — Super 8,
Gaan, 35MM, and Tomm — work as dif-
kerent canvas ses. How do you deade
the night format for you? Start by con-
udering the venue and vour budget.
Super 8 and 16 MM are More Commion.
1% MM 18 8 beautiful format, but pres-
ents  difficulties when it comes to
oreening at smaller venues, which
might not have the projector you
require, When choosing your film, con-

sidder the possibilities for the end result.

CHOOSE THE RIGHT 5IDE

Examine the Glmstrip. One side of the
strip is slightly shinier. The other side
B stickier because it s composed of sev-
eral luyers of emulsion — this is the side
vou Il be working on. Touch both sides
o vour lip 1o decipher the difference in
stickiness or scratch it w see if any
emulsion is removed. Get the side nigha
ind the sound arcs is always on the left
A black strip is exposed and processed.
Yellow and green emulsion lavers top a
ransparent base, which makes it look
klack, Think of vour stip as an object
that youi can both deconstiuct amd con-
struct, Understunding the raw material
wllows vou to consider treatment; specif-
ically, the wayvs in which chosen mate-
rals support a theme.

Geet a light wble or a picce of white
paper. A piece of white paper placed
under the hilmsinp will allow you sce
what you're doing as vou work. An
mexpensive light box, which looks like
in Erch-a-Skewch, works just as cffi-
ciently as a visual aid

GATHER YOUR TOOLS

Pretty much anvthing goes: China ink,
permanent markers, paint and water
colotirs are great for marking the flm.
Apply paints and ink with brushes,
iponges, rollers, stamps, Q-tips and
more, Rough up vour work by scratch-
ing through the emulsion lavers with
sandpaper or any sharp object. The
depth of your scratch will bring up the
varous emulsion colours

Using scotch tape, you can attach

Variation: You can alo work
on wransparent film or found
foomage. Bleach out the shot
image on found foowmge then
build-up using vanous 100ls as
you'd be working on a stnip with
no emulsion to manipulate into
effects.

ﬁmh’!hﬁigh‘l 35 M, 14 MM ond Super B

Same vaetul toals for handmade ilmmaking:

1} Cotton ghorre 5) Enpcies Knile 71 Ohl Peteds
1) Ruter &) Permenort Markers 10} Splcr
3} Winkercokoun 71 Posnt Brusken 11] Light Toble.

£ Chircs Marker 8] Mogrbyng Gloss

Scroich through the amubiaon wath o thorp abect
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TI P. Cut a piece of black cardboard inte a square that marches the light box in size. Cut out the center to match

& the width size of your strip. You will now have a black square with a cut out center in an elongated rectan-
gular strip shape that is lit up from beneath the cardboard. Place vour strip over the now it center and just move it along
as vou work. This svstern lights up vour strip, enabling you to better see what you are doing.

TI P. If you're raping cul-out images onue your swips you can usc a
& splicer to clean up. Place the image on your strip and tape across
carefully. Purt that section of your strip across the splicer, then shut and release
the splicer, You are not cutting vour strip; placed across properly, using a
sphcer énsures that your ends are smooth, all hanging bits of tape have been
cut off, and vour sprockes aren't compromised by mpe or stucky material.

printed picturces, transparcncics, photo-
copies or any image on a matcrial that
isn't oo dense to ler the light shine
through. To bleach through vour swn
waork or shot footage, mix a few drops of
bleach with some water, otherwise it is
oo powerful a chemical agent.

Visual guides help maintain consis-
ency when repeating images. For a
measuring guide within cach frame
employ a picce of used testing film
a.k.a. testing pattern or anv one of sev-
eral patterned film leader (these inclde
numbers, crosehairs, arrows), Since the
testing strips have a pattern, when
placed beneath vour strip, it provides a
reference to where yvou are within cach
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frame. It's like working on a piece on
tracing paper under a notebook. Create
your own guidelines using anvthing that
provides visual boarders and spatial
miarkers.

DO SOME TESTS... IF YOU WAMT

Play with short strips to sce what effects
catch vour éve, Lt a drop of paint run
down vour strnip and then mampulate
with movement. You may prefer the
harsher patterns created using rollzrs,
Q-tips, or fine brushes. Bleaching and
scratching carve out the emulsion. The
scratches appear much larger when pro-
jected. How deep vou carve will deter-
mine if you hit yvellow, green or the

transparent borom layver. Boiling a
piece of colour film {(not black and
white, which enly curls in boiling warer)
detaches the emulsion from the base.

This causes the colours of the emulsion
to separate and come o the surface so
the strip ien't all black, Az econ as you
pull the film from the water, the film is
especially malleable. Manmipulate pieces
of the boiled strip and arach them o
vour strip using tape for visual affects.
Bl in a pan of water on an electric pad
outside as the fumes are overwhelming
and toxic.

All thar said, Piller reminds that the
fun of this art form is in the aesthencs of
mieractive spontancity: “You don’t



Tl

o When you are intenscly handworking film stock, you will probably want to work i short lengths, and splice
@ the lengths together later. Using a splicer is a simple process — just follow the steps on this page,

1. You can trim the ends of your lengtha if nesded with
tha guillating on the right-hand side of the splicer

i Pulll i ooy jpoin.

sced o do the wests; the magic i in just
weeing what comes.™

DECIDE HOW YOU'RE

GOING TO PLACE THE IMAGE

A filmstrip is made of conjoined frames,
I'ry applying images within each frame
I'he various types of film have different
frame lines in relation to the sprockets.
Alternately, try frec painting through
the lines. Working within the frame cre-
stes o structured look, while drawing,
icratching or painting through the lines
sroduces 1 more abstract look. Experi-
nent by mixing styles. How you apply
naterials determines the look and fee] of
i piece.

2. You want a siraight, clean adege on the end of both

pisce you wish ho join

5. Close splicer over faped join and press lever firmly

COMNSIDER THE TIMING

When considering images and tcmpo,
remember it's 24 frames per sccond,
How long do vou want an image o
appear? Is there a motil you'd like 1o
¢reate at timed intervals? Weave a
theme nsing repested  Imagery st a
turmed rhvthm by keepang track of your
frames. Do not write something differ-
ent in every frame, it will be unreadablc.
Likewise, an image in a few framcs
appears as a blip. Timing is less of a
concern if vour work is more about
mowvement and abstract acsthetics,

Tip: Try optical printing vour film to
create more frames of an image.

. o

3, Thread the sprokat of tha film into the grooves on
withar sicke of tha topeng mount, w0 thot tha ends mest

#. Remove filmakrips, now laped logether on one-
ude, reverse and re-thrsod e sprokels on the
mverae e, Bepeo! veps 4 ond 3 b make o dou-
Serpiice, with the prips haped on boh udes

KEEP THE SPROCKETS CLEAN
Whatever you apply 10 vour strip be
sure 1o keep the sprockers clean. Dirty
sprockets can cause the film o np,
which not only damages your work, but
can totally bugger the projector.

SIZE MATTERS

When applying lavers o vour film strip,
don’t over do it and let the layers get too
thick. The projector gate has metal
plates and carelessly built-up layers
could cause damage both to the projec-
tor and to your film. W
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§ HELP US MAKE
 THE WORLDS FIRST

DIRECT MAIL MOVIE

Here's your chance to make your own cameraless film in 7
simple steps and be part of the making of the world’s first
Direct Mail Movie!

Step 1: Look for the film strip that was included with your
magazine (It should be in the fold to the right of this column).

Step 2: Read the arficle fo get some ideas for how you want
to manipulate your filmstrip.

Step 3: If you don't have the items listed in the article, use
whatever you have at hend.

|

il

I

I

I

I

i

I cut, hole-punch, nibble, pulverize, mark, hammer, douse,

I g|ue, carve, hug, kiss, nail pﬂ|i5h, blotted, wipe, paste,
smear, stare at, tap dance on, layer, splice it. You decide! As

I cameraless filmmaker axtraordinaire Madi Piller says,
“There’s no limit to what you can put on film. It is a canvas

I for the artist. Do whatever you want to do!”

i

[l

[

[

I

f

Step 5: Fill out the form on the facing page so we know
who you are.

Step 6: Put your work of art and the form into an enve-
lope and mail back or drop off to LIFT before MAY 31,
2007.

Step 7: Once back at LIFT headquarters we'll splice all the

filmstrips we receive fo create one giant mail order film that
will be screened at a verue near you later this year.

i
]
[
I
i
I
I
I
I
I
Step 4: Take your filmstrip and scratch, boil, bleach, paint, 1 A
I
i
I
I
|
[
!
I
i
off
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§ WORLD’S FIRST

1 DIRECT MAIL MOVIE
1 ENTRY FORM

| nameE:

i
I ADDRESS:
i
!

l PHONE NUMBER:

l [0 Please place me on the Direct Mail Movie
I Mailing List.

| comments:

I MAIL TO:
DIRECT MAIL MOVIE C/O LIFT
171 EAST LIBERTY STREET
SUITE 301
TORONTO, ONTARIO
MéK 3P4

I DEADLINE: MAY 31*, 2007
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BITTERSWEET ABANDON

When Simonee Chichester meets her father for the first time,
documenting the reunion is both a frial and a triumph

er journey began with a phone
call o her Toronto home
from the Canadian consulate

in Brazil. They were reporting her
homeless, aleoholic father’s  failing
health, Her Fadver, Edgar, bad been liv-
ing on and off the street for 23 years and
she hadn't seen him in that tme. When
the call came, Simonee Chichester knew
that not only did she have to see him,
but alse she had to document this
TeUnion.

And she had to act fast. With her
father’s health deteriorating and  her
need to find answers to crucial ques-
tons about being abandoned, she got
on a plane first to her father’s birthplace
Guyana to interview and meet with her
extended family and then to Sao Paulo,
Brazil, where her father had been living

BY BUNMI ADEOYE

for years, *When this came up with my
father, | had to decide whether | wanted
to meet him or not,” she explains.
“because it seemed as though the issue
of mortality all of twe sudden wok cen-
ue stage. Bven il i wasa's going e lap-
pen right away, cventally he wasn't
going to be around, especially given the
circumstances of hs life. Al of the sud-
den I was looking at it a little bit differ-
ently. I decided | wanted to meet him
before he died. Dooumenting it* Believe
it or not, very little thought went into it
it came naturally.”

She had always pitched Chichester’s
Choice as a documentary of a father
gone wrong, but deep down Chichester
knew that this was her story, However,
she had some misgivings: “It felt really
arrogant for me to think that | could do

a film about my life. | think | started
doing a documentary about my father
and his life and what a chansmatic man
he was. How does this person with so
much promise and talent end up on the
sireel? Eveouwally, i became o Dl
about me and my jpourney. It became a
search for identity. It wasn't about my
dad’s journey and it wasn't about his
history. It was about my history.”
Before her departure, she conducted
phone interviews with her extended
family in Canada and abroad. She also
had extensive comwersations with her
mother, MNeusa, about the past in prepa-
ration for what was o come. She had
secured some funding for the film, but
she decided she couldn't wair for the
rest of the funding to come through, if

indeed, any more would come at all.







Chichester doesn't regret her decision to
continue with her plans despite still hav-
ing to hold charity events to raise cash
for the film. The last event she held was
in December 2o06, “1 think that was
smart o go and 1 would do it again.
And | would tell any flmmaker that
they're Adiculous o think that they are
going 1o have their financial structure
in place [once shooting begins],” she
wys. “1 want 1o get my projects done.
1 just did it because 1 was ignorant and
! didn’t really know there was another
way. | didn"t even know what a Ginancial
structure was at the tme. But I'm really
glad that 1 didn't wait because 1 would
atill be here.”

Shot on Dy, her cameraman had cop-
mred tense moments with her Guyanese
relatives, the frantic search for her father
in Brazil, and the emotional meeting —
and inevitable parting — of father and
daughter.

She reurned o Toronto with Bo
hours of footage and the monstrous task
af piecing wgether a story. The first edit
of the film wasn't what she had envi-
thoned so she went back to the drawing
hoard, assembling a new team to craft
the film thar she wanted. She's philo-
rophical abour the whole experience:
*[The first editor] was really invulved in

sifting the story out. The new team saw
the old cut. They saw something really
special and there was something really
special there. It just wasn't what [
wanted 1o release. It would have been
casy for wo say, “I'm done, 've done my
first feature film. I've done my project.
Here you go.” A lot of people do thoar.
That was hard for me to say: ‘T'm start-
ing over.” Holy shit! It's so horrible and
1 have no money and I'm starting
over... That was very, very hard, but
you know what? It didn’t take that long
afier..."”

Chichester continues 1o takes risks
ind she searches for funding for the
film. She has submitted the film 1o sev-
eral festivals in North America and in
Europe. Chichester's Choice has gar-
nered some mainstream  buzz, but
there's still work to be done. She hopes
for the film o eventually be picked up
by a broadcaster or distributor. She's
started work on a short film script and
ihe would like 1o work on another doc-
umentary, one that's “a litthe bit casier™.
Personally and professionally, Chich-
ester experienced a sort of rebirth dur-
ing the month-long shoot; o quickening
that was captured through the comera
lens. “I see somebody different,” she
says. “The physicalicy, my facial cxpres-

sons, everything seems differemt than it
is right now, Lifc happened and this
particular story happened and Wt
changes people. 1 can't even pinpoint
the change in me. It's just interesting 1o
see that, to have the vigble proof of ir.”
Toa meet her father and shure that
story, she put her heart on the line. It
was also her way of drawing a line in the
sand. “It’s my life story. It's part of who
| am. Why it's important for me per-
sonally [to tell this story] b different
from why 1 wanted to put it in & film.
I was lcfi by the first man | ever loved
and there were issues 10 address with
twat. To me it was a no-brainer. 1 can
honestly say that with my dad 1 dont
have any baggage anymore, Every-
thing's been dealt with, Even though it
wasn't a happy ending, | don't have any
taggage, you know what | mean?" B

For mare dafaily about Chichaster's
Choice, visit wew,
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THE ORIGINAL

DEPENDENT

THE WORK OF

JOHN CASSAVETES

DEMANDS TRUTH AND A LEAP OF FAITH

fell in love with movies in the loe
I 708 and then studied film in the

carly pos. While living in New
York. 1 fcli quite daunted by the shesr
number of screenplays bomg wnitlen
and shopped around all over MNorth
America. The limited development
funds of production houses, especially
in Canada, have crested an almost
impossible gaumtlet 1o pass through with
an original story intact. | began work-
ing os an assistant for several rever:d
writers and directors, | spent a year
working for director Peter Bogdanovich
(The Last Picture Show, Paper
Meon, Mask) where | had the privilege
of discussing my cinematic heroes with
him,

For me, one of the few icons that
| embraced early on was actor/wrier
director John Cassaveres. If vou huve
cver been strred by the work of Mamin
Scorsese or Scan Penn, then you ows a
little something of your cinematic rever-
ence to Cassavetes, Cassavetes is sl
regarded as the master of a genemtion
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BY DANNIS KOROMILAS

of filmmakers and audiences who sub-
sequently ushered in films like Scor-
cse’s Mean Streets, Jim Jarmusch's
Stranger Than Paradise, and Spike
Lee’s She's Gotta Have [t

No one in his ame straddled the line
better berween actung in Hollywood
fitms and parlaving his acting pay
towards his visceral vision of personal
filmmaking. While he devoled most of
his dme 10 making his films, he contin-
wed acting as & means to keep his deeper
works alive. Cassavetes held his owvn
with the likes of Lee Marvin, Donald
Sutherland and Charles Bronson and
was nominated for the Uscar for his
performance as Victor Franko in The
Dirty Dozen,

Born of Greek immigrants in New
York City in 1929, Cassaveres began as
an actor, but ultimately realized the
power paradigm on a studio-run film
set. He simply picked up on the gaping
holes inoa stapdard studio shooting dav
and cultivated a dvnamic method of
procuring stunning performances in the

miost desperate of circumstances. When
vou hear or read about Francis Ford
Coppola morgaging his house, the
bankers had already experienced the
precedent of Cassavetes's financial leaps
of faith,

His first film Shadows touched on
rice issues in America vears before
Morman Jewison's Oscar-winning In
The Heat Of The Night. In the racially
charged film, set in Beatnik-era, jaze-
sonked New York of the late 50s, the
loose, rambling Shadows tries w keep
up with the dreams and struggles of
aspiring musicians and lovers. Film
revicwer . Hobormman of the Villogpe
Vowew confirms what many film fans
knew 1o be true: Shadows is arguably
the founding work of the American inde-
pendent cinema, The film had a budget
of 825,000, was shot on 16 mm black and
white stock. and clecinficd film crines on
both sides of the Adantic. It received
Brtsh Academy Awand nominations [or
Best Film, Most Promising Newcomer,
and Best Director,
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He had called out and tangled with
social themes from under the heavy
cloak of black and white film and shaky,
nervous cinematography. His terse pan-
ning between actors gave viewers the
fecling they were witnessing a daring
and potentially dangerous home movie
crupting before their eves: Performers
come in and oot of focus, the camer
barely keeps up with their twitchy
energy und speradic movemenis,

In the editing suite, Cassavetes was
even more manic, If Scorsese crafied
onscrocn expenences that comesponded
with the way we breathe, then Cas-
savetes performed mouth-to-mouth on
lost seenes, endless footnge and troubled
productions. With Shadows, the entire
film actually was born out of 30 hours
of workshop rchearsals. Because he
demanded his actors 10 delve bevond
the simple reflexes of conventional act-
ing, they usually found themselves way
outside the reilm of a straightforward
scenc. The improvisatons led 1o sur-
prising results, but there was a rwisted
maze to decpher: Where did the
rehearsal end? Where did the acting
begin? Where — among the blurred
lines of inumacy and reality — did the
best takes lay* Cassavertes was drawn o
this kind of exploratory performance

By the mwid-708, audiences had
dlrendy witnessed rwo Godfather films
directed with majeste sweep and rich,
deeply saturarsd ainematography. In his
The Killing of a Chinese Bookie, the
meandenng and sometimes digressive
flow of the flm feels distracting. The
faded, fuzzy worn oul look of Cas-
savetes version of o mob film doesn't
look like the real thing compared 10
Coppola’s. But the grit and desperation
ol the main character Ben Gazzam in
this film is stzeped in the hangmg-on-
for-dear-life reality of o gambler who is
flat owe of hadk.

Cassavetes was driven o make his
films. and stled and gambled like his
creative life depended on . He was
notorious for uming fellow actors wnd
crew members into family, drawing out
of them a solidarity and commitment o
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his vision unheard of in a studio picture
today. Although it sometimes took
vears, ree o his word, all who panic-
pated in his films were repand their
deferred suluries,

Hizs Woman Under The Influence
garnered an Oscar nominations for his
wife, Gena Rowlands, for himsell for
Best Director, and evoked rave reviews.
Peter Falk ond Rowlands basically
unraveled on sereen. with mge. power
and confusion so faw that perhaps their
performances can only be repemcd
today in a film not worried about test
audiences. But before the Oscar nods
and the rave reviews, ne distribution
company sicpped up w ke on the flm,
Cassaveres hterally went door to door
with his film cats under his arm. He
caught a break when close fnend Mar-
tin Scorsese ussd the leverage of his
Alice Doesn't Live Here Anymore
release vo help his former mentor secure
his first screens The film's reputation
spread from theatre to theatre from
Long Island to Los Angeles. This was
the last ome word-of-mouth about a
film really was vwword of mouth,

There is o shght irony that some of
his most important work probably could
have gained bigger sudiences with some
better prodduction value. Cassavetes was
a director comoletely wrned off with
fabricaved loose ends ved up nealy
before the credins roll. He knew beter
than that and felt more honest in the
shaping of his films. Mot & lot of char-
acters walked away unscathed on his
RCTOENL

While much of his directing dealy
with getting the shots he needed with
scarce budgets, the legacy he left s not
about doing it for cheaper, but doing it
with truth and original expression. Cas-
savetes aimed for capuring it while it's
there. Cassavetss believed human emo-
tion did not need pageantry or the
incredible build-up on a massive sct to
trap it It lay in the moments. Actors
dug for them. He dug with them.

Fifteen years after | recogmized and
followed my own passion for writing
and working cn films, the Hollywood

three-picture deal is still elusive, 'Well-
paid film work hs dwindled through
il winier, as 13 alwayve the case. This
past Movember, ina concerted effort 1o
re-ignite the appette for new ideas und
images, | joined L7 and saw dosens of
startling new works by filmmakers than
have been soorficing and toiling
towards their art. It was fortfyving w
reenter o realm of film that has not been
steamrolled inio product.

I was transported back o a one-way
AMTRACK train arriving in Manhat-
tan in 1991, where | had gone scarch-
ing for stones and cxpenences just ke
some of my heroes sl decades before,
Cassavetes's films offer the aspiring,
embuattled flmmaker solidarity and sol-
ace; beckoning arasts 1o tell their story
in the wuest way, regardless of the
familiar constraints. There 5 always
away, B




Tamikia Miller's Sarang Song

L REVIEW

LUCK OF THE DRAW

M Mpenzi Film Fest'’s misses and a hit

by Heather Richards

lack. Female. Lesbian. In the
genetic slot machine, landing
on that particular combination

could mean the odds are stacked up
against a person. It may not appear to
be a winning combination. Bur who
decides? It 13 not a fair assumption.
Logically, the human jackpot winnings
cunnot be determined by three exoge-
nous factors alone. Human existence
delves into a world that is way more
complicated than thar.

This reality i on display in film cour-
1esy of the 3R annual Mpenzi: Black
Women's International Film and Video
Festival, which ook place last month.
The stories present themes that link us
tcgether and shape the human experi-
ence.

Filmmaker Erika Morris's short film
Post Paradise offers a simplistic model
of the descent into the danger xone.
Simplistic because it only scratches the
surface of the issues of peer pressure
and adolescent assimilaton by follow-
ing the life of a young black male char-
acter. In each coarsely shot vignette, the
film attempis o ke the viewer through
the ragic missteps that make and shape
voung criminals. Having seen  this
theme play out ome and again in real
life, the film ends o g pivotal moment.
The film falls short of letting the drama
unfold on screen. The plot doesn™
appear o have been fully formed, the
relationships berween main characters
are, at best, vague, and the film's con-
clusion is mot entirely convincing.

Desperate for Love, a short flm by
Angel Brown, explores another univer-

sal theme: the search for love. The real
heartbreak is that the film had the
apportunity to make a more profound
statcment.  Unfortunately, this film
misses the mark, The female lead is
tempted and betrayed again by an ex-
lover. As she begins her search for a
purtner, there is an oppormunity for the
filmmaker to make an impact, but the
key moments are lost to clichés,

Tamika Miller's Sarang Song is a
beautifully rendered picce of cinema
that reintroduces us to the seventies and
the struggle those involved in the Black
Power Movement faced. And as the
political war erupts, there iz also a par-
allel struggle for survival of the rela-
tonship between two women attempi-
ing to build a life together, Despite is
short length, this film does what the
other films failed to do. Sarang Song is
engaging from beginning to end. It suc-
cessfully offers a tender-hearted depic-
tion of a difficult time in history,

Despite the fact the choice in films
that were screened as a representation
of the Mpenzi were not all gems, the
films attempt 1o focus on cvents that
muake us think and move us emotionally,
The necessity for yer another fllm fos-
tival could be called into question,
based on the fact that black+female+
leshian combo  has  been  cruclly
maligned, an education is in order.
Films can facilitate that leaming curve,
bur Mpenzi sull has a ways to go; it
must rise to the occasion as teacher
because the students are prepared to
learn. W
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GLORIA KIM

Rock Garden: A Love Story is award-winning director
Gloria Kim's latest project. Creating this eye-popping fairytale
was down to good ol’ fashion communication and teamwork.

What was the inspiration for your story?

I initially dreamt the story. In the dream was my friend as a super-
model. She was undergoing a transformation because of these flow-
ers that were appearing in her life. I woke up. [t was really early in
the morning and 1 just ran to my computer and 1 wrote it down,
I thought it would be more interesting with a second character so
I wrote the second character in. And I thought it would work if the
second character fell in love so that was kind of my inspiration.

What are some of the themes for Rock Garden?

I see it as learning to accept one's self, learning to love one's sell, learn-
ing to be true o one's self. Here were these two characters and they
lived this kind of hard life. They grew rocks, which symbolically,
I thought, they were doing something kind of hard, and not particu-
larly beauriful. That was like their surface; they thought they had o
be these hard, emotionless types of people. They're both kind of
lonely too. They live separate existences and their only connection is
their rivalry. So this is a story about how if you learn to love yourself
for who you are, you can find love. [Laughs] It's so corny, right?

You touched on the symbolism of the film. Can you talk more
about that?

The rocks are about a certain kind of exastence. The flowers are the
softening of that [existence], like the other side. The rocks are like
the hard work and the day-to-day, the non-questioning, and then the
flowers are like the blossoming, the softness. When Farmer Ugg
becomes a woman, he becomes the softer, feminine side. This is
where you get into gender as a spectrum, just as much as much as
sexual orientation is a spectrum, right? So the flowers were just that
latent side of him that he always had, that he was always in denial of,
and that he finally just let himself embrace.
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5iill Fram Cilarla Kim's Rock Garden: A Love Story

What about format? You shot this on...

On 35. A whack of people suggested | shoot on HD when
| told them what [ wanted. 1 just said no. It's just not an HD project,
right? | like HD — don't get me wrong — but if | had my druthers
and the money, [ would always shoot on film. | just thought because
of what | wanted, and just the depth of colour that I wanted, and
you know, just the smoothness and the look and the refinement that
I wanted and the texture, I just thought 35 was the way to go. For-
tunately I was able 1o get people to believe in me enough — like
Kodak — 1o donate a good chunk of the film. | was pretty lucky.

What's your directing style?

With Rock Garden, my directing was more about the actors.
I really took the time to work on motivation and objectives and back
stories — and learning to talk to people — because [ think a lot of
directing is learning communication styles. And because I had
people that | really trusted and 1 wanted o work with, [ was able wo
focus more on working with actors and that was a tremendous joy,
I loved it.

I was wondering about the use of colour in the film...

My pp, Joshua Allen, had a romantic quality about his work,
I thought he had a very tender sort of eye and | really needed that
for this sort of work; it's like a fairy tale, but it's also like a trannie
love story. That's what I communicated to him. 1 was very definite
about the colours 1 wanted. We talked a lot about colours and 1 did
a lot of visual research and sent him pictures and said to him, “1 see
really, really blue sky — sky so blue that it hurts your eyes and really,
really dusty ground, and the men arc in these kinds of grey-bluish.”
I worked with my costume designer. I talked about it thoroughly with
my art director. | said to him, “I want warmth inside, kind of like a
warm glow, like a cocoon, like a womb almost™. [ said to the pp,
*1 want the light to reflect thar as well” so you felt kind of bathed in
warmth inside and on the outside, | wanted it to be as clear and as
piercing as possible. So those were my parameters, and people just
made the magic that they made.

How did you finance your film?

We started applying to the arts councils first, then NFB’s Filmmaker's
Assistance Programme. They came in — they were really awesome
— and we started getting replies back, and it was like, yes! So we
applied for the cec/wirr Canadian Reflections Award and then
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applied for BravoFact and got that. My producer had this vision

where everybody got paid for everything. Of course, we didn't get all
the money, but we got a good chunk of it.

What about the music? What was the process like?

It was awesome. When | went into the film, | thought that what
I wanted for the music was something more ethereal sounding and
I didn't anticipate any humour. The woman that I ended up work-
ing, Rosalind Mills, injected ths humour into the music that 1 totally
didn't expect. I was just completely blown away. She just made some-
thing really incredible — just like everybody else on this film — [ gave
them my version and then they went and ran with it and made some-

thing incredible. B
— Josie Massarella
W yau would like to appecr as B, pleose submil o DVD of your film, production stlls and

prass pack o) The Super B efa LIFT, 171 East Liberty Stieel, Soite 301, Toronto, Ontaria, M&K 3P4,
if you would liks your submission returnasd, deose include on SASE.
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