Brigitte Sauriol’'s

Brigitte Sauriol could not have chosen a
more difficult subject to tackle than
incest. Neither could she have treated
the topic with more insight or sensitivity.

Rien qu'un jeu is a fiction film sup-
ported with research which would
almost qualify it as a documentary. The
original concept was based on an actual
account of incest. Sauriol was searching
for a subject related directly to female
roles in society, when a woman she
knew well, came to her to tell her tale of
personal agony. After that, she talked to
many victims who told the same story.
She says “lI kept hearing the same
thing !”

The story is this: a middle to upper-
middle-class family where the mother
is financially dependent on the father;
the communication between the parents
has broken down, although the facade
of a secure marriage remains intact. The
parent’s sexual relationship has dege-
nerated : the father turns to the daughter
who does not know how to refuse the
only man in her life. The daughter has
been taught to believe in, and obey her
parents. She succumbs, bearing the
burden in silence. When the mother
finds out, she reacts in horror, but
eventually blames the daughter for
being a seductress. The daughter is
completely alone ; totally accused. She
is sent away to a private girl's school,
emotionally shattered.

This provides the basic storyline in
Rien qu’un jeu. And even though the
film begins on a light note, winding
ever-so-delicately into the heart of the
matter, Sauriol offers no solution. The
film ends with a freeze frame close-up
of the daughter, Catherine, broken into
pieces. And thus it is only through the
careful depiction of characters and
their interaction, that one gains a sense
of enlightenment, and possible hope for
such a situation.

Sauriol pays attention to visual details
which make the emotional state of all
the characters quite obvious. There is
very little dialogue, which exemplifies
the lack of communication in the family,
and points to the resulting silence of the
victim. The story is told through the eyes
of that victim, the eldest daughter,
Catherine (which means Sauriol avoids
a voyeuristic perspective). The opening
shot depicts the typical summer holiday.
complete with windsurfers and flirta-
tious sexual energy between teenagers.
Catherine is one of the gang at least
until “Dad” arrives to pick her up and
drive her back to the cottage. She falls
silent and gloomy upon sighting him.
She makes a stab at being independent,
claiming she can find another way
home. She argues with him, which in-
forms us that there is something very
wrong in their relationship. On the way
home, he offers her a present which she
rejects. He pulls off the road, stops the
car, loosens his pants, and insists that
she masturbate him. She explodes and
runs from the car, down the beach with
him in pursuit. Once caught, she threat-
ens to tell her mother. He claims it's
“only a game” (rien qu’un jeu). She runs
away, frightened and confused.

@ Struggling with the problem of incest: Marie Tifo and Raymond Clouthier as the parents in Rien qu’un jeu

Everywhere she goes, she is contront-
ed with sex : at the disco her girlfriend is
loosening up for a night of dancing with
the guys, and encourages Catherine to
do the same. Catherine, unable to talk,
goes through the motions (puts on
make-up ; goes braless) all to be accepted
as one of the crowd. Unconvinced that
she is having fun, she wanders home to
face a silent father, and an enraged
mother.

The only physical contact between
the mother and daughter is aggressive,
alternating, and somelimes violent
When the daughter arrives home late,
the mother explodes, demanding an
explanation, slapping her, grabbing her
sweater where there is usually a bra.
Catherine makes a meagre defense for
herself, and is obviously unable to ex-
plain to the mother where the source of
the problem lies. And thus it is establish-
ed early in the film that Catherine has
no ally, no-one to turn to for understand-
ing or support.

The mother is so preoccupied with
her own problems, that she hasn't the
ability to reach out to Catherine who is
silently bearing the burden of a crumbling
family. She is often seen preening her-
self, slathering on suntan lotion, and
checking her image in a mirror. She isa
middle-aged woman who doubts her
sexual stature. It is no surprise when
she has a brief affair with a complete
stranger. All factors point to a person
who is filled with fear and insecurity.

And the mother/father relationship is
wavering : they argue and fight without
reconciliation. And once the mother has
recovered from her initial explosion
(after discovering the incest situation),
she resorts to mothering her husband,

physically, to secure their marriage.

Sauriol claims that the mother usual-
ly does side with the father, accusing
the daughter directly or indirectly. The
women she spoke to told her plainly
that they felt they had no alternative but
to forgive their husbands, because they
plan to live out their lives with them.
The daughter will grow up and leave
home, so it is easier to blame her and
send her away like an unwanted di-
sease than it is to accuse the father.
Essentially, they ignore the problem
because they are dependent on their
husbands, and they believe they cannot
afford to lose them.

It was due to the characterization of
the mother that Sauriol had disagree-
ments with her feminist colleagues.
They felt she should depict the mother
as a stronger, more independent cha-
racter, who would either leave the
husband or deal directly with the pro-
blem ithus providing the daughter with
a futurel. But Sauriol insisted that the
mother character, as well as the father
be realistic representations of the aver-
age family struggling with the problem
of incest. So the mother is not portraved
as either a villain or a sainl
problematic element of the situation, as
any other character.

The complete picture is clear by the
end of the film, with the marriage situa-
tion left to the imagination of the viewer
The perspective has been Catherine's
throughout, and remains so to the end
of the film, to the end of Catherine. She
has avoided suicide, but she has not
escaped all the emotional reverbera-
lions.

One is left with a much better under-
standing of the situation, and a great

she is a

deal of sympathy for the victim. Sauriol
has had positive feedback from social
workers who believe such a realistic
portrait will serve as a presentative tool
for all who see it. It is a film that would
certainly make one think twice.

Suzan Ayscough @
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Quebec capsules

L'ETAU-BUS

Based on well-known play, Moman,
by Louisette Dussault, this film is
director Alain Chartrand's micro-
cosmic look at Quebec society through
the metaphor of a bus trip from
Montreal to Nicolet.

Moman and her twin daughters
are the focal points during the ride,
and we see the difficulties of a single,
working-class mother who feels
compelled to apologize for the fact
that her young children are not
adults, and therefore, act differently.

While the script’s analysis of a
difficult problem tends to be grossly
over-simplified such that the film's
climax, Moman's soliloquy, is slightly
embarrassing, there is no denying
the warmth, the humor and the
humanity of the characters and cast,
particularly Dussault in the lead role.
Director Chartrand keeps the action
moving through his camera set-ups
and nothing is dwelt on too labo-
riously.

To accuse the film of being senti-
mental would not be to accuse it of
dishonesty. What saves it from itself
is what saves Moman - the ability to
see the humor in itself, in herself, in
all of us and our situations.

L’Etau-Bus is the 1983 winner of
the CBC/Radio-Canada Anik Award
for best original drama.

L'ETAU-BUS d. Alain Chartrand sc.
Louisette Dussault, Alain Chartrand, with Diane
Cailhier cam. Michel Brault mus. Yves Lafer-
riere ed. Frangois Gill sd. Dominigque Chartrand
props. Patrice Bengle gaffer Kevin O'Connel
key grip Claude Fortier cost. Gaudeline Sauriol
make-up Diane Simard hair Bob Pritchett
stills Bertrand Carriere p. asst. Andre Ouellette
P. sec, Mireille Gagnon p. accil Berangere
Maltais asst. cam. Sylvain Brault a.d. Merianne
Feaver irainee Helene Dufresne mixer Henri
Blondeau p. Francine Forest, Michel Gauthier
p.c. ACPAV Lp. Louisette Dussault, Julie Vade-
boncoeur, Sophie Vadeboncoeur, Anne-Marie
Ducharme, Amulette Garneau, Pierre Harel
Johanne Fontaine, Serge Chapleau, Lucie
Lemay, Claude Gauthier, Jean-Pierre Saulnier,
Alain Chartrand colour 16mm running time
27 min., 1983

LES GARDERIES QU'ON VEUT

A documentary on various coopera-
tively run Montreal day-care centres
is, as its title implies, a film that shows
us what we can have if we want it. It
also tells us that it isn't easy, that
problems do exist, and that a well-
run dav care is hard work for all
except the children who attend.

However, the negatives of the issues
tend to be downplaved here, as this
film is more a celebration of what is
and an inspiration in the sense of
what can be.

The filmmakers take on a great
deal - education, women's rights, the
evolution of working women, the
idea of moving from personal involve-
ment to political practice, as well as
the issue of government involvement

or more precisely, the embarrassing
lack of same. If the film doesn't
salisfy all the issues it raises, it never-
theless demonstrates tousin a gentle
way what parents can do when they
put themselves into it, and that the
rewards for doing so are for both
parents and their kids.

In one sequence some wonderful
archival footage reminds us that this
generation did not invent day care,
the state did during the Second
World War.

LES GARDERIES QU'ON VEUT
d. Carole Poliquin, Ishak Isitan eam. Marc
Tardif, Ishak Isitan, Serge Giguere, Michel
Lamaothe sd. Noél Almey, Pierre Blain ed. Ishak
Isitan, Liette Aubin, Carole Poliquin, Jean Saul-
nier sd. ed. Jean Saulnier orig. mus. Christian
Gauthier mixer Jean-Pierre Joutel p. Jean-
Roch Marcotte p.e. Les Productions du Regard
inc.

MELODIE MA GRAND-MERE

The story of a young boy who is sent
to spend the summer with his grand-
mother, while his mother is off
spending time with someone we
presume will become the boy's new
father.

Melodie is the grandmother we
would all love to have: warm,
generous, understanding, fun, enter-
taining, and even a great picnic-
maker. She lives in a village where
we'd all like to spend the summer, in
a house we would all like to spend
the summer in, and...

This film is too nice, with a little
boy who is a little too wise, a little
too knowing. To make matters worse,
he is the narrator. Using a visual style
that begins to approach the greeting
card look, director Stella Goulet is in
search of a poetic form that will
reflect her sensitive story, but the
whole effect is self-conscious to the
point of being precious.

The closing credits run over the
sounds of water rippling in a brook, 1
suppose just in case anyone was still
wondering about the meaning of life.

MELODIE MA GRAND-MERE 4./
sc, Stella Goulet a.d. Pierre-Alain Dostie p. Jean
Tessier p. man. Jacques Turgeon loc. man.
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Jobin cam. Richard Lavoie, assisted by Hughes
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boom Frangois Vidal grip Laurier Guy stills
Daniel Guy art d. Stella Goulet, Suzanne
Labrecque ed. Louise Filion asst ed. Daniel
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mus, rec. Les productions Euterpe neg. cut.
Marielle Frenette mixer Henri Blondeau pub.
Suzanne Laverdiere titles, sp. efx. Caractera,
Film Opticals labs. Kineco. Pathe-Bellevue Lp.
Olivette Thibault, Andre Cailloux, Jerome
Fortin, Isabelle Dionne, Valerie Fortin, Rodolphe
Goulel, Buffy narr. by Nicolas Marier.
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This month's Quebec shorts
available from Parlimage
526-4423.

Camera

Three short films this month — all
16mm-available from independent
sources, as noted below.

OAVID ROCHE TALKS
TO YOU ABOUT LOVE

David Roche looks out from the screen
and starts to talk about love as he
rises in the freight elevator to his
lofty abode. From the first few sen-
tences, it's clear that here's a literate,
witty script executed by an actor/
writer who, in conjunction with an
intelligent filmmaker, knows how to
convey his autobiographical déja vu
views,

As Roche wanders about his flat
crammed with knick-knacks, he ques-
tions : "So, what is love?"” and gives
the answer too, “Love is (1) knowledge
and (2] acceptance.” And, "What
about its distribution and availabi-
lity?” Then it's off into the exposition
of a particular view of life and amour.

Roche has a slide show of his life to
date (it saves time when meeting
people...), he talks of falling in love
with Kent ; and of life and the movies
accompanied by a meélange of dialo-
gue culled from trashies beloved by
many. The camera roams around
with him - from his face to his talking
lips enlarged in mirrors, from the
mechanical bank with the grabbing
hand to the draped mannikin.

In the end, Roche muses on sur-
vival, and he's very sure he'll make it.
“I will be around,” he says, “I will be
around.”

This monologue by a knowing

Canada

actor has a cinematic style full of
quirks, flash-backs, subtle use of
camera and above all, a fine under-
standing of movie magic.

David Roche Talks To You About
Love won the Norman Jewison Award
for Best Overall Film at the 1983
Canadian National Exhibition Stu-
dent Film Festival, and a coveted
Blue Ribbon from the 1984 American
Film Festival. Director Jeremy Po-
deswa has been accepted in the
Directing Program of the American
Film Institute.

p./d./ed. Jeremy Podeswa, cam. Peter Mettler,
mus. Douglas Robertson. Based on play by
David Roche, adapted by Jeremy Podeswa &
David Roche. 1983, 22 mins, colour Rental/
purchase availability: 14168] 654-6758/466-
6692,

MAKING A DIFFERENCE

Jonathan is six and, at a preview, was
bubbling with enthusiasm as he in-
troduced “his” film.

He’s one of the youngest people to
be fitted with a state-of-the-art pace-
maker and is completely au fait with
his heart and its condition. Jonathan
draws the chambers of his heart,
explains how the pacemaker eases
the strain on this organ, and then
gazes at the camera — “Pretty neat,
e

Jonathan's mother is the filmmaker
and she talks warmly and sensibly
about his difficulties, which may last
into the teens. The family unit comes
across strongly and includes the
father and a second child born when
Jonathan was five.

—
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Functioning in a normal manner,
Jonathan attends kindergarten and
is vastly interested in the space pro-
gram. He plays for hours in his room
and, at one point, announces he is
“making some music for my movie !".

An intriguing look into modern
medical technology, focussing suc-
cessfully on the human aspect of an
engaging, understandably precocious
child who appears to handle his
condition with aplomb.

Making A Difference has been pur-
chased by CBC/Toronto for showing
in its summer weekday afternoon

program “Canadian Reflections” It
will be screened at the Montreal
world Film Festival this month.
p./d. Louise Quirion Shekter, with assistance
from NFB Ontario Regional Production Office.
1984. 30 mins. iapprox|, colour. Availability :
(416) 469-3104.

GOLD LUST

Serra Pelada was once a small moun-
tain in the Amazon jungle of Brazil
Today it is a vast open-pit where
amazingly rich gold finds ranging
from nuggets to dust frequently
occur.

This incredible pit is divided into
over 1,000 claims of 2 X3 meters each,
and some 60,000 people are now
engaged in this bizarre mining
operation. The pay dirt is laboriously
shovelled into sacks, picked up and
carried by the garimpeiros (labourers)
who make 40 trips a day under the
meticulous eye of a checker recording
each load. This mucky muck is care-
fully sifted for gold and, as narrator
Orson Welles trumpets, “Stealing
pay dirt is an act of war!”

As the Serra Pelada gold slaves
feverishly work their tiny claims,
tiered one above the other from the
bottom of the pit, the fabulous cine-
matography conjures up Dante’s In-
ferno as well as the Klondike gold
rush of 1898.

The film gives sketchy background
information via brief interviews with
prospectors voicing their dreams of
wealth (which often come true), and
some narrated details of the workers’
shelters/hovels, feeding, and the ban
on liquor and women.

However, Gold Lust dissipates its
energy by side-trips into other areas
— the suction mining of the Amazon
River bed, building the railway
through the jungle and discovering
iron ore, tin and bauxite in the pro-
cess. The film takes on a meandering,
repetitious air, and sorely needs fur-
ther editing.

There’s no denying the fabulous
visuals of the toiling human ants in
the Serra Pelada open-pit mine, but
the film should have been shorter
and stuck to this one subject.

p-/d. Robert K. Maclean, sc. Robert K. Maclean/
Neil Hollander, mus. Drew King, narr. Orson
Welles, Availability : Northwood Communi-
cations Inc., 180 Bloor St. W, Ste. 601, Toronto
M55 2V6, Ont. (416 926-1575
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Tierney On Television

Summer TV is usually the season for re-
runs and fillers, a time when we all get
to see what we missed intentionally or
otherwise, or just plain get stuck with.
This summer, however, has been slightly
different — one might even think of it as
political - and not without its own share
of re-runs, as low a political pun as that
might be.

The season was kicked off in June
with the Liberal Party’s leadership con-
vention, a spectacle indeed, if not quite
spectacular. When it comes time to write
the book, A Thousand And One Nights of
Great Television, who among us will
not want to include the Liberal Party’s
farewell tribute to Pierre Trudeau ? The
show featured every trick in the book,
from songs and dances to speeches to
film clips to interviews to handkerchiefs
wipingthe corners of puffy eyes. Live TV
at its absolutely kitschy best, and all
done to the tune of I'll Be Watching You,
one of the all-time great paranoia tunes,

Nathalie and Rene Simard tapdancing
their way through a thank yvou to Pierre
for doing such a great job; Norman
Jewison, Rich Little, and Paul Anka who
proved to everyone that even an Ottawa
arena could take on the hyped ambiance
of a Vegas floorshow given the right
combination of lights and a tan that just
won't quit. But a revised version of My
Way read off the back of an envelope?

In a way it seemed only fitting that the
Prime Minister who had made the most
use of television during his years in
office be sent off in television style, and
Trudeau rose to the occasion. His
speech was, of course, the climax of the
evening and for a man who will not be
remembered for his oratorial powers, it
wasn't half bad. He obviously gave this
one knowing history was out there
watching and, like a trooper, he went
out with a flourish.

For the confessed convention addict
there was as much pleasure to be had
from watching the reaction shots of the
leadership candidates: John Turner
eyeing the monitor in his box and fixing
his tie as though in response to ‘Am I
on? ; John Roberts trying valiantly to
squelch the odd yawn ; Jean Chretien
wishing Pierre would tip his hand at the
last minute and come out for him ; and
the comic relief candidate, Eugene
Whelan, with tears in his eyes but
without hi$ hat - one can only hope the
heat permeating the Ottawa Civic Centre
isn't as strong as the African sun.

There is something wonderfully
attractive and repulsive about TV
coverage of things like political con-
ventions. It begins with the fact that the
outcome is rarely 100% certain and
unlike actual elections, the TV networks’
computers don’'t start accurately
predicting the final outcome before the
last ballots are cast let alone counted. At
a convention the media, while in
evidence everywhere (at times looking
vaguely like My Favorite Martian with
little things coming out of their heads)

‘appear to lie in wait for a mistake to be

made, for someone to trip. More often
than not it deesn’'t matter how meaning-
less the much-awaited slip mightbe, it's
just the act of having appeared to make
one, magnified by the number of people
supposed to be watching on their sets.
The candidates know this better than
most, and like good scouts they must
always be prepared for the onslaught of
questions that are sure to follow. The

candidates sit with their stonewall
faces, little enigmas wrapped in their
own little mysteries, and we watch
them watch it.

But the Liberal convention was just a
preliminary even in a summer filled
with political heats of one sort or
another. The U.S. Democrats then had
their turn, soon the Republicans will
have theirs. As things have evolved in
both countries, and particularly as a
result of television interests, conventions
lead inevitably to debates, and here, too,
Canada outdid itself. Well used to
having two of everything, this year we'll
have three.

Round one was called Face a Face
and was another television first: the
first time Canadian politicians have
debated entirely in French on national
television. Yes, even Ed Broadbent. The
next night they went at it in English.
While neither could be called a re-run
given thal two of the three plavers are
new to their jobs, the national press’
morning - alter autopsy sounded remark-
ably similar to the one following the last
election debate in 1979. Five years ago
almost everyone, including Joe Clark's
parents, declared Ed Broadbent the best
man for the job. The problem was his
party. The 1984 reaction was similar,
most ironic in light of how the New
Democratic Party and its leader are sup-
posed to be fighting for their political
futures.

As a television experience both
debates were in a word, boring. The
respective party leaders looked suitably
blanched, though if Richard Nixon gave
the political world anything, he gave it
the sense of importance of make-up.
Nobody seemed too concerned, on the
other hand, that the same Ed Broadbent
glowed a little, thanks to a suntan one
doesn't usually associate with backyard
bar b-q's in Oshawa.

John Turner continues to look like a
silent screen star anxiously awaiting his
debut in the talkies, sounding almost as
if he were being dubbed by a distant
relative.

Brian Mulroney appears to have lost
some of the glib smile he held on to
when he won the Conservative Party
nomination, you know the one that
seemed to say: You think I'm hot now,
wait till you see me after I move into
Sussex Drive,

Last summer on TV it was Mulroney
versus Clark or all-chin versus no-chin.
You had to feel better about Turner's
odds when the camera angle changed
to split screen profiles.

During the English-language debate
the three party leaders were questioned
by journalists from the three networks,
including Global. No adversary these,
they refused to bite the hands that feed
their typewriters. In fact, the most tell-
ing moment was not even vocalized :
CTV's Bruce Phillips’ bemused smile,
perhaps indicative of his own sense of
fun being involved in what might well
be thought of as a national hoax per-
petrated by federal politicians who
know only too well that Canadian net-
works are most anxious to fill their
waves with this kind of certifiable Cana-
dian content.

In this case the medium was definitely
the message : the marriage of television
and politics most often results in bore-
dom when the predictable and safe are
the only matterns of concern.

It was once believed by some that
television would be good for democracy;,
but sometimes it seems as though
democracy has become good for tele-
vision. Will that be any less true after
more than 200 hours of CBC coverage of
another major summertime political-
event, the XXIII Olympiad ?

Kevin Tierney @

Within 90 minutes of this modern
metropolis lie the answers to your on-
location shooting problems ... the
Rocky Mountains, rolling foothills,
desert badlands and scenic prairie.
And the advantages of shooting your
next major production in Calgary just
begin there! Major airlines provide
direct non-stop service between
Calgary and Los Angeles daily, profes-
sionals in audio and film services are
at your disposal, and we'll even help
cut out the red tape and provide
assistance in scouting out the perfect
location!

Discover what some of the most
respected leaders in the film industry
already know ... Calgary is the loca-
tion for on-location filming!

L 1 1 1 1 ' ¢ ¢ 47 7 1 7 ] |
contact:
David Crowe
Film Development Office
Calgary Economic Development
Authority
P.O. Box 2100, Stn. 'M'
Calgary, Alberta, Canada

Phone: (403) 268-2331
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