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Atom Egoyan, who prepared the introduction to this ArtSource
guide, is one of Canada’s best-known film directors. Born in
Cairo to Armenian parents and educated in Toronto, he direct-
ed and produced his first film while he was still a student

at Trinity College. Next of Kin (1984), his first feature film,
appeared when he was 24, and received the Golden Ducat
Award at the Mannheim International Filmweek in Germany.
He wrote, directed and produced three feature films in the
following seven years, all of them widely honoured at festivals
in Canada, the United States, France, Germany, Italy, Spain
and Hong Kong, Family Viewing (1987) appeared in the New
Directors/New Films series at the Museum of Modern Art in
New York, and both Speaking Parts (1989) and The Adjuster
(1991) were invited to premiere at the Cannes Film Festival.
The director of numerous television productions and short
films, Mr. Egoyan is also a playwright.






FILM, VIDEO AND PHOTOGRAPHY
IN CANADA

by Atom Egoyan

- Art forms involving photographic reproduction have always
been popular. Most people have access to a camera, and
video technology is becoming an everyday fixture in our
homes. Photographic images, be they still or moving, are so
éasy to make that it often becomes confusing fo tell the differ-
ence between artistic expression and casual snapshots.

The difference, | believe, comes from what you are thinking
and feeling while you are looking through a lens. Is your atti-
tude that of a casual observer — recording pictures of family,
friends and places — or are you using the lens to examine and
explore your subject? What is your relationship to the subject
matter? How are you using the lens to explore these ideas?

A photograph gives a very immediate sense of what is going
on in the mind of the person who took the image. There is
very little that comes between the photographer’s vision and
the observer of the finished picture, save for a few chemical
baths. In video, the process is instantaneous. The art of mak-
ing film, video and sfill images, from a technical point of
view, is easy to understand.

And yet, when we watch a movie or look at a picture, we
dgre often mystified and impressed by it for very sirange rea-
sons. We think of it as something outside of ourselves, some-
thing we could never be a part of. Hollywood stars, beautiful
glossy images and exotic locations seem far removed from
our redlities.

This mystification of the image is an extremely powerful politi-
cal tool. It can be used to sway peoples’ minds in direcfions
they are not aware of. This manipulation, though an inherent
part of any representative art form, is also the basis of photog-
raphy’s industrial expression: advertising.

A film image seduces us into believing it as redlity. It presents
us with a very tangible world, one that usually invites our
participation.

As someone who came to Canada at an early age, not know-
ing English, film images had a special meaning o me. They
infroduced me fo places full of glamour and magic that | des-
perately wanted to be a part of. Everyone | saw on screen
behaved in such a perfect way that | was irresistibly attracted.
| wanted to create my own perfect worlds.

And yet, years later, when | started to make my own images,

| was surprised to discover that what | felt when | looked
through a lens was not a simple emotion at all. Rather than try
and imitate the style of images that influenced my introduction
to this culture, | found that | wanted to question why | had
been seduced by those images in the first place.



| took the images that had dominated my upbringing and, try-
ing fo be as honest as possible, broke them apart, atempting
to find a new order.

As Canadidns, we aré parficularly suscepfible to the media
images generated south of the border. Most of our major
cities are well within direct satellite transmission of the major
American broadcasters, and thus we are in the curious situa-
tion of always trying fo measure up to the standards of a cuk-
ture very different from ours. Our film-going public is com-
pletely seduced by American film products, and our movies
have failed to capture any large domestic audience.

These facts, while sobering, offer a challenge to the Canadian
media artist. How do we represent ourselves in the shadow of
this Goliath? What do images of ourselves mean in a society
where there are so few eyes willing to look at them? These
are certainly provocative questions, and, rather than discour-
aging the young artist, must become part of the dialogué they
hope to establish.

My chosen path, film, is a very expensive medium. Many peo-
ple are astonished and infimidated by film budgets. Yet it is
as entirely possible to make a superb and deeply committed
work on a borrowed video camera with no budget as it is
with millions of dollars. | made my first film for $300. Now;
over fen years later, | could have made it on video for even

In @ world already saturated with images, the decision to con-
fribute even more must be met with consideration and
thought. And while it is important fo be suspicious of the pro-
liferation of photographic representations in our society, one
must Glways recognize the communicative power that a care-
fully observed picture, video or film can have.

We are a country in search of images, both of ourselves dnd
of the things we want to be. The Canadian media artist is in
the exciting position of being able to help. shape a young and
very fragile nation into a stafe of its own consciousness.



FILM, VIDEO AND PHOTOGRAPHY

COMING TO TERMS WITH DIFFERENCES

Cultiiral minorities and artistic practice

As we strive to recognize the many forms of cultural expression
that enrich our country, we encounter firm traditions and new
frontiers, expected patterns and surprising directions. Although
the benefits of a vital and diverse artistic practice may be
acknowledged, the means of encouraging practitiotiets and
including creators from all backgrounds are still developing,
While current circumstances always change, artists must con-
sistently lobby for adequate support, training opportunities,
affordable studio space and many other requirements necessary
to create an environment where cultural expression can flourish.

Recent advances in telecommunications have brought Cana-
dians — and all peoples — closer together, yet Canada, in relative
terms, will always be a huge and regionalized country. Many
artists in rural and small-town settings will continue to have
difficulty in reachinig audiences and in accessing art and cultur-
al institutions.

Canada’s-cultural and visible minority artists face even greater
barriers to their success. Or from a different perspective, Cana-
dian audiences face barriers to their full appreciation of the
contribition that cultural miriorities have to offer.

Most aits and cultural structures in Canada today are founded
on British and European traditions. Partly as a resul, it has

" been difficult for many Canadian artists whose work is rooted
in other cultural traditions to participate fully in the arts in
Canada.

For éxample, in 1984 three dub poets — Lillian Allen, Clifton
Joseph and Devon Haughton - were denied membeiship in the
League of Canadian Poets. They were considered “performers”
as opposed to “poets.” In summing up the incident, Lillian
Allen clearly underscores the need for greater understanding
among artists, and among Canadians generally: “Whether this
poetry ever becomes part of Canadian literature has little to do
with what we say or how. Its rather a matter of whether our -
society can come to terms with differences” (This Magazine,
XX1.7 [1987-88], p. 20).

While we still have a considerable way to go, we have begun

to come to terms with differences. For instance, the Canada
Council has hired a Racial Equality Coordinator and has sig-
nificantly 6pened up its programmes in music and dance. The
Alliance of Canadian Cinema, Television and Radio Artists
(ACTRA) has published and circulated a catalogue actively pro-
moting visible minority performers. Whether through con-
frontation, negotiation, or simply smart management, institu-
tions are beginning to change their staffing, programming,
outreach, governance and marketing.



Individually and in collectives; artists and the organizations
that serve them are all in this arena of progress and change
together. And those who have remained on the sidelines will
soon be drawn into the play. For examiple, all artists muist eriter
the debate about cultural appropriation if we are to arrive at
some sensible and workable considerations for deciding who
should or should not be telling whose story. And beyond the
arts community, all Canadians will need to develop the ability
to understand and enjoy art that tay be rooted in cultural tra-
ditions different from their own.

There are new voices in the arts in Canada today, many voices
that for too long have remained unheard. These voices may be
different, and they may even change the way we make art. But
Canadian art has grown from differénce. In order to express a
sensibility native to Canada, the Group of Seven had to reach
beyond the conventions of the European artistic establishment.
When J.E.H. MacDonalds The Tangled Garden was exhibited in
London in 1916, Dennis Reid notes that it was universally dis-
missed by eritics as an “offensive, radical gesture,” because it
wasn't in harmony with traditional subjects and approaches of
the time (The Group of Seven, 1970, p. 124). But Canadian art is
not Furopean art — it comes out of different landscapes, differ-
ent cultures and different sensibilities.

So when faced with the imperative of including more cultural
minority artists in Canadian plays, and films, and art schools,
we must keep in mind the small ways and the big ways that we
colonize and exclude. We can change the shape of Canadian
art, making it (in the words of Lillian Allen) “diverse, pluralis-
tic, and yes, maybe even a little funky.”

FILM. VIDEO AND PHOTOGRAPHY
IN CANADA: SUGGESTIONS
FOR FURTHER READING

While no single source can give an adequate overview of the
past 150 years’ creative accomplishment in Canadian film and
‘photography, an encyclopedia is a good place to start:
The Canadian Encyclopedia.
2nd od. 4 v. Edmonton: Hurtig, 1988. [e] _ .
Includes articles on documentary film, experimental film, film animation,
film censorship, film distribution, film festivals and prizes, photography,
and video art. :

'encyclopédie dv Canada.
18t ed. 3 v. Montréal: Stanké, 1987. [f]

For more direct information on how to find otit abouit filn,
video and photography, several of these surveys include sugges-
tions for further reading on their areas:

David Clandfield.
Canadian Film.
Toranto: Oxford University Press, 1987,

Michel Coulombe et al., eds.
Le dictionnaire du cinéma québécois.
2nd od. Montréal: Boréal, 1991. [f]



Pierre Dessureault, Martha Hanna and Martha Langford, eds. .
Contemporary Canadian Photography from the Collection of the
National Fim Bodrd/Photographie canadienne ¢ontemporaine
de la collection de I'Office national du film.

Edmonton; Hurtig, 1984. [e/f]

Seth Feldman, ed.
Take Two.
Toronto: Irwin, 1984. [e]

Ralph Greenhill and Andrew Birrell.
Canadian Photography: 1839-1920.
Toronto: Coach House, 1979. [e]

Lilly Koltun et al.

Private Realms of Light: Amateur Photography in Canada, 1839-
1940/1e coeur au métier: la photographie amateur auv Canada,
1939-1940.

Markharm, Ontdrio: Fitzhenry and Whiteside, 1984/

Ottawa: Archives publiques Canada, 1984.

Yves Lever.

Histoire générale du cinéma auv Québec.

Morniréal: Boral, 1988. [f]

Petar Morris.

Embattled Shadows: A History of Canadian Cinema,
1895-1939.

Montréal: McGill-Queen's University Press, 1978. [e]

Peter Morris.
The Film Companion.
Toronto: Irwin, 1984, [e]

Réné Payant, ed.
Vidéo.
Monitréal: Artextes, 1986. [f]

199192 Who's Who in Canadian Film and Television/

Qui est qui au cinéma et & la télévision au Canada.
Toronto/Waterloo: published for the Academy of Canadian Cinema
and Télevision/Académie canadienne du ciriéma et de la élévision by
Wilfrid Laurier University Press, 1991. [e/f]

Elke Town, ed.
Video by Artists 2.
Toronto: Art Metropole, 1986. [e]

The extraordinary productions of the National Film Board of
Canada — some 7,800 films over 50 years — are recorded in:

Donald W. Bidd, ed.
The NFB Film Guide: The Productions of the National Film Board
. of Canada from 1939 to 1989/le répertoire des films de 'ONF:
la production de I'Office national du film du Canada de 1939
a 1989.
2 v. Monifréal: National Film Board of Canada with National Archives
of Candda (Moving Image and Sound Archives), Department of the
Secretary of State of Canada (Canadian Studies Directorate), la
Cinémathéque québécoise: musée du cinéma and UTLAS Infernational
Canada/I'Office national du film du Canada avec les Archives nafio-
nales du Canada [Division des archives audio-visuelles), le Secrétariat
d’Erat du Canada (Direction des études canadienifies), la Cinémathéque
québécoise: musée du cinéma et UTLAS International Canada, 1991. [e/f]



A useful overview of the NFB is:

Gary Evans. _

In the National Interest: A Chronicle of the National Film Board
of Canada from 1949-1989.

Toronto: University of Toronto Press, 1991. [e]

Complete details on long and short films, video and television
(on videotape) are published regularly in the series:

Film/Video Canadiana: A Guide to Canadian Films and
Videos/Film/Vidéo Canadiana: le répertoire des films et
vidéos canadiens. .
Ottawa: National Library of Canada, National Archives of Canada,
Moving Image and Sound Archives and La Cinémathéque guébegoise:
musée du cinéma/Bibliothéque nationale du Canada, Archives
nationales du Canada, Division des archives audiovisuelles, et La
Cinémathéque québécoise: musée du cinéma. [e/f]

Continuing the series begun as Film Canadiana (1969). FVCis the com-
puterized form of Film/Video Canadiana, a national information system
for Canadian audio-visual materials managed by the National Film
Board of Canada. FVC is available online at NFB offices across Cariada
(Audiovisual Information Services, National Film Board, P.O. Box 6100,
Station A, Montréal, Québec H3C 3H5).

A full listing of feature films appears in:

D.J. Turner and Micheline Morisset.

Canadian Feature Film Index/

Index des films canadiens de long métrage, 1913-1985.
Ottawa: Natfional Film, Television and Sound Archives, Public Archives
of Canada/Archives nationales du film, de Ia télévision et de I'enreg-
istrement sonore, Archives publiques du Canada, 1987. [e/f]

For writing on film in Québec, see:

Madeleine FournierRenaud and Pierre Véronneau,
Ecrits sur le cinéma: bibliographie québécoise, 1911-1981.
Montréal: La Cinémathéque québécoise, 1982. [f|

RADIO AND TELEVISION:

THE MEDIA ARTS

The art of making films and videos actually involves many
skills, including directing, producing, camera-work, editing
and writing. When they are combined with those necessary
for creating radio and television shows, and holography and
computer-assisted art, the whole field is sometimes described
as the media arts.

Because scriptwriting and screenwriting for the various media
arts are so closely connected with other media skills, this
ArtSource guide includes information on writing for radio and
television.

The Canadian Encyclopedia gives an overview of radio and
television: see articles on broadcasting, radio drama in both
English and French, radio programming, television, television
drama in English and in French, and television programming.

































































































































