Don Shebib's

Heartaches

When Don Shebib emerged with Goin’
Down the Road in 1970, little did he
realize that his $85,000 film would go on
to become a landmark of Canadian
cinema. It proved to be a tough act to
follow. With one stroke Goin’ Down the
Road marked him out as a director to
watch, a man who was capable of placing
us on the international map, and some-
one who had his hand on the pulse of
the marketplace. Shebib became the
great white hope of English-Canadian
cinema. Commercially he has not re-
peated the success of his first effort
(Goin’ Down the Road grossed approxi-
mately ten times its budget). Artistically
he has continued to mature, Between
Friends is arguably one of the finest
films to emerge from this country. How-
ever, it was his second commercial
failure in a row, and it would be three
years hefore he would get the opportu-
nity to make another feature.

His work subsequent to Between
Friends has been consistently different
in a number of ways. Both Second Wind
and Fish Hawk saw Shebib moving into
the commercial mainstream, using re-
latively high-profile American stars like
Lindsay Wagner and Will Sampson. The
tone of these films reflect these changes.
They are far more optimistic and posi-
tive. No one can accuse these films of
dealing with “losers". While Heartaches
continues along these lines, it also sees
Shebib returning to the territory of his
earlier films, most particularly Goin’
Down the Road.

Heartaches has much in common
with Shebib's first feature, but also much
that is different. While Goin’ Down the
Road detailed the trip two Maritimers,
Pete and Joey, take to Toronto, the big
city of their dreams, Heartaches sees
two women join forces to survive to-
gether in the same city. Pete and Joey
end up working in a bottle factory ; Rita
{Margot Kidder! and Bonnie (Annie Potts)
find jobs in a mattress factory. Pregnancy
features predominantly in both films,
serving a similar function - disrupting
uni-sexual relationships (that of Pete and
Joey in the former, and Bonnie and Rita
in the latter), while isolating one charac-
ter in the triangle that emerges. We are
given the same sense of the male as
adolescent, playing games of bygone
days, while the women wait patiently
on the sidelines. Both films start with
journeys of one sort — Pete and Joey
leaving the Maritimes for Toronto, Bonnie
abandoning her life with Stanley — and
end with departures. Even classical
music, Satie and Puccini, is used as
more than mere decoration in both
films. Moreover, their overall structure
often takes on the form of a replica at
times.

Rita, like Pete, is a dreamer whereas
Bonnie. like Joey, is much more of a

realist. Both people complement each
other and their symbiotic relationships
act as a kind of barrier against the
vicissitudes of life. Rita sets her sights
high. She shares this characteristic with
Pete. who is continually attracted to
women from another social class, who
have bourgeois tastes. and they some-

@ Staving off another heartache, Rita stands up to Stanley while a surprised Bonnie watches.

how represent the unattainable. Rita is
also attracted to this type of person.
Marcello (Winston Reckert) is cultured,
he is a foreigner, an Italian who has
studied design, and he introduces Rita
to opera by buying her a record. He
dresses fashionably, owns a sports car,
and is the nephew of the owner of the
mattress factory. Marcello is an emblem
of a better life as well. Both Pete and Rita
will see their fantasies destroyed in
front of them.

Bonnie is involved in a different kind
of relationship, one that indicates her
pragmatic character, and which mirrors
Joey and Betty in Goin’ Down the Road.
Her man, Stanley (Robert Carradine),
shares her lifestyle, comes from her
social class. There is nothing glamorous
about him, indeed he takes her for
granted. He has surrounded himself
with his beerdrinking buddies and
Bonnie must somehow make do. Stanley
is still an adolescent, obsessed with The
Bullet, the car that he and his friends
race.

Despite the similarities, there are si
gnificant differences between the two
films. Pete and Joey are destroyed by the
big city, being innocent and naive "babes
in the woods"” when it comes to dealing
with its hardships and its whims. There
is a feeling of inevitability about the
city’s power to crush its more unsus-
pecting and weaker members. This is
not the case in Heartaches. Rita knows
what it takes to survive - moxy and
bravado. On arriving in Toronto, Bonnie
thinks she will stay the night at the
YWCA (shades of Pete and Joey’s first
night at the Salvation Army hostel), but
Rita chides her: “This is the big city
You've got to be smart, cool.” The city
liberates Bonnie and Rita, so that the
fatalism that underscores Goin’ Down
the Road is absent from Heartaches.
These characters remain in control of
their destiny.

Pete and Joey’'s male bonding is finally
seen as inhibiting as a return to the
simple, uncomplicated friendship that
precludes women. Ultimately it limits
their growth and shows Pete as a cha-
racter who stands in the way of other
people living out their lives ~ he can't

accept Joey and Betty’s marriage, and
their forthcoming child. Bonnie and
Rita's female bonding has the opposite
effect. Bonnie has rejected Stanley— who
thinks he is the father of the child she is
carrying - because of his immaturity. She
leaves because of “the car, the beer, the
guys. There's no home, no parents, no-
thing" Bonnie contemplates getting an
abortion, but Rita fights to save the
child. She offers Bonnie an energy and a
hope for her child that within the context
of the film acts almost as a radical alter
native.

Indeed, parts of Heartaches are pre-
dicated on women living their lives free
from men. Rita, because she has screwed
around so much, has had her tubes
removed ; she can never have a child.
For her, Bonnie’s baby will become the
child she's always wanted. Both Rita
and Bonnie are disillusioned with men.
Drinking in the bar one night Rita la-
ments: “Where are the real men?’
Nevertheless, Rita still has fond memo-
ries of one of her past lovers, and when
she comes to burn all the photographs
of the men in her life, she cannot bring
herself to destroy his.

The two men we see in Heartaches
are very different. Marcello is perhaps
one of the “real men" that Rita has been
searching for, yet he ultimately proves
to be the biggest disappointment. Rita is
blinded by her infatuation and is easily
seduced by his manners, charm and
looks. When it materializes that he has a
fiancé, and that Rita has been a final
fling before tying the knot, Marcello is
morally stripped before our eyes. But
our Latin lover is not one-dimensional
as a character. Rita for him is not simply
a one night stand. She also has a free-
dom and vitality that his measured
European sensibility responds to. Rita
becomes someone to be valued for her
self.

It is Stanley though who undergoes
the most significant changes. He evolves
from an insensitive adolescent into a
caring adult, and his maturing is the
most positive aspect of Heartaches. This
maturation is marked by a series of
renouncements. He sells his car, he
moves out of his house, and by the end

of the film he has expelled his friends
from his life, remnants of more carefres
and irresponsible days.

At the beginning of the film Shebib
links Bonnie to the duck that she keeps
on a leash. She is as trapped and domes
ticated as the duck. At the mid-point of
Heartaches, Stanley comes into Toronto
to set the duck free. He has dressed up
for the occasion, discarding his oily
overalls for a sweater and trousers. It is
a touching scene that communicates
the essence of the film. Stanley is coming
to terms with letting others find their
freedom. Entrapment and coercion don't
work. He is prepared to accept Bonnie,
respect her space and care for her child,
which he now realizes is not his own.

The fact that Bonnie and Rita's "radi-
cal experiment” appears to end in failure
is not pessimistic within the context of
Heartaches. Bonnie is reunited with a
now caring, loving more sensitive
Stanley. Rita, disappointed by Marcello,
signs up to sail on a steamer, rejoining
Floyd, whose photograph she could not
destroy. Heartaches ends on this note of
departure, and our response to thisfinal
scene is quite complex. We can mourn
the separation of two friends, but we
can also celebrate in the reunion of
another couple. Unlike Goin’ Down the
Road, the characters in Heartaches are
all perceived as moving forward into
the future, not regressing into old, res-
tricting habits.

Despite the optimism of Heartaches,
something has been lost from Shebib's
earlier work. The film has a sentimen-
tality that is absent from his best work.
He may be a romantic but never has he
been so eager to please and court his
audience. This has removed the real
pain from the film. Perhaps this is inevi-
table within the commercial framework
he nows finds himself in. When asked
about the directors that he admires, he
describes them as “gut” filmmakers, or
as "tough sons-of-bitches”. Some of the
toughness has been lost in Heartaches.
On the other hand Shebib himself may
be renouncing parts of the macho world
for which he has such an affinity.

Piers Handling @
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Jacques Méthé’s

La derniere
y restera

The film opens on the solitary figure of a
young girl, bouncing a rubber ball in an
alley. The ball bouncesinto a smallyard.
'she stands at the gate, patiently waiting
|as an older man emerges with the ball in
|hand. She takes the ball back without
janswering any of his questions, and
|skips down the alley. Throughout this
scene. the camera lingers on the child's
face and movements. Her expression is
ambiguous at best, and her gestures
isuggest a deliberation not associated
fwith children. On the surface nothing is
especially disturbing about this scene.

ut the atmosphere and the pacing are
oo benign. There is more here than
meets the eye.

Director Jacques Méthé plays with
tension continually. Joseph and Ger
maine Lavoie, a retired couple, seem to
have lived out their lives relatively hap-
pily. Joseph complains about his toast
and Germaine chides him as one would
a child. Both have ironed out any prob-
lems they might have had long ago -
‘until the little girl appears in Joseph's
life.

The child seems to weave a fine web
around the older man. Suddenly, Joseph
tells Germaine he has an appointment ;
he is absent more and more often. But it
lis only when Germaine is told by a
'neighbour that Joseph refuses to leave
'the sand box he is playing in, that she
‘realizes what has happened. Joseph has
'become terrifyingly senile. Caught in a
‘struggle to fight for her husband against
III force she does not understand, Ger

maine tries desperately to maintain:

'some order. But the little girl is relent-
less, and continues, teasing Joseph.
'Finally, he sits, exhausted, in his kitchen
attended by Germaine. Yet the game is
'still not over, and when the child throws
the ball through the window, Joseph
dies.

Germaine is left alone - and then the
doorbell rings and the same girl appears
in the doorway. This time she is almost
angelic, her hair glowing in the sunlight.
Germaine asks her in.

Writer Francine Ruel has constructed
an intricate work where the idea of in-
nocence and knowledge meet and are
played out against each other. The cycle
of life is neatly defined in the film.
Joseph follows the young gir), seen as
willful seductress, to his death. In other

® Weaving a sand-castle web (Paul Hébert an_d Véronique Démassey).

films, the idea of the child as ‘angel of

wdeath’ has also been successfully used.
Toby Dammit and Don’t Look Now
depicted ‘child like' figures as signals of
imminent death. It is the fragility of man
versus the indomitable course of events
that is so well played out in La derniére
y restera.

Paul Hébert as Joseph Lavoie is superb.
His evolution from perfect normality
into senility is extremely convincing.
Monique Aubry’'s Germaine is a woman
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that we instantly recognize - the older
lady next door. Especially worth men-
tioning is Veronique Demassy whose
portrayal of the nameless girl is at times
more than frightening - she really is a
diabolical being.

La derniere y restera is a haunting
work that meshes superior perfor
mances with clean, precise technique
and a lean script that uses less to show
us much more.

Pia Maris @
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Nick Holeris/Jim Theodorlis's

Anything for
a million

Anything for a Million is a 14-minute
comedy directed by Nick Holeris of
Toronto. This interesting piece of work
deals with a winning lottery ticket and
the fate of the lucky, unlucky klutz, played
with manic enthusiasm by Wayne Veti,
who possesses it. But although it is an
interesting piece of work, it is not really
a very interesting movie.

Explain.

For this reviewer the most fascinating
thing about Anvthing for a Million is
that it got made. For many filmmakers,
fledgling and veteran alike, the thing
that determines what they may or may
not attempt to do is the market. And the
market for 14-minute comedies is not
exactly huge these days. There are many
who think that anvone who tries to raise
money for a film which has no market is
a freak. And it definitely feels strange to
sign cheques from your own account for
such a project So it was inspiring to
learn that there is someone out there
who has both enough faith in themselves
and love for the genre to go ahead
anvway and put a film like \nvthing for
a Million together Such a person would
appear to be Nick Holeris. More pawer
ta him.

But on seeing the film the first thought
was that perhaps he hasn't really gone
off on such an adventure after all. What
has he given us? A movie that is well
made, but which reads like a catalogue
of every tried and true cliche in the
comedy handbook. I gather that was his
intention, because we've seen everything
in it before — many times: a winning
ticket slipping out of the winner's hands
and blowing away with the wind ; the
mad chase past the traffic cop. through
the nudist camp with hands bashfully in
place, sneaking from tree to skinny tree
with the appropriate background music
in an attempt to retrieve the errant
fortune which has landed on a muscle-
man's sleeping girlfriend ; and finally,
so close to satisfaction on the railway
tracks, only to have a shoelace get snag
ged as he reaches for it with you-know-
what chugging around the bend..

The ending ? You've seen thal too.

Nevertheless, Holeris knows how to
put these scenes together. Wayne Veli's
relentlessly high energy level. like that
of a little kid who is about to wet his
pants, gets on your nerves. But with the
help of Holeris's framing he gets the job
done ; his gestures and movements pay
apt hommage 1o Dagwood comic strips
and are quite funny.

The story of a lottery ticket has uni
versal appeal Especially in Ontario.
Could that be why the Ontario Arts
Council gave some of its preciously
purposeful money in aid of the film * It's
difficultto explain some things. Perhaps
they were investing in Holeris's future .
if he can continue 1o produce movies as
competent but as unoriginal as this one,
maybe he’ll soon be doinganvthingfora
million in the film business

And if that comes 1o pass. again we'll
have to say, more power to him

John Brooke ®

ANYTHING FOR A MILLION prds
d.o.p. Nick Holens. Jim Theodarlis Lp. Wavne Veti.
Sherri Lynn, Peter Wall. Ulrich Hahn, Steve Nemeth,
Devid Daub, Doby Waldrun Ligita Grgalis, Gary
Hyslop and David Thairs pe lames Nicolas Pro
ductions cal 1emm ruaaing time 13 min
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Left to right - Michéle Blouin, Radio-Canada; Robert Verrall, NFB Executive
Producer ; Carole Langlois, CFDC ; Marie-Josée Raymond, Executive Producer,
Ciné St-Henri; Fernand Quirion, Radio-Canada; Philippe Laurier, Radio-
Canada ; Dorothy Courtois, NFB associate producer ; Ronald Legault, CFDC ;
Jean Beaudoin, Radio-Canada; Louise Ranger, Claude Bonin and Zenaide

The cast: (left to right foreground) Martin Newfeld, Pierre Chagnon, Mireille
Deyglun, Michel Forget and Marilyn Lightstone with director Claude Fournier.

Lussier, all of Institut québécois du cinéma,

NFB Joins
”Tbe Tin Flute”

We are proud to join in the
film adaptation of Gabrielle
Roy’s classic story The Tin
Flute. The result of four
years of negotiations, de-
dication and hustle by
Marie-José Raymond and
Claude Fournier of Produc-
tions Ciné St-Henri, the film
brings together some of
Canada’s finest production
and acting talent. According
to the NFB's Executive Pro-
ducer, Bob Verrall, the
Board just couldn’t say no.

“The scripts were too good
and the English adaptation
by B.A. Cameron is simply
superb, It seemed to me
that such a project deserved
all the support it could get
from the NFB,” he said.

The search for financial
backing, in tight economic
times, has resulted in an
unprecedented degree of
cooperation. Contributions
come from CBC/Radio Ca-
nada, the NFB, LInsti-
tut québeécois du cinéma,
CFDC, Famous Players and
Ciné St-Henri. Producer
Marie-Josée Raymond con-

siders this support an im-
portant moment in the
development of film in
Canada. “Not only do |
appreciate the cooperation
we have received for The
Tin Flute, but | hope that
this production will set the
standard for future efforts.”

Filming is being done si-
multaneously in English and
in French, Theatrical distri-
bution in both languages is
slated for Spring 1983. A
television series of five
one-hour episodes will fol-
low.

The cast includes an array
of new and established
performers : Marilyn Light-
stone as Rose-Anna Lacas-
se, Mireille Deyglun as fFlo-
rentine; Michel Forget as
Azarius, Pierre Chagnon as
Jean Lévesque, and Martin
Newfeld as Emmanuel Lé-
tourneau. Claude Fournier
is both director and came-
raman. Executive Producers
are Marie-José Raymond
and Robert Verrall; and
Associate Producers, Doro-
thy Courtois and Paterson
Ferns,
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