
At th e Simo n Frase r Uni ve rsit y Film Work sho p near Va n
couver in British Co lumbi a, o ne learn s filmmaking by mak
in g film s. 

T he Film Wo rk shop is no n-<lcade mic. The re a re no lec 
tures, no g rades . no s ide- trac kin g o f c reati ve e ne rgy to the 
tas k o f pleas ing a pro fessor. 

" What th e Wo rk sho p does." says Wo rksho p gradu ate 
Pe te r Bryant . whose doc ume nta ry film Noohalk was c hose n 
bes t film a t th e Ca nadian Stude nt Film Festi va l in 1970, " is 
ge t peo ple in vo lved who a re rea ll y inte res ted in makin g 
film s . No co urse s . no thing. T hat' s a ll the y wa nt to do. " 

She la h Re ljic. now a producer at the Vancouve r Na tio nal 
Film Boa rd o ffi ce. co ndu cted the fir st Simo n Frase r Film 
Work shop fro m 1967 to 1969. Instead offilm lectures, Reljic 
schedule d reg ul a r ca mpu s sc re enin gs of new Work shop 
produc ti o ns. " The kids had to face their ow n audie nce," 
says Relji c. "And the audie nce c hee red , booed , and wh at
e ve r. And fro m the idea of ha ving made th e most beauti ful 
film in the world the y finall y reali sed reality and time and 
space a nd di sta nce -and th at th e re were an aw ful lot of 
things to be improved ." 

G radu ates o f th e Worksho ps have wo rk ed on C BC. NFB , 
C FDC and Ca nada Co un c il film s. as we ll as on co mme rc ia ls 
and indepe nde nt producti o ns. 

Alo ng w ith Brya nt. Re ljic ' s Work sho p in c lud ed . a mo ng 
o the rs, To ny Westman. Geo rge Johnso n , Brya n Sma ll. 
Doug Whit e. Sand y Wil so n . Pa t Corbett , Zale Dale n . Linda 
Jo hnson , Mark Dolgoy, Ma nuel Busquets, and J . Andrew 
De Lili o Rymsza . 

Wh en Sh e la h Re lji c ca me to Simo n Frase r it was he r firs t 
ex pos ure to uni ve rs it y life. Says Re lji c o f he r initi a l reac
tio n . " I co uldn ' t be li eve these kid s were go ing o ut in the 
wo rld no t kn ow in g how to share. no t unde rs ta ndin g peo 
pi e. and no t hav in g so methin g to do." It has o ft e n bee n 
rema rked that film -making is a group activity: a particul ar 
fe ature of th e Film Wo rk sho p fro m th e sta rt was th e sha r
in g of skill s a nd kn ow ledge w hen s tudent s made the ir film s. 
Yea rs a ft e r th ey leave th e Wo rk sho p . g radu a te s co nt inu e 
t n "wo rk toge th e r ." Pro fess io na l To n y Wes tm a n . a 
graduate of Reljic 's Work sho p who now has exte ns ive e x 
pe ri ence on N FB doc ume nta ri es a nd o n CFDC th eatric a ls 
(including Bryant' s first feature attempt , The Supreme Kid) 
re ma rk s tha t wo rkin g toge th e r is pa rticul a rl y impo rt ant in 
hi s profess io na l wo rk . In co ntras t to th e acade mi c atmos
phere of ' 'e very ma n for himself ' , the Workshop promoted 
an a ttitude of working together toward common goal s. 

" Th e c rew th at has a ny se nse o f ego ... if th e re' s a nyo ne 
pe rso n o n th e c rew w ho think s he's bett e r o r sha rpe r th a n 
anybo dy e lse o n the c rew. he's in tro uble." says Wes tma n . 
" because in a s ituatio n like that yo u' re in this mess together, 
and yo u have to o pen yo urse lf to as kin g th e o th e r pe rso n 
fo r he lp . I' ve worke d in eno ugh te nse s itua tio ns and ve ry 
easy situati ons to know the kind of c ritical sens itive points 
th a t break dow n a film . And I reali ze th a t if eve rybo d y is 
willing to communi ca te. and no t a fra id o f the ir poo r littl e 
aes th eti c. that's th e way yo u ge t film s made." 

Wes tman a lso re ma rk s th a t th e Wo rk sho p o r a ny film 
s tud y prog ra m is a goo d sta rt . but th a t th e tra inin g ne ve r 
sto ps. " To have spe nt a yea r or fo ur yea rs o r twe nty yea rs 
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in th e sc hoo l pl ay in g ga mes w ith mov ie s is o ne thing," says 
We s tma n , "But to ge t ou t there in th e fie ld , with ve ry 
ra pid-ac tio n s itu a tion s w here yo u do n ' t ma ke mi sta kes , is a 
diffe rent ba ll game, a nd it ta ke s yea rs to unde rs ta nd e x
ac t ly w hat that ba llga me is, a nd to get o ne's re fle xes re
fin ed to the po int of kn ow in g tha t w hen yo u're ha lf a s top 
o ut. you know it. You do n ' t meas ure it. yo uju st kn ow it. " 

G eo rge Jo hn so n, a profe ss io na l free-lance ed itor w hose 
initia l expe rie nce ca me w ith c utting Peter Brya nt' s two ha lf 
ho ur film s in Re ljic' s Wo rk sho p ado pt s a c harac terist ica ll y 
no n-ana lyti cal a pproach to hi s wo rk , If yo u a sk him if he 
does a lo t of para llel c uttin g a nd c ross c utting , he' ll te ll you 
he doe sn't know what the terms mean in words: he just 
does th e m, Thi s goe bac k to the attitude Relj ic had in 
teac hin g fi lm at the Wo rk sho p, Re ljic he rse lf had a ppren
ticed for man y yea rs with Ho ll ywoood ed ito r Ho me r Pow
ell. w ho now li ves in Va nc o uve r , " Shelah really depe nded 
a lo t o n peo ple lea rning fo r them se lves," says Jo hn so n . 
" The w ho le editing a pproac h was so rt of make it up as yo u 
go a lo ng a nd see w hat work s a nd w hat doesn't work . Be
cause you ca n ' t te ll a nybo d y w hat wo rk s a nd doesn ' t wo rk , 
especially an editor. I guess in everything else too . You 
have to do it a few times a nd see under what occasio ns 
so methin g wi ll wo rk a nd when it just doesn ' t wo rk a t a ll. 
You just do it o n yo ur ow n a nd find o ut. It was th at kind of 
expe rien ce . 

Bryant. w ho now teac hes a prod uct io n course at UBC. 
no te s th a t hi s s tude nt s a re as capab le as stude nt s eve ry
w here, but for th e m produ ctio n is o ne o f fo ur o r fiv e o th er 
co urses, At th e Wo rk shop, as he notes, film productio n 
was a ll th at o ne did. Sim il a rl y Di a ne Edmo nd so n . w ho 
wo rked wi th Sta n Fox both at SFU and Yo rk, re mark s that 
s he wa s s truc k by the fact th a t a t York, stude nt s had to 
take ma ny kinds of " backgro und " subj ects : o nce again . 
th e energy th a t co mes to producti o n is in thi s way inev ita
bly diluted . 

SFU Workshop schedule 1973-74 
Ron Orieux and Tony Westman 
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Stan Fox of the CBC in Vancouver was the nex t film 
profe ss io na l to co nduc t the Workshop. Fox . w hose student s 
when he ta ught film at UBC in c luded Ric ha rd Leite rman 
a nd Dav id Rimmer . descr ibes the Worksho p approac h as 
"one of the res ult s of the e du catio na l ex pe rime ntation 
w hic h was go in g o n in the mid-S ixties, where it was fe lt th at 
univers iti es sho uld c hange the ir w ho le approac h radic a ll y, 
and have ce nters and places th at don't in volve th e usual 
acade mi c ritu a l of havin g co urses and cred it s a nd grades and 
diplomas." 

"U nfortun a te ly it is no t poss ible." says Fox , "fo r th e 
model to be acce pted within the uni ve rsit y struc ture as re ad
ily as the acade mi c mode l. " 

Sandy Wil so n 's re markable caree r with the Nati o na l Film 
Board began in Fox' Wo rk sho p w he n she made Penticton 
Profile w ith the backing of the N FB C hallenge for C ha nge 
progra m . Her firs t s ho rt had bee n made in Re lji c ' s Work
shop. Mike Collier . a no the r W orksho p me mber of th at tim e. 
is now cus to mer se rvice manage r a t Alpha C in e in Van
couver. Another Wo rk shop regular was Bre nt Straughan . 
whose multi- scree n Enfilony pre mi e res thi s s ummer in 
Hamilto n Pl ace. Ontario. with th e backing of a liv e sym
pho ny o rchestra. 

A unique aspec t o f Fox's Worksho p was the pa ra ll e l em
phas is o n video and film . Judith Eg lin gto n was ac tive in both 
a reas. as was Diane Edmondson. 

The nex t film re s ident after Fox (who is now assoc iat e 
c ha irm a n of the Film Progra m a t York) was the la te Luke 
Be nnett. a film edito r fro m New Yor k . A major W ork shop 
projec t during hi s residency was a successful film o n a r
chitecture for the B .C. Association of Architects. Partici
pants included Ron Orieux , Zale Dalen. Rick Patton , Joanna 
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Moss. a nd Lee Do mbrows ki . 
Esse ntia ll y the same g ro up sub sequently made the NFB 

documentary Seven Steps to Freedom o n a prison self-help 
gro up . produced indepe ndently o f the W ork shop In 1972 , as 
we ll as the NFB 's Bye Bye Blues , In 1973 . Both film s were 
directed by Joa nn a Moss. 

E ugene Boyko of th e NFB re ma rk s th a t a n outstanding 
c ha rac te ri s tic o f th e Workshop is th e o ppo rtunity to go out 
a nd make mi s take s. 

" In a n academic co urse ." re ma rk s Boy ko. "you're get
ting marks. ra ther th a n do ing and ex perimenting. When 
yo u' re go ing for ma rk s yo u ' re playing it safe a lot of time s 
but w he n yo u ' re ge tting both yo ur feet into it as you do at 
SFU. yo u make a lo t of mi s takes but hopefully you won ' t 
repeat th e m." 

Ron Ori eux. ano th e r Vanco uve r profession a l camera-
ma n , with ex te ns ive ex pe rie nce with NFB and industrial 
doc umentary film s. w ho s tudi ed with Luke Bennett in the 
Film Wo rk sho p and w ho rece ntl y set up Edgewater Pro
duction s in Va nc o uve r with Wo rk sho p a lumnus Doug 
White . re marks in the sa me context on what he learned at 
th e wo rk s ho p conducted so me tim e back by Richard 
Leiterman a t the Banff School o f Fine a rts. 

"There was an advantage to the conference," says 
Orieux. "j us t to ge t a se nse o f Rich a rd Le ite rman. It was a 
delightful expe rience of the intuitive nature of that man . 
you know , which cuts through all the intellectual bullshit 
abo ut film-making. w hi c h ma kes for a poi nt that a person 
ca n ' t beco me a film-maker jus t by taking a good four-ye ar 
course in film-makin g. That's no t a prerequi site: it 's not a 
Produ ction stillfrom . 'After the Dance" directed by George Johnson 



guarantee: it' s no thing exce pt a s tro ng input to a perso n 
who has the potenti a l to wo rk in th e med ium ." 

Rick Patton, who had s tudied film in a work-study program 
at Antioch College in Ohio , fo und in Bennett 's work
shop hi s firs t eve r o pportunity to wo rk with a . 'teac her w ho 
was a profess io na l. " Like Ro n O ri eu x. a pa rt of hi s ex pe ri 
ence is with NFB doc umentaries. as an ass istant came ra
man . 

Patton re marks , as doe s Orieu x, th a t th e o ppo rtunit y to 
work on doc umentary films is an educa tio nal expe rience 
which canno t be imagined if o ne a tte mpt s. as occ urs in 
most cases in univers it y educatio n . to approac h th e sa me 
subje ct th ro ugh re ading abo ut it. 

"That' s so methin g I wo uld certainl y recommend film 
students to think about." says' Pa tto n. " Because it' s prob
ably easy to ge t discouraged as a film s tude nt. There a re so 
many obs tacles. it's so expensive to get ex perience. But 
the fact is that there is this definite spiritual payoff, in 
terms of expanding yo ur horizons. In terms of human 
expe riencing. You know. it has its cy ni cal as pects. You 
can get cynical about it, but you don't nece ssarily have to . 
You can jus t be the re and enjoy mee tin g peopie a nd re la te 
however yo u have to." 

Luke Bennett was followed. in 1972. by Vincent Vai
tiekunas, a Lithuanian-born Canadian direc tor a nd edit o r 
who has made ove r 200 films. 

Among the stude nt s in Vaitiekunas ' Worksho p w ho have 
co ntinued as filmmakers are, a mo ng o thers. Mi c ha el 
Chec hik. Chris Windsor , c.R. Wrench . Geo rge s Pay rastre. 
Tim Sale, Lawrence Ke ane , Harla n Dorfma n . Fred Easto n . 
Rick Amaro . Dani ce MacLeod . Ron Precio us . Bob Ke ar
ney , Mario Bare ndregt , Bob Elli s. Ma ry Anne McEwen , 
Marilyn Kansky , Ric hard Barazz uo l. a nd Peg Campbell. 

Eugene Boy ko. a veteran Film Board cameraman . recalls 
the film s of Vaitiekunas' first Work shop: " It was a revela
tion, " says Boyko . " It was the be s t I'd seen in college pro
duced film s . I had a reluctance agains t co ll ege film s for a 
long time because I a lways found th at the kind o f people th at 
were att rac ted to it we re generall y those who co uldn 't co m
municate. But here was a sc hoo l th at was here in Van co uver 
and it seemed to work ." 

It might be inte re s ting to co ns ider the tw o Film Work
shop group film s whic h , during Va iti ek un as' two-yea r resi
dency, bro ught to SFU the McLare n Awa rd for be s t film a t 
the Canadian Student Film Fes tiv a l for two yea rs running . 

Chri s Aikenh ead. direc tor of the 1973 Fes tiv a l award 
winner Ivory Founts . came to th e Wo rksho p w ith the ex 
peri ence of hav ing worked in a variety of capaci ti es o n 
several16mm film s during two years a t the first hi gh sc hoo l 
in Ontario to have an accredited course in fil m-making . 
(The hi gh sc hoo l was in Londo n . Ont a rio. and the co urse 
started by Frank Boas. w ho had take n a s umme r co urse in 
film at UCLA.) In addition . A ike nhead had parti c ipa ted for 
two summers in a high sc hoo l fil m progra m in s titut ed by 
the Onta rio Arts Co uncil. 

During th e first half o f Vaitiekunas' firs t e ight mo nth 
progra m at SFU, Aikenhead tried un successfully to co me 
up with a sc ript for a film. Finally , th e view in g of a film 
made in a prev io us Wo rk shop trigge red the idea of a satire 
on student films and student film-makers . 

During th e C hri s tm as bre a k in Dece mber 19 72. 
Ai kenh ead return ed to Ontario. and w hil e th ere. put to
ge th e r the bas ic sc ript fo r Ivory Founts. It was, says 
Aikenhead. " kind of a parod y of tha t prev io us Workshop 
film I'd see n . a nd of this guy making th e film , w hi c h I guess 
just evo lved o ut of my ow n inc a pacity to co me up with a 
real script. I'd tried for three years in high school to 
co me up with so mething original and I never had . so I knew 
pretty well what it was like no t to be able to make a film ." 

Th e film was made qui ck ly. being sho t in Ja nuary of 1973 
a nd e dite d by Marc h of 1973 in time for the annual April 
s how in gs of the Vai ti e kun as Wo rk sho p . 

From th e begi nnin g Aike nh ead fe lt th e film d id no t de
se rve the acc la im it had ac hi eved . He did no t re turn to th e 
Wo rk sho p th e next year bu t trave ll ed in s tead to E urope. 
and th en re turn ed to SFU to co ntinu e hi s stud y o f Engli sh 
lit e ra ture. " I wa nt e d to drop o ut of th a t w ho le 
sce ne," re ma rk s Aikenhe ad . "and retrea t and ge t my bea r
in gs again . o r I'd s ta rt act ua ll y be in g like th e d irec to r in th e 
film ." 

Si nce the n . Aik enh ead pre fers no t to be c lass ified as a 
film -maker. In th e meantime. hi s pursuit of Engli sh lit era
ture may be jus t th e thing to e nab le him to be a n exce ll ent 
fi lm-ma ker. if he eve r dec ides to re turn. Th at is so. a t any 
ra te. if o ne takes the pe rspec ti ve o f Ma rk Slade , of the 
Vanco uve r NFB o ffi ce. w ho ob e rves th at. " Wh at wo uld 

good for film-makers wo uld be to find so me a rea of 
,e rest. a nd rea ll y exp lo re it in dept h . It mi ght be so me 

as pec t o f tec hno logy. It mi ght be so me a rea of anth ropo l
ogy . It might be poet ry o r mu sic. It co uld be wine- making. 
So me a rea in w hi ch they wo uld be very exc iting and wo uld 
find a co mple te kind of s tru cture o pe ra ting." 

Chri s Windsor , director of the 1974 Mc Laren Award 
winne r Trapper Dan , ano th e r Wo rk shop gro up project . got 
the idea for the film while working as a projec tio ni st a t a 
" s leazy dow ntow n th eatre" in Va nco uve r. He wro te dow n 
the ideas for the film on backs of envelo pes and stuck them 
o n hi s doo r and th en one day wrote a ro ugh draft. 

Like Ai kenhead 's sc ript. the readin g of the sc ript to the 
Wo rk sho p was e nthu sias tica ll y rece iv ed . Once agai n . the 
film was sho t a nd ed ited in t ime for th e Apri l 1974 show in gs 
of the Vai ti ek un as Wo rk s hop. In both cases. it was a firs t 
16mm film for each. Windsor had worked on previo us 
Worksho p film s . in c ludi ng Ivory Founts . where he acted 
th e pa rt of the stude nt e dito r. He'd co ncluded th a t the 
impo rta nt thin g in every prev io us Works hop film he ' d see n 
was th e qualit y of the sc ript. 

Of hi s ow n sc ript. Windso r re mark s ... It was basica ll y a 
so lid sc ript. I read it to peop le in th e Wo rk shop a nd th ey a ll 
lik ed it. So it meant you co uld th row in a ll these o th e r 
things on to p o f it. as yo u go t new ideas. You co uld put 
th e m in . because yo u had so methin g to fa ll back on . And If 
yo u do n' t have th at. then it's ve ry ha rd. " 

Da ni ce Mac Leo d's sc ript for Rawstock . he r first 16mm 
film grew o ut of th e ex perie nce o f an acade mi c co urse in 
p roduc tio n a t UBC w hic h co ns is ted of lec tu re s on how a 
film turn s fro m " rawstock " into th e fini shed film . 

" I was taking this terribly se rious acade mic course a t 
U BC " says Mac Leod .. " Introduction to Film and Televi
s io n Pro du c ti o n .' And it was so te rribl e. It was a ll 
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acade mi c termino logy. And we'd have exa ms e very o nce 
in a whi le w here we' d get questio ns w he re yo u'd have to 
hav.;' take n no tes in c lass. All thi s s tuff whi c h was co m
pletely irre leva nt because yo u didn ' t know w hat you were 
ta lkin g abo ut. It was a ll me mo ri za tio n of a ll these terms. 
yo u know. Yo u do n ' t lea rn by loo king in a boo k . Yo u lea rn 
by do in g it. " 

O ne adva ntage o f acade mi c lec tures is th at it a llows the 
mind to wande r ve ry free ly. On o ne pani c ul ar day dre a m in 
c las three yea r ago, MacLeod im agin ed filming a live
ac tio n me ta pho r o f a ll hum an a nd phy sical processes in
vo lved in th e jo urn ey o f " raws toc k" to th e fini shed film . 
Three yea rs la te r . with the he lp o f many fi lm Wo rk shops 
a nd two fi lm reside nt s. but ma in ly th anks to he r ow n de
te rmin a tio n . " Mr . Raws toc k' '' s e pi c ma rc h across " The 
Play ing Fie ld o f Life" is fin a ll y read y for sc ree nin g. Mac
Leod is now wo rki ng o n a multi -medi a "Canad iana" spec
tac ul a r intro du c in g "A uro ra La ughter." " Moose Jaw 
Mo uth Was h ," a nd " Hu sky Th e rm al Heatin g Units" as a 
unique additio n to the deve lo pme nt o f Canadi an c ulture. 

In th e sa me vein but thro ugh diffe rent means , C. R. 
Wre nc h has purs ued an o rigin a l co ncept to sati sfying filmic 
co nclu s ions in hi s fir s t Wo rk sho p film , Sequences, whi ch 
invo lved th e tr a n s fe r of a bea m- s ta rved , fee db ac k
tra nsfo rmed se ries of exqui s ite move ments of da nce r Zelia 
Wo lows ky fro m a se ri es of Vid eo mo nit o rs to 16mm film 
with a 30 fra mes pe r second Arrifi ex (to avo id th e ro ll bar) , 
w hi ch he t hen proceeded to ex tend in time us in g an o pti ca l 
printe r he had built in th e Wo rk sho p fro m a be nch mov io la 
and a Bo lex . 

dro pped o ut o f Yo rk because hi s visits ove r pre vio us sum
mers to produ c tio n co mpani es co nvi nced him th a t a degree 
wou ld make no diffe re nce in findin g wo rk as a filmmaker. 
He a rri ved in time a t SFU fo r Va itiekun as' Wo rksho p , 
whi c h he fo und to be a n ide al c ulmin a tion fo r hi s tra ining at 
Yo rk . w he re pro du c ti o n as a co nce ntrated ac ti v it y does no t 
begi n unti l th e fo unh year . 

Bo th Aikenhead a nd Windso r had the good fonu ne to 
have as a lead in th e ir film s th e ve rsa tile ac to r , edito r a nd 
raco nte ur Ha rl an Do rfm an . Do rfm an , w ho. like Za le Dalen 
of Hi ghli ght Prod uc ti o ns in Va nco uve r , had a t a n earli e r 
stage of life pl anned to be a sho n s to ry w rite r , was intro
du ced to th e S FU Wo rk shop whil e s iltin g o ne day at the 
Cec il Ho te l Tave rn in Vanco uve r. no t lo ng a ft e r arri ving in 
Canada from Berke ley. He happened to be co mpla inin g 
abo ut th e future o f the sho n s to ry w rit e r in an age o f de
c reas ing reade rship to hi s fri end Den ni s Ho ffen . Hoffen, 
who has bee n in seve ra l Wo rk sho p ove r the years. sug
ges ted he get into films up at Simon Fraser. 

Actre s Va lerie Ambrose a lso sta rred in both Mc Laren 
Award film s . S h e was ' di scove red ' by Ma ry Ann e 
McE we n . a com me rcia l w rit er w ho made The Garden of 
Eden in Va iti ekun as' firs t Wo rk sho p . 
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Chris Windsor 

Va itie kunas inculcated a sense of profe ss io na li sm among 
hi s s tu de nt s, inc luding MacLeod . He taught them to re spect 
th e too ls of filmmaking . 

" I perhaps usuall y give a fa lse impress ion to people ," 
says Vaitie kunas of hi s attitude toward the machinery of 
film produc tio n . "} ha te th e machines . I hate moviolas. I 
ha te ca meras. The y get in the way. I ha ve to bow down to 
them in o rde r to make a film . But I know also I have to be a 
prudent and s ma rt guy, a nd to understand that I cannot 
w ishfull y think that the bad mac hine, malfunc tioning cam
e ra, w ill go away or take pity o n me. Those bloody machines 
have no bra in s: the y're to ta ll y unco mpromi sing . And I'm at 
the merc y of them . If I don ' t handle them properly my most 
glo riou s ideas w ill look like a pile of shit on the screen . 
Unex po ed, badly composed. My so und will be garbled . If 
my ed iting mac hine s are wrong, I lose the sync and every
thing e l e compounds througho ut th e production. At the 
e nd , th a t g rea t vision will loo k pretty lo usy. And what will 
happe n? Eve ryone will laugh a t me . 

" I learned that through bad experience and bad mis
ta ke . A nd I re member those mi s ta ke s , indelibly . Un
forgettable mi sta ke s. I tho ught th at s ince I've had a lot of 
pro ble ms , because nobody ever to ld me and I made bloom
ers, w hat I co uld do is short c irc uit. I co uld close the gap 
qui c ker . But , of course , yo u know people don't understand 
th a t. The y think that I ' m imposs ibl y technologicall y 
o rie nted. I'm no t. 

" I believe very s tro ngly ," says Vaitiekunas , " that in 
o rde r to be free in manipulat ing yo ur medium, you have to 
be fa mili a r w ith the tool s that you work with. The whole 
filmm a kin g is a se rie s of minute little judgements that go on 
like bullet s. And they co me from left and right field. You 
catc h th e m in mid-air , grab them , exercise your judgement. 
a nd yo u proceed further. You have to do it quickly ; the 
qui c ke r yo u do it the mo re spo nta neo us and fre sh the effect 
w ill be in the lo ng run. But yo u cannot have that when you 're 
so le ly occup ied with how to ma ke the bloody equipment 
wo rk . " 

The film o n V.D. (entitled It Takes Two) which a group of 
F ilm Work sho p student s made in the summer of 1974 , after 
Vaiti ekunas left for York , carried within its structure the 
lessons which the group had le a rned in making their own 



films in the Workshop . The film. sponsored by the B.C. 
Department of Health , was shown na tio nally on CBC in 
March . It well fulfills it s function . which is to reac h an audi
ence of high sc hool students. It was directed by Michael 
Chechik, who this summer is coordinating the filming of the 
Greenpeace "Save the Whale " project in the Pacific Ocean . 

The V.D. film works because the viewer has no c hance to 
be bored . "That's exactly why_" says Chris Windsor. win
ner of the Mc Laren Award in 1974 for Trapper Dan. "It ju st 
changes . The image keeps changing. It goes from live ac tion 
to animation back to live action. A voice-o ver giving infor
mation. It has a historical section which is still photographs. 
And then there' s a montage of editing . You kn ow there ' s 
only 15 minute s. You ' re trying to follow it a nd you're getting 
entertained at the same time ." 

Each of the two award-winning group projects. Trapper 
Dan and Ivory Founts . likewise had so lid scripts which were 
filmed and cut in a relatively limited a mo unt of time . Va i
tiekunas sees this as a clue to their success. " I think ." says 
Vaitiekunas. "that spontaneity. not a belabored kind of ap
proach, is the one that people want to see ... 

The high energy and inten s ity in Vaitiekunas' Workshop 
derived , among other things from the re side nt' s belief that a 
film is not fini shed until it has been show n to a n audience . 

" It 's a long path. " says Vaitiekunas. "during the short 
period of time that the Workshop provides to put thro ugh a 
student. Naturall y what has happened in bo th years was that 
I had to push quite heavily and a lo t o f peo ple co mpla ined . I 
don ' t know how many individual people complained. I 
don't know how many individual peo ple do admit that they 
used to get these threatening phone calls. And I would put 
my foot dow n. because I knew that unle ss I did that , unle ss 
they take care of that particular stage of production now . 
that person will never have that film fini shed . and so it would 
be kind of a terrible loss because he will never have the 
opportunity of putting his work to te st: Exposing it to the 
audience. " 

As an aid to students during post productio n. Vaitiekunas 
mounted a huge schedule on a stand under a spotlight in the 
middle of the darkened Workshop . It was not unu sual to see 
students working sixteen hours a day on their film s eight 
wee ks before the screenings. 

C.R. Wrenc h with his optical printer 

Guy Bergeron , the Montreal produce r who is the current 
Workshop resident has decided. meanwhile , that sc ripting 
should be separate from production in the Worksho p , and is 
devoting the summer to a Scriptwriting, rather than a pro
duction, Workshop . "Basically it will be a kind o f s ummer
long brainstorming on as many projects as there are peo
ple ," says Bergeron. " The first couple of meetings will be 
essentially people coming up with their ide a and se lling thi s 
Idea to the other people in the Workshop ." 

Va itiek unas. now a visitin g assoc iate profe sso r at th e 
Yo rk Universit y Film Departme nt . has co me to esse nti a ll y 
the sa me conc lu s ion as Be rgero n o n th e subjec t of sc re en
w rltmg a nd produ c tio n . 

: 'O ut of necess it y in the Worksho p we had to do both 
thm gs a t the sa me time ." says Vaitiekunas. " The dema nd 
o n the stude nt was incredible . because a student had to be a 
screenwrite r as well as a producer as we ll as a director a nd 
editor. And. as you know . peo ple a re no t e ndowed. usually , 
w ith a ll these ta lent s . So th at o ne of th e areas would suffer 
soo ne r o r la te r. But the best approach .. . going back to th~ 
Work sho p structure . is for the year to be split. and part of 
the people wo uld co nc e ntrate o n prod ucing sc ript s . And the 
o th er part of the year would be purel y produ c tion. 

"While yo u're writing a sc ript. yo u' re no t loaded with a ll 
kind s of paraphernalia a nd equipme nt. or log istics. You ca n 
wo rk anyw here there is light. a piece of paper and a pen . 
And I think the re should be a n entirel y diffe rent environ
ment . because during the e mbryo nic stages of writing one 
sho uld no t be under the press ure of produc ti on as a n envi
ronment and a mbiance. You begin to think too early of 
camera angles. You begin to think too early of technical tricks 
and things like that. and tend to forget the structure. Structure 
is a nebulous thing. 

Vin cent Vaitiekunas 

" And it ' s good to write the sc ript away from the produc
tio n a re a. period. It sho uld be written in the park perhaps . or 
in a res taurant o r in yo ur bedroom. Wherever yo u feel mo re 
in spired and not under any parti c ula r press ure. 

"Out of necess it y I think th ese two a rea s a re separate. 
But both a re equally importa nt a nd perhaps I did no t em
phas ize enough. looking in re trospec t. th at when there is no 
sc ript . there is no film. You ju st have to have a n ide a de
veloped. and worked out and struc tured. And o nl y th e n 
should o ne go out and sta rt to shoot. I think th at the problem 
that goes with a lo t of stude nt filmmaking is that these two 
a reas of operatio n go too close together. 

" In a film acade my. I understand script writing classes 
produce sc ript s and the n th e product ion student s take the m 
and they prod uce them . So that the people that a re in
terested to ta ll y in prod uctio n. directio n o r camerawo rk : 
they've got so mething a lready worked out. and a po li shed 
script to s tart with. So yo u start pretty high up. And that 
kind of reflects , I think . the who le sta te of affa irs in feature 
film s in Canada." 0 
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ns . . . 
It just goes to show that good news ' really 
does travel fa~t in an industry where you 
have to produce - or else . 

And that's a cue to quality, because that's 
the one imperative we demand of our
selves. We set higher standards for 
ourselves than even the most discriminat
ing client . We have the technical skills in 
our people and we "have the technical 
facilities in our equipment. Put them both 
together and the results make friends out 

of clients . 

And that's a cue to quality, too, like : 
Paramount - 20th Century-Fox - Columbia 
- Warner Bros. - United Artists - MCA 
Universal - Cinepix - Potterton - Agincourt 

- Quadrant. 

Our circle of friends and clients continues to grow. 

A FEW OF OUR RECENT ORIGINAl., PRODU CTIONS ARE : 

• THE APPRENTICESHIP OF DUDDY • WEDDING IN WHITE 

KRAVITZ LIES MY FATHER TOLD ME 

• CHILD UNDER LEAF ALIEN THUNDER 

• PAPER BACK HERO 

• BETWEEN FRIENDS 

CANADA 'S LARGEST FILM LABORATORY AND SOUND FILM ORGANIZATION 

BELLEVU~at:Ite 
TORONTO 
9 Brockhouse Road 
Toronlo, Ont. M8W 2W8 
Tel. 14161 259·7811 

_ 11f ASTRAL BEllEVUE PATHE LTD ILTEE 

MONTREAL 
2000 Northcliffe Ave. 
Montreal. Que. H4A 3K5 
Tol. (5141 484-1186 

BATTERY 
POWER BELTS 
110V, AC BE L T 
- So lid state Crystal Controlled Inverter 

powered b y 9 NiCad rechargeable ba tter· 
ies with built ·in charger. 

- 5 ppm accuracy: t h is represents a ma xi· 
m um error of 1/4 of a frame on a co mplete 
1200' ro ll of 16mm fil m 

- uses most advan ced CMOS logi c 

- short c ircui t and overload proof 

- no fuses or ci rcu it breakers 

- auto mat ic warning sound when batterie s 
running low 

- unit cuts off before any cells can have 
reverse polarity appl ied - No switches 
or button s to o perate 

- ca nn ot run at incorrect frequency 

COLD WEATHER FILMING 
The advantage of the 110V , AC 60 H z be lt 
syste m over a DC crysta l co ntrolled syste m 
in sub-zero temperature f ilming is t hat there 
are no electronic parts on the sy nchron ized 
motor of the exposed ca mera. The motor 
can only run at t he speed co rresponding to 
t he frequency, o r not at all , unli ke a D C sys
tem w here mechan ica l over load s can lead to 
cumulative errors which are not corrected . 
The on ly elect ron ic par ts invo lved are on t he 
power be l t . The belt can be worn co mfort
abl y under the cinematographer's clothing 
f o r i ncreased batter y endurance and highest 
frequen cy accuracy at very low temperature s. 

S/12V, DC (7 AMp·HR) BELT 
Powered by 10 N iCad rechargeable batter
ies, wit h built -i n charger c/w indi cation 
light. 
Primar y Connection : 230/ 115 Vo lt AC, 

50 /60 Hz. 

AC AND DC BELT FEATURES 
- Drives continuous ly appro x. 13 - 400 ro ll s 

- L ightwe ight - 8 Ibs. 

- L eat her housing provides extre mely co m -
f ortab le fit aro und waist 

- No danger of crack ing at low temperatures 
or when folded because o f du rable 
leat her con struction 

STORAGE 
_ belt can be fo lded into sq uare pa ckage for 

easy storage and tran sportation 

_ belt comes complete with leather po uch 

for tripod use 

RONALD NIECKE 
CINEMATIQUE LTD. 

93 ASHBOURNE DRIVE 
ISLINGTON. ONTARIO 

CANADA 

" Battery Power Belts" Patents Pendi ng 

Made in Canada 
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