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by Patricia Michael 

Cinema Canada· It's been said that 
acting in front of the camera is a 
miniaturization of action as com
pared to acting in front of all audi
ence. How wouldyo/l compare tbe two 
experiences? 
Martha Henry: I don't know. Eyer.
body asks that. What you do in front ~f 
a television camera is not all that differ
ent from what you do onstage. You still 
have places you have to go to, but in the 
film thing I always have the sense that 
whatever you're doing, the mm camera 
will go into you whereas the television 
camera just sits there and I have to play 
something into it. I guess that's the dif
ference. 

To me the process that you go 
through to get to what you 're doing, as 
far as working on a person, that process 
is exactly the same. I've never discov
ered that there was any difference. 

When I first started on television, I 
thought, 'This is wonderful. It can all be 
very small. ' And discovered that that is 
not the case at all. That the television 
camera is quite demanding and quite 
clunky in a sense. It doesn't have the 
kind of sensitivity that a film camera 
does. So what it seems to do, is simply 
report what it sees. I was going to say 
much as the audience sees something 
onstage. That's not quite true. It reports 
it without any particular kind of com
ment or sensitivity of its own. It shoots 
it. 

So I discovered that in television you 
have to be quite large, much to my sur
prise. I think it's always been quite hard 
for me to be big. And because I've 
worked in the theatre all my life, that's 
what I've trained myself to do. Because 
you need a certain kind of size to be 
onstage. You need a size of vocal pro
jection, you need an emotional size, you 
need a psychological size. You need all 
that kind of thing so that it can be seen 
and perceived. So I was quite surprised 
that I couldn't simply just relax in front 
of the television camera and come 
down to what I thought was a normal 
si?e. 
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Then when they started using mm on 
television, I could see a huge difference 
in what the mm camera did, and what 
the television camera did. By the time I 
did my first feature mm, I felt that I 
could do what I had felt many years ago, 
which w:as, I suppose, supported with 
many years of work and being more 
comfortable with myself and more con
fident about what I was doing. 

I didn't have to worry about all the 
other stuff as fir as the technique of the 
thing was concerned. And it was like 
breathing a sigh of relief. And so there
fore , the eye of the camera became, for 
me, the other eye - from my eye to its 
eye. 

Cinema Canada' You speak of the 
camera as something personal. 
Martha Henry: I don't know. It's a 
camera and its something that's there. It 
can see everything you do that's within 
its scope. Not only can it see the look of 
you, but it can also see your thought 
and it can see what you feel. It can see 
the way you breathe and it can see ev
erything that flashes through your head 
and everything that happens to you. 

Cinema Canada' In your Genies ac
ceptance speeCh, you talked about Vic 
Sarin 'S ability to look into your soul. 
It's not just staying outside you tben? 
Martha Henry: I do think it does de
pend on who is behind it (the camera), 
I think the mm camera, technically -
without knowing anything about how it 
is put together - is obviously a much 
more complex and sensitive instrument 
than a television camera. But it also 
seems to take on the personality of the 
person behind it and who is operating 
it. And so I used to feel with Vic some
times - and I've felt this with other 
camera operators as well - that it sort of 
becomes a link I guess, between Vic and 
myself. It's sort of as if Vic is playing an 
instrument and the instrument is the 
camera, I guess. 
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'Yes,' that was it. He invented it within 
the parameters of what it was that Leon 
was after. 

Cinema Canada: Do you remember 
your first response to the character of 
Edna in Dancing in the Dark when 
you read the book? 
Martha Henry: I think that the feeling 
I had, was that this had been done. That 
it was a kind of feminist statement that 
we had come beyond. 

My feeling changed enormously from 
working on it, until I couldn't under
stand how I had felt that way. Why? I 
think in my initial and surface reading, 
it looked as though it was the old cliche 
of the woman who stays home and just 
cleans the house and never gets out. 

And it became not that. I discovered 
that it was about any kind of relation
ship where somebody subjugates them
selves to somebody else. It's not neces
sarily the fault of the other person 
either. You do this to yourself, you 
allow yourself to become the other. 
And you do everything within your 
power to make sure that that happens. 
So that in fact, you do not have an exis
tence of your own. There is no relation
ship insofar as you make yourself an ad
junct of that person. 

This often happens in a marriage, but 
it's not'restricted to a marriage relation
ship. It can happen between any two 
people - best friends, a grown-up and a 
child, or a boss and a worker. The very 
interesting thing about it for me, was 
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• Henry as the Munroe matriarch in Empire Inc. 

what she had to do in order to come to 
herself, to see what 'herself was. 

What she had to do, unfortunately, 
was to kill the thing that she had set up 
as her existence. In this case, that would 
be her husband. The only way she could 
see if there was anybody there, was by 
killing the person she thought that she 
was being made the fool of. So what she 
comes to in the hospital is someone 
who has done the ultimate deed, and 
wiped the slate clean. And then (she) 
can start to see who and what she is. So 
then we see the first step of what she is, 
which is simply something who -
chooses to dance. 

Cinema Canada: How much of Edna 
is within you? 
Martha Henry: Well, more than I 
would have expected. 

Cinema Canada: Was that difficult 
for you? 
Martha Henry: Oh, no. That was a 
help. It surprised me. It wasn't a revela
tion exactly, but it's often one of the 
things that you find most interesting 
when you're working on something - to 
see how much of you there is there. 
How much of the thing you're doing re
sponds to something in you, you didn't 
know you had. 

• Going crackers getting cracking in Dancing in the Dark 
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That's why actors are so vulnerable ill 
a way. They find all kinds of parts 01 
themselves that they don't necessarily 
like very much. They're there to b~ 

used and are often explored and bared. 
Sometimes, it's necessary, even if you 
like to think you're not like that. 

Cinema Canada· You said that the 
process of preparing for stage or for the 
camera is much the same. 
Martha Henry: I think the process is 
the same. It's different, of course, for 
every part that you play, whether you're 
playing it onstage, on television, on 
radio or whatever. It's always a slightly 
different process. And you really don't 
know when you start out, how you're 
going to do it. 

There are certain habits you get used 
to. Practically every actor reads the 
script first. But not even every actor 
does that. Judy Bench gave an inter
view, recently, where she said she 
doesn't read scripts. Somebody said 
then, "Well, how do you choose your 
parts?" And she said, "Well, I let my hus
band do that." 

Cinema ' Canada: But you read the 
script first? 
Martha Henry: Yes. But I can see her 
point. She feels she obviously hali 
enough technique and experience and 
knowledge to do this. She just starts iI1 
rehearsal and allows the whole thing to 
evolve. And that is a wonderful luxury, 
a wonderful thing to be able to do. 
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Cinema Canada: In thinking back 
over your career, is there any part 
you've played that has had a larger im
pact on you? 
Martha Henry: Well, probably John 
Murell's play 'Farther West'. Murell is 
an amazing playwright. He changes 
your life when you work on one of his 
plays, certainly on that play. I've done a 
number of his plays now and that one 
was ... an evolutionary play. It wasn't un
like Dancing in the Dark in that it was 
about a woman who was looking for a 
place where she could be what she was, 
instead of what the world expected her 
to be. I did it about five years ago. In 
'82. 

Cinema Canada: Did it affect the way 
you looked at Dancing in the Dark? 
Martha Henry: Probably, but not con
sciously. Everything you do changes 
you a bit. For an actor, that is quite ap
parent. And it's something you have to 
deal with. And you're very aware that 
it's happening. Probably in all of the 
arts, that is true. So yes, indeed, it 
changed me and I'm sure I looked at 
Dancing in the Dark differently than 
had I been asked to do it before. I sort 
of knew what that task was, I guess. 

I know that somebody once said that 
aside from sitting out on the field and 
listening to the grass grow, there is no
thing more boring than (actors) talking 
about acting. It's definitely the most in
teresting interview for me, but it's so 
difficult. It's easier to say, 'I was born in 
whatever and I live here.' 

Usually, when you first look at a 
script, you think, 'Oh yes, I really want 
to do this' or 'I really don't want to do 
this' and if you don't want to do it, then 
you turn it down. But it's later when 
you've started to work on it, that you 
realize how difficult it is. It's sort of like 
giving birth, I think. The initial impulse 
- nature has taken care of that - is very 
appealing but the process is often hard. 

Cinema Canada: Has taking on thea
tre direction over the last few years 
meant making some hard career 
choices? 
Martha Henry: I'm still in that kind of 
transition period, I think. I saw Chris 
Newton (Shaw Festival's artistic direc
tor) this morning and he said, 'I don't 
think anybody should only direct. I 
think you should always keep your hand 
in and act from time to time, just to re
mind yourself about how hard it is.' I 
think there is probably some truth in 
that. 

But for me, as I've acted all my life 
and I'm only starting to direct, it seems 
important to me to say, 'No, this is actu
ally what I want to do. I want to direct. ' 
As far as the theatre is concerned, I 
want to direct because otherwise, I 
think it's going to be very difficult for 
me to get myself out of the performing 
area and into Sitting on the other side of 
the room. 

Cinema Canada: Having worked as a 
director, how does it feel going back to 
acting? 
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Onstage, your 
life is on the line 
every single 
night. 
And you could 
die out there. 
Whereas on film, 
if you die, they'll 
just wipe it. 

Martha Henry: It's made me much 
more humble. I guess, before I'd ever 
directed, I thought that the director was 
God, and therefore they were to be 
challenged, that the director was im
penetrable and inviolate. I think to a 
very great extent, that actors have to 
feel this way. I think they have to feel 
that a director is someone they can 
fight , that they can come up with all 
kinds of things, because the director 
cannot be harmed. 

And if you feel that way, you feel very 
secure as an actor. You can finally find 
the place where you shall be. But in 
being the director, you find that this 
isn't so. 

I am amazed at the actors I've worked 
with, at how adroit they are and how 
willing they are to do things, and how 
skillful they are and easy to work with. 

And I'm sure I was never easy to work 
with. So it's been a very humbling pro
cess. If I go back on the stage again, I 
will be much quieter and much less 
flappy of tongue. 

Cinema Canada' Have you ever 
wanted to direct film? 
Martha Henry: No. I'm always de
lighted to be able to be in a film. It's al
most like a holiday for me. It's not that 
one doesn't work hard, but it's a com
pletely different kind of being. It's much 
more relaxed and I don't feel the same 
tension, I don't feel the same anxiety. 

Cinema Canada' Why is that? 
Martha Henry: I don't know. I guess, 
it's because theatre is so hard. With film 
you always do it more than once, but 
you achieve the thing once. Now this 
may take several hours during the day -
or if it's an extremely large-budget film, 
it may take more than one day to do 
one thing - but once you've done that 
one thing, then you go on to the next. 
So there are little pockets with an over
all view and I've always enjoyed having 
that time to figure out how the thing 
that I'm doing that particular day fits 
into the whole. It's always a great plea
sure for me. It's a part of the detective 
work of the film part. And I like all of 
that, trying to figure out if I have on the 
right earrings or if my hair had a curl 
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death. And you might not work for 
three years and come back and they will 
still be there. And they will follow what 
you do. They will follow the progress of 
your work and they are just as loyal as 
the day is long. 

So there is an enormous compensa
tion for that lack of quick fame and that 
lack of huge, almost unselective, en
thusiasm over something. Canadians 
will take much longer to choose whom 
they care for and when they do, they 
seem to feel then, that they have taken 
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~ you in. 
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1: Cinema Canada: But is .-there any o 
~ sense of what it is in Dancing in the 
> Dark that makes it Canadian? 
~ Martha Henry: Maybe it has to do 

1.:::==============~-5. with that longer 'line of energy. It's 

under the day we shot the sequence 
that went before. I adore all o~ that. 

And the acting itself then, becomes 
for me like a sigh of relief. Whereas 
onstage, your life is on the line every 
single night. And you could die out 
there. Whereas on film, if you die, 
they'll just wipe it. It goes into the mys
terious black box. 

Cinema Canada' As an American, is 
there a sense in the films you've 
worked on, of this thing called the 'Ca
nadian Sensitivity' and how would 
you characterize it? 
Martha Henry: I don't know. That's a 
very interesting question. I have had 
people say to me that there is no ques
tion that Dancing in the Dark is a Ca
nadian film, that you can feel it, you can 
smell it. The sensitivity is quite different 
from American films. And I guess that 
that is true. I'm not quite sure why, and 
I wouldn't know what to call it. 

When I come back to Canada, I think, 
'Oh, thank heavens I'm home.' And I've 
really come to see the Americanness of 
Americans and thr Canadianness of Ca
nadians in relation to each other. 

In the States, it's very quick and it's 
very strong and very fast and very 
quickly over. And 'Take me on to the 
next thing, the next bright colour and 
the next bit of brilliance or enthusiasm.' 
And then it's gone. And it's on to the 
next thing. No sense of regret or contri
tion or even much link to what's hap
pened before. 

And as a result, Americans, if they (in 
this business) take you to their bosom, 
they do so wholeheartedly and with 
enormous enthusiasm and have no 
compunction whatever about telling 
everybody about how wonderful they 
think you are and how wonderful they 
think the film is. And they push it and 
promote it and as soon as it's gone, it's 
gone. It's over. And they're quickly onto 
the next thing. 

Canadians don't make stars, or at least 
they haven't. They're beginning to do 
that more and more. But it takes a much 
longer time. Once they find you, and 
once they feel they know you and they 
like your work, they're there to the · 

slightly lower-key, not quite so frantic. 
I remember that for a long period of 

time, when I first began to be aware of 
the depth of feeling in the Canadian na
tional conscience, particularly in the 
arts world, of feeling very nationalistic 
and really feeling that the only way we 
were going to be able to do it ourselves, 
was to, in a sense, block the border. Ide
ally, exactly the way the Black move
ment happened. They had to say, 'No, 
no. It's us now and nobody else.' and 
'Black is beautiful.' People are going to 
have to say, 'No, no. We have to stand 
up for ourselves. We are who we are. 
We are not English. We are not Ameri
can.' And that is the only way we are 
going to find our identity. 

It seems to me, more and more and to 
my sorrow, that during the last year or 
so a great portion of the Canadian popu
lation (as far as the arts are concerned) 
don't really care or think about this in 
any way. And I guess it's the job of the 
artistic community to try and point our 
culture toward ourselves if we possibly 
can. The political and economic load is 
so great and getting greater every year 
with our links to the States, that I'm not 
sure that my past feeling isn't kind of 
old-fashioned now - that we're moving 
toward a time when we're going to look 
at beihg Canadian and being nationalis
tically Canadian in a different way than 
we did. 

Cinema Canada' Robertson Davies 
thought that Canadian literature is a 
regional type true to itself, much in the 
way that writing in the States is identi
fiable as coming out of the South, New 
England, the Midwest and from the 
West Coast. 

So we become regionally defined as 
part of a larger continental culture 
and we already have a voice. 
Martha Henry: Perhaps this is the 
trick - to realize that we already have it, 
instead of insisting that we don't and 
that it's something we must find. 

Cinema Canada· How hospitable is 
the Canadian film climate tOday? 
Martha Henry: When it really began , 
(around 12 years ago), people were 
very wary of stage actors. They didn't 
want to use them. They wanted to find 
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their own actors and for the most part, 
they chose people that were certainly 
not involved with classical theatre. For 
the most part, they were looking for ac
tors, who if they did work onstage, 
worked in very small theatres because it 
was felt that small is better for film. I 
don't in fact think it has anything to do 
with small or big, really. I think it has to 
do with talent, whatever that word 
means. 

INTERVIEW 

But anyway, understandably or not, 
that seemed to be the feeling. In the 
course of my career, I've gone in to see 
about participating in perhaps 10 films. 
But the two films I've done were not 
because somebody called me in to see 
about them, they were because some
body wanted me to do them. That's as 
opposed to going in to audition for 
them or to do an interview. I'm not very 
good in interviews, I don't interview 

very well. I don't audition very well. I'm 
too shy. It's a hard process for me. Audi
tioning is a completely different kind of 
process than actually working on the 
script. So if you go in to audition for 
something and you're using the same 
process you use when you first start to 

work on a script, it's too small for them. 
It's too undeveloped. They want to see 
what it's going to be like and that's very 
hard for me to do. 

WE'RE PROBLEM SOLVERS, 
NOT JUST 
HARDWARE VENDORS 
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There's a lot going on in film and video. Lower cdst, 
higher quality video equipment finding its way into 
the industry has become a growing trend. 

With this trend, individuals turn 
to PO for specialized expertise, 
consultation and service. 
Every system, be it field or 
stationary, large or small, industrial 
or broadcast, requires expert advice 
and the proper hardware to ensure 
that the system functions properly. 
PO specialists advise which elec
tronic' optical or mechanical 
components are necessary to 
be part of a system to meet 
any need or application. 
PO provides sales, installation and 
with a fully equipped electronics lab 
can meet all your service needs. 

PO. Call us. We're problem solvers, not just 
hardware vendors. 
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Cinema Canada: Have you noticed 
an improvement in the quality of 
scripts that you see? 
Martha Henry: I think so. Certainly in 
the films that I see on the screen. There 
has always been the odd Canadian 
script that's come out through sheer 
dint of hard work and intelligence and 
a creative dream - but with each year 
now, there are more and more. 

Product Sales 
Lenses and Accessories 

Fujinon Accessories and Lenses 
Century Precision 
Heliopan Filters and Lenscaps 
Chrosziel Matte Box and Lens 

remotes 
Petroff Matte Box systems 
Fujinon CCTV lenses 
PCI Adapters and Lenses 

Cameras and Accessories 
Sony Broadcast & Industrial 
Sachtler Tripods and Fluid heads 
PCI baseplates, risers, heaters 

Power Products 
Battery Belts 
Retractile power cables 
Camera power supplies 

Studio/Production Equipment 
EOS Animation 
Calaway Engineering 
Hedco 
Noriyuki 
Sony Broadcast, Industrial & Tapes 

lighting 
Arri Lights and Kits 
Strand Lighting 
Schott Cold Light source 
Osram Lights 
PCI Lightstands/ Lightbeams 
Replacement lamps 

Transit Cases 
Clydesdale 
Porta· Brace 

Manufacturing 
Mechanical Optical 
Electrical/Electronics 
Special Services 
Video Systems 
Industrial Electro-Optics 
Equipment 
Machine Shop 
Optical Repair and Testing 
Electronics and Video Service 
Rentals 

Precision Camera Inc. 
UNEQUALLED TECHNOLOGY 
UNEQUALLED SERVICE 
181 Carlaw Avenue 
Toronto, Ontario 
Canada, M4M 251 
(416) 251-2211 
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Professional Workshops / Ateliers professionnels 
The Summer Institute of Film and Television's week-long workshops are led by well-known Canadian and international film and television figures, and are 

designed for professionals in the screen industry as well as for accomplished individuals in related fields. 

Les ateliers d ' une semaine de la Rencontre estivale cine-video sont diriges par des personnalites du cinema et de la television, connues au Canada et aiUeurs dans Ie 
monde. Os s'adressent aux professionnels de ces media et II ceux des industries connexes. 

Workshops / Ateliers 
• Writing the Low-Budget Feature • Adaptation I: From Stage to Screen • Adaptation II: From Novels and Short 

Stories to the Screen • Introduction to Directing • Writing Television Comedy • Introduction to 
Screenwriting • Writing Big-Screen Comedy • Writing for Series Television • Scenarisation pour la television • Writing 

Children's Drama • Scenarisation de films pour enfants • Producing Your First Drama • 
• Production d'un premier film de fiction • 

RESOURCE PEOPLE / INVITES 
• Bob Barclay - veteran director of over 150 television dramas and documentaries - (1987) EVELYN HART'S MOSCOW GALA . • Len Blum - co-writer of the zany comedy successes 

MEAT BA LLS, STR IPES, plus HEAVY METAL, among o thers . • Jean Boisvert - 35 ans de metier en production teJevisuelle, scenariste, realisateu r et producteur de LE GRAND 
ESPR IT. • Fran~o is Bouvier - co-realisateur de JACQUES ET NOVEMBRE, producteur de MA RI E S'EN VA-T-EN VILLE. • Lino Brocka - the Philli pine fi lmmaker who has written , 
directed and / or produced over 40 feature films in less than 20 years. BA YAN KO, JAGUAR . • Roger Cantin - co-realisateur et scenariste de L'O BJET, scenariste de LA GUERRE DES 
TUQUES . • Atom Egoyan - writer / director of the widely-acclaimed low-budget featu res NEXT OF KIN. FAM ILY VIEWING (1987) • Bill Gough - award-winning producer/ writer of 

numerous CBC dramas and made-for-television movies. Producer - A MARRIAGE BED; writer - SEE ING TH INGS, T HE CAMPBELLS. • Bill Ku hns - Internationally-known film writer, 
teacher and playwright. T HE ZEN OF AN INTELLIGENT MACHI NE . • Hani f Kureishi - one of Bri ta in 's most notable playwright / sc reenwriters . Nominated fo r a 1987 Academy Award 
for MY BEAUTIFUL LAUNDRETTE. • Troy Kennedy Martin - a 20-year veteran writer/ producer of crit icall y acclaimed British television series Z CARS, EDGE OF DA RKNESS, and 

the american fi lm , KEL LY'S H E ROES .• Burt Metcalfe - associated for eleven years with the in ternationally successful series M*A*S*H as writer, director, and executive prod ucer. • 
Bill Ma~Gillivray - Halifax-based wr iter/ director/ producer of qua li ty low-budget feat ures. LI FE C LASSES (1987) , STATIONS . • Lise Payette - personali te quebecoise bien conn ue dOn! la 

serie LA BONNE AVENTU RE s'est atl iree des eloges tant de la crit ique que des te!espectateurs . • Bernadette Payeur - product ri ce de LA FEMME DE L'HOTEL, gagnant de multi ples prix. 
Directrice generale de I' ACPA V. • Ted Riley - President, At lan ti s Television Inc ., a division of Atlant is Fi lms, crea!ors of some of Canada's most successful short dramas and series. • 

Patricia Rozema _ Di rector/ writer of I HEARD THE MERMA IDS SING ING, selected for screening at the 1987 Cannes Festival Directors' Fort night. • Anna Sandor - one of Canada' s most 
prolific and successful screenwriters. Head writer/ writer of over 30 episodes of KING OF KENSINGTON; co-creator HANG ING IN; writer SEE ING THI NGS, C HA RLI E G RANT' S WA R . 

• Clive VanderBurgh - creator of some Canada's most successful and popu lar children' s television programmes. TODA Y'S SPEC IAL, MATH MAKERS and SESAME STREET 
segments .• J oe Wiesenfeld - screenwr iter of the Oscar-winni ng BOYS AND G IR LS, A PAINTED DOO R, BROTHERS BY CHO ICE, A NEST OF SING ING BIRDS (1 987). 

Registration and Accommodation / Frais de participation et hebergement 

Fees: $295 (tax deductib le). ·$195 
upon registra tion , a nd the balance 
payable by June I . A limited number 

. of scholarships are available. 

Room s: Single and double un iversity 
residence rooms availab le at a cost of 
$11 .00 per night. 

Frais: 295 $ (cteductib les d'impot). 
195 $ it i'i nscription et Ie reste it 
payer au plus tard Ie ler juin . Un 
petit nombre de bourses est offert . 

Hebergement: Cham bres simples 
et do ubles dans une residence 
uni versita ire au cout de 11 ,00 $ par 
nuit. 

Summer Institute of Film and Television, Algonquin College, Room C116, 140 Main Street, Ottawa, Ontario KIS I C2 (613) 598-4530 
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