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George Mihalka’s

The Blue
Man

eorge Mihalka’s The Blue Man

seems to be Canada's answer to

such  American films as Paul
Schrader’s remake of Cat People and
Tony Scott's The Hunger. Instead of
the vampires or menacing felines fea-
tured in the earlier films, this story deals
with astral travellers who become
spiritual vampires in order to continue
their timeless existence.

At the center of the story is Paul
Sharpe (Winston Rekert), a director of
TV commercials who is fed up with
both his work and his family, and only
finds pleasure in his experiments with
astral projection — the ability, we are
told, to leave the confines of the body
and enter the free world of the soul
Things, however, start going wrong
when both Paul's doctor and father-in-
law are killed in a most gruesome way
as a result of Paul’s flights of fancy. The
worst part of it though, is that Paul isn’t
able to remember the dreams which
caused the deaths and doesn't seem
able to control the destination of his
astral form during sleep.

Perplexed and confused, Paul goes to
see Janus (Karen Black), a mysterious
dancer and ex-junkie who had first in-
troduced him to the wonderful world of
astral projection. She tells him that he is
just confused by his new-found powers,
and that everything will turn out just
fine.

Obviously, everything isn't “just fine"”
and Kauffman (John Novak), the police
detective assigned to the case, knows it.
Kauffman has a strong feeling that Paul
is somehow connected to the mysteri-
ous deaths, and starts looking into his
past. He discovers that seven years ear-
lier, Paul had made a documentary
called Wandering Souls, a film which
told the story of two supposed astral
travellers who, periodically, are in
search of new host bodies.

At this point, Paul doesn't really know
what's going on, Kauffman (although
justifiably confused) has been able to
put most of the clues into place, and the
audience has the whole thing already fi-
gured out. If the real point of a thriller
is to keep you on your toes until the
closing credits, then one during which
you can predict the ending two thirds
of the way through cannot be consi:
dered entirely successful

Certain sequences in The Blue Man,
especially at the beginning, are quite ef-
fective and enshroud those sections of
the film in a suitably chilling atmos-
phere. But as the plot thickens (or more
accurately, coagulates), the stylish ef-
fects, which are too few and far be-
rween in the first place. do little to help
thaw out the proceedings.

The premise of the film is of course a
silly one, but a certain amount of ten-
sion and intelligence would have gone a
long way to make the film more effec-
tive. Certainly, the stiff dialogue be-
tween many of the minor characters
can largely be excused, but the lack of

urgency in every major character’s por-
trayal points to the general ineptness at
work here. After all, if none of these
people have the appearance of caring in
the least whether they live or die, there
isn't much reason why we should
either.

Greg Clarke ®
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Danicle J. Suissa’s

The Morning
Man

aniele ]. Suissa's The Morning
Man is based on a true story. Paul
Nadeau, a young criminal con-
victed on 22 charges of armed robbery,

escapes from jail to prove to himself
that he can walk the straight and narrow
path. He then becomes a successful
morning man for a radio station in Len-
noxville, Quebec, and on the first an-
niversary of his escape, turns himself in.
Unfortunately, though the story is ripe
with cinematic possibilities, they re-
main unrealized.

The major problem with The Morn-
ing Man lies in the way the title role is
written. According to the film, Nadeau,
a nice middle-class boy, turned to
armed robbery for the thrill. Why he
chose armed robbery instead of sex,
drugs or aerobic exercise, more com-
mon middle-class stimulants, is never
explained. The way Nadeau is depicted
— strong, smart, motivated and oh-so-
nice — they could all have been inter-
changeable choices.

His criminal past aside, Nadeau has
no flaws of character. Obstacles are laid
in his path only to be surmounted. The
same discipline and sureness that made
him an excellent bank robber now
make him a model of self-rehabilitation.
Nadeau’s Achilles’ heel is supposed to
be his circle of friends, a sure lure back
into a life of crime. But it is presented as
helpful (they give him money, a new so-
cial insurance number, time) and no
more than a minor nuisance (they are
total failures in their attempts to seduce
or pressure him). Since Nadeau has no
weaknesses to confront, nothing can
swerve him from the path to righteous-
ness. Frankly, he's a bore.

Daniele J. Suissa, the director, is
widely experienced in theatre and tele-
vision but The Morning Man is her
first theatrical feature. And it shows.
Shot mostly in close-ups and medium
long shots, The Morning Man looks
like a TV movie. One is also very con-
scious that everything in the film has
been ‘staged’. The action takes place

mostly in interiors, whether it be inside
jails, apartments, or cars. Places are
used as mere settings in which the ac-
tors can exchange dialogue.

The film really begs for a sense of
milieu that is just not there. This may
have something to do with the weird
hybridization that occurs when one
shoots a modern-day Quebecois folk
story in English. The language, the turn
of phrase, the distinctness of place, all
these things that immediately create a
background for characters in Qué-
bécois films are missing. Nothing is
made of Nadeau (played by Bruno
Doyon with a heavily accented English
that doesn't help his line readings) fal-
ling in love with Kate Johnson, a WASP
doctor played by Kerrie Keane. The film
feels strangely dislocated.

Suissa uses no ‘establishing shots'.
Though a more experienced director
could have turned this into an asset, she
just leaves the audience disoriented.
We get a very limited sense of where
the characters are, where they want to
go or where they are actually heading.
A good example is the escape scene at
the beginning of the film. Suissa does
not give us a longshot of the jail the
convicts are escaping. Thus we don't
know if it’s difficult, if they're heading in
the right direction, or what their
chances of making it are. The scene
lacks tension. Though it's clear that
Suissa is more interested in the psycho-
logy of her characters than in suspense,
I don’t see any reason for mucking up
scenes like this one — not fully exploit-
ing action scenes that are dictated by
the story do not make us better under-
stand the characters.

René Verzier, (who's justly been
nominated for a Genie as best cine-
matographer for his work here), has
shot The Morning Man in pastel blues,
greys and dirty whites and it looks

-

eBruno Doyon as Paul Nadeau, The Morning Man

30/Cinema Canada — March 1987

photo: Piroska Mihalka



FTLM REVIEWS

great. But neither this, a very good
score by Diane Juster, or the very
charismatic acting of Kerrie Keane and
Bruno Doyon can keep the film from
being one long yawn.

If you're thinking of waking up to this
morﬁing man, don't bother. It will send
you right back to sleep.

José Arroyo ©
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eAbducted - A picture substantiates 500 words

Boon Collins

Abducted

umour has it that Boon Collins

raised funding for Abducted from

private sources. This might be be-
cause Collins is a resourceful man. But
it’s also likely that any bureaucrats who
took one look at the final product fell
over themselves trying to disown it. Ab-
ducted is a cheap-looking, mean-spi-
rited film with precious little to recom-
mend it except some pretty scenery.

As the opening credits roll we see
Rene, the heroine, jogging through vir-
ginal mountain wilderness. Film cuts to
the point of view of somecone in the
bushes and a close-up of a booted toot.
Moments later be darts out from a bush,
grabs her by the pony-tail, and carries
her off. That's the story: wild hillbilly
abducts poor-little-rich-girl unaccount-
ably leaping about the Rocky Moun-
tains.

The plot is bizarre enough to be true,
and strange cnough to be funny, but
Collins erodes interest and humour
with a scemingly unending series of
beat-up-the-girl  scenes. Lucky Vern
(the wild hillbilly) has found himself a
pet. Good for him, not so great for Rene.
She gets leashed like a dog and dragged
through the wilderness. Vern makes her
climb mountains and cross raging riv-
ers. He fishes her out of the rapids once
or twice, tries to rape her two or three
times, and hits her an awful lot.

Even the worst filmmakers know that
consistent brutality can get monoton-
ous. Just in case the sexual overtones
don’t spice things up enough, Collins

throws in some characterization. Vern,
we discover, isn't all that bad. He offers
Rene some food a few times. And, as he
explains to Rene, he gets lonely up
there in the mountains.

Halfway through the movie, Vern's
dad, Joe (played by Dan Haggerty)
shows up to explain that life has been
tough on Vern. He's been subjected to
the horrors of reform school, jail, and,
worst of all, a slutty mother. (“She saw
men. She saw a lot of men,” he tells
Rene.)

Understandably guilt-ridden at hav-
ing produced scum like Vern, Dad has
hied him off to the mountains, where
presumably the beautys of nature will
purify Vern's heart and restore him to a
semblance of humanity.

Dad may be a little weird — he's fi-
xated with stone sheep but he knows
that kidnapping and rape arc bad things.
He tells Vern they have to take the girl
back. Vern doesn’t like this much, and
finally decides he's had enough. He
bops Dad on the head real hard and
drags poor Rene back into the wilder-
ness. Vern is not without justification in
insisting she go with him. After all, as he
tells her, 1 killed a man for you.”

It takes more than a smack on the
head to kill a mountain man. Joe wakes
up and binds his wounds. Forgiving to
the end, he knows better than to let a
woman drive the fatal wedge between
father and son. He sets off on his game
leg (which he injured while rescuing a
baby sheep) to save Rence and Vern
from Vern.

Joe is such a sweet guy he’ll forgive
his son abduction, attempted rape, and
c¢ven murder — but when he sees what
Vern does to a sheep, tears stream down
his face. He realizes that Vern is Really
Bad and he'll have to hunt him down to
kill him. He does this just in time to save
Rene, who by this point doesn’t care
much anyway.

Neither do we. Vern and Joe aren't
exactly what you'd call believable
characters, and poor Rene is too busy

getting her sweatsuit all ripped up to
portray much thought or emotion. Or
maybe she’s just stunned by the scen-
ery.

After all, it certainly is beautiful. Col-
lins alleviates some of the audience's
misery with some shots of milky-eyed
deer nosing through the rain-forest.
And there’s a hint that he was attempt-
ing to make some sort of ecological
point about the evils of man versus the
beauty of nature.

Unfortunately, though, he juxtaposes
them with too many shots of Rene get-
ting tied up or clubbed across the face.
Violence does not substitute for action,
and it certainly doesn’t round out a
character. Collins might as well have
put in some nudity. He could have
made a tidy sum of cash in the soft-core
market. It certainly wouldn't have been
any great artistic compromise. Ab-
ducted is just a nasty little fantasy in-
eptly disguised as a movie anyway.

Stacey Bertles ©
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