(many different]

IMAGES 91

LAST SPRING, THE SECOND
annual Northern Visions Images
festival was held June 6th to
14th. In 1990, all of the screen-
ings were presented at the
Euclid Theatre, Toronto’s own
theatre for the alternative or
experimental film and video com-
munity. In 1991, The Euclid was
still the main site of screenings
during the festival’s formal dura-
tion, but the retrospective of
Quebecois filmmaker Jean-Pierre
Lefebvre’s features was held at
the NFB’s new John Spotton
Theatre. Workshops and panel
discussions were also presented
at the Spotton. Expanding upon
a 1990 initiative of “satellite”
screening of tapes and films by
First Nations producers at the
Council Fire Native Centre, in
1991 Northern Visions decided
to enlarge their satellite pro-
gramming.

Over the past few years,
Toronto has witnessed a marked
increase in film/video festivals
and/or combination festivals
with panels and lectures. Just
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last March we were treated to
our first Lesbian and Gay Film
and Video Festival—hopefully it
will become an annual celebra-
tion of the diversity of work by
and for gays, lesbians, and gay-
positives. Earlier in the winter,
we had the opportunity to attend
Full
Screen—nine days of screen-
ings, presentations, and panels
intended to (among other objec-
tives) explode the monolithic

Screen’s Race To The

notion of “colour” in classical,
and indeed a lot of experimental,
time-based work, as well as cele-
brate the plurality of colours.
Race To The Screen positioned
itself as a pluralistic rather than
multi-culturalist event and
attempted to combat liberal-
entrepreneurial tendencies
towards generalizing and thus
homogenizing “others.” The Full
Screen collective intends to con-
tinue with such a mandate. Desh
Pradesh, the festival of South
Asian culture, is yet another
example of such conferences
and festivals where activist-pro-
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gramming is asserting itself into
Toronto.

From its inception in 1988,
the Images festival has had a
mandate for the inclusion of
voices either excluded from, or
seldom contextualized within,
larger, more mainstream or
“general” festivals such as
Toronto’s mother of all festivals:
The Festival of Festivals.
However, in comparison to the
more “site-specific” festivals

and/or conferences
mentioned earlier,
Images is itself
rather “general.”
Its mandate
has included
a balance
of . film
% a.nywd
video
(both through-
out the festival and within all
programmes, excluding the retro-
spectives), a commitment to
showcasing national, racial, and
sexual diversity, and an acknowl-
edgement that different artists
work with many different aes-
thetic modes with wildly varying
budgets. These mandates are
honourable, and even wonderful,
but implementations are depen-
dent upon resources, the choic-
es of programmers, and the
range of submissions—particu-
larly within the “Open Call” or

“New Works” programmes.

To my own eyes and ears,
although | was unable, of
course, to attend each and every
individual programme, the quali-
ty of exhibited works was an
improvement over any of this
festival’s three predecessors.
There were not the glaring dis-
crepancies between the guest-
curated programmes and the
“Open Call” programmes, which
have marred previous Images
festivals. Images 91 contained a
greater degree of international
content than ever before—per-
haps due to the lower quantity of
works submitted by Canadian
and particularly Toronto-based
producers.

Zainub Verjee's “Media
Mirage” programmes were curat-
ed to allow a pluralism of repre-
sentations of Arabs. This plural-
ism stood in contrast to the
dominant Western media’s
stereotypical characterization of
“the Arab,” which the United
States and its allies have been
employing for years as if in
preparation for their inevitable
war in the Persian Gulf. The two
programmes of two works each
formed tightly focused and
portable entities; they were well
received within the main festival,
as well as at the satellite

screenings.

The five programmes curated

by veteran film/video buff
Claude Forget occupied a posi-
tion somewhere in between the
“Media Mirage” and the “Open
Call” programmes. Forget’s pro-
grammes had thematic links, but
they also seemed to be connect-
ed on a more abstract basis—
for example, certain visual
motifs would reoccur throughout
specific programmes. Each pro-
gramme had a feel to it as well
as a theme or subject. The “New
Works” programmes, in parallel,
seemed less thematically forced
than they did in previous years.

It is problematic, however,
that the “New Works” jury (Colin
Campbell, Betty Julien, and
Almerinda Travassos) had to
solicit specifically lesbian and
gay works through American dis-
tributors such as San Fran-
cisco’s Frameline and Chicago’s
Video Data Bank, while very little
queer content was submitted by
both Canadian and international
artists and distributors. | don’t
believe that Images has neces-
sarily been scooped by the fresh-
faced Toronto Lesbian and Gay
Film and Video Festival; | believe
there is room for both, or even
more. But in the catalogue of the
most recent San Francisco Gay
and Lesbian Film Festival, there
was no call-for-submissions-

advertisement placed by the
Northern Visions organization on



the behalf of Images. If there is
indeed a problem of profile for
Images among gay and lesbian
producers (or, for that matter,
among other communities or
demographies of producers), a
few strategically-placed submis-
sion calls could help rectify this
situation.

The relative paucity of sub-
missions from a particular
demography of producers raises
the sixty-four thousand dollar
question of who exactly is
Images a festival for? or, exactly
what are this festival's focuses
as well as its constituencies? |
have always considered this fes-
tival’s mandate to be one of
diversity of independent produc-
tion, which is not the same as
being about diversity(ies). (I have
both exhibited and programmed
in the context of this festival,
albeit in different years.) In order
to avoid degenerating into mere-
ly an alternative generalist
Festival of Festivals, Images has
targeted specific communities
and/or audiences. In 1990
posters indicating particular
works of interest to specific
audiences were circulated to
those audiences in an effort to
attract potential viewers to the
screenings at The Euclid. In
1991, Images decided to
expand its previously tentative
satellite programming.

The objectives behind the
satellite programming were artic-
ulated by panelists during
“Critical Frameworks: Program-
ming Work by Producers of
Colour.” The panelists agreed
that, in order to expand a festi-
val’s audiences, the festival in
question had to centralize itself
in a large city or in any other
large geographical entity; poten-
tial audiences should not be
expected to transport them-
selves into distant neighbour-
hoods. American panelists writ-
er/curator Coco Fusco and veter-
an programmer/administrator
Tony Gittens were particularly
adamant advocates of satellite
programming. Too many barri-
ers—such as distance, sched-
ules, histories of either outright
exclusion or token inclusion, and
language—have combined to
create an impression of white-
artist-programmed media-arts
festivals being inaccessible to
producers and audiences of
colour.

Satellite programmes extend-
ed Images’ mandate to present
films and tapes to specific cul-
tural communities in order to
address audiences from which
the works originated and for
whom the works were (at least
initially) Images
attempted to meet audiences in
their own languages, employing
simultaneous translation where
possible and utilizing appropri-
ately bilingual catalogue notes.
Images administrative director

intended.

Sybil Goldstein considered the
satellite programming to have
been relatively successful in
both establishing and then
strengthening contacts and work-
ing relationships for the festival.
Audience sizes were, with one
exception, considerable and
responses favourable. The one

relatively disappointing turnout
occurred at the York Woods
Library in North York, where, in
retrospect, Goldstein felt that if
this particular screening (like
others in the satellite pro-
grammes) had been organized in
conjunction with and co-spon-
sored by a community group,
rather than with an institution
such as a library, then it might
have enjoyed a larger audience.
For the 1992
Northern Visions would like to
continue its evolution towards

Images,

becoming more of an umbrella
for variously-situated screenings
and activities, rather than simply
an organization dedicated to one
centralized, albeit sprawling, fes-
tival. However, the satellite pro-
gramming was draining on per-
sonnel; and there is a movement
among the Northern Visions col-
lective to continue the satellite
outreach but on a more informal
level. (Filmfest D.C.’s Tony
Gittens only half-jestingly sug-
gested that projecting film onto
a clear wall in a shopping mall
was the most effective type of
satellite programming—almost a
guerilla-style intervention rather
than a tightly-organized commu-
nity event.) It is unlikely that
Images will undertake anything
that quasi-spontaneous; but
Goldstein feels that meeting
people in their own languages
means doing it perhaps less offi-
cially than previously. Northern
Visions plans to hold the Images
festival earlier next year—in April
rather than in June. Excessive
summer heat may have limited
audiences’ attention spans both
at The Euclid and in the late
June satellite programmes at the
Council Fire Native Cultural
Centre.

Unfortunately the Inside/OUT
Collective is planning to hold the

second, expectedly huge and
successful Lesbian and Gay Film
and Video Festival only one week
before Images 92. This is not at
all good timing for Images.
Saturation may result from
extended filmfest viewing for
practically all potential audi-
ences; and Images 91 had lower
attendance figures than did
Images 90. The movement
towards a more temperate
weather is a good idea and so is
acknowledging the potential of
university audiences. But two
film and video festivals within
one month assumes that poten-
tial viewers have both a lot of
leisure time and extraordinary
amounts of stamina and money
(since neither or these festivals
are ideologically in opposition to
one another, many viewers are
favourably disposed towards
both). Images festivals have
been a welcome screening and
viewing format for many different
enthusiasts since their onset;
this festival’s move towards
becoming an umbrella for the
presentation of a diversity of
works to an array of audiences
is a sound strategy as long as
the festival can maintain and
challenge its initial base of the
alternative or experimental film
and video communities.

Andrew J. Paterson is a Toronto writer,
actor, and video artist.
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