























AL: | was very amazed at the Women and Film Festi-
val a few years ago to see films like Back To God's
Country, made by a Canadian woman in 1918, about
living up in the North, being in very close contact with
animals. And when | saw Dreaml/and | really got a sense
of how great an effect all that had on the Canadian film
industry, because it seems that it was thriving in its own
way for a while, and then it just got squelched.

JB: It's interesting, too, to see a presentation that was
done by the American Film Institute at a film festival
I was at two or three years ago, and they showed films
or clips from films that we would call ‘feature’ although
in those days they weren’t that long. During the first
twenty-five years of the history of cinema in America,
how many of those films were made by women,
produced by women, directed by women, and often
written, or starring the same woman or her husband.
It was amazing and these were things | didn’t even know,
because | don't really have a background, certainly in
the history of film. Just absolutely amazing. It's like,
also, you go to a film festival and someone says, ‘This is
the experimental category.” You look at all the experi-
ments, and there’s not one film that's experimental,
because it was done thirty or forty years ago. It happens
to be a good exercise in the technique of . . . in the style
of ... but very few of them are truly expermental in
breaking any real ground, with the exception of people
like Norman McLaren. That's why, regardless of what he
does, there’s a ready market, because this is true experi-
mentation. It’s interesting that film relating to any fad,
there happens to be a fad through women’s liberation
and feminist movements and whatnot — at some of the
festivals | went to in the States you’d think that some-
one had just discovered that women made films.

AL: Well, they have just discovered it, because even
in film courses the only films |'d ever seen made by
women were starting with someone like Elaine May. |
think that a great deal of the energy in film these days
is coming from women discovering their own stories and
images. There is somewhat of a different sensibility and
a different choice of subject matter, and a different way
of handling it, which is exciting, too. It balances. | was
wondering about three years ago what it was in me that
was making me so disinterested in most films. If | saw
another ‘action’ film or another Peckinpah film or
something like that | just wasn‘t interested. Because
personally |I'm more interested in relationship, in a more
in-depth way than which side, the Indians or the Cow-
boys, is going to win this one. So it’s nice to discover
that there is a whole world of that somewhere that you

can watch if that's what you're interested in. But it's
still being discovered. To this day in most film study
courses there're very few women'’s films being done, and
yet at the same time that Bunuel and the surrealist film-
makers were making films Maya Deren was, and lots of
other women. Because they’ve been written out of our
history, more or less, they've also been written out of
film history. It's coming back slowly . .. What else are
you and Sidney involved in?

JB: I think I've given the general things that we're
going to be looking at. We hope to travel after the
studies are done. At the present time it's a little awk-
ward for us to go out and arrange for a week of listening
to people in Vancouver because we don’t want to inter-
fere with the work of the consultants who are out in
force now. But come the new year | imagine we'll be
somewhat more visible going across Canada. Certainly

Maybe there should be two very distinct
types of filmmaking: the very personal,
private, by the independent, and that
which is very much oriented towards
audiences. As soon as you orient your-
self towards audiences you start to
become commercial, which in some
people’s mind is bad, but frankly, if it
isn"t commercial, who's going to see it?
And if no one sees it, why was it made?
Then you can argue that sometimes a
film should be made only for one
person because it’s going to do some
incredible thing to that person.
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somewhat more visible going across Canada. Certainly
with your own contacts, if anyone has briefs or ideas or
anything, let us know and we’ll either get them when
we’re out or if anyone’s east we'd certainly welcome
them. '

AL: Now that the Canada Council is going through a
lot of changes in terms of their policies, because film and
video used to be together for example, and now they're
splitting apart, so that Francoise Picard is making new
decisions about what she wants to fund, how will the
information that you get be fed into that machine and
be assimilated? :

JB:  We're in constant dialogue with all the government
agencies. However, we respect the total independence of
each and everyone of those agencies. So it can work two

or three different ways. By advising the Minister about
anything if it happens to relate to an agency, we have
given our input that way. Because we see people from
the agencies on a regular basis, and they have a certain
respect for us as we're all part of the same professional
world, they can ask us our opinions or we can throw out
our opinions, always remembering we have absolutely no
authority, and always being very, very conscious of the
fact that the head of each of those agencies is the head
of an autonomous body, that does not report to us, but
reports to either Parliament or to the Secretary of State.

AL: Do you think that right now it’s film writing
that's the most needed area of development?
JB: I would probably equate that with the need for

entrepreneurial skills, and this comes into a slightly
delicate situation of ‘what is the function of a producer?’
I don’t think we have many people in Canada who are
able to do all the things that are required, the final one
being sort of a Sol Hurok type of thing. | think, and
again that's a generalization that | can’t necessarily back
up, | think people are coming along. There are two or
three people who will remain nameless who are pretty
close to it, if not already there. But | think in the area of
feature film, those are the two areas. An area where
there's a great weakness, and maybe with the sense of
realism that’s coming into film, is the whaole thing you
might call the business of film. | don’t know how far it
should go in the production area, how knowledgeable
anyone there should be about the business of film, but
I think the majority of people have to be more know-
ledgeable than they are now. There was a seminar in
Toronto last January on the business of film and we had
close to six hundred people there in spite of the snow-
storm, just desperate for infarmation.

AL: What did it deal with?

JB: It went through things like copyright. | gave a
talk on the non-theatrical film market around the world.
| have met so many people who have completed a film
before they have ever spoken to anybody in distribution,
before they've ever done any research about the market,
and again it goes back to why make a film? Maybe the
film shouldn’t even have been made because there are
ten that are better than it anyway. No school, with the
possible exception of two hours a year or something like
that of a guest lecturer, very few film institutes or
schools teach a course called ‘the business of film”. |
happen to have devoted eleven years to the ‘business of
film’ so | happen to know a lot about it, and I'm more
than willing to impart any of that knowledge | have to
anyone.
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