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MT  INDEPENDENT DO IT YOUR WAY
== FILMMAKING AT THE
FOR LIAISON OF
INDEPENDENTLY INDEPENDENT
MINDED FILMMAKERS
FILMMAKERS OF TORONTO

The Ligison of Independent Filmmakers of Terante is a ful
service film producion foglite geared o the do-ityoursell Rlmmeker
Whether you're an absolue beginer ar a seasoned veteran, we affer
the tools and EXPErise You ||L-|'H;J to reclize YOUF cinemohc p,‘;-‘.l:uﬂi.:ﬂ
and all af prices se afferdable, }--:m'|| have money leh ever for decen
craft services, Exercise creative control and rebeose the Ffilm within you

For more information plense visih:

WWW.LIFT.ON.CA

]
toronidartsbouncil ot (ol Comniod i AT
% e e g 0 Ay i : Liaison of Independont Filmmakers of Torama 414 5808 4444 www UFTLen.ca

| Matte Boxes
Sunshades
Filters
Lighting
Reflectors &
Backdrops
Clamps, Frames
Flags & Stands
Iripods & Heads
Misc. & Used
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I IU‘TE lt ‘Vhen Filmmakers of Toronta has up-:._grc:dud the Pro Tecls suite to the
a plan comes recently relecsed Digidesign 003 Factory. The 003 features
powerful tods for composing, recording, editing, mixing,

tGgEth €r... and mostering, os well as an integrated control surface for

e hands-an contrel of Pro Tools LE 7.3,
I hank vou o everyone who participated

Mail Movie, We
ve and beauniful sub-
Mail Movie was opti-

Rates: 510/hour Full Members:

§20/haur Assaciate Members:
Wlanis and screened . .
For more information please contact the UFT technical
staff ot 414 580 dddd.
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| Read between the lines

thn Prins has changed quite a bit

since | joined LT four years

ago. ['ve been editing the maga-
zine for two vears and one of the first
things I did when [ started was look at
the back issues of LIFT's magazine in it
various forms.

Twenty vears ago, the magazine was
simply photocopied sheets of paper, fea-
uring news on what was going on in our
small community. [t eventually evolved
into a “ine that was hip, bohemian and
truly representative of LIFT's free-spir-
ited, "artsy" personality, From ‘“zing, the
publication grew up even more as it ook
on the form of magazine, which was
available on newsstands and was gaining
o solid reputation as 4 magazinge that
would cover the artists that vou would-
n't necessarily see in the mainstream
media. That said, we were able 1o pull in
some big names two: Bruce McDonald
(p. 18), Clement Virgo, Robert McKee,
Anne Wheeler and R, Bruce Elder. This
larest incarnation of FifwmPrine was fur-
ther evidence that the independent film-
making scene was @ wvibrant and
formidable force

I was constantly being pitched great
ideas, Many wonderful writers, artists
and filmmakers approached me, wantng
1o learn how they could be part of Frim-
Prar. Of course, LIFT volunteers and
{riends of LiFT made the current format
of the magazine possible

Sadly, jJUst 4s we are gaining momen-
mim, the LiErs Board of Directors
has decided o put the magazine on hia-
tus for the time being as part of their
deficit plan. This, my last issue, has been
the hardest issue that | have ever worked
on (harder than putting together the
Film is Dead! Long Live Film! special
issue, harder than pulling together the

izsue during the chaotic time after LIFT's
Executive Director Robermo Ariganello's
death.)

This issue was hard because as | read
the various articles and talked with the
writers, and worked with Michael
Barker, who has diligently and expertly
art directed the magazine for three yvears,
1 know how much this magazine has
evolved and how much the magazine sill
had 1o grow,

This issue also made me stamp-my-
foot-on-the-floor,  pump-myv-fists-in-
the-gir proud. Learning how newbie
filmmakers ook the plunge and made
their first films (p. 4 and 30), dissecting
the importance of grear dialogue
(*What!?" p. 8), and secing students get
seriously inspired by the going-ons of the
co=0p (*F is for Field Trip, p. 12} I've
learned so much about film with each
installment of the magazine. Moaost
importantly, | was cncouraged by the
staries, determination and persistence of
the many people that make up this
community. I hope you have felr the

SHMC WHY.

Bunmi Adeoye
Editor
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THE MENTORSHIP OF

One filmmaker finds several helping hands

BY ELLE DE CHAMPAGNE

his year has been all abour

taking things to the next

level, My ambituon is o

imake feature flms for world-

wide theatrical release. Films
that wildly entertamn, touch, move and
inspire people.

So I've been working hard on the
script that will catapult me into this realm
partially by getting heavily involved with
the scriprwritng group at LIFT.

The group 15 a highly positive, creanve
and effectve environment where we cri-
tgue each others work in order to create
effecuve and entertaining scripts, The
group s varied and vocal and [ wouldn't
give it up for the world, What a blessing
it has been. In fact, it works out to be a
mentorship of sorts because vou have an
opportunity 1o have your script read and
commented on by members thar support
cach other gready. 've learned even
more by reading other scripts and dis-
cussing them.

The most valuable lesson [ learned
was with regards to the original ending
of my script. I had created a compelling
story and at the end 1 resolved it by allud-
ing to the fact that is was all a dream.
They made me realize that the audience
would definitely have a reaction, which is
whiat I was leoking for, but it wouldn't be

&  FilmPrinl Summer 2007

a good one because they would feel
cheated. Thank God 1 realized this
before it was too late!

In 2006, | set off on a personal devel-
opment journey. [ felt 1 had come txa
place where [ was being stopped. So
I ook several seminars and out of ong of
them [ had an opportunity to work with
a life coach, I had to answer a seven-page
questionnaire and at the end of it [ was
assigned a coach who was perfectly
matched to me. Her name is Morgana
Rae. The added benefir iz that before
becoming a coach she was a professional
actor in Hollywood for several yvears so
she knew all aboun the business and she's
been steering me in the right direction
since day one,

To tell vou the truth, | wasn't con-
vinced of my need for a coach at first,
but then 1 realized that even the best
sporis Mgures in e world all lave une,
S0 if 1 am sericus about my ambitions at
all, 1 realized that a coach certainly
wouldn't hurt. In fact, ['ve found that
since 1've been working with Morgana
that T am much more focused. Right
from the get-go, she understood me and
I knew she wouldn't let me get away with
any excuses. Not only that, but she s a
very effective cheering section, One can
never have too many cheerleaders!

| speak with Morgana on a regular
basis. During these conversations we talk
about how to get to where T want to be.
She also helps me to clear any obstacles
that may stand in my way, whether it's an
outside force or, even, me getting in my
own way because of my experiences |
might have, We celebrale my victones
and she guides me on how to get ener-
gized by what 1 feel are my failures.
Someone asked me what is the differ-
ence between having a coach and having
a mentor, The best way 1 can desenbe it
is that a coach is like a sports coach. They
give you direction from the sidefine.
They are able 1o see the big picture when
vou cannot because vou're on the beld
playing the game. A mentor, on the ather
hand. is someone who gives you direc-
tion from having done it before. They
have a wealth of experience that they can
elraew Troen do oader 1o guide you o youd
OWT1 Journey.

One of the first assignments that Mor=
gana gave me was o find mysell some
mentors, Mentor? What a great idea! Thid
vou know that Francis Ford Coppola
mentored George Lucas? Why didn'e |
think of this before? 1 guess this is why |
have a coach.

Mind vou, this 15 not vour tpical
mentorship. Although, if 1 do come



scross somcone that i willing to mentor
me in the muest form that would be a
true blessing. This kind of mentorship
would not only give me some guidance,
bt it would also place my blip on the
filmmaker's community radar, It involves
setting up a series of interviews with
filmakers ton have more experience
than me

S0 fur, ngainst my coach’s couching,
I've gone for the cream of the crop. You
know, the Sam Raimi's, Steven Spicl-
berg s and Oeorge Lucas’s, You maght
sy | have big dreams!

My biggest break so far was meeting
Al Magee while | was mking one of my
personal development courses. Al is pro-
ducer in the TV specialty channels, but
had his beginnings in feature film. He
has also most recently been heavily
involved with the making of the Trailer
Park Boye television show and the fea
wire film

Ower the course of three phone inter-
views, Al and | spoke of a variety of
sxpcricnoes he's had both in film and icl-
svision. He talked about how he first got
mvalved in film and his journey

Oine of the things that Al and 1 miked
ibout was pitching. Pitching is a big part
of gerting any film made. Then and now,
anything can be made on a grent pitch,

Lk ek Morgrna Ros

To tell you the truth, I wasn’t convinced
of my need for a coach at first,

but then I realized that even the best
sports figures in the world all have one.

What | didn't realize is that not only do
you have 1o pitch vour idea, but you have
10 pitch yoursell as well. Duh! You sce,
these are the linde things that come with
sxperience or with a great mentor!

The thing about pitching is knowing
your marterial inside and our, which goes
withour saying. Mot only that, but you
have 1o take the first few minutes 1o get
o know your sudience. Who are you
pitching 1o and what are they looking
fors It goes without saving that you
should do your homework in advance,
it opce you're there and face-to-face
sith your “pitchee”, you've got 1o take
he ume w know who they arc

Any great salesperson will tell you that
ol hve to connect with your customer
und that we feel most comloriable with
the people that resemble us. 5o you need
to reflect their intonation and oiitude os
wiell as their body language.,

But the most valuable piece of advice
Al gave me is stay true 1o yoursell. Write
a script that enly vou can write. Don't iry
o be someonc else because when you're
being someone else then you've lost
You've lost because you're now behind
the wave instead of being in front, You're
i follower and not a leader. No one
wants to follow o follower, We all want a
srong leader,

I'm really excited abour what the
unure holds for me in terms of who will
e my next mentor and what great bits of
mformation they will pass on. Life is fab-
ulous and vou just have 1o go looking for
those nuggets that will prove it

My experience with Al was so inspir-
ing and I only hope onc day that | can do
the same for someone clse,

As | continue on my journey to
becoming @ worldwide caliber film-
maker. | hope to be able W continue
harng my experenoc in order 1o mspre
Tou in your own journcy. Bl
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| REVIEW

NEW FEST CELEBRATES REAL-LIFE MOVIES

he Slackers Film Fesoval
opened in Toronto for its inau-
gural run this past April. The fes-
tival marked another first—the
premicre of my feature, The Behaviour
of Houses, It seemed like a good
match—>Slackers is a festival dedicated
to movies without car chases and serial
killers: my movie had neither, and 1 loved
the thought of secing my work alongside
other character-driven films that tke
their drama from real life.

The Slackers Film Festival arrives at
an guspicious time. Twenty years after
the rise of 4 new DIY cthos in American
cinema, the échoes continue. Since Sex,
Lies and Videotape and Slackers, the
democratization of filmmaking has taken
root, Whether you call them slacker
movies, mumblecore or micro-cinema,
the resulting films are fiercely personal,
Movies like Mutmal Appreciation and
The Puffy Chair arc gaining acclaim in
the United States. The Slackers Film
Festival is providing a Canadian show-
case for similar films,

I knew the festival would be an inti-
mate experience. The venue was Cincfo-
rum, Beg Hart's legendary institution on
Bathurst Street. Intimate isn’t a strong
enough word—Cincforum is home 1o a
cinephile so dedicated that he hosts the
entire city in the front parlour of his
house. Arriving on the first day, | was
grected by festival organizers Jason and
Brett Butler on Reg's fromt porch. Tick-
ets in one hand, beer in the other, [ was
ready to experience the world of stadker
cinema cirea 2007,

& FilmPrint Summaer 2007

BY DAVID W, SCOTT

No Substance Necessary direcied
by Courtney Sell opened the festival and
set the tone with themes of isolation,
absence of responsibility and idiosrn-
cratic characters. No Substance Neces-
sary describes a life in transition, oa a
road trip that manages 1o avoid any pic-
aresque scenery as the characters move
through a series of profoundly unstimu-
lating serings.

Dhrected by Anesty and Spiros Cara-
soulos, Drop Box 15 a rare accomplish-
ment—a low budget feature film that
captures the alienation of both workng
class and “leisure class™ characters,
When a teen pop idol accidentally
returns her homemade leshian sex wpe
to the local video store, worlds collide.
The comrast (Clerks meets Glitter)
provides the grist of the drama and rei-
ther party come out unscathed. Like
many mumblecore films, the satsfacron
of Drop Box is warching characters
make it through the day, travel nowhere,
but learn a lot.

Sex, Love and Z-Parts, made an
impression as big as its director, Marcus
. Russell. Warching the 1o-minute short
wiis like entering “Marcus's world.™ [1°s
a crime drama set in the aftermath of a
scam gone bad, The timular Niszan 350z
spends most of the movie broken by the
side of the road and our hero travels ina
taxi with two incredulous acquaintances.
Sex, Love and Z-Parts is too personal
and dreamlike to become the action-
thriller that it pretends 1o be,

Rick's Canoe, a collaborative feanire
produced i workshop by Rick Schmude,

vielded a surprisingly tender portraval of
men on the fringe. Centred on their
experience at a self-help group, & mot-
ley collection of men find companion-
ship with cach other despite the
sometimes silly and unethical effore: of
their female group facilitator, A packed
house grected Thursday's final feature,
Chris Remerowskss Sixty Days. I's an
unflinching look at the rough lives sur-
rounding a privileged yuppie in dovn-
wwn Toronte. Strong acting  vields
sympathetic portravals of a girl shpping
under the tide of her bipolar disorder, a
voung man lost to oo many drugs @nd
o little motvaton, and a hooker with a
heart of gold. Sixty Davs offered the
festival’s harshest view of a personal hell,

Seeing the ruly original and offbeat
cinema from day one, | was exated o
return for day two. Buried in Tucson by
Jeff Gallep, began the day with a retro
gos feel—complete with a cast of
drifters, a buried MceGuifin and a Mesx-
ican standofl. Ross Munro’s Brewster
MeGee gave us the guirkiest character
of the festival. Brewster is a prickly fellow
whao spends most of his tme in his dilap-
idated car outside a Ded-clacken joiil.
Brewster’s inability to behave sociably
plays out with an old friend and their
attempts to befriend a Chicken Hur
emplovee, The fallure of Brewster 1o rec-
ognize his own damage resonates in
many of the other films in the fesuval.
Wasted Life: The Musical used com-
edy and song to celebrate the tnals of
being young, fimshing school, and being
marginally employvable. [ was the perfect



Wosted Life: The Musical
dhrutied By Al Murig-Badbles

short 1o set the mood and ger people
laughing before my film unspooled. My
film, The Behaviour of Houses., is the
story of Melinda, a struggling artst iv-
ing in Toronto with her PhD-candidate
bhovfriend. Melinda is escaping from her
wealthy Windsor-based family who
develop suburban real estate. When her
brother comes 1o town for the Home
Builders” convention, Melinda has to
confront unfinished family business and
struggele with her anistic aspirations and
fumily obligations, The theme of change,
and ﬁlulllm VOUT oWn volce tn your
twentles, was taken up again by Rafal
Kowalezyk's short Quarter Life, which
played the festival after finding success
online. The festival closer was the debut
of Bren and Jason Butler's latest feature

INFORMATION ABOUT FILMS FEATURED AT THE SLACKERS FILM FESTIVAL

Alrve ond Lubrooted
et Bt Bl
weers sbprod comalive Fimd

The Behoviewr of Houses
dr, David W Scoli
ware, bahavouralhouses. com

Brovwnter WoGee
i, Ross Munno
wearw |l memokerrosem o, comyhirewsted himl

Buried In Tucson
die, Jolf Gallea
pollealilme. comi/Buned_in_tucson himl

Cantusiom of an Unmarrmied Couple
. Jisn Butlar ond Brat Butles
wreres b od, coeri vl bml

Confusions of an Unmarried Couple.
In the aftermath of a leshian one-night
stand, the titular unmarried couple, Dan
and Lisa. reflect on their relationship and
confront Dan's inability to deal with the
situation. Confusions of an Unmar-
ried Couple features the director in a
lead actor role ke many of the films in
the mumblecore scenc

Many of the films selected for the
inmugural Slackers Film Fest are from
Toronto and wear that identity clearly
and comfortbly. The Behaviour of
Houses, Confusions of an Unmarried
Couple, Drop Box and Sixty Davs all
speak to the depth of talent emerging in
the Toronto scene right now. Given the
challenges that Canadion  cinema
faces—including access to leas than 2%

DOrop Bas
disr. Anesty and Speros Conowouion
weerw dropborfhemcene com

The Idicl Boxer
cir. Scal Balrer and Damian Deinn
wwrwmytpocn com,Theidiolbowor

Mo Substance
dir. Couriney Sall
weerw s lumbordiprodhuctions, com

Rick’'s Canoe

dir. Jonathan Groseman, Bany Marman, John
Reod, Stephen “Jules” Rubin, Jonodhan Semek,
ond Rick Schrridt

werer bightvideo com,hibms. o conoa

of our own screens—the emergence of
new talent would seem unlikely. But,
rather than giving in o institutionalized
paralvsis, new films are being made and
audiences found without relying on the
American-dominated multiplexes. The
Slackers Film Festival is playmg an
important role in making these films
available. Here's hoping the Butler
brothers avoid the slacker lifestyle and
keep making movies and programming
festivals! B

Soturdoy Morming Blue
dir. Dz Berkin

srerw. awaikeaidoen.com/ soturday_mosming _bhees himl

Sex, Love & I-Poris
dir Marrun I Rosgasll

rewresedowenndzports com
Sixty Doys

dir. Chris Remerowshi

srermyspace, comysiklpdaysmoie
Wosted Life: The Musicol

dhr. Ang Hurko-Rables

arerwe onohurkorobles comywawtediHe hins
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INT. BEDROOM DAY
Jeremy and Emily lis in bed. It is late morning.

JEREMY
It just seems that you never loved me.
Ever since you finally left Jamie after those first few years of secrecy,
you've been really hard to connect with...
and I keep wondering why you've been so cold,

EMILY
Well, you're not 50 easy to connect with either
When I met you the first time,
and we went on that cruise down the 8t Lawrenoe that was so boring
and you spent all night doing emails
on what was to be a romantic evening tcgether,
I thought there might be a problem.

JEREMY
So you don't love me?

EMILY
Of course I do; it's just that...

JEREMY
What?

EMILY
It's just that, I've been thinking. It's time for me to move on.
Wea had fun together, but I need something new.

JEREMY
You're jozing right? We've invested a lot in this relationship

EMILY
T didn't want to tall you bafors, but._well, I've been seeing Jim

JEREMY
What!?

EMILY
I've baen sesing Jim... and I think I need to move on.

Jeremy looks at Emily, unbelieving

JERBEMY
I can't beliave this.




“What!?”

...and other bad dialogue writing

BY CHRISTOPHER BALL

When I see a script with the
inevitable “What!?” in it, [ know that
there are going to be dialogue problems.

YIKES!! Bad dislogue or what!#
*

Scriptwriting is a tough go and good
scripts take a great deal of time to mas-
ter. There is the structure (beginning,
middle and end), the motivations, the
character arcs, the reversals, the point of
view, the settings, the details and the dia-
logue, all of which have to dovetail into
one grand masterpicce where every
component makes organic sense and
where ultimately, everything flows to a
musterful, logical conclusion,

What makes structure good? A coher-
ent story arc with strong motivations for
the characters and plot points that
organically relate 1o the narrative and
lead inexorably to the conclusion, Every-
thing must be there for a reason.

What makes characters good? Inter-
esting, dynamic personalities we can
relate to, that have clear motivations thar
o wnganically vail of the marrative aod
lead them inevitably 1o the plots
concluzion.

What makes dislogue good? Minimal,
dynamic, unpredictable verbal commu-
nication that is an clement of the larger
picture, but doesn’t supersede it

“As little of it as possible™ might be
another good answer, | have read a lot of
scripts, from short films to small-budget
independents 1o multimillion-dollar

Hollywood blockbusters where fre-
quently, the dialogue sucks! Why# There
is simply too much of it!

Screenwriters, especially inexperi-
enced ones, often use dialogue as a
crutch to get information out, 1o reveal
back-story, to make sure “the Audience™
knows what the characters are thinking
and doing, and to make sure “the Audi-
ence” knows what the storyline is. Good
dialogue does NOT do any of the above,

Dialogue should support the story,
but not tell it. Dialogue should reveal
character, not describe characters. The
unspoken is much more important than
whar is acrually said! Dialogue should
only be one part of many clues that make
up & complete preture, Diglogue almaost
always fails when it explains, describes,
gives answers or repeats known facts.
Whenever 1 look ar dislogue or edit
scripts, I spend a lot of time slashing the
dialogue, tying 1w find s absolute
cssence. | ry o think of an action thart
would replace it or, even beoer, a sound
effect, piece of music or image that can
substtute for the spoken word.

Dialogue should be only one part of
the whole structure, The dialogue alone
withour the image, sound effects, and
music should not have any meaning.
Conversely, the sound effect, without the
dialogue should have no significance and
the image without the dialogue shouldn’t
tell you everything, either. It's the spe-

cific combination of all the elements in
concert that imparts the meaning. If you
can remove one element and it doesn't
change anything, it shouldn't be there in
the first place. If you can watch a movie
with vour eyes closed, and vou know
exactly what's going on. it's ime for a
rewrite, [t not a movie any more; 1t's a
radho play with pactures,

It takes pretty good actors to make bad
dialogue work, and even then it's some-
tmes hard to rise above it. Watch most
ongoing series television dramas care-
fully and vou'll see what 1 mean. If it
weren't for the caliber of the actors. the
dazzling special effects and the shick cin-
ematography, most TV drama would be
unbearable because, generally speaking,
the writing is not particularly stellar, and
incredibly dialogue heavy.

*

So, what do | mean by the *Whart!?™,
which is the dtle of this ardcle®

It's the classic moment when one
character says something (usually a
piece of back-story or a blatant plot
point) that shocks the other character, at
which point they look incredulous and
say “Whatl?™. I have never, absolutely
ever, seen an actor of any caliber, master
the “What!*" without it sounding
just plain bad. It never works, yet it is rife
in screenplays.,
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If yvou were to drop a bombshell
in real life, the reaction is far more likely

to be speechlessness.

I started 1o think about why that excla-
mation never works and [ realized that it
15 a clazssic example of what dialcgue
should not be, First of all, it s the caar-
acter telling us what they think and feel
and they should be showing us, not
telling us. It crudely expresses or high-
lights a plot poant, which we as an aodi-
ence should already understand (17 we
don't, then the story is not working and
dislogue won't help us). Finally, it is
something people never say in real life
{another thing to think about when writ=
ing dialogue). The only ume people say
“What!?" 15 when they didn't acrually
hear what vou said and want vou 1o
repeat it If vou were to drop a bombshell
in real life, the reaction is far more lkely
to be speechlessness, a counter-atack, a
deflecton, or an attempt 1o make a joke
of it, 1o ignore it or to move on. When 1
see a seript with the inevirable “Whar!?™
in it | know that there are going o be
dialogue problems. Re-read the scene
above and try to imagine that “What?!”
working performance-wise, without
making it sound like a soap opera. [ can't.

The sample scene. which relies
entirely on unnecessary dialogue and 15
chock full of back-story needs to be mer-
cilessly slashed! Why would Emily talk in
derail about the first cruise they ok,
telling him that it was on the St
Lawrence, that he ignored her and typed
cmails on their first romantic encounter?
He knows all this. Why does Jeremy blab
on about their illicit relationship and her
split with Jamie? Well, the screenwriter
thought it necessary to get all his care-
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fully planned back-story on screen, bat it
isn’t. Back-story is a useful tool that
helps the writer formulate and flesh out
the characters and figure out what moti-
vates them emotionally, but it rarely
needs 1o be revealed in the script. The
anly thing that's important is the char-
acter’s current motivations, feelings and
desires. What happened in the past
(unless it's an actual plor point within the
arganic structure of the story itsell) is
irrelevant to the audience.

The characters also repeatedly say
exactly what they are thinking, ard a
characrer should never say what they are
thinking. In real life, we don’t do thar We
always hover around what we are rying
to sav, but we are very rarely direct. In
fuct, we usually don't realize whan it is
we'ne wving to say, or work up the
courage and presence of mind to say
what we want to say, untl it's oo late,
That"s real lifel That's interesting, unex-
pected, and dynamic! That's what we
should be aiming for in scripts.

5o ler’s re-write that scene, and see if
we can get it down 1o is essence. This
will only be the second draft, so several
more dratts beyvond ths would probably
get it o something that's actually ready
to shoot, but have a look at the re-write
on the following page.

#*

It"s pretty minimal, but it encapsulates
what needs to be told. It's an icy,
unfriendly relationship. It's not exzctly
bright, happy times. They are in the

autumn of their relationship, They 're evi-
dently not getting along and may not
have been for some time (how long does-
n't really matter). Jeremy is focused on
his computer not on Emily and it rri-
tates her, Emily is probably seeing some-
ong else, though we're not 100% sure. In
the end, Jeremy's reaction tells us that she
is. The art direction will give us clucs as
o how long their relationship has lasted.
(They obviously live together, there
could be some photos on the walls and
other mementos. Mavbe of their 51
Lawrence cruise}. The actors will puta
lot into this scene, in terms of how they
react, their looks, their posture. There's
no need for back-story, The narrotive
plays in the performances, in the sound
effects. in the mise-en-scene, in the light-
ing. the editing, and in the four brief
lines of dialoguc!

Close your eves and listen to this
scene, and yvou wouldn't really get it
Turn the dialogue off and you'd gei the
gist, but not the nuances. Turn the sound
effects off and you wouldn't know she's
wlking to another man and vou would-
n't hear the cheerfulness in her off-
screen voice. The lack of keyvboard
mpping tells you that Jeremy's focus & on
Emily, without him saying anything or
looking at her. All the elements are nec-
essary 1o tell the complete story hereso it
works much better than the first draft!
Irs gone from verbose to visual, from a
radio play o a film,

Keep it simple: Everything in the
soene must be necessary or it goes! @



[Beane re-writa)

INT. BEDROOM DAY
It 15 cold, rain spattars on the window. The treas outsids are bare. Jareamy sita
eroas-legged on the floor, tapping away on & laptop. It is late morning. Emily

lies in bed awake, facing away from Jeremy, staring at the wall; there la quite
A space between them. There's a chill in the room. A cell phone rings. Jeremy

hesitatas on the keyboard. Both sit there for a moment, reither making a
movhe.

EMILY
It's mine.

Jeremy focuses on his computer sereen, but his fingers are still. Emily grabs
the phone from a pocket in her clothes.

EMILY
Haello?

Emily glances at Jeremy, who doea not acknowledge her. The muted male
voice cn the line is cheery, bright. 8he grabs her clothing and walks out of the
bedroom, trying not to look as if ahe's rushing, and closes the door

EMILY
Yes... Yeah, sure...

Her woice gets muffed. Jeremy sits unmoving, looks up towards the window.
The patterns of water make Iintriguing designs on the glass, but Jeremy 1s
focused on Emily's voice. Laughter intersperses her brief exchange.

A momont later, BErily opons tho door.

EMILY
I've gotta run,
JEREMY
(unmoving
Yeah

Eha closes the door




| FEATURE

-

1 for Fieldm:l‘rip
The AB C’s of Filmmaking

BY EVA ZIEMSEN

A IS FOR Animation
B 1s FOR Bulletin Board
C 18 FOR Commumnity = D 1s FOR Direction
E 1s FOR Experience = F 18 FOR Film
G 18 FOR Guest Speaker » H 1s FOR Human Interaction
I 18 FOR Inspiration * ] 1S FOR Jokes
K 1s FOR Knowledge + L 1s FOR Lift Out Loud
M 1s FOR Mentoring = N 1s FOR Narrative
O 1S FOR Out of the Box = P 18 FOR Passion
Q 18 FOR Questions = R 18 FOR Real World
S 1S FOR Spectal Events = T 18 FOR Trim Bin
U 18 FOR Unity = V 1S FOR lolunteering
W 1s FOrR Workshops
X 1S FOR eXhaustion + Y 18 FOR Yawns
Z 1S FOR Zzzzzs
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he lesson of the day begins

with directions: get off at King

5t or St Andrew Station, take

the westbound streetcar to

Atlantic Ave. and then cross
south of King and walk towards Liberty,
turn left and you will hit Hanna Ave, Wait
there for vour teacher so that we can all
enter LIFT, the first stop of our field rip
together.

Field trips are a tool in teaching that |
have incorporated into my curriculum
for several vears now, after secing the
tremendous impact it has on my stu-
dents, The very nature of a held mp is
geared to experience and the real world,
and therefore perfectly in line with my
goal as an educator: wo deliver practical
and innovative education.

Field trips function on multiple levels:
one, they provide students with an expe-
rience and applied study of the subject of
film and the industry; two, they are an
opportunity w bond with my students,
and share with them, my own commu-
nity; three, they train students 1o con-
tinue their education bevond their initial
schooling. It is a practical example of the
importance of actually gemting out in the
word, going somewhere to learn some-
thing new and o meet and network with
other filmmakers,

The field trips [ have organized
included visits to LiFr, the Director's
Guild of Canada (pac), the National
Film Board of Canada (nrFR), the Cana-
dian Filmmaker's Distribution Centre
{cFmpe), antending a panel discussion at
the Worldwide Short Film Festval
{wwsFF), The Film Reference Library,
various production and  distribution
companies’ offices, Deluxe for a live-
Inaping session and watching matines
screenings of Canadian flms at local
movie theatres.

The most recent field trip 1 organized
was with my current students from the
Advanced Filmmaking Program at Fan-
shawe College in London. Ontario,
While some students will pursue carecrs
i other parts of Canada or abroad,
many will migrate to Toronto upon grad-
uation and therefore this rip was geared

as an introduction to the independent
film scene,

INT. CHARTER BUS
MORNING

The bus ride provides the first chance
for our group to bond in a different way
than we would in the classroom, Since
our trip ocours well into the semester the
students were already friends from hov-
ing worked together. [ tell students o
document the trip and thus a camera is
rolling throughout. Despite their tried
eyes at the 7:00 am pick up ume on the
drizzly grey November morning, there’s
excitement in the air on our ride o
Toronto,

INT. HATIONAL FILM
BOARD OF CANADA
WORKSHOP ROOM—DAY

Qrur first stop is the NFB, located at 150
John Street, where we participate in a
claymation workshop entitled “ Animate
the Issues,” The friendly and helpful nFm
workshop contact is Merrill Matthews,
who is also our instructor for the day,

“Animate the [ssues” teaches students
what a Public Service Announcement
(P5a) is by providing video clip exam-
ples, facilitating a discussion on what
constitutes an effecrive message, and
through a practical exercises of creating
five-second long claymation rsa videos,
The xFn provides all supplies, including
clay and their animation set up: a video
camera and a “Lunch Box™ (which
enables frame by frame photography
onto a hard drive).

In groups, my students develop ideas,
draw a short storyboard, consult with
Merrill before geing ahead with their
“model creation” and then, they begin to
play with clay!

This exercise is by for one of the most
effective learning experiences [ have
encountered in teaching film thus far.
On past trips, | have received comments
such as "l only want to animate from
now on of “This is the most fun I've
had making a film ever.” | atribute these

reactions o the fact that adult students
like 1o be given the chance to play.

While the exercise is similar to many
film projects, its childlike nature causes
any anxieties of learning to disappear. It
i& amazing o witneéss how creativity
stares o pour out of students when they
ire encouraged o literally play and
sxperiment. Our semester entailed much
praduction planning and development,
as this is oft the lacking ingredient
amongst student films, Therefore, the
idea of making a film in less than wo
hours, from beginning w end. 15 a
refreshing and complementary way of
working., Addinonally, we receive one
output tpe of our completed claymation
PsA's (o take home.

INT. NFB MEDIATEQUE—DAY

After the workshop we conveniently
heade downstairs at the wre, to the
Mediateque. Like a film oasis, the Medi-
aegue consists of pod-like viewing sta-
tons, cach of which connect to over
10,000 NFB production titles in all gen-
res, including documentary, amimation,
narrative and experimental, Ivis @l one
could ask for. At a minimal cost of sz,
anyone can come into the Mediateque
and watch Canadian films of high cal-
iber. I encourage the students to freely
watch what they desire, with the excep-
tion of two mandatory films: Begone
Dull Care by Norman Mclaren and
Ryan by Chris Landreth, My intention
15 1o ask questions relating to these films
an the final exam.

EXT. STREET
QUEEN AND JOHN—DAY

Our lunch hour in the heart of Queen
and John provided snother opportunity
to bond with students on a more human
level, out of the classroom,

INT. LIFT—DaAY
Renata Mohamed, the membership

coordinator, welcomes us at a large table
with the latest issue of FilmPring and
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“I've always wanted to make a claymation short
and now I had a chance to do 1t.
I really enjoy hands-on projects like this.
I've always walked by the NFB
and had no clue about what they do or offer.
So it was wonderful to see first hand what they have.
I think more instructors should incorporate field trips in their courses.
It allows students the opportunity to see
that there is a whole world of possibility available at their fingertips.”

— Kevin Clark, student and field tripper

[Phaias by Eva Zimeson

membership brochures, She speaks to us
extensively  about  LIFT'S  services,
resouroes, community and membership,
followed by a tour of the facilities. Often
when students first see the equipment,
ithey have no sdea what it is and it
appears ancient 1o them. [ try to stop
them from perceiving LIFT as 8 museim,
by giving cxamples of films that have
recently been made with the gear, Part of
the foreign experience is due 1o the fact
that many film students do not shoot
fitms on celluloid anymaore. | point o a
trim bin and ask, * Who knows what this
5" Mo one knows. [ start to explain, ind
gei blank siares in refurn. Then | say,
“You know in Final Cut Pro, there anc
bins where vou can organize your
files...” Eves light up. “Well that is where
this term comes from.” [ explain, “Back
in the day™ people had to literally hang
clips and pull them if they needed them.,
Some people continue to edit this way,
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including some LT members. | remind
them that the world has changed so
much with recent technology and thar
we now don't think twice about trying
out an cdit. as we can just hit Appl=-Z
(undo), but before, it ook a good Tow
minutes 1o make the change. This is
when [ start o feel very old.

Roberto [Arigancllo’s, former execu-
tive director, who passed away last vear)
passion on these tours was so heartielt,
that I believe he could convert George
Lucas to working exclusively on celluloid
on the Oxberry camera. He used to way,
“1f wou want vour work to stand oul to
really look different, vou should shoot on
film and use somée of the technigues
available at LIFT, a8 it cannot be done
with video,” | would always jump in and
tie it in to my teaching mantra, “Ferm
equals Content™, I'd say that there might
be a time when you make a film where
working on actual celluboid will perfectly

serve vour message and artistic goals,
and that is when you will remember LiFT.
You may also decide w begin experi-
menting with the medium and discover
the right content for the form.

Roberio and | used 10 mg-team the
toiir. He knew every plece of equiprent
like it was one of his children. 1 wall never
be able 1w do this, but 1 ey w ingect what
he “used o suy” where possible.

By now yvou would think we were
exhausted, but were not yer done for the
day. With only one day inToronto ard a
rented bus, | squecze as much as possible
o this opportuniy.

INT—CFMDC—DAY

Again, convernently, we headed down-
stairs to the Canadian Filmimaker’s Dis-
tribution Centre (CEmnc), where Larssa
IFun, the Educational Development and
Outreach Coordinator, kindly pro-



“We got to see various equipment, like cameras
which were very old, but still give good results
and different kinds of editing equipment.

I iked LIFT because it is the best place to learn,
get experience and meet people from the film industry.
Also there are so many flvers on the notice board...
We had the opportunity to see the sound room
with all the sound recording equipment.”

— Anita Pillai, student and field tripper

grammed a screening of short films from

the collection for us. Larissa informs the
students of the CPMIBC's role in the inde-
pendent film community, lecally and
internationally, letting them know how
they could possibly approach the crmno
with completed waorks in the future.

By the end of the screening, | sense the
low blood sugar amongst my students,
but from the comments on the bus, [
know they valued every last minute of
the screening.

We board the bus and our driver is
ready o take on rush hour traffic all the
way back 1o London, As soon as we sit
devwwn, | hear a few, “Thank vous" along
with exhausted smiles, That's my cue
that the trip was a success, There's no
better fecling as an educator than when
studenes really value what vou laid owt
for them. | know they will not forget this
experience oo soon, unlike for example,

PowerPoint lectures on budgetng and
financing. Nothing sticks like a wruly vis-
ceral, participatory, real field trip.

One of my students has prepared a
huge container full of fruit, cheese, nuts,
and other healthy items, which she
passes around the bus. Some students
sleep, some talk amongst themselves and
o me.

EXT. PARKING LOT—=NIGHT

We arrive back in London safely. Tired
and fulfilled, evervone scarters into the
night parking lot.

I believe field trips are an essential
complementary ingredient of flm edu-
cation, as much as all other components
of a rich and applied curriculum, Field
trips are well worth the substantal exera
tme, effort and energy they require to
plan and conduct,

As one student wrote on her exam, “'1
think going on feld wips should be
mandatary at least once [or every Course
because some people grasp things
through actually going out and doing it
or actually seeing it, rather than just walk-
ing about 11 in a classroom.” Another
wrobe, ™ Field wips allow the studemt the
opportunity to see that there is a whole
world of possibility available at their fin-
ger tups.”

FADE OLTT.
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NOEL MITRANI'S FIRST FEATURE:

n the Trail of Igor Kizzi s a
story about a lonely ex-socoer
player from France who ends
up down and owt in Monteal

after losing all of his money, He
1= in search of a woman he loves,
although he never told her how he felt
before. Broke, he reluctantly accepis a
job to kill an unknown man named Igor
Fizzi, He then gets caught up in the mys-
terious death of an unknown woman,
whom he buries in the fear that he mizht
be accused of murder. Soon after, a
pesky police detecrive turns up at his
doot, and he ia forced to think again
about killing lgor Kizei. This iz a film that
is meditative, subtle and funny at all the
right times,

Filmmuaker Noel Mitrani was born in
Toronto, but has lived most of his life in
France, where he studied and worked
until his mid-305. He worked as a writer
of four short 16Mmm flms, and directed
three of them, before packing his bags
and moving to Montreal 1o shoot his first
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BY DAVID WHILLANS

feature film. Looking back at his earlier
vears in film, he says, “Each time [ was
directing a short film, | was frustrated
because | wanted o tell & long story.™

Canada was chosen as the location for
the film because of the difference
between the cinema that is produced in
France and North America, and also
because of the difference in funding. The
themes that are dealt with in French an-
ema, Mitrani says, arc usually about
social issues, whereas North American
cinema is more open to different themes,
For funding in France, he adds, “'We
have a system to finance the cincma, [t's
great, Bur it's always for the same guys.”
In Canada, Mitrani found that it was cas-
ier to produce good, independent films
even on a low-budget. “For me, Canada
was my land of freedom.”

For a feature film. Igor Rizzi was very
economicil. In February 2006, the crew
spent mwenty-three days in Montreal
shooting on an old Arriflex 35 BLg,
which worked well in the cold weather,

If you haven't heard of the Canadian director Noel Mitrani then you will probably hear it scon
enough. Having left France to return to his native Canada to shoot his first feature film,
On the Trail of Igor Rizzi, Mitrani garnered the award for Best Canadian Feature Film at last
year’s Toronto International Film Festival (TIFF). On top of that, he has now received exposure by
being on the 2006 Canadc’s Top Ten, a list of significant Canadian directors compiled by TIFF.

unlike the video camera they used o
shoot the behind the scenes footaze.
Matrani put tegether a cast and crew that
deferred their payment so the budget
was kept down 1o only $50,000. All of
this was out pecket from Mitrani who
says, “I put all the money | had on the
table." And he quickly adds, *You know,
I have two kids and a wife”

Before going into production, Mitrani
likes to be prepared. The first version of
the seript was wrillen over one maonth,
and then reworked during the three
months when he practiced with the
actors, Instead of storyboarding Igor
Rizzi frame by frame, Mitrani preferred
to videotape his shots. “Seventy-five
percent of the film was shot in video dur-
g the two months before the real shoot-
ing in 35MM," he says. With this
preparation, he felt comfortable shooting
two takes for most shots and 10 some
cases only one.

Aninteresting feature of Igor Rizai is
also the shot direction, which is very sub=



tle and simply n;;\crlr\q.:snr_'d.. Mitram 3aY3 O
setting up a shot. “My first reaction is to
say, "Forget the camera’, [ say to the actor
express what vou have to express in this
place, and after [ will decide the position
of the camera.” Considering this style of
camera direction, it is no woender that
Mitrani opts for single frame shot so that
the audience can focus on his characters,

When asked about independent film-
making versus the Hollywood system,
Mitrani does not want to be labelled as
one or the other. For him, “bad cinema is
in between™ the two tvpes, Mitrani savs
he wounld be willing to work in Hallv-
wood, but it depends on whether “it is
possible 1o express something smart and
artistic.” He is not impressed by the big-
budget filmmaking of Hollywood. but
adds, “I"'m not an independent director,
I am a director,”

The decision to shoot Igor Rizzi on
358M was made early on by Mitrani.
Digital video for him was not a format he
wints to use right now, but he says he is

ot ::ga.i.n:.l it. [lc points out that when
digital music first started to be recorded
in the 80s, the sound gquabity was very
poor; but today, digital music has
improved to a new standard. For now,
Mirrani will continue to shoot on 35MM,
and after improvements have been
made, he might shoot digitally,

Mitrani is already keen about his next
feature, which he has already written. He
plans on shooting next summer in either
the Usa or Canada with Laurent Lucas
{from lgor Rizzi) as the lead again.
When asked about whether he would
shoot in the winter again, he says that he
would prefer to shoot in another sea-
son—mnot because of the difficulties in
cold weather—but because, like the city
Montreal, he already expressed those
themes in Igor Rizzi. “Each project for
me has to be something different.”

Mow that Mitrani has received acclaim
for his work at festivals around the world,
it's a matter of gettiing recognition here in
Canada. Igor Rizzi was first submitted

i, R
568 from On the Trail of Igor Rizzi

ta the Cannes Festval last year, bur it
was not accepted because it was stll
being edited. Cannes, however, recam-
mended 1t 1o the Venice Film Fesoval,
Mitranm savs. “So Venice called Telefilm
Canada to say, ‘Hey, vou have a very
interesting film. Can vou send us the pvp
of On the Trail of Igor Rizzi?" And
Telelfilm Canada said, “What*™ Mitrand
laughs, Well, now they know. B

“I'm not an
independent director.
I am a director.”

FilmPrint Summer 2007 17






L] INTERVIEW

+ T HI

< BRUCE

You just got back from Berlin, where
you screened your feature The Tracey
Fragments.

Bruce McDonald: It was the opening
film of the Panorama section. We had
just finished the film and we were all
pretty excited sbout the screening. There
was a really big contingent of us there
our editors, writer, producer, executive
producer, camera man, even our effects
guy. We were really proud of the lm.
HBerlin was a perfect place to show it
People were quite amazed by the flm

We won the Manfred Salzgeber
Award for films that “push the bound-
aries of cinema”, films that “expand the
language®, so we were like, “wow!™

It is & pretty radical visual approach
The whaole movie is like a moving comiic
strip; with many, many framcs—split
sereen and mult frame—sometimes
IWEnTY images on the screen, Somenmes
four, sometimes twelve, so it's always
shifuing, always changing. It's visually
apuiie clegunt and sophisicaied.

And it's all about memory. It's about a
young woman looking for her lhirtle
brother. 5o you follow her on ihis jour-
ney into the night. She kind of gocs into
her head a lot of the ime and remembers
little fragmemis. She's kind of complicit
in it—there's puilt—she’s not telling you
something m the beginning. She slowly
tells vou lictle bits and pieces, or frag-
ments, and things start to come
together.. . So it's liverally like a puzzle, as

[Phate: Cradit, Oippossie) Leoon Marn

-McDONALD-

BY JOSEPHINE MASSARELLA

The split-screen
process was
so mtense
that one editor
had to go away
to the woods
for a few weeks
because his
brain had started
short-circuiting.

though she'd dumped her life onto the
table and we, the authors, slowly put the
picces back rogether. 5o it's pretiy cool
and it looks great on a big screen

‘Was there an emotional réesponse to

the film?

BM: It was very emotional because the
actress is 30 fantaste, She's “out-of-the-
purk good™, vou know, So it's o nice bul-
ance of complete formal craziness and
really strong emoton. You really get her
story; and vou really care for her

So, the main character is a teenager?

BM: Yeah, she's fifteen so 1'm very curi-
ous to see how fifteen-vear-olds respond
1o it We've had mixed press, like, “This
is the greatest thing ever™ and then, o few
people said, “This is just o much, you
know it's too much on the screen.” Then

they qualify it by saying, ' Maybe I'm just
too old. It's a very young person's film—
I just don't get ™"

What inspired you vo make the film?

BAM: It"s based on a book by a Vancou-
ver writer, Maurcen Medved. There's
enough of a story 10 get vou through it,
but it"s really not about that—it"s really
a portrait of her life, of her school, her
home—aof what it's like 1o be thar age.
And what attracted me 10 it was her
voice: she was so rough spoken and
plain, a bit of a lar, full of opinions, and
kind of hilarious. And it's cool that she’s
fifteen— it's a really powerful age.

So Maureen, the writer, wrote the
screenplay. 1 dida't have money at the
tme to ophon the book 8o | just sent her
my boots in the mail.

Seriously?

BM: Yeah, | said, "Listen, | wanna get
going on it and 1 don't have the money
nght now. Eventually, 1'll find some, but
could | maybe secure the rights? 'l send
vou something in the mal.” So, | took off
my boots, sent them to her. She thought
it was hilarious. She's stll got them.
Maureen came to the Berlin Film Fesa-
val and suid, " Dude, this is, like, the best
day of my life.”

Did you try and shoot the film pri-
marily on location?
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< BRUCE

You just got back from Berlin, where
vou sereencd vour feature The Tracey
Fragments.

Bruce McDonald: [t was the opening
film of the Panorama section. We had
just finished the film and we were all
prety excited about the screening. There
was a really big contingent of us there
our editors, writer, producer, executive
producer, camera man, even our elfects
guy, We were really proud of the film
Berlin was a perfect place w show it
People were quite amazed by the film

We won the Manfred Salzgeber
Award for films that “push the bound-
ancs of cinema”, films that “expand the
hngu.-y,-:"'. =0 we were like, “wow!™

It is a preity radical visual approach
The whole movic is like a moving comic
sirip; with many, many frames—split
screen and muli frame-—somenmes
twenly images on the screen, sometimes
four, semetimes rwelve, so it's ahways
shifting, ulways changing. It%s visually
wuie elegant and sophisocated.

And it's all sbour memory. It's about a
yvoung woman looking for her hitile
brother. S0 you follow her on this pour-
ney into the night. She kind of gocs into
her head a lot of the nme and remembers
littde fragments. She's kind of complicit
in it—there’s guilt—she’s not elling vou
something ot the beginning. She slowly
tells you livde birs and pieces, or frag-
ments, and
together... Soit's literally hke a puzzbe, as

things start 1w come

[Pt Creclit, Cippossite] Lucos. Marfn

e

BY JOSEPHINE MASSARELLA

The split-screen
p?"OEES 5 was
S0 ntense
that one editor
had to go away
to the woods
for a few weeks
because his
brain had started
short-circuiting.

though she'd dumped her life onto the
table and we, the authors, slowly put the
picces back wogether. So it's pretty cool
and it looks great on a big screen.

Was there an emotional response to
the film?

BM: It was very emotional because the
actress is o fantste, She's “out-ol-the-
park good™, you know. So it's o nice bal-
ance of complete formal cruziness and
really sirong cmotion. You really get her
story, and you really care for her

S0, the main character is a tcenager?

BM: Yeah, she's fifteen so I'm very curi-
ous o see how [ifteen-year-aolds respond
1o i We've had mixed press, like, ™ s
15 the greatest thing ever” and then, o lew
people said, *This is just too much, you
know it's too much on the screen,” Then

they qualify it by saving, " Mavbe I'm just
too old, It's g very young person’s hlm—
I just don't get "

What mspired you to make the film?

BM: It's based on a book by a Vancou-
ver writer, Maurcen Medved. There’s
enough of a story 1o get yvou through it,
but 1t's really oot about that—it"s ceally
a portrait of her life, of her school, her
homie—of what it's like vo be thar age.
And what attrected me 10 1t was her
voice: she was so rough spoken and
plain. a bit of a liar, full of opinions., and
kind of hilartous. And it's cool that she’s
fifteen— it's a really powerful age.

So Maureen, the writer, wrote the
screenplay. | didn't have money at the
tme to option the book so | just sent her
my boots in the muail.

Seriously?

BM: Yeah. [ said, "Listen, | wanna get
going on it and | don't have the money
right now. Eventually, I'll find some, but
could 1 mayhe secure the rights? I'll send
vou something in the mail. ™ 5o, | took off
my boots, sert them to her. She thoughs
it was hilarious, She’s still got them.
Maureen came 1o the Berdin Film Festi-
val and said, “[Dude, this is, like, the best
day of my he.,”

Did you try nnd shoot the film pri-
marily on location?
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|Above and oppoure| Shily from The Trocey Frogments

BM: Yeah, we shot in Hamilton and
Toronto, on 8 Panasonic 240 camera
We had lour days in a studio, 50 there
were some lights in there, but evervihing
cise was maiural ighi—nighi intcriors,
night externiors. We shot in bars, donui
‘.|1|'\rli .|IL|,1 |I.||;.:|I'| T4 |||'-|1I‘. :|1'||,I we said,
“Don’t close anything. Let’s st work
around the rhythm of the place.” We
were the smallest unn we could be, so
we didn't close ofl Tour ¢y Blocks just
o get a shot. We could literally walk in,
shoot and walk out; they barely knew we
WeEDRe there, It was a T._'.l]:ln. rl_lr!u Wav to
&hux'ﬂ, Fhig nl:l'.||.:|.:|.|:'|x I1.||f il |,'|r'_|. ,I.1-.ll||||.|
with yvou

And everyvbody was really involved
The imspiration was, “Let’s have fun,
let’s experiment, let’s play.” That was the
gencsis of the film: wo be as original as
possible and siill have a heart and soul
.|,":-,1 S1OTY and r|:1\'!.=;h 1'.1,'. |-.'|:‘L Was o
keep the four/four time, keep the back

beat and invite people to experiment

How did you finnnee the film?

0 FimPrinl  Swemme 2007

BM: The money came [rom Telehilm
I'hev had this stnall budget deal where
they would give you up to 250 grand if
viou could macch that. S0 we matched it
with some TV cable money. We patched
this mulii-screen e, And it was a very
LISCIOLES I:|1.|:|'||.':' |'l|'|."||.'||l CRLAT '1r-.ll'!.' In
brand new way and get the best actress
we can. 5o we got Ellen Page—a young
actress who had done some 1:|.||.'F'I{|I|.i|.'1'|l
films and had recently plaved Kiny
Pryvde in X Men 11

Could you comment on the editing
process and mult-frame technigue?

BM: We knew it would be multi-screen,
Jeremy Munce, who is the main editor,
und 1 had done two or three things
befiore using this mult-screen technigue,
but just for ransitons. so that™s why 1
least %

mofths 1o cur it | really liked the rech-

L||ru il Was l,h'-ln,: o be &l

migue, so [ said, “Hey Jerry, how about
we cut this film using this split screen all
the way through?" He was like, *1 don’t

know=that's pretty mtense.” | smd,
Sl give vou lois of nme.!

a0 we had three editors —these amaz-
mg design geniuscs—ior about  six
mianths. One guy had to go away o the
woods [or a few weeks because his brain
had started “short-cirouiting”

We weren't sure if the technigue
would overpower the emotion or the
drama, but it actually enhanced 1. |'he
stvle became a way 1o soc mto this girl—
the way she secs the world. the way she
sces horsell. She’s basacally having a
nervous breakdown, S0 VoL literally see
things breaking apart. So the style or
form really served the content. [t's
extreme, but so s being fifteen, so why

not just go there?

Are yvou plax
promote The Tracey Fragmenis?

ng anvthing special to

H.'ﬂ'. b 15 U & the MOVIS WIS 0N cxXpor-
ment, we thought the promotion should
be as well, So we're creating o webaite

where anybody can download rushes



from the flm and cul small scenes or
short films. We'll pick four or five shorts
ot wall go on the WD of the traller

And since we cut the film on Final Cut
Pro, we're asking Apple Computer 1o
sponsor this, and put up three or four
prizes—mavbe a G§ computer or laplop
and to set up a panel of judges for judg-
mg the best short

So we're encouraging people to keep
a3 eve out for these sites, sometime in
May, and just make short films out of the
fragments— Tracey's Fragments. So
that's where our experiment continues.

Have you started working on another
film since Berlin?

BM: Yeah, we're working on something
celled A Love Supreme, based on o
novel by Ken Nussey, We're shooting
black and whine soll photographs, and
OUF Crew 15 JUst two pcupl:—Thc phio-
tographer and me. We've been shooting
for about a vear and a half, and it's really
gorgeous, It's a neighbourhood, jazz, love

story. We were inspired by La Jetée, a
really beautiful Chris Marker film
I'm also working on other projects

with some really great writers, | direct a
lot of television as a “gun for hire™ and |
us¢ about ten percent of that money to
invest in writers... But I'm sull working

of my own stores as well.

You've made a few filims. Has the pro-
duction process changed at all?

BM: Mot really. You know a bit more,
you anticipate things a bit more, but the
strus ture, ithe approach doesn't change
ull that much. It docsn't get easier; it gets
more complicated, more fascinating and
more fun. If vou're lucky enough 1o con-
tisue moving forward, vour work can
introduce vou to some [ascinating peo-
plz: people you wouldnt ordinarily
meet, and for me, that's the pay off,
because, when the film's done, | want to
gat the next one going. You want it (o
muke lots of money, you want to win
prizes, but that's not really the pay off.

As a founding member of lift, and
instrumental in its creation and
early development, did you have any
idea that it would expand the way
that it has?

BM:: Mo, I'm ameceed. LIIFT s amazing —
its bke a studio now. There are all kinds
of talenicd people, resounces, gear, work-
shops, LIFT 15 an incredible resource
When we started there was really noth-
g —this was the early 808, It was me
and a bunch of people that would meet
at different places. There was a woman,
Jaws Lundman, who for two vears, ham-
mered away at the Canada Councal until
somehow, we finally got this space on
MNagara Street, which basically was an
empty room with a set of rewinds and a
splicer, and that was LIFT. We were so
thalled. And | was sort of instrumental
anracting a few people and helping ou
as much as I could, I've always like the
idea of a community of people. I've
alvays thrived on that. W
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Sapvores Celot's Con
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BY FORBES CAMPBELL

The first programmers of the Images Festival Marc
Glossman and Janine Marchessoult stated that
back in 1988, organizers never imagined the level
of success ond importance that their little festival
would attain. To Glassman and Marchessault, whaot
made Imnages pnssihle was the unlikely collabara-
tion between arlists and organizations in the face of
funding structures, which encouraged competition
for scarce tunding. Indeed, growing out of the bur-
geoning 1980s Queen Street West arts scene,
Images has become one of the most important
media arts festivals in the world. * Nomed as hom-

age to the innovative festival Canadian Images,
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which ran for severol years ot Trent Universty,
Images became o multimedia window on the
changing culture of Toronto ond Canada. And
because it has retained an outsider sensibility ond
never rested comfortably with government officials
or commercial medio culture, Images continually
oltracts a diverse community of artists. 5o, ofter the
frenetic atmosphere of the 20th anniversary had
cleared a litle, Scott Miller Berry, Imoges's Execu-
tive Directer ond Pablo de Qcampo, the current
Artistic Director for the festival sat down with me at
the Image’s office to swill o beer and tolk about this

festival which continues to gain momentum,



EVOLUTION
OF THE FESTIVAL

Scott Miller Berry: After 20 vears, out-
wardlv, Images remains the same as it
was, It i3 the ideas behind each edition
of the festival that are continually

r. s 1s both the beaury and difficulty
of the festival: that in any given year, vou
may be dealing with a completely new
viston brought on not only by the peo-
ple who organize the festival, but also by

those who are contr g 1o s content

Pable de Ocampo: The mandate
when the festuval was born was so
utifully vague that it doesn't really
maiter what happens. There are no limi-
rations or firm conventions for the fest-
al 1o abide by 20 you don't have to be

afraid 1o re=think how or what vou show
* THE US SCENE *®

PO Inthe usa, i's a struggle to get peo-
ple paid for their independent projects
because 118 2 product-onented market,
a0, 8f vou aren’t making what people
want, there is livtle o oo nroney Rn you
Therefore the recourse of arnses 15 cither
to secure grants from small local ares
councils of, ideally, a patron. Images 15
unigue in that all artsts are pad a fee
This is made possible because we have a

vely stable funding base,
HARTISTS AT IMAGES #

SMB: T'here isn't much that we have
shied away from. This gives artists a
huge comfort zone from which to create
fresh ideas, By this we don't necessarly
only attract emerging talent, we also
attract established arusts because they

A Images sull has something o offer
them. For example Tom Sherman exhib-
ited his work in 1988, and this vear he
was back again. In 2007, Images showed
works by arnsts with ages ranging from

18 1o 6o

F IMAGES SCOPE =

PO: Images is unique in Canada, if not
all of Morth America. And while in its
first vear. it showed only works produced
by Canadians, every vear it becomes
mare inErnatio Coming from the
Usa, I know that Images 15 known
because of the broad spectrum that is
exhibted, We snll show a majorny of
Lanadian work, but this 12n't a lmita-
tion. There's no reason why a C

festival can't show local works

seems like the right thing o do becawss it
SeTvies to encourgge production within

the local landscape
% DIGITAL DILEMMA =

PO: Images is not afraid of embracing
new technology, it is commined 1o indie-
mi in all its forms. In 1988, no one
was showing video, bur Images did
Moy there 15 concern over the prolifer-
ation and dominance of pvp. This year
more submissions than ever came 1o us
on VD because people just assume that's
what we want be psy. But, pvns
wre pasrllermauy becuuse of cormpression
and plavback issues, and those linle

things called scrarches

SMB: As digital becomes incr

standard, it is importint that spaces are

flexible so that we can cncourage and

support people shooting on different

formats
#= COMMUNITY =
PO: The murnover of Images staff is gen-

h. Yet,

EECITIE T FTLAATEE 1"|'l_',_|l,:'\-.L' ul'.;_'|;. W are

zrally prewy h is never really

loaking for help there is a commumty of

SXPETIEN cd and know Il_'l.lj:l._'_ll"..l_' Py IJ‘-l;_
close ar hand 1o help the current stafl
take the festival wherever we want to.
I'hese people have worked with or
sxhibited at Images, They understand
what it's about and., furthermore, are

comumitted to seeing it continue

STIVAL FOLLY =

SMB: | suppose a big pitfall for any fes-
ival, and one that Images has thus far
we can handle, For example,

there was talk at one point about getting
nvolved m Camera (Atom Egovan's film
space and bar), while that would have
aeen sty | think it was obvious thar
such an endeavour would stretch the
esources of the festival bevond their
capacity, That said, finding and main-
aining a multi-purpoese venue that will
sermanently accommodate parts of the

estival remains on our wish list,
#STAYING TRUE

AMB: For the future, Images has
retain the ability 1o surprise and keep
people on their toes by constantly chal-
enging the pre-conceived notions of
nedia arts and making sure that there is
always a place for work that are more
documentary, more artstic, and more

experimental. Il
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""DANIEL ORON




[Coposie) Stills from Look Both Ways

Jedt Rishrs, fwriter, corproduces] Daniel Oron (director, co-prodicer]
Phoio credit: Lucos Marfin

Jeff Rohers and Daniel Oren make a connection
and create cautionary tale Look Both Ways

Chiestions to Jeff Rohrs fwriter, co-producer)

You said that Look Both Ways is not meant to be a commentary
on the pervasiveness of the video gaming culture among today’s
yvouth, Can yvou explain further?

Jeff Rohrs: Things like the Internet, ps3, XBox, Wii, along with their
games are blurring the lines between reality and virtual realivy. It is
wrong-headed to argue that gaming is “bad” because gaming is so
many different things. It is, however, appropriate for us to acknowledge
ard discuss what these things mean to our humanity, our ethics, and
our relationships. My hope is that the film encourages those who see
it [0 think and talk about these subjects.

Has the experience of seeing yvour work realized on the big screen
changed your approach to the writing process at all?

JR:Yes. If it’s something like a live action piece, I'm much more mind-
ful of the size of the cast, the set pieces, and the likely budget, It makes
the work much easier to produce. At the end of the day, il a producer
can't see the economics of how to make it, there simply won't be a film
no matter how good 1t 1s.
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Oheestions to Dandel Ovon (divector, co=producer)

You posted your screenplay for Look Both Ways on an internet
site, which is where Daniel Oron came across it. How important
is the internet for writers like vourself ?

JR: In the two vears since we began production, vou now have instant,
worldwide distribution at your fingertips and amazing, viral social net-
works that can spread the word guickly, Furthermore, you have low-
cost, high-quality digital HD production tools. The internet 15n't just a
place for writers and directors to connect; it is a place for creative peo-
ple of all stripes to share their work without middlemen. This is sim-
plv revolutionary, and I think we've only scratched the surface of what
it will mean for filmmakers and writers alike.

You came across the screenplay for Look Both Ways on the inter-
net. There must be a voluminous amount of work posted out
there, so how did you know what vou were looking for, or rather,
how did you know that you had found something?

Daniel Oron: There are many resources for screenwriters and film-
makers, but | primarily use Inktip.com. It's a wonderful site with a fan-
tastic set of script searching parameters 1o help focus on finding the
right projects. | searched under the “science fiction™ category and used
a low-budget parameter to narrow down the results. Jeffrey’s project
came up in the search results. Once 1 read the logline, I was hookec to
find out more.

Talk about the internet’s potential as a tool for independent
directors and producers looking for projects to work on.

DO: One of the greatest things the internet allows in the initial search
stage is anonymity. You can browse at vour leisure without worrving
about being shut out by high-powered ageots who may not think you
can get their client’s projects done, or a writer getting over-excited and
“stalking” you with more projects. You can log on and sift through
many projects without any commitment. Once you've found a project
that interests vou, a more formal and personal relationship can be
established. The web search also allows a faster way to sift through the
volumes of material that is out there in the world. You can tap into al-
ent from all over the planet without being restricted by time zones,
language barriers or represenzation challenges.
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What kind of message did yvou want audiences to take away from
Look Both Ways?

DO: The message is: ask questions about our future! We live in an era
where technology is running away from us at lightning speed and we
are scrambling to catch up. [ believe that we fail to ask the hard ques-
tiens about the place of technology in our lives. Do we use it to babysit
our children instead of spending time with them? In allowing access
to the wealth of knowledge the web offers, do we underestimate our
kids® exposure to danger? Are we any closer to each other as people
new that we're connected by Bluetooth, poas and the web, or have we
simply retreated into a techno shell? All are important questions, and
each presents a fascinating topic to explore.

Some groups had expressed an interest in using Look Both Ways
as a teaching aid. Was this something you had thought of being
possible before yvou had finished filming?

DO: We thought the film had educational value, but only realized the
potential after doing a few test screenings with a mixture of adult and
yvounger audiences, and after the Miami Short Film Festival screenings,
Mow, we are looking to put together a package that would offer Look
Both Ways as a waching tool for various groups from police 1w school

boards.

In Look Both Ways vou look at how children are affected by the
virtual environments of computer games and online pursuits
which they engage in. Can kids understand why older people are
so concerned about this? What did the young actors vou worked
with on the project think about the subject matter?

DO 1 think they totally get it, but it depends on how you approach
them. Kids are a lot brighter than we give them credit for. If you
respectfully discuss the fears you have or the challenges vou foresee
they may be more open to the conversation. They are aware of adults’
fears, and have their own interesting opinions. 1 spent some time dis-
cussing these issues with the kids in my cast. They seemed to under-
stand the line between virtual and reality. In the end, [ feel it's a
parcnting issue. We must ask ourselves if we're doing enough to create
a balanced society where kids can get the benefits of technology, while
maintaining their social skills and desire to do simple things like play
outside, m — Forbes Campbell
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] MY FIRST FILM

THE MAKING OF FINAL THOUGHT

BY RENNE COX

passion for the music.

wos a coat-check girl with Atomic
I mightclub in Ottawn and Jason D]

Sun was a resident. After Jav's
passing, | saw change in my friends. D],
producers, promoters, everyone had
changed styvle—at least in my cves. | saw
them work towards o positiviiess and a
philosophy of living wowards your goals
I needed 1o capure this moment,

I choose o flm with Sns, Hi-X,
ovic-Pro, Mind w and Beta, Because |
didn't own o camern ar the time nnd
granis had irned me down, §used whni-
ever | could get n hold of, | used Back
and white film for the imerviews and
color video during the live evems, [t was
nice creative conirasi.

For two vears, | was dedicated to com-
mumnicating with us many people as pos-
sible in the club scene. | mped ar shows
and | chased aruists for interviews. | went
on xvi.oom [a club networking site] and
posted ads asking people il they had
miusic, artwork, pictures, artwork, and
poctry that they could contribute to the
film. Anything that was submitted was
credited. | featurcd a wide range of mate-
rial, so the film itsclfl speaks in gennes of
hip hop, house, techno and features all
types of lented professionals like pro-
moters, label reps; record store owners,;
Djs, artists, pocts. | wanted this to be a
wision collecied together 1o creaie & trib-
ute for 1 Sun. A Glm that truly captures
the Ottaws music scene’s final thoughts,

Once | had done all the filming 1
needed to do in Ottawa, 1 decided 1o
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My main objective was to capture how inspirational DJ Sun
(oka Jason Fraser) was to a whole community. Jay, who passad
away from cancer in May 2000, will be remembered as the
smiling DJ who never let death stop him from focusing on his

move 1o Toronto. In Toronto, 1 felt thar
there would be more opporiumity to
progress with the project. When [ first
got 1o Toronto, [ was on welfare for a
month. | worked ar various remp jobs
until 1 finally got & job as a coat check
girl, which led me to another positioa at
u prop lactory. This gave me the oppor-
Tuniey to work in an environment where
I wiuld be communicating with major
plavers in the entertainment industry
and be allowed 1o focus on my film proj-
ect on the condidon that | complere my
regular responsibilities with the job,
Onee I hoad o steady job that allowed
me te once again focus on my project, I
started my search for an editor, [ inter-
viewed seven people before [ found
someone that 1 thought 1 could relate o
1 found Allen Wyllie of Shadow Pictures
who worked with me right 1o the end 1o
miake sure the vision was brought to life.
After we completed editing the movie,
it went throogh a couple of screenings.
One screening was in Otawa, for peo-
ple who had been directly imvolved in the
malang of the film. | had another screen-
ing at Toronto club 8 Below, | am plan-
ning my next screening for Onawa. [ also
have copies in stores in Toronto’s Play
De Record, Metro Groove Music, 2 The
Beat, and also in Ouawa at Normmal
Clothing and End Hit Records. -

For more on Final Thought or io view leosers, dheck
ol Frpspace: ooy’ worehobvide.

Jasan Frasse aka D) Sum



I4TH ANNUAL NATIONAL

CALL FOR SUBMISSIONS

The Liaison of Independent Filmmakers of Toronto’s
Salon des Refusés is a non-curated selection of Canadian short films
rejected by the 2007 Toronto International Film Festival (TIFF).

adline for submissic
v, ALEUST 24, 20

More informaton & application forms,
are available from our website: WWW.LIFT.ON.CA

BIG STORY, BIG SCREEN! _—

Take the next step in your FILM CAREER with the NATIO L SCREEH INSTITUTE

Canadian filmmakers Kryssta Mills, Allison Beda & Lara McKinnon -
ko what they want: to praduce their feature film The Takie Out Girl {
Al Uhey know haw 1o get it through the NSI Features First training ’
program, which will give them the skills to develop their project. |

Lking intensive training and mentoring, NS Features First

Felps emerging filmmakers prepare first or second featwe film o
projects for production. Films previously developed through the
pogram, including 7 Fimes Lucky and Fetching Cody, have had
theatrical releases across Canada, and also screened at grestigious
events including the Sundance Film Festival, and the Toranto
laternatsonal Film Festival. How big is your story?

APPLY BY SEPTEMBER 28, 2007, Take fne
next step. Find out how: www.nsi-canada.ca
Call 204-956-T800 or Toll Free 800-952-9307

ELEFILM .
i
e r

mie %ot TLLFRLE LARASE
T———

YOU CAN GET THERE FROM HERE nSI*FeaturesFlrst

national screan instituts



for
entries

#Ihe 15th Annual
Rendezvous with Madness Film Festival

NOVEMBER 8-17, 2007

Shorts and features that touch on Mental Illness and/or Addiction
DEADLINE FOR ENTRIES: AUGUST 13, 2007

For more information and to download our submission form,
please visit our website:

A Workman Arts Presentation

www . rendezvouswithmadness.com




