Guy Maddin was a horror-movie buff as a kid. But Dracula

his least favourite of all the cl s. In fact, he still finds
most film versions of Dracula “boring.” And as for filmed
dance, well, he was clearly of the opinion that once dancers
were reduced to eight centimetres in height on a television
screen, this was just plain dull.

sessed the acclaimed Manitoba filmmaker to take
allet's (RWB) sion of Bram Stoker’s

So what p

the Royal Winnipeg
Dracula and shoot it for broadcast on the CBC? Well, no doubt
the director of such experimental and surreal films as Tales
from the Gimli Hospital, Archangel and Twilight of the Ice Nymphs
would never turn down a challenge. And as Maddin relates

o

the journey to bring Dracula: Pages from a Virgin's Diary to the
screen, it becomes clear that what the director relished most
was the experimentation the project afforded him. Mark

Images courtesy of Von Helmolt Film Productions; photo credit: Bruce Monk
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Godden’s Dracula is a complex, three-act ballet, exploring the
range of emotions of Dracula’s victims and the dichotomy of
good and evil through dance. Faced with the challenge of
bringing ballet to the small screen, Madden tested out differ-
ent shooting techniques and styles to accentuate the plot ele-
ments for television audiences, and learned to incorporate
movement into his filmmaking in ways he had never done
before.

Directing a dance film was never in Maddin’s plans. It all
began with a phone call from Winnipeg producer Vonnie Von
Helmolt, asking him to see RWB's version of Bram Stoke
famous tale of the undead. She was convinced that the
vibrant colours of Twilight of the Ice Nymphs and the gothic
sensibility found in Maddin’s previous work made him the
perfect choice for the project. “On first viewing, 1 found the
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remember thinking, even then, that if I ever made a dance

rapher would,” recalls Maddin. “Cho
tive audience in theatre seats, wluleontelevm '
dealing with itchy trigger fingers on the- te

This concerned Maddin, desp;laeﬂ'ie
he has never tried to court a

stream fare. “I am an old war 3

with opaque plots. | have s eir seats in
the past and I don’t really wa : ore,” he says.
“I kept telling myself Ihetha' il bucause I don’t

know anything about dance - | wouldn teven know how to
jazz this up for television viewers.” To legitimize his con-
cerns, Maddin spoke to several dancers and choreographers
about filmed dance, and they all echoed the same response:
they did not like it at all. “So many people agreed that on tel-
evision, something is lost, it's arid,” he says. Convinced that
dance did not translate to television, Maddin turned the proj-
ect down.

Von Helmolt persistes
and Godden, the b

She set up a meeting between Maddin
s choreographer. The dancers then

Bt in its entirety for Maddin and fellow
aborator deco dawson, who partnered
rard-winning short The Heart of the

the performance, with dawson on

ith a video camera. “Suddenly, I

ation behind their performance because
em,” recalls Maddin. “I recognized that
at times right there as plain as the nose
ot elements of Bram Stoker’s story that |
bf. Suddenly the narrative came to life for

ed. But in true Maddinesque form, it wo
evised replication of a ballet danced on tl
bear the artistic stamp of its director, wit
ully bold cinematography, strong visual
mitive,” hallucinogenic style, fragmente
dark thematic tone.

did watch all the classic film adaptations
claims they were of no significant influemd
dunﬁ re—introducing the charactaer of Renfield to tF
‘after watching Todd Browning’s 1931 version with B
Lugosi and Dwight Fry as Renfield. “I love the way t
acter was played - it was the most over the top perfor
says Maddin. ‘So | stuck Renfield back into the story, g
VHS of the Draclula to the dancer playing Renfield, and
him to watch it.”

Heart of the World,” he says. Chosen in 2000 as the U.S.
of Film Critics’ top experimental film, The Heart of the World

narrative slipping away from my rapt attention at times andl

,Hack-and—wh:te Russian style,
rothers in love with a female scientist
orld is about to suffer a fatal heart attack.
sed in a lightening-paced six minutes,
imagery. “It was the first movie 1

2 gy in it and [ wanted to capture the
same kind of kiffeti€ omph’ factor on this one,” explains
Maddin. The style i d tone of The Heart of the World makes an
indelible print on Dy aeulg, also shot on black and white to
achieve a rich, dark feel; With stark, primal imagery and a
fast-paced intensity set against the strains of the music of
Gustav Mahler. The style of Dracula is reminiscent of a 1920s
silent movie, with an &ﬂ(*nodem touch achieved by com-
puter enhanced graphjcs tinting certain -wahaa T |
Dracula’s eyes, the jnmde of l'lls ca d

-
made witl

e and desire them can’t deal
5, and expunge the source of

this lust sort

crualecl the ;

¢la all stylize the destruction of the
ith@ stake driven through the heart. In
the women were not only stabbed, but alse

e good ()[d-fashmned Vlclom
. Dracula, in effect, then, in

ich our human nature both draws
e time.

ent angles and perspectives
addin used three camera
rman (Hey, Happy!)
‘dawson switching
also bent some union
irector for daw-
| primitive and
‘team managed 100
‘of cumbersome
d the dancers,
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around the dancers to shoot among them, mptu
movements from various angles and perspectives, W

Super 16 was setting up, they would shoot close=ups of the
dancers using the Super 8 camera, lit only by a 60-watt bulb
illuminated against a corkboard, gréating dark pools of light
against a shadowy background,

added pantomime scenes not
p lably in the opening, to set up
as pantomimed preludes and

t films, provide plot details

s on their toes, he switches

nd surtitles. “It’s not quite

aged to be interesting,” he

in the ungmal ballet, most
the story. Intertitles, as we
mterludes,gmmmscent i
and dialogue. To keep
between
Pth—-U,(l
[augh:- J

Id captive by the emotions of
the charagk dre momentum of the narrative,
Maddintlbe ! to focus the camera on the
dancers®faces, r: 1 their feet, When the music swelled
and thete 1y addin moved the camera in
tightlf¥on th the intricate dance moves.
“Ti 3 atic facial performers, and
’ iewers in touch with their
mits that he did not always

d D) .
E future Projects, he's .
bment in my films. I was at experi-

nded to get uncomfortable pe

e hen they had to mill about.” I—fgw
vould also co ing with a chorm&graphém his
next film — which a dan by the way - to work
with the actors in thgIScking of th
movement to scenes. SWhen talkies
were movie and dialoflue directors, be a director
with a blocking dired ‘m not as hire people,”
he says. Maddin als; S to return e th nera
shoot in future pr ot only for @dditional coverage but
to offer up differy pectives ongf scene, as if various eyes
are viewing the event.

w‘mld‘fm direct a dance film again? Maddin hasn't ruled
it out. “But next time | would like to choreograph from
scratch, directly for film, as opposed to taking a dance from
the stage and then hacking at it with a razor-sharp camera.”
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