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G
eorges Dufaux's recent documenta
ry 10 jours __ .48 heures depicts the 
oppressiveness of East Coast fishing 

in the '80s - an entire community domi
nated and controlled by a single com

. pany whose main goal is the commercial 
exploitation of Newfoundland's codfish. 
The mm is a contemporary reworking of 
John Grierson's 1929 film Drifters, a 
romantic and poetic treatment of Bri
tain's deep-sea fishing industry. While 
Grierson's film focuses mainly on the 
men who go out to sea, Dufaux's goes 
several steps further by avoiding the ex
cessive romanticization of the role of the 
fisherman. Instead, he tries to show how 
large-scale fishing affects the entire com
munity of Marys town, a small fishing vil
lage in southeastern Newfoundland 
where 80 to 90 per cent of its inhabitants 
are employed by one company, Fisheries 
Products International. In Marystown, 
the fishing industry permeates practi
cally every aspect of people's lives. 
Dufaux illustrates this by taking his cam
era into places like the church, the radio 
station, and the classroom where refer
ences to fishing are invariably present. 

The title of the film refers to the pat
tern of 10 days at sea, 48 hours leave for 
the fishermen on -the trawler 'Zamberg', 
one of the largest of the FPI fleet and the 
mainstay of the processing plant at 
Marystown. Through interviews with 
two of the fishermen's wives we learn of 
the personal hardships a life of offshore 
fishing imposes on the lives of the fisher
men and their families. Brief interviews 
with people involved in the administra
tive side of the industry and factory 
workers' comments add to the sense of 
how profoundly this single industry and 
company affects the people of Marys
town. 

The fishermen in Dufaux's film catch 
fish destined primarily for an American 
market. The fish, caught and semi-pro
cessed in Newfoundland, is sent to an FPI 
finishing plant in Massachusetts where it 
is transformed into a highly processed 
60% fish product. FPI's goal, a company 
spokesperson tells us, is to create a prod
uct that tastes like fish, but better. In 
doing so, it hopes to capture the lucrative 
children's market and eventually create 
a demand for fish McNuggets. Ironically, 
an employee of Waldman's fish ffiQfket in 
Montreal explains that the store imports 
most of their fish from the United States 
because Canadian fish can't compete 
either in terms of price or qUality. This 
contrast points to one of the disturbing 
facts about East Coast fisheries: the 
people of Newfoundland can't sell their 
fish at home but must send it to a foreign 
country where it is subsequently turned 
into junk food. The reference at the be
ginning of the film to John Cabot's dis
coverv of Newfoundland and the deci
sion tit 1497 to exploit its rich fishing 
grounds seems to suggest that very little 
has changed over the last 500 years, and 
Newfoundland's resources and people 
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continue to be exploited for the benefit 
of foreign powers. 

Apart from the occasional interviews 
(conducted in English, but subtitled or 
dubbed into French) by Dufaux's assis
tant, Antonia McGrath, the film is mostly 
observational. Dufaux's camera surveys 
the various stages of production in the 
factory and on board the 'Zamberg', as 
well as the day-to-day interaction of 
some of the families. There is a noticeable 
absence of background music or narra
tion - only the constant hum of the fac
tory in operation, or the sound of the 
trawler as it breaks through the ice on its 
way to the fishing grounds. Dufaux 
avoids the typical lyrical presentation of 
small East Coast fishing villages - Marys
town in winter is a far cry from the quaint, 
idyllic fishing villages we're used to see
ing. The fluorescent lighting inside the 
factory and the harsh winter light en
hances the cold detached feeling of this 
film. 

Dufaux has been praised in the past for 
his "calm and discreet" style offilmmak
ing: In this film though, it decidedly 
works against him. Although the filrn oc
casionally is a moving portrayal of the 
young fisherman David and his family, it 
is mainly a detached overview of a large
scale fishing and processing industry in 
Newfoundland. The film often alludes to 
many of the ongoing economic and polit
ical problems that have plagued the 
'Newfoundland fisheries for years. 
Dufaux doesn't, for instance, touch on 
the interaction between the company 
and workers even though the film begins 
with the workers returning to their jobs 
after a six-month strike. A radio program 
heard in the background mentions the 
pressing need for the modernization of 
many of Newfoundland's processing 
plants, and fishermen's chronic prob
lems with the unemployment insurance 
system. However, these issues are never 
expanded upon and their relevance to 
the film in general remains at best tenu
ous. 

Unfortunately, the overall strength of 
the film is lost in Dufaux's subtle and dis
tanced treatment of the subject matter. 
This is further weakened by the unneces
sary length of85 minutes. In the end, the 
mm fails to elicit a strong response from 
the viewer, and one is left feeling indiffer
ent and apathetic to the issues raised by 
the film. 

Mary Ledwell • 

10 lOURS ... 48 HEURES d. Georges 
Dufaux asst. d. Antonia McGrath sci. Jim RiIlie asst. 
cam. Michelle Paulin eel. Georges Dufaux. Catherine 
Martin sci. eel. Les Halman asst. sci. ed. Antonia 
McGrath mix Hans Peter Strobl assL sci. mh. Adrian 
Croll French version Oaude Dionne voices Anne 
Caron. Marlo Desmarais. Huben Gagnon. Eric Gaudry. 
Jocelyne Goyette. Elizabeth ~sleur. Huben LoiseUe. 
Claude Prtfontalne. Louise Rem},. Yvon ThlboutOI. ex· 
tracts from Menabem Go/a" 's ' Over tbe BrooIt(YlI 
Bridge" used with the: permiSSion of Cannon 81m, 
1banks to The workers of the Catalina and Danvers fac · 
tories and the cr~ of the Zandberg for their participa· 
lion admln.Joanne Gallant assoc. p. Shdagh McKenzie 
p . Eric Michel c. 16mm nmnlng time 8S min 58 sc:cs 
1986 doc A NadonaJ FUm Board of Canada Produc
don 
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Capsule 
• reviews 

Y
OU would have to scratch to find 
some basis for comparison between 
Prairie Women and The Road to 

Yorkton. Both are short filrns that were 
presented at the Yorkton Film Festival 
this year, and both were produced by 
western Canadian filmm3.kers. That's 
about it. 

THE ROAD TO YORKTON 
The Road to Yorkton is a docu-parody, 
a lark that turned into a mocking look at 
a self-conscious business. Francis Dam
berger and Lars Lehman, partners in 
Young Alberta Filmmakers, took them
selves and a short film to the Yorkton 
competition last winter. They also took 
a camera and a cameraman. They made 
The Road to Yorkton on the trip to 
Yorkton. 

Damberger embellishes a version of 
himself: a back-country boy with big-city 
ambitions and one response to every
thing. On the lonely winter highway 
(going to the festival) he draws on a brew 
and quotes Steven Spielberg. "I know 
what he means." In a motel sauna (during 
the festival) he draws on a brew and lis
tens to a European ftlm editor describe 
bringing BertoIt Brecht to a mm set: "I 
know just what you mean." In a motel
room bathroom (at the end of the festi
val) he throws up and listens to his pro
ducer quote George Lucas. "And 1 know 
just what he means." 

This filrn is obviously an improvisa
tion, tecbnically competent as it is. But 
it bears a charm that comes from honesty. 
Damberger's fictional character, the con
niving "new mustang of western ftlm
making" fits perfectly into a real back
ground. Whether the dozen or so people 

• A prairie woman. Nellie Peterson 
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v.110 made cameo appearances like it or 
not, there is only one way to distinguish 
truth from fiction in this ftlm: the fiction 
is strange, the truth is very strange. 

PRAIlUE WOMEN 
Late inJune, the dov.ntown branch of the 
Edmonton Public library hosted a 
screening of a"-ard-,,inner.; from this 
year's Yorkton Film Festi,-al. The fea
tured presentation was a half-hour docu
mentary called Prairie Women. "inner 
of the Golden Sheaf for best of the festi· 
val. 

National Film Board of Canada 
documentaries are not generally consi
dered box-office boffo - but Prairie 
Women surprised everyone. It packed 
audiences in the 200-seat theatre for two 
consecutive nights. The NFB scheduled 
extra screenings to accommodate the 
overflow. 

Barbara Evans, a graduate of University 
of British Columbia and the National Film 
School in London, created a textbook 
example of what NFB documentaries do 
at their best: capture a piece of history 
that hadn't been contained. The topiC of 
this filrn was the women's farm move
ment of the '20s and '305. The heart of 
this ftlm was the spirit of the women it 
documented. 

The difficulties of farming forced 
prairie settlers to circumvent a lot of dis
criminatory traditions. As one woman 
pointed out, "It was very much a co-op
erative situation ... a complete partner
ship. It brought people together. Until it 
got too difficult. Then it drove them 
apart." 

It was those difficulties - incredible 
poverty and extreme isolation - that 
spurred farmers into forming the reform 
movements of the Great Depression. 
Their wives, who were worse offin some 
ways, joined forces in the Women's Grain 
Growers and United Farm Women's as
sociations. 

Women who might never have left 
their children and gardens and livestock 
feIt compelled to campaign for educa
tional, political, and legislative reform. 
Unassuming, but forceful "We farm 
women should know considerable about 
this patching business", they petitioned 
for health care, educational reform. 
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world peace, and birth control. 

Evan sketches this movement with 
deft strokes, drawing on letters diaries 
speeches and published article;. She in: 
tercuts them with interviews of seven 
women who were directly involved, and 
some well-crafted "reenactments" - all 
standard fare . Yet the story is unique and 
Evans doesn't simplify the situation. The 
women, anywhere between 65 and 93 
years of age when they were inter
viewed, project energy and a contempo
rary wisdom. They present a logical and 
positive extension to history that, how
ever recent, is sometimes incredible. 

Stacey Berthes • 

PRAIRIE WOMEN wJ<l Barbara Evans 
<lo.p Doug Cole add. cinematog. Moira Simpson. 
Roger Vernon loco set Daryl PoweU, GarreU Clark., Tim 
Hiltz eds. Peter Svab, Barbara Evans m . Connie Kaldor 
nan. Ebn Ross Gibson period scenes co-d. Wendy 
Hill·Tout p. Caryl Brandt assoc. p . Dale Phillips exec. 
p. Tom Radford, Graydon McCrea Produced by the Na· 
tional Film Board, Northwest Centre colour, 1987, 4S 
minutes. 

THE ROAD TO YORKTON d.!~ Fran· 
cis Daberger p. lMs Lehman <lo.p . Ken Hewlett m . 
Michael Becker e<l Eric Hill set m.ix Robert Decoste 
add. sd. Martin MltcheU post set mix. Rob Wurzer lp. 
John Osler. Robert DeCoste, Mike Dobko. David Scor· 
gte, Stephen Onda. Peter CampbeU. colour 1987 30 
min. 

Images from 
"Les Quinze 
Jours 
du Milieu", 
Montreal 

PAINTED LANDSCAPES 
OFTHETIMES 
In tlte tradition of using tlte film medium 
to record anotlter art form , Helene 
Klodawski has made a film called 
Painted Landscape of the Times: The 
Art of Sue Coe. This skillful documenta
ry was made by a Canadian about a 
British artist in New York. Sue Coe's 
paintings are highly expressionistic, 
black and blue, monochrome works 
witlt slashes of red to emphasize tlte vio
lence tltat she is depicting. Many of her 
images are borrowed from newspaper 
photographs, or newspaper accounts of 
violent crimes. The camera follows Sue 
Coe, dressed in black and blue, around 
New York as she sketches tlte subjects of 
her paintings on tlte subway and in tlte 
streets. The internalized violence of tltis 
society is evident in tlte faces tlte camera 
shows' as it pans, following her line of 
sight, and demonstrating how tlte artist's 
vision is based on a specific reality. At 
one point in tlte film, children from a 
nearby school ask questions of tlte artist 
as she sits in front of her paintings. The 
questions are perceptive and her an
swers are lucid and committed to this vi-
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sion of a world that horrifies her. As Sue 
Coe tells us, this is her vision and for her 
"The showing of what is real is hope in 
itself." The film clearly shows us tlte 
beauty and strength of this artist whose 
politically committed works could be 
placed in tlte tradition of Goya and Dix. 

d.! SC. Helene Klodawski research HoUy Metz p. 
Helene Klodawski. Liette Aubin exec. p. Jean· Roch 
Marcotte assist. p . Danny Leiner e<l Liette Aubin cam. 
Judy Irola assist. cam. Chris Diskin anim. cam. Robin 
Baio. Pierre landry setJudt Karp orig. m. Rene Lussier. 
Jean Derome voice and narr. Karen Young graphics 
Claire Beaulieu m.ix Cine Groupe neg. cut. Pierre 
Compte p . by Les Productions du Regard Inc. with fi
nancial participation of Ontario Arts Council. Canada 
Council's Explorations Programme. PAFFPS program at 
the National Film Board distib. by Cinema Libre run
ning time 26 min. colour 16 mm. 

DU POTIA.TCH, 
L'ODEUR DE L'HUILE 
Marie-HeJ(:ne Cousineau in the video, 
Du Potlatch, l'odeur de l'huile pre
sents us witlt a somewhat unusual docu
mentary on art. The subject matter is an 
event which took place in June of 1985, 
"la fete du Potlatch". Montreal artists, in
spired by an Indian tradition, burned 
tlteir works as a form of protest against 
the neglect of tlte artist by society. The 

E v I E w 5 
event itself is documented by a moving 
camera, cinema verite style, which com
municates to tlte viewer the turmoil and 
passion of the participants. The techni
cal possibilities of video are put to good 
use in creating a vivid contrast between 
tlte brightly burning orange fire and the 
stark white and black tonalities of tlte 
rest of tlte image. Often, the participants 
are shown being interviewed, while 
tltese scenes appear on a separate plane 
behind tltem. Intercut witlt this footage 
are people watching television, and vari
ous mass-media images, to emphasize 
the opposition of tltese artists to a com
modified society. The strength of the 
film lies in its combination of several 
genres; that of video-art, cinema-verite 
documentary and tlte politically com
mitted documentary. 

d.!scJp. Marie· Helene Cousineau e<l Christopher 
Flambard. Johanna Kotkowska m . Hani Habaschi set 
Pierre OueUette running time 30 min. C. 1986 dist. 
Videographe. (514) 521 · 2116 

OUT 
Out is billed as an "opera video" with an 
original techno-pop score. Its style is 
close to tltat of an experimental film. It 
is comprised of four sections where the 
images are reworked tltrough step
printing and colour saturation processes 
to enhance their expressive qualities. 
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The first section uses footage of the Ama
zon River, and tlte primitive tribes which 
inhabit its borders, juxtaposed witlt a 
text which muses on the relationship of 
modern man to the primitive. The whole 
opera seems to be a meditation on the 
relationship between our technological 
society and nature. The images and 
music are beautiful but it always seems 
strange to me tltat artists can use a tech
nological medium to put down technol
ogy. 

d.!p. Miguel Raymond m. Alain Thibeault running 
time 4 min. C. 1986 dis!. Zone prods. (514) 84 2· I 187 

. MONSIEUR LEON 
The video, Monsieur Leon, could be 
seen as a postmodernist, ambiguous nar· 
rative about miscommunication. It uses 
the form of the tltriller genre in a frag-

I mented story where a woman tries to 
deliver a mysterious package to a mys
terious stranger. The visuals are very 
stylized, using an art-deco setting made 
up of pastel greens and blues. The artist 
makes an interesting use of the pos
sibilities of video technology in his dis
tortion of buildings thus turning tlte 
backgrounds into expressionistic sets. 

<l Fran,>ols Girard p. Bruno Jobin. Zone Productions 
running time 13 min. 20 sees. C. 1986 dis!. Videog· 
raphe Inc. 

PUZZLE 
Puzzle is a video tltat uses a fragmented 
narrative line to express the main 
character's puzzlement about her life. A 
woman sits working on a puzzle, and 
under tlte puzzle-pieces, parts of her life 
appear. Cut into tltese images is a drama
tic fiction about a male-female relation
ship and the desire to have a baby. This 
narrative is moving in its portrayal of 
today's youtlt who find themselves witlt 
no place in society and tlterefore with no 
way to go on with tlteir lives. 

d . Paul Gauvin. Jean Gagnon p. G.RA.A.V., running 
time 25 min. C. 1986 dist. Videographe Inc. (5 14) 
521·2116 

BYRON BLACK'N' BLUE-BUN» 
Byron Black'N'Blue-Blind is a hilari
ous performance piece where the au
tltor himself spoofs the gender specific. 
The ambiguity of gender identity is dou
bled by tlte ambiguity of the visual codes 
possible in tlte video medium. A man and 
a woman (?) sing romantic duets on tlte 
screen, but soon it becomes obvious tltat 
tltey are botlt Byron Black. At one point 
tltey seem to stand in front of a field of 
high green grass. But Byron, by painting 
his hand blue, makes his hand transpa
rent and tlten we notice that the green 
grass also shows tltrough the polka dots 
on his tie. This video is an extremely 
amusing play on what we mistakenly 
think reality is. 

d. Byron Black running time 17 min. <:.1985 dis!. 
Videographe Inc. ( 514) 521·2116 


