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' -(Unfortunately we are not crying ''Wolf!'') 

FUSE is halfway through its fifth year 
and we feel that we are now clearing 
our throats. It may be true to say that 
many of our past achievements have 
gone unnoticed - after all what's a 
'' cultural newsmagazine'' to most peo
ple? Well in a country of media 
monopolies, cultural polyannas and 
liberal leisures the Canadian small press 
has its work cut out. Nothing much has 
changed since we began - the estab
lishment is still well-served, the 
academics still hibernate, and the rest 
of us are encouraged to "paint 
ourselves into a corner.'' 

So FUSE has been giving space to 
minorities, to women, to native 
peoples, to labour, to immigrants, to 
civil rights and community action and 
to artists. We have brought out cultural 
issues and we have def ended political 

positions. We learned quickly that a 
cross-community magazine is the best 
form of support because you can't go 
running to the Liberals or the Tories or 
the NDI> or the CBC or the Globe & 
Mail and expect any satisfaction. Our 
concerns are marginal in their scheme 
of things ... 

To cut a long story short, after five 
years we're just hitting our stride and 
we want to survive. We now need 
your tangible support. We can give 
you a subscription that will last until 
1991, or you could donate money to 
our nascent writers' fund (non-tax
deductible), or you can send us money 
to pay for investigative features. 
Without such support our future is 
bleak. The work to be done is endless 
and we ask you to ensure that we can 
continue to do our part. 
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LETTERS 

CBC-2: 
First Choice Television 
I am glad to see the FUSE and FUSE 
readers are keeping tabs on the CBC-2 
proposal, but I'd have to say that 40 (of 
80) briefs filed with the CRTC is not ex
actly the "virtually no input from the 
arts community" you reported. Obvi
ously, if the Commission hadn't waited 
until the CBC's application was gazet
ted in late November to release the 
CBC-2 brief (which was submitted in 
August) many more people would have 
had the time to participate in the 
January hearings and we all would be a 
lot happier. However, ... and let me 
underline this three times ... the pro
gramme schedule as outlined in the 
CBC-2/Tele-2 proposal is developmen
tal, which is to say embryonic, and will 
require a great deal of research and 
shaping before it is ready to go on-air. 
From the beginning it was recognized 
and understood that this has to be done 
in consultation with a number of com
muni_ties which will be direct)y affected 
and mvolved, but especially with the 
arts community. 

. When was the _I~st time a group plan
~mg a new telev1s10n service published 
its plans more than a year in advance 
and asked for your input?? Of course, 
we had hoped that the licence hearings 
would serve as a focus for this consulta
tion, and they did, in fact, help us kick 

:§ t-------------J 

off the process. But there is still a lot of 
work to be done. In other words, now is 
the time for artist and artists' groups to 
get thinking of ways to use and be used 
by CBC-2. Make proposals. Suggest 
programmes. Start talking to the 
CBC-2 people. 

And about original programming on 
CBC-2. The breakdown of the sugges
ted schedule goes like this: 40 percent 
original production, 40 percent repeats 
and 20 percent procured foreign mater
ial. Included in the first figure will be 
some programmes that may have been 
broadcast locally or regionally but 
which will be brought to a nation-wide 
audience for the first time on CBC-2. I 
should also point out that there is a 
commitment on the books for 60 per
cent of that 40 percent to be comprised 
of programming produced outside 
Toronto. 

Clearly, with a $12.5 million first 
year budget CBC-2 cannot claim it will 
be able to save the Canadian film indus
try and it will be leaving the production 
of grand opera, classical ballet and the 
like to the main service and possibly 
the LAMB people. Designed as a small 
(about the size of a television station), 
lean and flexible service, CBC-2's 
ori~i~~l contribution will be in bringing 
activ1t1es and performances to televi
sion that,are not there now. We are con
vinced that valuable' and exciting pro
grammes can be made within modest 
and small scale formats. And in case 

anyone is leaping to conclusions as they 
read that, I do not mean modest as in 
cheap production quality or bargain 
basement fees to artists. I do mean 
modest by comparison to existing arts 
programming on television and in the 
same way that it is true to call Trinity 
Square Video modest in comparison to 
the AGO. 

CBC-2's whole philosophy, made pos-
, sible by the advent of portable high 
q_uality 1-inch video equipment and fa
cilitated by its liberation from commer
cials, is to produce and schedule 
spe~ialized programmes for specialized 
audiences. First choice television as op
posed to Third Choice, mass appeal 
television. 

(Al Mattes and ANNPAC, I hope 
you're listening!) You can find us at 
CBC-2 Development, Box 500, Station 
A, Toronto M5W 1E6. Telephone: 
(416) 925-3311 ex. 3595. 

Susan Crean, 
CBC-2, 

Toronto. 

A Climate of Criticism 
I object to your insertion of my con
tribution to "Personal Image for Social 
Space - Architectural Glass in Can
ada" in Laura Kipnisi article "Aesthetic 
Careerism" in your FUSE, March/April, 
1981 issue. Neither she nor I was con
sulted about its inclusion. In that con
text, it inaccurately implies a relation
ship to a work by Jim Goss and Michael 
Asher. As an instructor who is not 
"haunted by a failed career", I am oblig
ed to make it clear that I am not a glass 
artist, an architectural artist, nor an 
ideological illustrator. For your 
reader's information, I presented my 
proposal in response to an advertise
ment for a juried exhibition from Art
ists in Stai<ll Glass that would focus on 
t~e use of _glass in contemporary Cana
dian Architecture. I think I correctly 
ass~med that they had the silly idea of 
proJects that would aestheticize this 
omnipresent building material without 
ever questioning one of its basic func
tions. My contribution was essentially, 
a piece of criticism directed at a 
misguided exhibition premise, not part 
of a larger programme of art making. 
The i_mplied relationship of my proposal 
to M1_chael Asher's Clocktower piece is 
too simple. That work by Asher is an 
a~sthet!cally refine?, _thresho!d percep-

NEWSPAPER OINERS EXPRESS THE HIGHEST IDEALS OF JOURNALISM J 

. t10n piece of mm1mal, situational 
sculpture. Its political reading comes 
from a critical alignment to the work of 
Daniel Buren, Dan Graham and Lawr
ence Weiner. My proposal was in res
ponse to a specific situation and clearly 
spells out its intention. With derivation 
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as an issue in Kipnis' article, I certainly 
do not deny permissions for my work. I 
have yet to see any art that can. In fact, 
I would have been pleased if my pro
posal had been articulated as art in the 
tradition of Duchamp's assisted 
readymade, with all of the attendant 
readings that come from the use of a 
material that has another function or 
history. Unfortunately, Duchamp never 
made it to the college as a visiting ar
tist. 

As an instructor at NSCAD, I accept 
my share of responsibility for those 
"motley conceptual and post-minimal 

-luminaries" who have taught here and 
who have, in part, helped to create• a 
climate of historical and social criticism 
of art that assists a Laura Kipnis to 
reflect on her lot and even take um
brage with an art world that was, is, 
and always will be, imperfect. But 
young art school graduates having to 
dig in garbage cans for dinner ... that's a 
bit much. 

Gerald Ferguson, 
NSCAD, 

Halifax, Nova Scotia 

(Ms. Kipnis was told ~hat the Ferguson 
piece was going to b€ used as an illus
tration. It still remains for us a rel.a
tionship of 'coincidence'. - Ed.) 

Welcome support 
This is to inform you that the Executive · 
of NABET-AFC Local 700 support the 
independent community producers 
view that community screenings should 
reinain unhindered by prior govern
ment censorship. 

Sincerely, 
Ben Mark Holzberg, 

President, 
NABET-AFC Local 700, Toronto. 

For the Record ... 
FUSE regrets certain factual inac
curacies in John Greyson's article 
"CounterSpy/ CovertAction Information 
Bulletin", which accompanied the inter
view "Naming Names" in the March/ 
April, 1981 issue, as follows: 1.) Louis 
Wolf never worked on CounterSpy; 2.) 
Philip Agee's Inside the Company: CIA 
Diary came out in 1975, not 1973; 3.) CIA 
Diary is not available from Lyle Stuart 
or General Publishing; 4.) The name of 
the late CIA Station Chief is Welch, not 
Welsh. When identified by CounterSpy 
in its Spring/Summer 1975 issue, Welch 
was placed in Peru, not Brazil. His 
subsequent transfer to Greece was not 
known to CounterSpy; Kinsman, not 
Kinsmen, was the Station Chief in Ja
maica; The disclosure of CIA agents in 
Jamaica took place before the recent 
election there, not after; there is no con
nection between CovertAction and 
CounterSpy. 
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EDITORIAL 
Getting On With It 

We seldom print pictures of the people 
that bring you FUSE (unlike those vain 
vagabonds at Mother Jones or others 
too blatant to mention). The occasion is, 
for us, the sad departure of John Grey
son who has been an associate editor, 
advertising manager, cartoonist and 
bridge to many communities since that 
summer of 1979. A youngish Mr. Grey
son walked into our then-Centerfold of
fice with not only the request for a job 
but, as importantly, an employment 
programme to make that job possible. 
John Greyson organised Centerfold, 
then helped push it into FUSE and for 
every wild idea that he invented - in
cluding many creative· statistical re
ports on the magazine's "profile" - he 
also provided all of the labour that was 
necessary to get the job done. 

John Greyson (the one with his hand 
in the air) is well-respected as a gay act
ivist, an artist and a writer and some
how, seven days a week he never stop
ped. His heart is taking him south and 
we wish him well and thank him for not 
having us prosecuted for past unfair 
labour practices. 

• • • 
Late in 1979, in Toronto, feminist artist 
Carolee Schneemann gave a perform
ance/lecture, "Homerunmuse", which 
incorporated slides of women's art his
tory. Afterwards, some members of the 
'sophisticated' audience remarked, 
"But really, don't we know all this 
already?", implying of course that 
Schneemann was stating the obvious 
(who needs to be reminded that there 
were women artists in the past?), that 
really we had gone beyond all this and 
had perhaps even moved into some 
'post-feminist' phase. This was the 'dis-

posable' view which saw feminism as a 
rather limited squabble for preemin
ence, the 'gripes' and aims of which, 
once stated, would quite naturally be
come part of the democratic pie. Prob
lem solved and on to the next 'social 
movement'. 

Luckily, there were many who didn't 
share this view of feminism. They saw 
that women continued to lose ground 
economically, and that essential pro
grammes - such as increased access to 
state supported daycare - were cut 
back rather than expanded. They also 
saw that the entire political and social 
models were and continued to be sexist 
ones. They understood that the patriar
chy, once exposed, would no more grac
iously sweep itself from power than 
your landlord will send you the deed to 
your rented house in the mail. They 
knew that if equality was to be any
thing other than empty, unenforced leg
islation, there was lots of groundwork 
to be done and they would have to get 
on with it. This month, FUSE files ano
ther progress report on the lives and 
work of women. Featured is a talk with 
Mama Quilla II, a thinking-woman's 
band that re-aligns rock and its role for 
women, as well as interviews with five 
women in academia who 'are research
ing feminist issues within the social sci
ences, plus reviews of films and artists' 
books. 

We wish to thank all those who have 
made contributions to the FUSE Trust 
Fund to help us with the legal costs in
curred in our fight with the Ontario 
Censor Board. Your prompt response 
has made our lives a little bit easier. 

Lisa Steele and Clive Robertson 
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NEWS AND ANALYSIS 

Less screening, 
More trouble 
When FUSE magazine planned its 
survey of documentary tapes, "Less 
Medium, More Message" to be shown in 
Toronto, Vancouver, and Halifax, the 
last thing that was expected was a skir
mish with the Ontario Censorship 
Board, two postponements of the Tor
onto screening and the unacceptable 
consequence of having community vid
eo screenings pushed into a "private" 
showing just to keep from breaking the 
law. As a Globe and Mail editorial 
(March 24th) commented: "The appoint
ment of censors to second-guess 
obscenity laws and the public's morals 
is bothersome enough. To have them 
chase that public into limited screen
ings and private galleries is outra
geous." "Less Medium, More Message" 
was certainly as clean as a whistle 
erotically speaking, so what was the 
fuss? 

The Theatres Act allows for penal
ties of $2,000 or twelve months im
prisonment or both on summary convic
tions for every director or officer of a 
corporation. Where the corporation (in
cluding non-profit organisations) is con
victed of an offence, the maximum 
penalty is $25,000. The offence could be 
committed in two ways: first by refus
ing to submit tapes to the Censor Board 
for viewing; and second, by screening 
those tapes which had not passed 
through the Censor Board. Either could 
result in seizure of the materials and 
the equipment used to screen the 
material. Though the Ontario Censor 
Board is infamous for its banning of 
films such as The Tin Drum, Ulysses, or 
Pretty Baby, its public involvement 
with video largely revolves around the 
Cinema 2000 case where, although the 
theatre was acquitted of obscenity 
charges, the Ontario Censor Board still 
refused to let the material be shown. 

Censoring political 
embarassments 
The Ontario Censor Board by law has 
jurisdiction over all public screening of 
film, and video unless it is exhibited 
over any medium licensed by the 
CRTC. The Act has within 1t not one 
procedural guideline to instruct the 
censors· as to what must be cut or 
banned. Therefore, the board has the 
power to stop anything that does not 
meet its "approval". In reality, parts of 
the Criminal Code, specifically those 
morality sections dealing with "com
munity standards," are used or second
guessed. 

The Ontario Censor Board has also 
used its power to control the content of 
travelogues, as well as to censor films 
that would politically embarass the pro-
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vincial government, or films that do not 
reflect the provincial government's 
own political policies. The Board has 
had the co-operation of commercial film 
distributors who at various times have 
believed that prior censorship by the 
Ontario Censor Board would protect 
them from persecution under the Crim
inal Code. There is and never will be 
any such protection. 

FUSE backed into the Censor Board 
by intending to show the "Less 
Medium, More Message" survey at The 
Funnel, a Toronto experimental film 
theatre that earlier had been bullied in
to being licensed by the Board. All facil-

ities that show film or tape are suppos
ed to be licensed. Once licensed, the
atres are required to submit film or 
tape to the Ontario Censor Board, if 
such material is to be shown to the 
public and is advertised as such. (All 
advertising material must also be sent 
to the Board for approval). On January 
23rd, FUSE wrote to the Ontario Cen
sor Board informing them that a survey 
of community documentary tapes 
would be shown at a community video 
access centre and that the tapes were 
not going to be sent to.the Board as, 1) 
the screening ·was for a definable 
specific audience, 2) the screening was 
not for "direct or indirect gain". 
Therefore the showing was outside of 
the Board's jurisdiction. The intention 
was clearly to remain outside of the 
Act's jurisdiction and so avoid prior 
censorship. FUSE did not send out 
press releases and only advertised in 
community papers (The Clarion and 
Contrast); it could be argued that The 
Clarion is read by the "general public" 
but as "public" remains undefined, who 
knows?) 

Censor Board 
claims jurisdiction 
Four days before the tapes were to be 
screened the Censor Board responded. 
Mary Brown, Director of the Censor 
Board, claimed jurisdiction over the 
tapes because in her opinion the screen
ing "would constitute a public exhibi
tion" ,under the Theatres Act. The Cen
sor Board had also been and continues 
to be involved in disputes with other 
non-commercial organisations that 
show film. These now include Canadian 
Images Film Festival (Peterborough), 
Festival of Festivals (Toronto), National 
Film Theatre (Toronto), The Funnel 
(Toronto), Art Gallery of Ontario 
(Toronto), and The Canadian Film
maker's Distribution Co-op (Toronto). 
All of these organisations have at one 
time or another received verbal agree
n:ient on partial and conditional exemp
tions from the Act by the Director of 
the Censor Board. The purpose of these 
verbal administrative agreements 
seems .to have been to protect the 
regulations from being eroded by 
legitimate demands from the communi
ty. 

FUSE postponed the screening that 
was to have taken place at Trinity 
Square Video, March 9th- ll th, and en
gaged Lynn King of Cornish, King and 
Sachs to apply for a writ of appeal 
before a County Court Judge in an at
tempt to get a ruling on what consti
tutes "a public exhibition". On Friday, 
April 3rd, four days before the appeal 
was to be heard, the Ministry of the At
torney General's office filed a counter
application claiming that an opinion and 
not a decision had been made by the 
Censor Board. A second writ of appeal 
requested an adjournment. Not wishing 
to spend the time and money fighting 
(an irrelevant) technical argument, 
FUSE withdrew its appeal and decided 
to go ahead with the screening. Again 
to keep outside of the jurisdiction of the 
Act, the new dates for the screening 
could not be made 'public.' The Globe 
and Mail inadvertently reported the 
matter and included the new screening 
dates. These dates were then changed. 
Obviously this cat and mouse game is 
unacceP,table but getting a court ruling 
on what just constitutes a "public ex
hibition" could acknowledge the func
tion of the media arts and community 
media organisations. Prior censorship 
regulation is just one of the many con
stipated procedures that penalise the 
day-to-day working of such organisa
tions. 

Non-film goers 
favour censorship 
Censorship per se is an entirely dif
ferent matter. Former Minister of Con
sumer and Commercial Relations (the 
Ministry which controls the Theatres 
Branch) Frank Drea has said "the peo-

FUSE May/June 198~ 

Ct f.J) o R. PR A CT6tNG 
/tT ftuMf 

"\ \] ,I 
Jc' ,-tocr<t=i 

/,,,-
/,,..-----. ..-

,,. .. ~ . : 

-

·-----

pie of Ontario want censorship in films 
exactly the way it is being provided." In 
a recent article in QUEST magazine 
(April 1981), Bill Gladstone wrote an ar
ticle on the Ontario Censor Board titled 
"The No Show". Gladstone points out 
that even the government's own stu
dies that allege that 69 percent of the 
populace favour censorship are con
tradictory. The same studies admit that 
of those polled an equally high percen
tage went to no or fewer than five 
movies per year. Until January 1981, it 
was supposedly "illegal" to inform the 
viewing public what had been cut from 
a censored film. This claim by the Cen
sor Board director was misleading as 
its "illegality" was not based on legisla
tion but on an agreement between the 
film distributors and the Censor Board. 
The Censor Board itself, while claiming 
to base its judgements on "community 
standards", fails to recognise that , 
prime time television is showing 
material of 'offensive' subjects: docu
mentai:ies favourably depicting pris
oners' rights, gays, Quebec independ
ence, revolutionary movements, etc. 
All of this material under the policy of 
the current and past Censor Boards 
would either be classified for adult or 
restricted audiences, or be cut or, in 
severe cases, banned outright. "Obscen
ity" - anal or vaginal penetration - as 
marched up and down by Mary Brown 
both inside and outside the press is a 
red-herring. When the Ontario Board of 
Censors banned Women in Prisons or 
Alan King's film Warrendale, in both 
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cases they didn't want the residents of 
Ontario to see the appalling conditions 
in institutions. (The Women in Prisons 
film was in fact banned by the then 
Minister of Gaols.) The current director 
of the Censor Board was not a popular 
choice among members of the Censor 
Board. Joseph Cunningham a senior 
dvil servant, filed union grievances 
against the decision to appoint Mary 
Brown chairman. In June of 1980, four 
of the five censors testified under oath 
(before an Ontario legislature justice 
committee) that they had been in
timidated in their decision-making by 
then chairman Donald Sims and vice
chairman Mary Brown. But Brown is 
just a symptom not the cause. As Glad
stone concluded: "The people of Ontario 
are left with an undemocratic, secretive 
bureau whose systematic and well
documented abuses make it appear as a 
dictatorship." 

On April 7th, FUSE magazine and 
Trinity Square Video held a press con
ference to once again affirm that the 
working community of video producers 
will not participate in prior censorship 
with the Ontario Censor Board. That 
position is supported by ANNP AC, 
NABET and many other community 
and arts organisations. What has to 
happen, piece by piece, is the removal 
of the Ontario Censor Board, perhaps to 
be replaced by a classification system 
managed and authored by the film in
dustry's distributors. All non-profit use 
of the film or video media should, quite 
obviously be exempt. Clive Robertson 

NEWS AND ANALYSIS 

Gays Go to Work 
on Bill C-53 
When 3000 angry gays blocked off 
Yonge Street on the night of February 

' 6, 1981, no one was more surprised than 
the Right to Privacy Committee 
(RTPC). For over two years it had been 
plodding doggedly forward in its battle 
against Section 179 of the Criminal 
Code - _the Bawdy House Laws. Previ
ous to this date, the RTPC was hamper
ed by community apathy, which gener
ally saw the organization as just ano
ther one of the city's some twenty-five 
gay and lesbian organizations, one that 
would hold the occasional dance to raise 
funds for its defence fund, established 
to cover the le&al costs of those charged 
under the Laws. 

Suddenly, (literally overnight) the 
RTPC witnessed a politicized, vocal gay 
community rise up to protest the mass 
raids on four bath houses. On February 
5, 1981, over 200 Metro Police had ar
rested 309 men and charged them as 
'keepers' and found-ins' under the 
Bawdy House Laws. Perhaps concern
ed that such mass momentum would dif
fuse quickly, the RTPC quickly organ
ized a public meeting the following 
week to discuss strategies. Over 1000 
people showed up, wildly exceeding all 
expectations, and most joined the or
ganization on the spot. Working groups, 
committees and subcommittees were 
quickly organized, to work in such 
areas as Legal Defense, Public Action, 
Publicity, Support, Fund Raising and 
Law Reform. Suddenly, the RTPC was 
the largest gay grassroots organization 
in Canada. 

If the initial response to the raids 
was overwhelming, the task the RTPC 
faces now is equally immense. Conser
vative estimates place the legal costs 
for defending the 289 found-ins and 20 
keepers at well over half a million dol
lars. Trial dates are expected to come 
up in the fall. Elan Rosenquist, head of 
the Legal Defence Committee, says 
that the RTPC has so far been in con
tact with about half of 'the 'found-ins' 
charged, and some sixty lawyers that 
they know are involved. As well, all 
twenty 'keepers' are being kept in 
touch with. He adds that, give the diffi
culty of even making contact wth the 
'found-ins' (obviously, no lists exist as to 
those arrested), the RTPC feels justifi
ably optimistic about the amount of 
progress so far, and feels that this is 
due in great measure to the post-raid 
feeling of community spirit, which may 
have encouraged many of the 'found
ins' to contact the RTPC on their own 
initiative. 

Rosenquist also reports that the Sup
port Committee, which provides 'peer' 
counselling, is encountering a syn
drome among the raid victims very sim-
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ilar to the post-shock symptoms exper
ienced by rape victims: withdrawal 
from friends, guilt, fear of going out at 
night, reluctance to socialize generally. 
Often, there are very real fears that 
they will be fired from their jobs, or 
that their families may find out. 

The Bawdy House Laws 
Meanwhile, the Barracks Trial, after 
two years of unsuccessful work by de
fence lawyer Morris Manning to have 
the case tried by jury, is currently be
fore the courts. The raid on the Bar
racks Bathhouse on December 9, 1978 
(the Barracks was also one of the four 
gay baths raided in February) where 
charges were laid against five 'keepers' 
and twenty-six 'found-ins', marked the 
first such raid by Metro Police. It was 
also the first time the Bawdy House 
Laws had been used to in essence make 

I 

vate homes. However, nobody seriously 
thought Metro Police would go that far 
- until they did. Two men currently 
face charges under the laws as 'keepers' 
- of their own homes. 

Section 179 of the Criminal Code de
fines a Bawdy House as a "place that is 
kept for the purpose of prostitution, or 
the practice of acts of indecency." The 
place could thus be anywhere, and 'acts' 
could include: sex between unmarried 
heterosexuals, mutual masturbation, 
gay sexual conduct, oral sex between 
heterosexuals. The 'acts' themselves 
are not illegal - but the place where 
they are done could be, and those 
caught in such places can be charged as 
'keepers' (applying both to owners and 
employees, in the case of baths, motels, 
etc.) and as 'found-ins' (anyone on the 
premises supposedly resorting to them 
for the purpose of sex.) 

gay sex in Canada 'illegal' again. This Bill C-53 
would seem to contradict Trudeau's 
1969 decriminalization of acts of 'gross Bill C-53, a new amendment to the 
indecency' which included gay and les- Criminal Code, proposed to the Law 
bian acts. However, after the raid, the Reform Commission, is currently be
gay community realized clearly just fore Parliament. It seeks to decrim
where it stood with the law: one law on inalize group sex, and lower the age of 
paper meant nothing, because the gov- consent. The RTPC has targeted the 
ernment would always have a safe- Bill as a major focus for their efforts in 
guard, another law up its sleeve, which the next few rrionths. A massive lobby 
could be pressed into action when will be co-ordinated to have Parliament 
necessary. The Metro Police Commis- amend the Bawdy House Laws to ex
sion have the power to decide when elude 'acts of indecency'. 
that time comes. Having entered their third month of 

The RTPC was formed in response to reformation with no sign that the initial 
that raid, and set about the task of rais- community energy will let up, the 
ing defence money for those charged. RTPC has already become an institu
(They have raised $20,000 to date, tion of sorts: three rallies (each which 
about one half of the estimated cost). In drew thousands of gay and straight sup
looking carefully into the law, they real- porters), several press conferences, 
ized that it could be applied even to pri- public demonstrations, cultural even-

RTPC demonstration during Police Commission meeting following the 

February 5 bath house raids outside Police H.Q. 
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ings, and countless fund-raising com
munity dances down the road, the 
RTPC's major breakthrough has been 
the liasons made with other minorities 
and organizations both locally and nat
ionally. The International Women's Day 
march included mention of the raids in 
their keynote addresss as an issue im
portant to women, and the RTPC fea
tured a prominent banner in the par
ade. Similar widespread support has 
been received from the black commun
ity, who can certainly relate the issue of 
police harassment to their own experi
ence. 'No More $hit' buttons are sport
ed by the young and old, gay and 
straight, in the downtown core. The ex
citement of defiance and the conse
quence of a new gay pride is evident -
the ·gay community has embraced its 
new stage of politicization. It remains 
to be seen what new resources and 
strategies will be developed to keep up 
the adrenalin level, ,and what new in
roads will be made in the process. 

John Greyson 

Artists' Rights 
Societies 
Finding a viable way of earning a living 
is a legitimate concern of artists' 
organisations. In Europe, this concern 
has been taken up by some govern
ments, and by the Cultural Commission 
of the European Economic Community 
(EEC). For most artists there are two 
ways forward: 1) you persuade society 
that your presence and the practice of 
your art are a benefit, a service that the 
community should value and reward -
tnus the "community artist", or, less 
directly, the employment of artists to 
teach a skill (fine art) that has few 
career prospects, or 2) you simply 
enter your art in the market place and 
sell. 

The Cultural Commission of the EEC 
recently (1980) called a meeting of ar
tists' representatives and cultural affi
cionados, at which the proposition was 
put forward that artists, as 'cultural 
workers', were seriously underpaid, 
and further, that they lacked status in 
the welfare programmes of their coun
tries. 

An overall aim of the EEC is to equal
ize conditions of trade and employment 
throughout the member states. In the 
case of cultural workers, the intention 
is to raise the least fortunate to the 
fairest standard. There are a wide var
iety of approaches to the problem of ar
tists' livelihood. In the countries of the 
COMECON (communist equivalent of 
the EEC), such as Poland, an Artist's 
Union controls employment and wages 
for its members, whose status is virtu
ally guaranteed on graduation. In 
return artists service the visual needs 
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The 'creator' retains 
true ownership 

of society, including "~ne art" a!ld wh~~ 
we in the West call commercial art . 
There are variations on this approach, 
inside and outside the EEC. In Norway 
(and soon to be adopted in ~reland) _a 
form of guaranteed annual income is 
paid to artists by the state. In ~olland 
there is a scheme for the pubhc pur
chase of works from artists to provi~e 
them with a steady inco~e. In Swi~
zerland some artists are paid to submi_t 
proposals for public works competi
tions, and then rewarded for successful 
commissions. In England there are oc
casional instances of public subsidy, b~t 
nothing guaranteed. Through_ all t~is 
variety of approach, one fact is c~nsis
tently acknowledged - art remains a 
commodity, which is bought ~nd sol~. 
Yet very few artists recogmse their 
right to share in the profits made from 
the product they help to produce. Ex
ploitation is taken for granted. 

vidual artists. (It is accepted practice, 
for example, amongst advertisin~ ~nd 
publishing agencies, to keep origin!l 
artwork without extra payment. This 
directly 'contravenes the moral* rights 
of the artist.) · 

In West Germany again, an agree
ment, has been reached with dea!~rs 
and gallery owners to encompass ar
tists' resale rights" (also known !ls 
"droit de suite" - the consequential 
right whereby an artist shares i~ the 
profit from subsequent sales of his or 
her work). A fixed percentage of t~e 
annual sales of twentieth century art is 
put into a ce~tral fun~ administered by 
the artists' rights society. (T~e p~rce~
tage in most schemes of this kind in 
Europe is between 5 and 10 percent -
equivalent to the ro;ralty char~ed on 
mechanical reproduction of music. The 
West German government matches t~e 
initial sum, and a third eq~al s~are _is 
contributed by the artists society it
self. This "pot" then becomes not o~ly ~ 
share-out of the profits made on artists 
work, it is also availabl~ for 'welf_are' 
payments. The principle.is _that artists, 
through their rights societies, can han
dle some share of the profits made from 
art and thereby achieve a status 
pr~viously unattainable. 

The current thinking of the EE9's 
Cultural Commission is that adoption 
by all member states of artists' resale 
rights would greatl:r assist the status 
and livelihood of artists. At present, of 
the original nine members of the EEC, 
only Holland and Britain do not h3:ve or 
plan to have artists' resale ri~~ts. 
(Canada and the U.S. have no provision 
for these rights.) 

Musicians and 
composers receive 
royalties 
Relationships between producer . and 
consumer are governed by conventions, 
established through negotiations and 
often fixed by legal prescription. In 
music, there is a well established pro
cedure in most countries, whereby mus
icians and composers receive royalty 
payments through a licensing system. 
A 'collecting society' (in Canada 
CAPAC) will oversee the system, so 
that its members receive a share in_ the 
profits made by entrepreneurs who use 
their product. The conventions of the 
system were worked out early on, be
cause of the amount of money gener
ated within the music busin~ss. An~ yet 
there is much more money in the visual 
image business, a great deal ag~e~
ated directly from the work of indi-
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There are instructive examples of 
the ways in which artists may hope to 
•~atch up' with the better protected 
creators in music. 

In Belgium it is obligatory - by law 
- to print the name of the photograph
er next to his or her publishe~ work. 
This convention has been negotiated by 
the Belgian photographers' rights soc
iety, who will also 'police' its enforce
ment. The back-up of the Berne copy
right convention (Rome Text 1928) 
makes it possible to collect on u1_1-
authorised use of photographs, and 
there are reciprocal agreements be
tween photographers' societ~es in 
different countries. Of course, like the 
U.S.A., that does not adhere to_ the 
Berne convention. The status of ~isual 
artists, and their ~ig~t to shar~ in the 
profits from exploitation of their work, -
depend on such agreements . 

In West Germany, an agreement ha~ 
been made between the photographei:s 
rights society and the owners of hair
dressing salons. In order to cover ~he 
vast number of photographs appearing 
in magazines which are available to the 
salon customers, the hairdressers pa~ 
an annual levy to the photographers 
society. This money is ~hen di~tributed 
to members of the society, with a per
centage retained for use in legal aid, to 
finance legal actions in defence of ar
tists' rights, lobbying, etc. The more 
successful artists are therefore able to 
help those who are less successful. 

• Rights of owner~hip of copyright, 
intellectual property rights, resale 
rights and other related rights are ar: 
tists' moral rights. 

In a world context, reciprocal ~on
tracts and agreements _protect ar~ists 
and their work internationally. This al
ready applies in copyright, and th~ 
spirit of such agreements also predi
cates artists' moral rights. Jn some 
countries, such as France, artists ?ave 
inalienable, perpetual moral rights 
(passed on to their heirs) ov~r the _auth
orship and the intellectual integrity of 
their works. The involvement of copy
right in this proce~s, derives from the 
notion of 'ownership . French law ac
knowledges the superior ~laim of the 
'creator' of a work (as to its safekeep
ing, profitability, etc) over the mere 
'owner'. .. . 

If artists are to survive in a mix~d 
economy", it seems likely that ~hey will 
have to defend themselv~s a~ai~st. con
tinuing exploitation. The artists rights 
society', based on the princip!e of an ar
tist's moral rights to share in th~ pr?
fits from his or her work, ~nd mainta~n 
an intellectual property ri_ght over it, 
may be an answer. Rownd Miller 

Roland MIiier Is a British perform
ance artist. He Is the Artists' Union 
representative on the British Copy
right Council, and a member of the 
council of ~anagement of the (Brit• 
ish) Visual Artists' Rights Society. 
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GAYAP RHYTHM DRUMMERS 
W_orking collecti~ely, they see the artist to be a true 
· -witness to the times and an agent for social change. 
The Gayap Rhythm Drummers are an 
Afro-Caribbean Drumming Band that 
grew out of Immican, a black cultural 
center in Toronto which they helped to 
found. Thert;? are five members: Jurebu 
Cason (flute and kalimba), Bert Smith 
(lead vocals), Ras-Ahmed (second bass 
drum), Earl St. Aubyn (rhythm drum) 
and Jesse Daniel (Mother drum - bass' 
and tenor pan). Clive Robertson and 
John ~reyson of FUSE talked to Gayap 
on Friday, March 6, 1981, at the Trojan 
Horse, a coffee house in Toronto where 
the band was performing. 

Ff!S~: Where does your groups' name 
originate? 
Jesse: Gayap is a Yoruba word which 
means "collective". Yoruba is one of the 
dominant cultures of West Africa and 
Nigeria more specifically. The motto of 
Gayap is "collective efforts for collec
tive success", and that's our basis. The 
group has no leader, so we're all leaders 
within the group. There is nobody say
ing: 'He's head, or I'm head'. We all 
have our role to play within the music, 
and we try to work within that frame 
recognizing that there are difficulties i~ 
working like that. But we feel that it's 
necessary in order for everyone to de
velop their own potential. 
Ras-Ahmed: Giving more room to every-
body. . 

Earl St. Aubyn (rhythm drum) 

FUSE: How did the band start? 
Bert: The group itself came out of a 
whole cultural movement. Some of the 
drums we have today came from a 
group called the Afro-Caribbean Thea
tre Workshop, which was a cultural 
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gr?up in Toronto in the early seventies, 
domg plays, and creative African 
dances. That group eventually dis
banded, and so a brother named Om
phra, who is back in the West Indies 
right now, and myself, and some other 
brothers who are not with the group 
anymore, started this drumming group. 
FUSE: How many years has Gayap been 
together then? 
Bert: About five years now, but the 
collective as it is today, has been 
together for about two or three years. 
Jesse: Over the years as the member
ship ~hanged, the direction of the group 
remained the same. That direction has 
been to promote cultural awareness for 
black youths in this city, and to contri
bute to the whole cultural mosaic in 
Canada. We feel that we have some
thing to o'ffer, and that in a 
multicultural society it is important 
that we keep our culture alive. The kind 
of music that Gayap plays is something 
that was brought first from Africa, to 
the _new world, then brought from the 
Caribbean to Canada. It's a continuity 
from way back then. 
Bert: Most of the brothers came to the 
group because of the kind of objectives 
that we're pushing. 

lmmican 
and the survivors 
FUSE: So where does Gayap fit into 
Immican? 
Bert: T~e I~mican Project came out of 
t~e racial disturbances, the riots and 
fights that occurred in Regent Park. 
Some breth_ren moved down to Regent 
Par~ and tried to get the youths involv
ed m somet~ing positive, something 
cultural, to give some direction to the 
youth: Eventually, the government 
came m and sponsored what the breth
ren were doing there. Immican became 

i~g. where it ':"as set up into two sec
tions: product10n and education. The 
production part was where they made 
pots, you know, plant holders, incense 
holder_s, and all these little things. We 
were m control, running the business 
on a certain level, within certain guide
lines. 
Jesse: When people finis,hed wood
working in the workshop, they would 
get together around the drums. That 
was the main means of musical expres
sion at the time. Later on, as people de
veloped more, as they gained new 
knowledge and new experience, they 
had to branch off, and that's how our 
band, and Truth and Rights (a local reg
gae band), got started. You'll find that 
most members of Truth and Rights 
were first members of Gayap. You look 
at some of the Gayap pictures from way 
back and you'll find that most of Truth 
and Rights are in them. 

As they grew and their music devel
oped they began to take on new forms 
and move away. The type of instru
ments, the whole form of music became 
more commercial. It was much easier 
for them to move ahead because of this 
~o more emphasis was placed on push: 
mg them ahead. They began to take the 
lead and break new ground, for which 
Gayap would later benefit from what
ever inroads within the music inarket 

~n organization, doing work in the soc
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ial and cultural spirit of Regent Park .. 
Jesse: The same brethren who started 
Gayap were the ones who started Immi
can. Brother Omphra, brother Ajujuba, 
brother Ajamu, these brothers were 
the ones. who h~d t}ie knowledge of ! 
woo~carvmg. This was basically what 
Imm1can was all about, producing wood
work - that's more or less the way it Jurebu Cason (flute and kalimba) 
got started. 
Earl: Immican started in a basement in 
a church and from there moved into a 
basement in Dixon Hall in Regent Park. 
We got a grant from LEAP and with 
that grant moved into a bigger build-

they made. We help each other and 
compliment each other, and this is why 
the two groups work together a lot. 
FUSE: Have any other groups come 
out of Immican? 
Jesse: Well, Gayap and Truth and 
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Rights are the two main ones. A Jot of 
other people have learned to play music 
within the Immican structure. For ex
ample, a lot of members of Joshua used 
to come and jam down there and Joshua 
didn't come out of Immican. There was 
a time when there was only one place 
where a black musician could go and 
feel free - you could just go there and 
and jam, and really get a good musical, 
spiritual feeling. 
Jurebu: I remember Immican was 
down on Parliament Street. I was sup
posed to work with some wood, in re
turn for playing the flute, but I never 
really got it together. 
Ras-Ahmed: I remember hearing about 
Immican in 1978. I didn't really know 
nothing about its whereabouts until one 
brother from Immican took me down 
and I started to really get into different 
things., man, started to take the music 
and the crafts seriously. 
FUSE: It sounds like Immican is a 
broader based structure now? 
Bert: It doesn't exist in the same way. 
Jesse: The whole woodwork part - the 
distribution, the production, and the 
retail base, fell apart after the gov
ernment took away their funds. W,e 
were just getting to the point where 
the business could be self-sufficient, 
when the government took away the 
funds. A lot of money was needed to 
pay the rent to keep the size of space 
we had, and there were a lot of other 
problems. That aspect of the organiza
tion fell apart. But the cultural aspect, 
which is the music, grew stronger and 
stronger. It was only after I got involv
ed with Immican that I actually started 
playing the drums. I used to play steel 
band before. After I got introduced to 
Gayap and the whole Iinmican experi
ence, I decided that this was more what 
I wanted. The steel band wasn't really 
offering me the same kind of self
development. 

Spooge,Shango 
Kuminar and Yavalu 
FUSE~ How does the music come toge
ther in t_he drumming band as a whole? 
What are the cultural/historical roots? 
Jurebu: My perspective is, I'm from 
Chicago, and among black people there 
you always hear the drums. There were 
always a group of people around who 
played drums. I heard a Jot of Shangos, 
and Yavalu. 

Here there was a variety of rhythms 
not. just with Gayap but with people 
from the Caribbean generally. Where I 
come from they play basically 6/8 rhy
thm, and the rhythms are all basically 
the same. I've been here ten years, and 
my first experience was with a brother 
named Ocean, a brother from Trinidad 
who was a dancer, a very good dancer, 
who did Afro-Caribbean dancing. Then 
there was my experience with Opey, 
this is a brother that died, from Bar-
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Gayap in performance: "Collective efforts for collective success." 

bados. That was the first time I ever 
heard the Spooge. It was a real funk 
rhythm ... Spooge, man! (laughter) I 
don't hear. the Spooge no more. 
Jesse: That's the national music of Bar
bados. The Shango is a religion from 
West..Africa among the Yoruba people 
that is still practiced in countries like 
Trinidad and Haiti. Voodoo is Shango, a 
version of Shango, and it's practiced in 
Cuba and Brazil. In Jamaica, it's called 
Kuminar, Pocomania. At certain times 
of the year the people have these big 
feasts, and sometimes the feast can last 
for as long as a week. During the feast, 
the drums are the main focus. For the 
whole week, the drums never stop play
ing, all day and night. How long it goes 
on sometimes depends on how wealthy 
the person is who's putting on the Shan
go, it might be just for the weekend. 
They kill a goat and a few chickens 
maybe, and they cook up a lot of food. 
It's something that is open, you don't 
have to be invited to go. It's something 
that is very spiritual, and people take it 
very seriously. 

The Shango rhythm is the main rhy
thm and then there is the Yavalu. The 
music changes depending on what 
spirits are present. There are people 
who can recognize the different spirits. 
There's Dambala, which is one of the 
higher gods. When Dambala is present, 
you play the Yavalu rhythm. 

You have the rhythm, which is the 
drum beat. You have the chants, and 
the dancing. You put the three together 
and it creates a chemistry - these 
three parts have to go together to cre
ate a certain spiritual effect. Now what 
Gayap does is we just take the music 
and we put aside the chants because 
most of the songs are sung in African 
dialect. We don't understand them be
cause we don't have anyone who has a 
full knowledge of them to explain it to 
us. And because we don't really under
stand it, we think it is best not to in
dulge in it. What we do is we create our 
own chants that come up from our own 

experiences here in Canada, and from 
our knowledge of what is happening to
day globally. These chants are sung in 
English so that it's relevant - anyone 
could understand them because they re
late to daily life. It's like fusing the Af
rican tradition with our new world ex
perience. 
FUSE: You talked about the education
al function of lmmican - could there 
ever be something similar where bands 
like Gayap and Truth and Rights could 
educate more black musicians in the 
community? 
Jesse: Well, with Immican we tried to 
promote education, and this was one of 
the things that the government was op
posed to. They said that education was 
a luxury and they weren't interested in 
promoting it. They were more interest
ed in setting up a factory where people 
could work from nine till five and this 
whole education trip was off. They saw 
some potential danger in getting black 
youth educated because then they'd be
come more conscious of what's happen
ing around. 

Gayap still ~oes work though, with 
groups like Chissamba and · Chiyuka 
who have dance classes. They try and 
get a Jot of young children between the 
ages of 5 to 15, and teach them tradi-

~

· onal African dance. We've done a Jot 
f work with them in the last two or 

three years, trying to instill in these 
youths some kind of understanding of 
the drums, some understanding of the 
culture. Some of us, myself and a couple 
of others, have done some work with 
this project at Bickford Park High 
School. It's an after-hours school pro
gram that they sponsored with the 
Board of Education for black youth5, es
pecially black youths from the Caribbe
an. A Jot of them live with parents who 
are out working till five, and school's 
out at three. They don't want to go 
home cause what's there to do at home 
except sit around in front of the tube, so 
they end up hanging around after 
school, sometimes getting into trouble. 
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We set up this program to try and get 
them using the drums, and now today 
they've improved to the state where 
they have a school drumming band of 
their own. 
FUSE: It seems absurd that the gov
ernment will fund groups in the white 
cultural community who'perform an ed
ucational function, and yet refuse to 
recognize your work. 
Bert: Well, to be truthful, yeah. What 
we're doing is something that is posi
tive and we could really use help · in 
terms of getting a place to rehearse in. 
Jurebu: From which we could do even 
greater things. 

No tourist music 
Bert: The government aren't in
terested in that though (laughter) ... to 
control our own destiny, that's too radi
cal for them it really is. It's alright to 
have a little joke thing where you can 
get some kids off the street for two 
months, and jam with them in some lit
tle store. But to have a permanent and 
powerful presence, where we could 
have some effect - no, the govern
ment's not prepared to let us do that. 
Our struggle right now is just to stay 
alive. There's no facilities, you know. 
Jesse: There's always the problem with 
the finances. We do a lot of benefits, and 
so we don't make a lot of money. That's 
one of the serious problems, to make 
the kind of money where we can get a 
space of our own. We've tried to get a 
space with Chissamba Chiyuka Dance 
Company, where we could set up pro
grams, and have some sort of control. It 
costs a lot of money, though, even just 
for rent. As it is, the way things are, the 
music doesn't pay very much. First of 
all, we're the only group in the city that 
is into this kind of music, so just trying 
to break through and create some sort 
of market for the music takes a lot of 
work and time. 

One of the things we have going 
against us is the political content of the 
music. People, they shy away. By peo
ple I mean agencies or people who 
might be in the position to hire us and 
pay money; If we were singing "Yellow 
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Bird" and that type of tourist music, 
then they would probably be more re
sponsive. We can't compromise what 
we believe though, just for the sake of 
making a few dollars. Sure we need it, 
but if it's going to mean sacrificing 
what we believe in, then we say no, for
get it. Create to relate to the struggles 
of the people. Looking at real situa
tions, what's happening around the 
world. At what's happening in South 
Africa - apartheid. You'd be surprised 
at how many people in Toronto have 
never even heard the word 'apartheid.' 
They don't know. So when you go and 
sing about it, people say "what is 
that?", so we tell them. People don't 
know what's going on in El Salvador. I 
mean, they read something in the Tor
onto Sun, and I mean we all know the 
kind of propaganda they push. We re
cognize that we don't reach a whole 
mass audience, because we don't have 
that great access to the media. In what
ever small way we can, we try to get 
the people to learn something through 
the music. That's a struggle in itself, 
something that we see as a necessary 
part of Gayap. 
Bert: Our perspective is that the artist 
should always be a true witness to the 
times, and to be an agent for social 
change. Otherwise, it's just to use the 
culture to really confuse the people. 

Getting the police 
to dance 
Jesse: There is an organization set up 
(by the state again) called the Com
mittee for Law Enforcement and Race 
Relations, which is trying to improve 
police/community relations. Back in 
December, 1980, the committee was 
functioning on an ad hoc basis. They 
decided to become a permanent struc
ture, and they had this dinner. There 
were all these police officers, and peo
ple like Bromley Armstrong, and a lot 
of members of the community, and we 
did a performance for them. Our aim 
was to clear up some of the misconcep
tions that the police have about black 
youth in this city, and black culture, 
even though it is clear that they don't 
even want to listen. What we tried to 
do was actually get them involved, in
stead of just sitting around and listen
ing like an audience, so that they could 
actually feel the music and know what 
it does to you. So, whether they wanted 
to or not, we had them clapping and 
dancing - and you know, I was surpris
ed to see the policemen dance. 
(laughter) 

When you have an audience just sit
ting there, ,you shouldn't just perform 
for them - you try and get an exper
ience where everybody is participating. 
When they just sit and watch some 
spectacle up there on stage, it's not 
real. We try and break these kinds of 
barriers down, we realize we are the ar-

Jesse Daniel (mother drum) 
tists up there, that we have to take the 
first step to break down the barriers. 
Sometimes it means going out into an 
audience and talking to them, handing 
them a percussion instrument, getting 
them to shake it and feel what it is all 
about. This is what we try to do with 
these policemen, so that they can get a 
first-hand experience of what black cul
ture is all about. 

Two weeks later, FUSE talked with Jesse 
Daniel about Gayap and the origins of 
their songs. 

FUSE: Where does the lyrical content 
come from? 
Jesse: Well, there's one song called 
"The Light". It's written back in 1978/ 
79. Around that time, there were a lot 
of struggles taking place, in places like 
Nicaragua, where the Sandinista guer
illas were on the heels of Somoza. In 
Iran, you had the- people rising up 
against the Shah. At the same time, 
there were the struggles taking place 
in Zimbabwe. We looked at these things 
and saw that in all different parts of the 
world people were rising up, against 
the oppressive conditions in their coun
tries. From thar base, we thought, the 
people are beginning to see the light, 
are taking steps to control their own 
destinies. 

Open up your eyes 
There's another song called "Open Up 
YQur Eyes". In Jamaica, you have class 
conflicts and in Canada you have class 
conflicts. The level of poverty may be 
different, bwt basically the same thing 
is happening - a few rich owners in a 
sens,e ripping off the poor, wherever 
they be. People believe that the reason 
they are poor is because of their own in
ability to acquire riches through gett
ing a good job. But, you see, that is all a 
sense of false consciousness; people are 
poor because of the systems of injustice 
that exist, that permit this situation 
where they will always be poor. So 
what we're trying to say is, open up 
your eyes, this is the situation, take 
steps into your own hands to change it 
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because it won't change if you wait_ for 
some day when suddenly you 1!ug~t 
strike it rich. Look what's happ~mn~ rn 
South Africa. You have the multrnat101:
al corporations investing in South Afri
ca, corporations like Massey-f ergus?n, 
where on the one hand they re layrng 
off workers in Canada, and on the other 
investing in South Africa. I know the 
reason they're doing this is because of 
the larger profits that they can reap 
from the black workers, because they 
don't have to pay the high wages that 
they would in Canada. They can clos~ 
down a factory and move ~o South A~n
ca - big investments, bigger profits, 
and at the same time have~~ rega~d for 
the inhuman working conditions, rn t~e 
mines and the sweatshops. Human lib
erty is totally ig~ored since ~hey ex
ploit people to this extent, strictly for 
the sake of making profits. 
FUSE: What about your song "Infla
tion"? Where did that come from? 

relating to now, you see, becau~e be
sides trying to push the mess~ge rn the 
music, you have toylay _the ~rnd of mu
sic that people can identify with. Maybe 
we might come up with another ?ne. 
Somebody might say: "Hey, I gotta idea 
for another song", and we'll use the rap 
again. This is how a lot of son~s happen. 
An individual might get an idea for, a 
song, and bring it to the group and we II 
try to improve it. There have b~en 
other songs where it's been a collect~ve 
effort. We want to talk about somet_hrng 
in a song and we sit down and put it to
gether. There's a song called "Our 
Day", which tells about the day wh~n 
people will be truly free, when we will 
be able to express ourselves and what 
we truly feel. We're saying that in or
der to prepare yourself, you h~ve to b~
gin to know your own self. There 1s 
something that you ought to k_now, That 
your body has a lot to show, Remembe:, 
that life is yours and places you can go. 
It is about how to develop your sens_e ?f 
hearing, and how to analyse what it 1s 
that you hear. About what you see and 
to know what you see, not only the sur
face, but deeper - to analyse what 
you're seeing. If you take up a newspa_P
er, you have to try and see through i_t, 
because the news editors have their 
own line that they're pushing. A lot ?f 
people think that j~st ~e;ause its writ
ten in black and white, 1t s gospel truth. 

There's another one we did called 
"Fantasy World". It says it's a fantasy 
world that we live in, and that we've 
got to develop better means _of com
municating with each other, berng able 
to listen to what each other have to say. 
Not feeling that your opin_ion is better 
than mine, or mine is better than yours. 

Open Up Your Eyes 
upen up your eyes \repeat) 
Open up your eyes (repeat) 

I looked at the daily papers 

Working to educate black youth. 
In that song we talk about children and 
the importance of teaching children the 
truth, so that they by themselves i:eally 
know what's going on, because basically 
they're the future leaders of this coun
try. So we must prepare them for w~at 
lies ahead. There's all these fantasies 
and illusions going on, but we must be 
able to see through them - all the fog 
and haze. 
FUSE: What about Ahmed's song? 
Jesse: "Spiritual High"? I'll try and re
member what inspired it. It w.as a_t a 
time when he himself was gorng 
through a personal crisis, and he was 
experiencing a state of trouble. 1:he 
song's about communicating with him
self with the spirit within him, and 
rea~hing this state of spirit~al c~n
sciousness. This song helped him uplift 
his spirit. It's like the hermit going to 

is that all the jobs are gone 

So I get made, uptight 
I don't know what to do 

I've got a wife and thr~e kids to mind 
and money I just can't find 

Jesse: "Inflation" is one of the words 
used to describe the problems that_ ex
ist in North America today. Why prices 
keep going up - inflation is the excus_e 
they use. The big businessmen treat 1t 
like some kind of disease, even though a 
Jot of people know that the :ea! reason 
for inflation is a bigger profit for those 
few. So what we try to do is say, look, 
things are so bad, you walk the streets 
every day and you see fancy clothe~, all 
kinds of things in shop windows, thrngs 
you can't afford to buy because you 
don't even have a job. A man with a 
wife and three children to mind, he 
can't seem to find the money to pay the 
rent and buy the food. The situation is 
so bad that he just doesn't know what 
to do. He's mad about it - so we say, 
look, "we gotta come together an~ o:,
ganize let our thoughts synchronize . 
This i~ the only way we're going to be 
able to solve this problem because the 
big businesses aren't concerned about 

and I saw a feature on South Africa 
It spoke of the values to the West . 
The rewards you will get when you invest 
but human liberty is ignored De Light (excerpt) 

your problems. . 
FUSE: In that song, you ~se t~e hip
hop rap talk style, which is quite dif
ferent than the rest of your songs. 
Jesse: We try to do a little bit of every
thing, you know, and keep up with what 
people are into. This is what people are 
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Human dignity is ignored 
While the profits soar 
While the profits soar 

So open up your eyes (repeat) 
Open up your mind (repeat) 

Inflation (excerpt) 
Hey brothers and sisters 
Don't you see just who I am , 
I'm a man with hands and feet m my pants 
and I just can't make a dime 

I'm looking for work every goddam day 
and you know how hard that is 
but all I hear everywhere I go 

People have seen the light 
All over the world 
People shall unite 
All over the world 

Now the future look so bright 
Cause everywhere there's signs of 

uprisings 
People making sacrifice , 
for justice and understanding 

Sisters are getting stronger 
All over the world 
And workers are seizing the power 
All over the world 

© Gayap 
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the mountain top - he says: "Let's go 
to the mountain". Try to attain higher 
heights, which is a spiritual high, the 
sort you can't even get from herbs. 
(laughter). A natural thing. 
FUSE: While his song is a private one, 

·talking about private emotions that ev
erybody experiences, most of Gayap's 
songs seem to deal with public or social 
issues. 
Jesse: I'd say that's true. For example, 
in "The Light", we talk about women, 
our sisters, are getting str-onger -
that's something people can identify 
with, that the women's liberation move-

BEm CARTER 

ment is growing stronger. We talk 
about the workers seizing the power, 
and trade unions springing up. Workers 
in Poland are taking power into their 
own hands, their own destiny. We sing 
about real situations so that people lis
tening to the music can see things in a 
different light, not like the way the 
newsmedia tries to plot the course. The 
way media sensationalizes the news, 
makes people get a pessimistic view of 
the future, and say: "What are we going 
to do, there's so much troubles?" In 
fact, what's really happening is that the 
people, the workers of the world, are 

the ones who are really getting it toge
ther, taking the struggle into their· own 
hands. 
FUSE: It seems to me that the band be
comes a part of that process, both wit
nessing and encouraging that organiza
tion. 
Jesse: We try to use the music to say, 
the things aren't all that bad - they're 
bad, but in a sense, there is a lot of good 
things ahead if we only work together. 
There is a future for us, we do have 
something to look forward to because 
people aren't just sitting around and al
lowing these things to happen to them. 

NORMAN "OTIS" RICHMOND 

She's been called the jazz singer's jazz singer, 
but she won't sign with a major label , 
The last person in the world who 
thought she'd be nominated for a Gram
my Award was jazz vocalist Betty 
Carter. While she has built a cult
following for herself in North America, 
she has been all but ignored by the 
taste-makers of popular music. 

"If I get a Grammy I'd be very lucky," 
said Carter in a recent interview. She 
went on to say she was not signed to a 
major label and independents don't win ,., 
Grammys. Carter has a nonchalant at- g 
titude about the Grammy Awards. "I'm f 
not into that whole world. It takes ~ 
other people who make records with ~ 
major companies to think about Gram- ~ 
mys." ~ 

These words were spoken before she 1l 
was aware that she had been nominated ! 
for the Best Jazz Vocal Performance by s 
a female at the 23rd Annual Grammy 0 
Awards. Her latest album The Audience ~ 
With Betty Carter brought her this j 
recognition. u 

Carter's two current albums, The 
Audience With Betty Carter, a live 
album recorded in December 1979 on 
her own Bet-Car label and Social Call on 
Columbia's Contemporary Masters Ser
ies demonstrates how she has refined 
her craft to perfection. On Social Call, 
which was recorded in 1955, she comes 
on like an Olympic hopeful and on her 
latest recorded performance The Aud
ience With Betty Carter she comes on 
like a Gold Medal winner. 

Who is Betty Carter? She is the jazz 
singers jazz singer. The internationally
renowned vocalist Sarah Vaughan has 
gone on record and said, 'Tm not a jazz 
singer. I'd call Betty Carter a jazz 
singer." 

She's always been respected by her 
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peers. She toured with trumpeter Miles 
Davis in the late '50s and toured and 
recorded with Ray Charles in the early 
'60s. 

Writing about the duet album Ray 
Charles and Betty Carter in the book 
Brother Ray, David Ritz, said Betty 
Carter sounds like a female vocal ver
sion of Miles Davis. He went on to Sl}Y, 

Betty Carter in concert. 

"Ray is sandpaper, Betty, silk, t}:le con
trast is sharp and, like Louis Arm
strong's duets with Ella Fitzgerald, 
strangely satisfying." 

Betty Bebop 
Beginning her career in Detroit, Carter 
joined Lionel Hampton's band in 1948 
and stayed for two and a half years. 
While she performed with Hampton's 

swing band her heart was with the 
younger bebop band of Dizzy Gillespie 
which featured her primary musical in
fluence alto saxophonist Charlie Park
er. Her admiration for the music of 
Gillespie and Parker was so great that 
Hampton used to call her Betty Bebop. 

The vocals of Betty Carter are linked 
to the solos of horn players like Parker, 
Sonny Rollins and early John Coltrane. 
Unlike jazz vocalists Eddie Jefferson, 
King Pleasure and Babs Gonzales who 
took horn solos and added lyrics to 
them, Carter creates her own vocal so
los. 

Why hasn't the mass audience heard 
of Carter? Because she refuses to play 
the game and won't let anyone produce 
her work. As a matter of fact she be
lieves that jazz cannot be produced like 
commercial music. "Jazz is a spontan
eous on-the-spot job," said the out
spoken Carter in a recent interview in 
Toronto. She feels so strongly about not 
being produced that she has formed her 
own label Bet-Car. "I have my own in
dependent label. I'm putting out my 
own records and not trying to contend 
or compete with the large labels. Be
cause I know that they are not in
terested in recording my kind of jazz." 

Suppose a major label wanted to dis
tribute her work? "They'll have to be 
interested. I'm not going to them and 
ask them to distribute me and not be in
terested in me. I'd much rather for 
them to want to distribute me, that way 
I'll get some good service. But I'm not 

Norrlian Richmond is a Black music 
critic who has written for the Toronto 
Star, Macleans, Contrast, Soul, and 
FUSE. 
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g_oin~ to them begging for distribu-
tion. . 

1 Carter has to be taken ser10us Y 
because she has stuck to her guns. "I 
did get an offer from Warner Bros. 
Records. And I turned them down. 
They wanted me to sign up with some 
producer that they had found. for me. 
The money was good but I couldn't go 
for them telling me what to do. It hap
pened just before George Benson 
signed." 

BETTY CARTER 

~ schools to teach the history of Black 
C: • tt 
~ music. . 
~ In recent times new artists have pop
~ ped up on the national jazz charts. She 
I:- says the media ha_s mii:de A! J arre~~ 
~ and Joni Mitchell mto Jazz smgers. I 
~ don't think Al Jarreau or Joni Mitchell 1l could stand up and sing with me scat-! ting wise or improvising wise." . 
~ Unlike many musicians who work m 

Carter is pessimistic about the f~ture 
of her kind of jazz. "It's not profitable 
for young people to get in~erested in 
my kind of music. It's not gomg to make 
them a lot of money and they. will be 
discouraged by record compames who 
will tell them to do something else - to 
get a hit record." 

Black college 
shut out 

~ the jazz idiom, Carter says she has n_o 
problem with the term jazz, because it 
lets people know exactly what she's 
about. "We are in trouble now with ?Ur 
Black community who know nothmg 
about me or anybody else in jazz for the 
last fifteen or twenty years, because a 
lot of people have been sitting around 

for the right to perform on Black col
lege campuses for years. "I just shoved 
myself on Howard University. Bla~k 
music educators are not interested m 
jazz at all. It's up to our Black ~du
cators, who really don't dig Bl~c~ Jazz 
and think it's a culture, to put it m the 

arguing over the word." . 
Carter is fiercely proud of the Jazz 

tradition and doesn't bite her to~gue 
about her feelings on the subJect. 
"Everybody still wants to be ~onnecte? 
with it. If they say they are a Jazz_ musi
cian it means they know somethmg._It 
means they know more than the ordm
ary stuff. It means you play a little 
more music." , D 

When Carter gets rolling on t~e subject 
of her kind of jazz no one is exempt 
from her criticism. Even Black c~lle~es 
are not left out as she has been fightmg 

schools." b" She is also critical of the 1~ name 
jazz artists who have taken Jobs on 
white campuses and have not fought to 
get jobs on Black campuses. "A lot. of 
our so-called giants have gone to white 

CLIVE ROBERTSON 

TRIAL BY TELEVISION 
CBC' s · Fifth Estate: when "investigative journalism" 
becomes criminal investigation 
Who doesn't like the promise of inv_e~ti
gative journalism? Network telev1S1on 
provides awesome resources for such 
projects: camera crews can creep 
through corporate offices ~nd catch the 
vice-president asleep behmd the clut
ter-free top of his oak desk. Govern
ment department heads look blankly at 
the interviewer's fat folder of bureau
cratic horrors. A visit to the library, a 
slip on the phone and somet~mes those 
jinxed cards come tumblmg down. 
Well-known programmes such as 60 
Minutes W5 or fifth estate map out 
their raids and through a combinat~on 
of set-ups and manipulative re-shootm~ 
they weave their mini-thrillers - and if 
lucky they 'catch their man.' 

On February 24th CBC's fifth estate 
aired "Getting Landed" a r~por~ on ~he 
practices of unregulated immigration 
consultants. Though many such consult
ing practices are based on _false pr?
mises and possible blackmail of their 
clients there is little doubt that "Get
ting L~nded" was not an investigation 
of immigration consultants as a phen
omenon, but more an attempt at trial 
by television of the three consultants 
featured in the report. Using a Guyan-
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ese-Canadian citizen as a test client, 
fifth estate sets out to prove to any 
Attorney-General, immigration officer 
or joe citizen watching, that the featur
ed consultants were breaching the 
Criminal Code. In Canada where the 
law favours the Crown, such broadca_st 
journalism is both unnecessary and ir
responsible. 

At the beginning · of "Getting 
Landed" journalist Eric Malling (re
cent ACTRA award winner for "out
spoken opinion and integrity in broad
casting") makes the following introduc
tion: "Unlike lawyers or even travel 
agents, people who act as immigration 
consultants are not governed by any 
regulations and that leads to abuse and 
sometimes extortion ... These consult
ants operate within every ethnic i.voup, 
in every big city in Canada; our m~es
tigation was in Toronto. "Though f1!th 
estate qualified its statement with 
"there are some respectable immi
gration consultants ~~ this coun~~y ~ho 
do a competent job, that quahf1cation 
would quickly evapo~ate as _the pro
gramme unfolds. While the mtroduc
tion explains that "thes~ consul~ants 
operate within every ethmc group , the 

immigration consultants s_how~ to the· 
viewers are black, the chent is black 
and the only other identified immi
grant, Joyce Fraser, (author of Cry of 
the Illegal Immigrant) is also black. 

Re-inforcing 
dominant biases 
In a visual medium like television, it is 
convenient when the immigrant (or ille
gal immigrant) can easily and readily be 
identified in a predominantly ~h_ite 
population. This patte~n _recogmtJon 
and simplification (used mcidentallf ~y 
the RCMP and other police forces) 1s m 
itself racist. In their report, fifth e_state 
clearly chose to re-inforce domma_nt 
biases rather than screen an open m
vestig~tion of immigration consultants. 
fifth estate, in fact, chose _not ~o pres
ent their own findings whic~ disputed 
that blacks are the predommant law
breakers in immigration co~sultancy. 

The plot is simple, convement, and ef
ficient. fifth estate presents the hypo
thetical case of their Guyanese-Cana
dian client who, we are told, has a twen
ty-five year old cousin in ~uyana who 
has a Grade eight education and no 

129 



C: 
0 

i 
.Q 
0 
a: 

~ 
(.J 

TRIAL BY TELEVISION 

"fifth estate will return with enough evidence to potentially send a few of these sharks down the river." 
skills. What chance does this youth 
have of emigrating to Canada? Cut to a 
library-conference room where Eric 
Malling sits across the table from four 
immigration experts including the 
Head of Federal Immigration, Cal Best. 
Malling asks each in turn to evaluate 
the Guyanese youth's prospects of suc
cessful immigration. All four concur 
that it's a hopeless case. Best adds that 
he doubts whether the young Guyanese 
would even clear the preliminary 
screening in Guyana. This scene cuts in 
turn to Joyce Fraser, who provides the 
only immigrant-positive statement in 
the entire report as she gives some rea
sons why immigrants use the consult
ants: they need hope. 

The voice-over then informs us that 
the federal government is concerned 
with the practices of immigration con
sultants and is studying ways of licens
ing or regulating their activities. Ear
lier Malling solicits our active concern 
and possible participation (or interfer
ence) by stating "there's no doubt there 
are thousands of illegals living among 
us, living in fear of being discovered 
and possibly deported." 

Keeping your 
eyes open 
lntentionally or not, the words are load
ed. Such a statement is saying at the 
very least: 'keep your eyes open' and as 
only black immigrants and consultants 
are portrayed, the subject of our atten
tion has been very carefully focused. 
The following sequence from an inter
view with Immigration Minister Lloyd 
Axworthy has also been strategically 
clipped and placed within the ''.Getting 
Landed" story. Axworthy says: "We 
don't have the power to limit someone 
who wants to give advice other than if 
there is a clear intention of fraud and it 
can be proven under the Criminal Code. 
But as you can understand it's usually 
one person's word against another and 
so it's very difficult to get convictions." 
The next scene shows the CBC's 'client' 
being fitted with a concealed tape re
corder undoubtedly for the purposes of 
gathering evidence of "clear 
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intention(s) of fraud". Hang in there 
Minister, fifth estate will return with 
enough evidence to potentially send a 
few of these consultant sharks down 
the river. The voice over tells us: "we 
filmed with cameras hidden in a truck". 

Now we are shown the CBC's client 
vis_iting the offices of three black con
sultants. fifth estate told FUSE that 
the Guyanese man was the only person 
they found in a three-week search who 
was "courageous enough" to assist 
them by willingly giving his name, ad
dress and phone number to the consul
tants. We see him enter office doors and 
the camera tilts and zooms in on the of
fice windows. With every visit we hear 
the incriminating evidence "coming 
through the window" and we read cor
responding transcripts keyed over the 
window shots. Then Eric Malling and 
crew re-visit the first and third of the 
black consultants (apparently the sec
ond was already under investigation by 
the police) to confront them with the 
taped evidence of illegal counselling. 
The third ·consultant described as Mr. 
Willmot, avoids being interviewed. We 
see this person refusing to talk to Mall
ing. Next we see Malling standing in 
front of a building with a cassette mach
ine slung over his shoulder. Malling 
tells the viewers:" ... Mr. Willmot for ex
ample, who is coming here for a hearing 
at the Department of Immigration in 
Toronto this afternoon, was the one 
who suggested the client should consi
der a business marriage." Malling then 
'.plays' the evidence, again with a trans
cript shown simultaneously on the 
screen. 

Cut to the inside of the same building 
with Mr. Willmot standing beside an el
evator and Eric Malling attempting 
again to question the consultant. Now 
Malling and the cameraman follow Will
mot into the elevator (for a one minute 
and eighteen second ride) - journalism 
is left on the ground floor and a facsim
ile of a police investigation gets serious. 
No doubt fifth estate and the CBC felt 
justified, and perhaps even proud, that 
they managed to trap a black who they 
believed to be a criminal. Perhaps Mall
ing was even thought to be performing 

some act of heroic journalism. Consider 
for a moment the re-inforcement of a 
white authoritarian role model as the 
black (consultant or no consultant) is 
shown being 'justifiably' (because of the 
proceeding information) treated as a 
second-class citizen. 

Interrogation 
in the elevator 
Malling: ... It's obviously your voice, it's 
obviously your advice. I'm just curious 
because it would seem to me that you 
could get your client into deep trouble 
advising him to do that. Wouldn't you 
think so? 
Consultant: I suppose so. 
Malling: What about arranged mar
riages? 
Consultant: You have somebody who 
says I arranged a marriage for them? 
Malling: Well I certainly have some
body that you offered the arranged 
marriage to. (He) said that you could fix 
him up, that you could put him in touch 
with people. 
Consultant: Who was that person? 
Malling: Well (laughing as he speaks) 
you know the identity of the person 
isn't really the most important thing at 
this point. Have you done that or not? 
(gestures with arms outstretched as if 
giving up) OK (turns around to face con
sultant) We're trying our best to find 
out how you operate. If that is normal 
operation? 
Consultant: Of course not sir, I would 
do no such thing. 
Malling: You wouldn't do such a thing? 
Consultant: Of course not. · 
Malling: (laughing) Well how do you ex
plain your own voice advising some
body to do that and then to lie about it 
which co_uld get them into very deep 
trouble I think. 
Consultant: (walking towards opening 
elevator door) I suppose so. 

They happened 
to be black 
When FUSE talked to Fred Peabody, co
producer (with Gordon Stewart) of this 
fifth estate report, he responded by 
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, saying: "Our item was nothing to do 
with blacks. As far as we were con
cerned we were doing an item on immi
gration consultants." Peabody did tell 
us (but not the viewers) that they had a 
list of twenty possible immigration c~n
sultants including those who service 
and represent the Spanish, Portuge_se 
and Italian immigrants. From that hst 
of twenty, Peabody said that ten were 
considered to. be "suspecf'. "We sent 
our client round to nine personally and 
he contacted one by phone, again the 
majority were white. It so happened 
that the three who chose to offer him il
legal or questionable advice happened 
to be black. I think we should have 
pointed that out more strongly in our 
script." 

Not only did fifth estate choose not 
to show a more accurate survey of im
migration consultants, but when they 
explained quickly that the consultants 
"operate within every ethnic group" 
the following shot was of Kensington 
market in Toronto and the soundtrack 
was Caribbean music - black music. 

fifth estate further told us that be
cause they used a black client, this 
same client was treated with suspicion 
by the Spanish, Italian and Portugese 
consultants who would normally be 
dealing with their own ethnic group. 
However, Peabody was not willing to 
admit that this constructed imbalance 
could in itself produce racist results. 

Following the entrapment of Willmot 
in the elevator, Eric Malling returns the 
viewer to the panel of immigration ex
perts who are asked to judge the evi
dence. One of the lawyers, Mendel 
Green, says: "That's illegal advice, in 
my opinion he's breached the criminal 
code." Case closed. 

Fred Peabody did tell FUSE that "my 
understanding of CBC policy is that we 
do not give up tape or outs (outakes) to 
the police voluntarily. If the police show 
up with a search warrant they're wel
come to look for them; the CBC's a pret
ty big place." 

Though without the tapes and the 
outakes fifth Estate's material would 
not be admissable as evidence in court, 
the real question is what is the fifth Es
tate doing duplicating the enforcement 
branch of .the Federal Immigration Ser
vice, the Immigration unit of the RCMP 
and the intelligence unit of the Metro 
police? As the latter two ~ervices h~ve 
undeniably been very active collecting 
and investigating illegal_i~migra_nts, _le
gal immigrants and VlSlble ~inoritr 
Canadian citizens, wouldn't an investi
gative feature on immigration en~o~ce
ment have provided a more original 
topic? Finally ~ifth est~te ~ppears 
more interested in convenient Journal
ism consisting of rounded-out stories 
rather than questioning the entrenched 
values and authority which we thought 
investigative journalism was supposed 
to challenge. D 
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TRIAL BY TELEVISION 

We would like to thank the CBC, Global 
Television Network, Foster Advertising, 
Sunrise Films, COMAC Communications, 
Ballet Ys, The National Ballet, The 
National Film Board bf Canada, Little 
Sister Films, and Maclean-Hunter Limited 
for making 1980 our best year yet. 

~ kens.ington sound 
~ professional recording facilities 

Professional 24. 16. a, 4 and 2 track recording and mixing featuring MCI recorders with phase-locked transport, 
60 Hz pilot tone generator, noise gates, sibilance controller, vocal stressor, and more. • • 

170a baldwin st toronto tel (416)360-8339 
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A HISTORY OF METRO POLICE 
":hJ has the Toronto Police Deparbnent been so 
widely criticized in the last five years? 

ALLAN SPARROW 

~USE wishes to_ t~ank the editors of 
t_:If.KA f~r perm1ss1on to reprint this ar-
ic e which originally appeared in 

RIKKA 's Special Police Issue. (Spring 
1981, vol. VIII, No. 1). ' 

The Metropolitan Toronto Police 
Department has always had a good re
cord of successfully cleaning up a large 
percentage of criminal cases. Over the 
year s, as with any police force, there 
have been acts of heroism and generosi
ty by many individual members of the 
f?rce. While instances of police corrup
tion periodically surface, there has 
never ~een the wide ranging corruption 
found m many other big city forces 

/ With this generally good record, ~hy 
has the Toronto Police Department 
come under such widespread attack in 
the past five years? 

Up until the first decade after World 
War Two_, policing in the Toronto region 
~as ~~rried out by the individual muni
c1pal_1tres :,vhich. merged a number of 
services,. mcludmg policing, under a 
~etropohtan Government in 1954. un·
t1l that merger took place, policing was 
ve~y much localized with emphasis on 
officers working the same beat week in 
~nd w~ek out, often on foot. The polic
mg w h1ch took place then suffered from 
s_o~e ~f the common problems and de
f1c_1enc1~s which will be laid out later in 
this article, but at least it was a case of 
local police, working in local neighbour
hoods, sol_ving local problems. No mat
ter that 1t was unsophisticated work 
done by largely unsophisticated wat
chmen or patrolmen. At least they had 
A reasonable understanding of what 
was going on in their area. As far as the 
larger picture was concerned - the 
society in which they operated - it was 
not terribly complicated either .. 

~ecause they were known locally, the 
pohce tended not to be too abusive of 
local residents. They could be rough 
a~d tumble when necessary, especially 
with younger suspects and offender~ 
but th~y rarely went too far. As well. 
the s_oc1ety of the time did not believe in 
sparmg the rod, when necessary, with 
local toughs. 
Policing during this period was set 

Allan Sparrow is a former Alderman 
?n Toronto City Council and a found
rn~ m~mber of the Working Group on 
Mrnonty .~olice Relations. He is cur
rently wntrn_g a ten-~ear history of the 
Toronto Police and ,s also vice-presi
~ent of Domicity Ltd., a consulting 
~rrm specializing in urban problems 
rncludrng policing. • ' 
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against a backdrop of a society con
trolled _almost continuously since its 
foundation_ by Conservative govern
ments which often believed in order 
ahead _of law. Toronto was the capital of 
Victorian sentiment in North America. 
It was a very xenophobic culture which 
never really ope_ned its arms to foreign
ers of any stripe. It grudgingly ac
cepted them as long as they knew their 
place, were fully employed, kept out of. 
trouble and stayed in their own parts of 
town. 

The me~bership of the police depart
ment con~isted almost exclusively of 
la:ge, w~ite, . E_nglish-speaking males 
with family or1gms in the United King
dom. 

Beginning in the mid 1950s Toronto 
began to change. These changes had 
p~aked_ by the mid '70s. Waves of im
migration from Southern Europe, the 

Orient and the Caribbean radically 
altered the demography of social cus
~oms. There was a large influx of Amer
icans, many of whom objected to their 
country's ~oreign adventures in Viet
nam and its most racist policies at 
home. 

_Toro~to had absorbed waves of im
migration before, but mainly from Nor
thern and Cen~ral Europe and, of 
course, the Umted Kingdom. While 
these people had been under more pres
s~r~ to ass_imilate and had been more 
willmg to mtegrate into the common 
~ng)ophone culture of the day, the new 
1mm1grants of the '60s and '70s had 
~een under_ less pressure and were less· 
mterested m assimilation. 

Toro~t? went through an amazing 
and po~itry~ metamorphosis. One of the 
~ost sigmf1cant changes was the dem
ise of the more heavy-handed aspects of 

Phil Givens, Police Commission chairman and Police Chief Jack Ackroyd. 

MOBILITY-POLICE 
1979 

.. 798 
Automobiles. 

················· ············· 
Motorcycles . . . . . . . . . . . . ......... . .... ····•· .... 160 

TVP;:~r::~on~- ·. ·_ ·_ · .. ·_ ·. ·. ·_ ·_ ·. ·. ·. · .. ·. ·_ ·_ ·. ·_ · __ ·. ·. ·. ·. ·. ·_ ·_ ·_ ·. ·. ·. ·_ · .. ·_ ·. · .. · ·_ · · • • ..... 11 
T ... 9 

an rucks....... . ...................................... 51 Emergency Trucks 
Jeeps . . . . . . . .. · · · · .. · · · · · · · · 7 
Stake Trucks. · · · · · · · · · · .. · · · · · · · · · · · · · · · · 4 

Bus................. ················ -2 
. ' .... ' .. ".... ... ... . ....... '. . .. '1 

Horse Van Tractors ............................. . 
Horse Van Trailers · · · · · · · 2 

Car Trailer ......... _ _'_'_':::::::·············•··········· · · · 7 
.................................. ' .... 1 

Motorcycle Trailer ..... 
Bomb Disposal Vehicle · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 1 

Bomb Disposal Trailer .. :_'_'::::::::::::::::::::::::················ 
1 

""••···' .... '1 Front Loading Tractor. .................................. 1 
Boat Trailers ........ . 

VEHICLE TOTAL . . . . .. . . . . . .. . . · .. 3 
· · · ······ · ... · ····· .. · · · ······ ............. 1,060 
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the dominant Victorian culture, 
especially its moral values which were 
centered around the "control" of per
sonal expression. This shift was re
inforced by perceived needs to change 
those parts of the society which were 
viewed as being inequitable to certain 
classes of people. Several variations on 
anti-establishment counter-cultures 
emerged. These were largely youth
oriented and echoed changes taking 
place across North America. Never
theless they had a significant impact on 
younger middle class adults. 

During all of these changes what had 
happened to the Metropolitan Toronto 
Police Department? 

The para-military 
hierarchy remains 
Obviously the department had grown· 
with the increase in population. Predic
tably it had also become more bureau
cratic. To compound these two internal 
problems, the pattern of patrol work 
had been changed - from foot to cars, 
from the same officers on the same beat 
for months on end to different officers 
on different patrols every night. It had 
become a highly depersonalized opera-
tion. · 

While qualifications were rising for 
entry into most other occupational 
groups, they remained low for entry in
to the department. While new forms of 
management were being tr~ed in other 
organizations, the para-military hierar
chy remained entrenched and the span 
of management control within the po
lice force grew longer. 

Like most inherently conservative 
bodies, the police leadership reacted 
too often with fear and anger to the 
social changes they saw taking place 
around them. For several decades they 
had vented that fear and ariger through 
the establishment of "Red Squads" and 
other intelligence and operational 
bodies aimed at "foreign ideologies" 
and trade unions. In doing this, they 
aped the attitudes of the dominant Pro
gressive Conservative Party which con
trolled them. 

Historically the police establishment 
had also tended to display antipathy 
towards certain_ non-white immigrant 
groupings and the increasingly visible 
gay community - again a reflection of 
the values of the people who controlled 
the government. 

Newspaper alleges 
police brutality 
Beginning in the late 1960s and early 
'70s, the police began to direct an 
inordinate amount of attention towards 
the leading edge counter-culture 
groups and younger people generally. 
Symptomatic of this were attacks on 
demonstrations protesting the war in 
Vietnam in front of the U.S. Embassy. 
In the worst of these clashes, many 
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Padding 
The Budget 
On Friday, the 13th of March, the 
Metro Budget sub-committee re
viewed the 1981 Metro Police bud
get. Metro Police were asking for an 
increase of $33 million dollars over 
last year's budget of $205 million. 
Citing a rising crime rate as the 
reason for this increase, major re
quests include an additional 64 of
ficers on foot patrol, and major in
creases in the intelligence and mor
ality sections - $615,000 for intel
ligence - $325,200 for morality. 

Both private citizens and repre
sentatives from groups such as 
Lambda, the gay business council, 
Rikka Magazine, and Coalition for 
Blacks, spoke out against the bud
get. Richard Brown, the President of 
Lambda Business Council, question
ed the fact that while a breakdown 
was provided for "Equipment" -
citing the purchase of 6 horses for 
$7,800 - no comparable breakdown 
was provided for the intelligence 
and morality sections. 

These sections, designated as 
Special Units, fall under the jurisdic
tion of the Chief of Police, Jack 
Ackroyd, and are defined briefly in 
the budget: Intelligence: To monitor 
organised crime and report major 
crime activities; Morality: To en
force the laws relating to drugs, 
gambling and prostitution. 

Allan Sparrow, a former alderman 
on Metro Council, charged that the 
cited increase in the crime rate was 
a lie, pointing out that in fact the 
rate has dropped 22.5 percent since 
1977. He strongly suggested that the 
police spend more time on expand
ing social service programs to bring 
down the growing juvenile crime 
rate which is now one third of the 
total crime rate. He also observed 
that more money for intelligence and 
morality would only increase the 
growing hostility between the police 
and the various minority commun
ities in the city. At the moment, 
there is only one race relations co
ordinator provided for in the budget. 

Sparrow was outraged at the 
amounts spent on the bathhouse 
raids on February 5th, as they far 
exceeded the money spent on social 
service programs. His suggested 
figures on the raids were: $144,000 
on investigation prior to the raid; 
$600,000 on police appearing as wit
nesses during the trials of the 
"found-ins"; and $500,000 to the 
county courts for hearing these 
cases, making a total of $1,574,000. 
Unfortunately the obvious hostility 
between Paul Godfrey, Chairman of 

Metro Council and Sparrow did not 
allow him to conclude his analysis 
and protest. 

Peter Maloney, speaking to the 
committee as a private citizen, listed 
murder cases of recent years which 
remain unsolved. He suggested that 
the police were more concerned with 
harassing gays rather than finding 
the murderer of Lizzie Tomlinson, a 
five-year-old Toronto child who was 
raped and murdered. He said that 
Metro Police were acting like a 
'branch plant' of the RCMP with sim
ilar harassment and infiltration 
techniques, alleging that $90,000 
was being paid to Bell Canada 
annually for intelligence wire
tapping. 

Maloney charged that the commit
tee were not qualified to objectively 
judge the budget, citing personal 
connections between the police 
department and the committee 
members: Mayor Gayle Christie of 
the Borough of York has a boyfriend 
in the Police Department; Alderman 
June Rowlands has "an obsession 
with venereal disease" - prompted 
by a statement made earlier by her: 
"I am interested in cracking down on 
men who frequent bath houses and 
who give no thought to the civil 
rights of their wives or unborn child
ren." Maloney also pointed out that 
Controller Brian Harrison of Scar
borough has a son employed by the 
police force, and Controller Robert 
Yuill, the reviewer of the budget, 
wished to present a medal to Anita 
Bryant when she was in Toronto. 

Controller Harrison refuted these 
accusations and praised the bath 
house raids saying, "I think the 
police department did a hell of a 
good job. It's about time that the 
silent majority stood up and said: If 
you don't like it, move out." 

Despite this highly vocal public 
protest at the sub-committee meet
ing, the budget was passed the next 
day with the requested increases. 
The Municipality of Toronto, with an 
annual 1981 operating budget of 
$761?,475,000, gives the Police Com-
mission $233,659, 000 while the 
Social Services Program receives 
$188,482,000. Thus, the Police Com
mission receives almost one third of 
the Toronto budget, far more money 
than any other department. 

The budget's easy passage attests 
yet again to the fact that such public 
meetings are designed to defuse in
put and criticism from the communi
ty. The Police Department and the 
pro-police Metro committee know 
this only too well. For them, it was 
obviously just another exercise in 
pretending that channels of com
munication do exist between the 
public and its elected represen
tatives. qillian Robinson 
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police officers removed their numbe 
badges before wading into the demo: 
strators. ?ara~oia about a revolution 
on the University of Toronto campus -
of all places - prompted th h d . e pure ase f; tto_rage.of r10t gear in proximity to 

e nivers1ty. A so-called free college 
named Rochdale, which was dominated 
by coun~er-culture types, received an 
ext_raordmary amount of aggressive 
pol!ce attent~on which led to charges of 
police brutality. During the period th 
~lobe and Mail, a Toronto newspapere 
c1t~d several other examples of alleged 
police brutality against young people 

As ~ result ?f the newspaper publi~i
ty, Chief Justice Morand was com . • d . m1s-
s10ne . to do a report which was re-
leased m 1976 .. His report cited several 
ca~es of brutality and the giving of fa! 
evidence by police officers. One of t~! 
wors.t cases involved the use of a me
chanical claw on a prisoner's scrotum 

c1f·ans by calling for a complete overhaul 
0 the Toronto police. 

The Pitma~ r~port asked police man
age~ent to elimmate height and weight 
reqmr~ment~ for officers, to recruit 
mor~ _mtens1vely from minority com
munities, to develop a program of racial 
and ~ross-cultural sensitization and to 
require t~e psychological testing of of-
1cers. His report, like Morand's and 

Malon~y•s, once again appealed for a 
m
1
o~e Independent and effective com

p amt bureau. 
Like Morand and Maloney, Pitman's 

report was not effectively acted upon 
In fact, for nearly two years after th~ 
release of the Pitman report, minority 
groups reported more and more hostili
tr from the police. It was as if the reac
t10nar}'. e!em?nts in the police force 
~e~e d1ggmg m and showing how tough 

ey could be. The Police Commission 
reto Council and the Province eithe; 
oo ed t~e other way or tacitly en

dors~d this. hard line approach. 
Th1_s per_10_d_ culminated in the police 

shootmg c1v1lians to death at the un
P[ecedented rate, for Toronto of 

Maloney, Morand and Pitman. As well, 
they ~ushed for several new reforms 
revolvmg around the need for greater 
loc~l accountability and control of the 
po.lice /ind for representation from min-

c
or1ty ~o_ups in a restructured Police 

omm1ss10n appointed by the Metro 
governn:ient and not the Province. 

By mid 1979 there were a series of 
head on cla~hes between these groups 
and the Police Commission which had 
always been .dominated by appointees 
o.f the Ontar10 Progressive Conserva
tive go".ernment. (One Commissioner 
was a failed Tory candidate The Ch . 

h d . • a1r-
~an a given up his seat in the Leg
!slature to ~ead the Commission, leav
mg an op~ning for yet another Tory to 
replace him.) 

The _Commission tried a number of 
cosmet!c ploys to 'defuse' the situation 
but this o.nl)'. angered the pressure 
~oups .. W1thm a few months, indi
y1du~ls m the upper echelons of the pol
ice _hierarchy began verbally attacking 
t~e1r t~rmentors, aided and abetted by 
right wmg politicians. Nothing changed 
at s_treet !eve\ except that allegations of 
rac~st _and bigoted behaviour by the 
police mtensified. 

The Albert Johnson 
shooting 
The issue finally blew up and got out of 
contr?l w~en _Albert Johnson, a black 
~am~1can immigrant, was shot to death 
m h1~ own home by the police. The 
shootmg t?ok place under circum
stanc~s which were so distasteful and 
shockmg that several demonstrations 
took place, including one by 3,000 peo
ple who su~rounded the police station. 

The public outcry culminated in Tor-
onto City Council passing a resolution 
o! non-confi~ence in the Police Commis
s10fn and calling for a sweeping series of 
re orms. The Globe and Ma1·1 ed't . 
1· d "Th I or1-

a ize • e Police Commission does 

a m_ost one. a i:nonth in a ten m~nth 
p~ri.od startmg m mid 1978. Most of the 
Actims were working class and young 

th 
number were immigrants. Two of 

em were black. 

not have the credentials, presence or 
rank to take a credible position in the 
pres~1'.t. tense situation. In fact it has no 
cred1b1lity ... " 

. In~!ead of backing off or acting in a 
c?nc1liatory manner, senior police offi
cials and members of the Pol· C • . ice om-

Mor_a~d recommended bette·r 
su~erv1s1?n and training programs for 
police officers. He took a broad swipe at 
th~ leadership of the force, saying that 
Ch1et Harold Adamson must (my em
phasis) make it clear that excessive 
fo;ce and the giving of false evidence 
will not be condoned. Morand's report 
echoe~ the recommendations of a re
port issued a year earlier by a well
;nown lawyer, Ar_thur Maloney, calling 
?r a more effective way of investiga

tmg complaint~ against police officers, 
other than lettmg the police investigate 
themselves. 

Bigotry in 
the police journal 

m1stsho~ st ~Pped up their verbal attacks 
~n e1r crit~cs. This was soon followed 

y alle.gat1ons of harassment of 
community acti.vists by the police. 

Neither the Maloney nor the Morand 
r~port had much effect on a very defen
sive and entrenched police establish
ment. 

The Pitman Report 
In 1977, Walter Pitman, the President 
of Ry~rs?n Polytechnical Institute, was 
comm1ss10ned by Metro Toronto to re
p_ort on an app.arent increase in the in
c1?ence of racist behaviour in Metro. 
His report stunned the police and poHti-
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In th e 1?id~t of this wave of killing by 
the. police it .w~s 1iscovered that the 
h~~icb Associ~tio_n s internal journal 
and b~en publish_mg a series of racist 
Bl k got?d articles attacking gays, 

~c .s. Asians, Jews, Catholics women 
an Just about anyone who ~as not 
Anglo S~xon Protestant. 

The_ b1.gotry spewing from the Police 
Associat10n publication was the last 
straw.for _a number of community-based' 
organizati~>ns which mobilized to de
:and the im~ediate implementation of 

e outstandmg recommendations of 

.T.h? community did not moderate its 
cr1tic1sms, and instead stepped u it 
de_mands .until finally the Police co!mi~ 
s~10n cap~t.ul.ated. Unable to handle the 
ti.de of criticism, they arranged for Car
dmal Carter of the Roman Cath r 
Churc~ to intervene as an "arbitrat~:~ 
o~ the~r behalf. Carter was noted for 
his ~oc1al hob-nobbing with the Tory es
t~bhshment and community peo le 
v!ewed his appointment with ske pti
c1sm. Nonetheless, the Cardinal recim
mend~d an improved procedure for 
handlmg complaints against the police 
an end to verbal abuse of minorities' 

' 
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lower height and weight requirements, 
better efforts to weed out racists and 
more emphasis on foot patrols. 

Reluctantly and slowly ,the Police 
Commission began to make changes. 
The Police Association was still defiant. 
In local papers, the letters to the edit
orial page were periodically flooded by 
criticisms of police critics and immi
grants generally. The Ku Klux Klan of
fered to march shoulder to shoulder 
with the Toronto police to keep the city 
safe. 

The key political figure, Attorney 
General Roy McMurtry held back on 
implementing an effective procedure to 
deal with complaints of police miscon
duct. He refused to dismiss the Chair
man of the Police Commission, or any of 
its other members. He refused to lay 
murder charges against the police offi
cers accused of killing Albert Johnson. 

Out on the street the public pres
sures helped end the spate of killings 
by the police. None of the officers in
volved in the previous killings was 
found to have acted improperly, let 
alone criminally. 

A hiatus of sorts took hold until early 
1981 when the new Chief of Police, Jack 
Ackroyd, employed the Intelligence 
bureau to carry out a sweeping series of 
raids on gay baths. Almost 300 people, 
the bulk of them customers, were ar
rested. There were many allegations of 
wanton destruction of property and the 

physical and verbal humiliation of gays. 
The next night 3,000 people gathered 

on the main street and marched on the 
downtown police station. There, 250 
police officers ringed the building to 
keep the crowd back. Later, several 
hundred people marched IJP University 
Avenue and tried to mount the steps of 
the Legislature before being repelled 
by the police. 

It is clear at this stage to the most 
casual observer that the Toronto Police 
Department is in trouble. In August, 
1979, 2,000 people, mostly black, beseig
ed and shut down one police station. A 
year and a half later another 3,000 peo
ple, mostly gay, surrounded and beseig
ed another police station. 

Intolerance and bigotry 
What is wrong with the Toronto Police? 
Aside from becoming more depersonal
ized and bureaucratic, the basic prob
lem is that the Toronto Police Depart
ment is still too much like it was thirty 
or forty years ago. The standards to 
join the force are about the same, the 
quality of training is about the same 
and the intake of new recruits is still 
largely from the white male communi
ty. More importantly, the Toronto 
Police Department is still directed by 
the Provincial Tory government. Their 
values are the values of small time Vic
torian Ontario. The intolerance and 

Contrast! 

bigotry which stalk the Toronto force 
are the twisted reflections of the values 
of an Ontario which exists more and 
more only in the minds of Tory cabinet 
ministers. 

A police department is only as good 
as the people it works for. The Toronto 
Police force has always tended to work 
well for the Anglo-Saxon Protestant 
middle class and for upper class people 
of all stripes. It does not work effective
ly or fairly for many who are part of the 
increasing number of people who are 
not part of this exclusive class. 

In the immediate past, public pres
sure and demonstrations have tempor
arily curbed the tendencies within the 
police department to deal ·harshly with 
visible minorities, gays, immigrants 
and the working class young. Very few 
of the more basic and fundamental re
forms have been instituted. When mod
est reforms are implemented it hap
pens grudgingly and often with little 
will to make them work. 

In the absence of major reforms of 
the police by the Progressive Conserva
tive government and its appointees, it 
will be necessary for community groups 
to keep up the pressure until the Ontar
io government changes or is changed. If 
that change does not come soon, the 
Toronto Police Department may well 
become the agent which blows apart 
Toronto's tenuous and delicate multi
cultural society. D 
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MITCHELL CHERNOVSKY 
MALICIOUS PROSECUTIONS? 
Wh~t hap~ens to people who charge Metro 
police off 1cers with assault? 
In an article in the Toronto Star 
~ovember 6, 1980, Police Commis
swner Phil Givens outlined his views of 
what hap~ens to people who charge 
Metr? policemen with assault. Ever 
co~sc1~us of budgetary considerations, 
Phd Givens said that more and more 
leg'.11 fees are being paid to defend 
policemen and that they would be try
mg to _recover _s?me of this money by 
la~nchmg_ malic10us prosecution law 
~mts agamst complainants. He says: 
Holy Gee! When I see some of the bills 

th at ~ome in here for defending police
~en it_ makes me wonder if I'm in the 
right line of work ... " 

Now,_ one might wonder if rapidly 
escalatmg le.gal. costs might suggest 
th at Toronto s fmest are resorting to 
more and more violence to serve and 
protect us. This consideration appears 
t~ be absent from the article. However, 
G1ve~s does stress that malicious pro
s~cut10ns are only commenced after ad
vice fro~ the Metro Solicitor that the 
c~se agamst the police appears to be ~ 
frivolous. They also proceed against ~ 
persons who have the means to pay c:: 

damages: ~e says there is no threat to ~ 
anyone fdmg a regular complaint with 
the police complaint bureau. Givens 
f~el_s that there is no attempt to in
timidate_ anyone or to discourage a citi
zen havmg a real cause for grievance 
from charging the police. 

Havin~ Just completed the defence 
for a malic10us prosecution action com
!Ilenced by the police, I think the follow
mg story speaks for itself. 

The story 

poli_ce in~icated that this "extensive ex
perie~ce related to raiding after-hour 
clubs m the Oakwood and St. Clair area 
o~ Toronto. Most of their raids were 
directed against parties held by black 
people. A is black. 

The party and 
arrival of police 
After weeks of anticipation, the night 
of the party ,came. A and his wife went 
down to the hall early, cleaned and 
decorated it and prepared goat curry 
for their guests. The party started and 
by all ~ccounts everyone was having a 
good time. There was a cash bar (beer 
50 cents and liquor 75 cen'ts) and 
re~ords for dancing. According to the 
evidence of all the partygoers nobody 
w~s ~ollecting money at the do~r for ad
m1ss10n. 

~ent outside where four male police of
fic~r~ dressed in street clothes were 
wa1tmg. She told them that her male 
P'.1rtn~r was being held inside against 
his will! The four officers immediately 
rushed into the hall armed with a. 
sledgehammer in case the door was 
barr~d. When they arrived the door 
wasi:i t barr~d and the officer inside was 
leanmg agamst the bar chatting with 
'.1nother guest. The four officers went 
mto the hall without announcing that 
th ey were police and started pushing 
the guests aside. 

An officer is assaulted 
At this time, Mr. L was in the vicinity of 
~he bar. Although he was neither drink
mg nor selli_ng liquor, an officer ap
pr_oached to mterrogate him. When L 
t~1ed to w~lk away, the officer seized 
h11i:1, (~o ev1_dence was given in the trial 
to J~stify this arrest.) L broke away and 
ran mto the hall. Police testified that he 
p~shed another officer down, bent over, 
P!cked up a beer bottle and threw it at 
h11'?-· 1:he bottle shattered against the 
office: s h~ad and seriously injured him. 
At this_ pomt, a fight broke out between 
the officers and some other guests and 
L. was arrested and charged with woun
dmg the injured policeman. Later a 
n_umber of uniformed police officers ar
rived and the fight immediately broke 
up. 

At the later jury trial L was aquitted 
~f ~he c~a:ges because there wasn't suf
f1C1~nt ev1~ence to identity him as the 
police assailant. 

The interrogation of 
A and K 

Mr. A was married in the winter · of 
1976-77 but owing to his limited income 
he only had a civil ceremony and no par
ty. As a result, he decided to throw a 
P'.1rty for his friends on his first an
mver~ary. ~ hall was rented, a liquor 
pe:m1t obtamed, and invitations were 
prmted up. Unfortunately when A was 
ma club giving an invitation to a friend 
the clu~ ~as. rai~ed by the police and 
one of ~1s mv1tat10ns was seized. Based 
on . their "extensive experience" ·the 
police. re'.1soned that these invitations 
must md1cate that A was planning to 
break the law by selling liquor after 
1:00 a.m. In their own evidence, the 

Mitchell Chernovsky is a lawyer and a 
member of the Law Union of Ontario 
He practices in the area of criminai 
law, te~ants' rights and workers' com
pensation. 

. At around 1:15 a.m., two police of
ficers dressed in plainclothes entered 
the party. One wa~ a black man and the 
other a white woman. They went to the 
bar and ordered a drink. But their re
quest was refused because the bar had 
been ~losed at 1:00 a.m. However, 
accord mg to the police woman, she saw 
anoth er guest come up to the bar and 
pay for a drink after her request had 
been :efused. This apparent breach of 
th e Liquor Permit was unobserved by 
he~ male _co'!lpanion. Also, both police 
officer~ md1cated that Mr. G was 
at~e~dmg at the door collecting an ad-· 
m1ss10n charge and they had given him 
a marked twenty dollar bill. 

After a short time, the police woman 

~ccording to K's evidence, he had ar
rived_ at the party just when the fight 
w'.1s 1~ p~ogress and stayed outside 
wit~ his wife wondering what was hap
penmg. T~e police then came out and 
a:re st e~ him. They said that they had 
give~ him a marked twenty dollar bill. 
K s~id tha_t on the trip to the station the 
polic~ officers threatened him. While 
walkmg from the car to the station 
they began kicking his heels. The reai 
a_ssaults, however, occurred in the sta
t10~. K testif~ed that he was ordered to 
s_tnp naked 1~ front. of five police of
f1~ers. A~ officer twisted his arm and 
kicked him, constantly demanding to 
k~ow where the marke'd twenty dollar 
bill was. K was, of course, unable to 
help them as he had just arrived at the 
hall. When it finally became apparent 136 
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that he didn't have the money, he was 
given a summons for violations of the li
quor license act and released. 

Mr. K's evidence was contradicted by 
the police officers. They said that there 
were only two officers in the room and 
that he was questioned about the liquor 
offences in the normal manner and re
leased. It was notable that they took 
twenty-three minutes to ask questions, 
search and then ticket him. Secondly, 
one officer, N, testified that K was 
stripped and searched while another of
ficer, D, said that he saw no such thing. 
They tried to reconcile this by saying 
that he was stripped and searched after 
D left the room. However, at a previous 
trial and on their pre-trial testimony 
they swore that they were together at 
all times during the investigation. 

A testified that he was taken to the 
station and placed in a cell. He waited 
there for about two hours and then was 
questioned by two sergeants who asked 
him about the identity 9f the person 
who threw the beer bottle. According 
to his evidence, when it became clear 
that he did not know the identity, one of 
the officers said, "Just another fuckin' 
nigger. Never knows anything." He was 
returned to his cell and told that he 
should call the police w.hen he decided 
he knew something. The police deny 
that they questioned him about the 
identity of the assailant and deny that 
the above insult was made. 

A gave the following evidence. At 
around 4:00 a.m., N entered the cell and 
demanded to know who had thrown the 
beer bottle. A did not know and N 
slapped him across the face. This 
method of questioning did not assist A's 
memory because he did not know the 
assailant. N apparently thought that 
kicking A in the shins might jog his 
memory and this was tried but with no 
better success. N then got the bright 
idea that perhaps A would tell him 
what he wanted to know if he was nak
ed. A was ordered to strip but was still 
unable to help the police. As he was get
ting nowhere, N left the cell and A put 
his clothes back on. All of this is denied 
entirely by N. 

A further testified that he was then 
taken from his cell at around 4:10 a.m. 
and brought to an interview room 
where N and D awaited him. D said that 
he would like to ask A some questions 
and then went around behind him and 
grabbed him by the neck. No questions 
were asked but it·made little difference 
as A was being choked and couldn't 
answer anyway. After this procedure 
the officer sat down and wrote out his 
tickets and told him to leave. 

Both police officers flatly deny this 
allegation as well. However, they were 
unable to justify arresting A in the first 
place. They already had his name and 
address and he was apparently very co
operative with them. Secondly, they 
waited until 4:15 a.m. to question him. 
Thirdly, they said that they did not 
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need to know the name of the person 
who had thrown the beer bottle as they 
had already arrested someone. How
ever, it was quite clear that their iden
tification was poor as the hall was dark 
and the beer bottle was thrown from 
the midst of a crowd. 

The pol ice prosecution 
Both A and K went home from the 
police station and showed their bruises 
to their wives. During the next two 
days, they both went to the same doc
tor and told him what had happened. 
The doctor noted the bruises which 
were consistent with the history given 
by his patients. 

Neither A nor K had ever been in 
trouble with the police before. 
However, they were quite sure that this 
experience could not be justified by 
anything in the police manual. They 
were also quite sure that they were not 
in breach of any provision of the Liquor 
License Act or the liquor permit. They 
each went to a lawyer and told them 
what had happened. A also went to the 
Human Rights Commission but nothing 
came of this. 

Their lawyers each wrote to the po
lice department asking for the names of 

guilty until 
proven malicious 

MALICIOUS PROSECUTIONS 

who assaulted him wasn't there. A se
cond line-up was arranged and N was 
identified by A. _ 

As a result of these line-ups, A charg
ed both D and N with assault, and K 
charged D. It should be pointed out that 
the descriptions given to the police by 
the lawyers more or less matched in the 
case of A. However, for K, the officer 
was described as having red hair and a 
moustache; whereas he had brown hair 
and no moustache. However, K testified 
that his ability to verbalize the features 
of the officer was poor. 

Legal proceedings 
The trial of the two police officers came 
up in September, 1978, and they were 
aquitted. The trial judge felt that the 
evidence for the Crown was inconsis
tent and unreliable and that it would be 
unsafe to convict the officers on this 
evidence. 

The trials of A and K on the liquor 
charges were held in January, 1979. At 
this time, K was convicted and A was 
aquitted. During the course of this trial 
a voir-dire was held to determine 
whether the statements of A and K at 
the station were admissible evidence. 
During this procedure, the Crown must 
establish that any statement made to 
the police was made without fear of 
threats or promise of favour. During 
the voir-dire extensive evidence was 
given on the alleged assault by the 
police which was denied by the police. 
After a full hearing, the Provincial 
Court Judge held that the Crown had 
not established that the statements 
were voluntary. In other words, the 
Crown could not prove beyond a rea
sonable doubt that no assault had occur
red. 

MaHcious prosecution 
Because we want to encourage open
ness to the courts, malicious prosecu
tion cases are difficult to establish. 
However, when criminal proceedings 
are carried on without any reasonable 
basis and maliciously, the Plaintiff 
should succeed: 

To establish that there was . an 
the policemen corresponding to the absence of reasonable and probable 
descriptions they had received from cause, the Plaintiff must prove that the 
their clients. As a result of these let- Defendant did npt honestly believe in 
ters, the police complaints bureau set his guilt or that there was no reason
up a line at the police station. In the able basis for bringing the proceedings. 
line-up, about 12-14 officers sat around This is a determination for the judge 
in a room, all in plain clothes wearing alone, according to our law. 
no name designation. K and A each en- , If the Plaintiff successfully crosses 
tered the room separately and each this bridge, he must still establish that 
pointed to D as their assailant. the proceedings were carried on malic
Although A's lawyer had indicated that iously, that is to say, for a purpose other 
the officer who wrote his ticket was the than the due administration of the law. 
one who assaulted him, this officer was Any improper purpose would suffice -
not even in the line-up. I have been such as vindictiveness or revenge 
unable to find anyone who has heard of against the police as well as laying 
a line-up where the prime suspect charges just for plea bargaining pur
didn't even attend. However, A was not poses. This is a determination for the 
fooled and stated that the other officer jury. 
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The police commission 
gets involved 

proceeding was commenced and 
brought to trial in November, 1980. he was not satisfied on the evidence 

that the assailant was D. He therefore 
held that K did not have reasonable and 
prob~ble cause for commencing the pro
cee?mgs and that the jury should 
dec~de whether they were motivated by 
malice. 

J~ police commission, the governing 
0 Y _of the Metro police force, is re

:ron~1b;e for paying the legal fees for 
~ . e ence of police officers facing 

cru~mal charges in the execution of 
their duty. In this case, the legal bill 
was $l,000.00. Apparently,• the police 

The trial 
At ~he trial itself, the police officers 
continued to maintain that they never 
sa~ a~y assault and A and K continued 
~o ms1st t~at they were assaulted. Dur
mg. the tr1a_l, the lawyer acting for the 
police officers put the following 
arguments before the courts: 

commissi?n felt that they had a strong 
case agams~ A and K because the 
ch_arges a_gamst the police were dis
missed wit~ s?me adverse comments 
by the provmc1al court magistrate. No 
~oubt,_ they also asked the police of
ficers involved, who continued to deny 
that there was any assault. 

After concluding that they might 
have a good case, the solicitor from the 
Me~ro so~icitors office approached the 
police ~fficers and asked them if they 
would li~e to sue A and K for malicious 
prosecut10n. A malicious prosecution 

IMMIGRATION RAIDS 

~that,, t~e us~. of the words "nigger", 
. wop ' kraut ' etc., were often used in 
Jest and that perhaps Messrs K and A 
should not have taken offence· 
•~hat the jury should be careful not to 
g:ive _K and A's case special considera
tion _Just because they were black (sug
gesting somehow that this was being 
requested); 
•that A was, perhaps, a racist himself 
beca.use he had no white people at his 
party; 
•that ft was.quite proper for the police 
to strip K because he might have hid
den the marked twenty dollar bill in his 
anus; 
•that if_the jury did not find in favour of 
the police they would be unable to do 
their job in the future and Toronto 
would become like Detroit or New 
York; 
~that th~ police showed great bravery 
m rushmg into the party in plain 
clothes armed with a sledgehammer 
e_ven tho~gh, as it turned out, the of
ficer was m no danger at all. 

At _the _end of the trial, the judge held 
that, m his view, A was assaulted by the 
two police officers involved in the man
ner _t~at he described. As a result, the 
~ali~10us prosecution against him was 
dismissed and the counter-claim for 
assault went to the jury to determine 
the damages he had experienced. With 
regard to K, the judge felt that he was 
assaulted at the police station but that 

T~e jury then decided that K's pro
ceeding~ -:vere, motivated by malice, and 
th e malicwus prosecution against him 
succeeded. Moreover, they felt that the 

Justice is 
black & \Nhite 

damages that A had experienced when 
he was.assaulted by the police were nil. 

Our Jury system is designed to repre
sent the_ common values held by our 
~ommumty. In my opinion their findings 
m ~he ~as~ w~re a total victory for the 
police, md1catmg that they either com
pletely disbelieved A and K or if not, at 
!east felt ~hat the police were justified 
m a~sa_ultmg them because an officer 
was mJured. It should be remembered 
that the police not only enforce our 
laws, they also enforce society's 
values. 0 

JOHN CREYSON 

Th~ Toronto black community gets top priority for 
police harassment - again 

"Surely racism is that old bogey, dis
trust of _str~n_gers, in a new suit. Are 
these ~mor1ties as blameless as they 
'!ould like us to believe? Why, in the 
firs~ place, did they go to all the aggra
va~10n to leave ~ome? Why Canada?.,. 
It is worth ment10ning here that White 
Ang!~ S~xoi:i Protestants are no longer 
a maJor~t! m this country ... WASPS 
are trad1t10nally aggressive and oppor-
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tunistic and adaptable. And mean. Now 
t~~t. we are a minority group, the possi
bilities are endless." So wrote Ken 
_:egla~ in the May, 1978, column, 
. Penswners. News", a regular feature 
m the Police Association's internal 
newsletter, News and Views. 

That t~e above reads like a manifesto 
for a police state will shock few in Tor
onto's black community at this point. 

Th~ acqui_ttal in November, 1980, of two 
police officers charged with the shoot
mg ?f black_ citizen Albert Johnson un
?erlmed this - the acquittal coming 
Just days after the defeat of incumbent 
ma;yor John Sewell in the municipal el
ec~wn. _Sewell, a vocal supporter of min
ority rights ~1;1ring his two-year term, 
was often critical of the police depart
ment and their blatant harassment of 
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ethnics and gays. More recently, the 
militaristic nature of the February 5th 
raids on gay baths has once again 
shown all minority groups in Metro just 
how true Peglar's assertion is: "The 
possibilities are endless." 

Immigration raids 
While the baths raids commanded front 
page headlines in February, word-of
mouth rumours travelled through the 
black community about another muta
tion of police power - immigration 
raids. Stories spread about the police 
invading churches, restaurants, private 
residences, clubs, and businesses (even 
stopping people on the street), checking 
identification and detaining anyone 
who couldn't produce their passport on 
the spot. The raids seem to have been 
carried out in cooperation with Depart
ment of Immigration officials, the Nar
cotics Squad, and/or the Emergency 
Task Force (well known in Metro for 
th'eir violent SWAT tactics). Well 
founded fears within the black commun- . 
ity of further police intimidation and 
violence kept most people from coming 
forward publicly. To register a com
plaint about police harassment must 
have seemed ludicrous to many any
way. Albert Johnson filed eight such 
complaints with the Human Rights 
Commission, none of which prevented 
him from being shot dead in his home 
by police in August, 1979. 

Blacks in this city have come to ex
pect harassment from police, which 
could be explained in part by the racist 
attitudes of' individuals within all sec
tors of society, including some members 
of the force. These recent immigration 
raids would seem to follow this pattern 
of racist harassment, as they appear to 
be directed at apprehending only 
blacks who might be contravening im
migration law, even though blacks 
make up only a small percentage of 
those living illegally in Canada. How
ever, the sheer scale and escalation of 
the raids indicates that racism is per
haps only one motivation within the 
context of some larger political strat
egy. 

Searched at gunpoint 
At a public meeting held in late Febru
ary at the University of Toronto's Inter
national Student Centre, Jesse Daniel 
and Jurebu Cason of Gayap Rhythm 
Drummers, an Afro-Caribbean drum
ming band, told an audience of nearly 
sixty people about a raid on the band's 
rehearsal space located above a store
front in Kensington market. On Febru
ary 6, 1981, the Emergency Task Force 
burst in on the band's evening practice. 
Brandishing rifles, they forced the five 
musicians present to kneel with their 
hands on their heads. The Narcotics 
Squad, Metro cops and Immigration of
ficials then entered and a search war-
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IMMIGRATION RAIDS 

Mistaken for a ride In trying to ascertain authorship of the raids men· 
tioned in this report and other raids known to have occurred FUSE magazine spoke 
with immigration lawyers, Metro Police, the Toronto Star and the Toronto and Ottawa 
offices of the Immigration Department. In talking with Metro Police, some ten of
ficers, mostly staff-sergeants from 52.and 14 Division told FUSE that many different 
records are kept of police operations. Though the police would say where such in
formation might be found and who "would know if anyone knew", the round-robin 
series of phone calls produced a fat zero: no confirmations of any raids in Honest Ed's, 
Bloor Place, Gayap Drummers or Knob Hill Farms. 

The Immigration Department was more co-operative. Their Toronto Media Rela
tions director, Paul Hardy, told FUSE that after checking "all down the line, (we) 
weren't even aware of them (the raids). It sounds more like a police operation; we don't 
work that way." Hardy explained that the Toronto Immigration Enforcement section 
has only 24 officers and they "couldn't pull off' raids of that size. Yet in many of the 
raids, eye-witnesses reported the participation of "immigration officials". 

The RCMP also has an immigration unit, as its jurisdiction covers all federal laws in
cluding the Immigration Act. The Immigration Department implied that the RCMP 
and Immigration each act independently. What role if any has the RCMP Immigration 
Unit been playing in the recent Toronto raids? What control does the Federal Minister 
for Immigration have over the enforcement of the Immigration Act? And who were 
the "immigration officials" present during the Toronto raids? Federal Director 
General of Immigration Enforcement, John Rucker told FUSE from his Ottawa office 
that Immigration could not support any misuse of the enforcement of the Immigration 
Act as a cover for non-related police investigations. And yet police officers have 
stopped visible minority citizens and asked them for their papers and passports. It has 
happened on the street, in churches and in stores. If the Immigration Department and 
the RCMP are not involved then such substantial immigration operations are without 
authority. -C.R. 

rant was produced. Under suspicion of 
concealing weapons and/or drugs, the 
premises were searched. Some mem
bers of the band were stripped, hand
cuffed and searched at gunpoint. At one 
point police threatened to flush the 
head of one of the band members down 
the toilet. 

Unable to find either weapons or 
drugs, the police raided another apart
ment upstairs, and finding a small 
amount of marijuana on the premises, 
arrested the two residents, who were 
also black. 

Meanwhile, Immigration authorities 
suggested that the Gayap drummers 
might be harbouring illegal immi
grants. They were ordered to produce 
identification, which they all did. They' 
were then taken down to Police Divi
sion 11. The reason? Failure to carry 
their passports with them. After being 
detained for several more hours and , 
subjected to further intimidation, the 
band members were released. "They 
waited until after the subway stopped 
running to let us go", Cason told the 
crowd. Earlier in the evening, he _and 
Daniel had identified a black man in the 
audience as one of the officers who had 
taken part in the raid. They also identi
fied another policeman and a member 
of the local KKK, all in street clothes, 
who had infiltrated the meeting. 

Two weeks later, Daniel talked about 
the possible motives for the raid. He 
suggested that the search for drugs and 
weapons was less than a priority - per
haps little more than an excuse - add
ing that for years the police have per
petuated the idea that Rastafarians 
traffic actively in both. He also suggest
ed that the reason for taking Gayap to 
11 Division, when the raid took place in 
14 Division, was due to 14's reputation 

for minority abuse and harassment. 14 
Division, no doubt, didn't want to be 
associated with the raid. 

Looking for 'illegals' 
but none found 
The Gayap incident parallels a similar 
case that occurred in December, 1980, 
when the home of a Toronto Sikh family 
was violently raided early one morning 
by the RCMP, again in search of illegal 
immigrants. While the father was held 
at gunpoint, officers ransacked the 
apartment, desecrating the family's 
prayer shrine in the process. Again, no 
charges were pressed as no illegal im
migrants were found. 

The Gayap raid, involving three dif
ferent sections of the force, two police 
divisions, and Immigration officials, re
quired a great deal of--coordination as 
well as considerable public expense. 
Charles Roach, a local black activist and 
civil rights lawyer, surmises that the 
authority for the raid, given its scale, 
must have come from the Unit Com
manders in both Divisions. It se(lms im
possible, however, to justify such a mas
sive effort when in the end no charges 
were pressed against any band mem
ber. Daniel suggests that the nature of 
the band's activities, both as perform
ers (t_heir songs explore concrete pol
itical realities, such as racism) and as 
educators (working with black youths 
in the city) may have been a factor in 
singling out Gayap for harassment . 

Two weeks earlier, th~ Bloor Place, a 
downtown restaurant/nightclub fre
quented by a racially mixed clientele, 
was raided in a similar manner, and has 
since closed down as a direct result. At 
about 2 a.m. on January 25, the Metro 
police, the Task Force, the Narcotics 
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Squad and Immigration Officers all 
bur~t in without warning, turned on the 
glarmg overhead lights and forced ter
rified customers (the black ones only) 
up against the wall. Juliet Gillette, a 
cashier working that night, estimates 
~hat there were at least seventeen pol
icemen, not including the Task Force of
~icers. "They were holding the guns -
1t was like they were in Africa hunting 
down wild animals. They said on the 
search warrant that they were looking 
for weapons, but it turned out it was 
more than weapons, because they came 
with Immigration (officials). It was like 
a police station there. People had to 
talk to some cops, they had to go up on 
the stage where they had to sit down. 
(Then) they were checked out by Immi
gration." 

Gillette says that several women 
were taken aside to be strip searched 
for drugs. At least one woman was fully 
stripped before an officer advised the 
other policemen just to check for identi
fication, and not to bother with a thor
ough search. Gillette added: "There 
were two white girls there and they 
just let them go out the back. They told 
them there were better clubs for them 
to go (to)." 

Over sixty people were taken in 
three paddy wagons to 52 Division. The 
majority of those detained had been un
able to produce "sufficient" identifica
tion, e.g. their passport. A few others 
had outstanding fines. It has been im
possible at this time to ascertain how 
many immigration infringements were 
uncovered in the raid, but by all ac
counts from within the black commun
ity, there were very few, if any. 

Media ignores 
harassment complaints 
There have been rumours that other 
clubs, including Foxes and the Caribb 
Tavern in Scarborough, have all coinci
dentally closed down within the past 
two months, some for so-called 'renova
tion'. Charmaine Montague of the Uni
versal African Improvement Center 
suspects that they were also victims of 
police/immigration raids. Dudley Laws, 
Executive Director of the Center, held a 
press conference in early March in re
sponse to the nearly fifty complaints 
the Center had received regarding 
raids, passport checks on the street, 
and related harassment. Both Jurebu 
Cason of Gayap and Juliet Gillette 
spoke at the press conference, but the 
media virtually ignored the event. Only 
the Toronto Star responded, running a 
brief news itein which didn't mention 
any specific cases, only that there were 
"complaints". 

Honest Ed's, a discount department 
store in Toronto owned by Ed Mirvish 
(who proudly claims that he has "more 
bargains than brains"), was allegedly 
raided on February 21 by police and Im-
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migration officials. According to one an
onymous report, the police were look
ing for someone in Solomon's Barber
shop (a business on the same block that 
caters to blacks) and were directed 
from there to Honest Ed's. Once in the 
store, the doors were sealed, about for
ty blacks singled out, and those lacking 
passports were taken down to 14 Divi
sion. 

However, Staff Inspector Ernest 
Bailey of Community Services insists 
that there was no raid that day. He 
claims that a woman had been arrested 
the previous day in the store for shop
lifting, and that two officers were sent 
the day of the alleged raid to collect 
more information. Ralph Carston, Hon
est Ed's Chief of Security also insists 
that there was no raid, but said: "It's 
not an isolated rumour, it's coming from 
all sides." 

The key piece of legislation involved 
in these and other raids (stories also cir
culate about a raid in February at the 
Jesus Christ of Prophecy Church, in
volving 90 people), the Immigration 
Act, is conveniently loose in its defini
tion. It allows peace officers (a catch-all 
for The RCMP, the Provincial and City 
Police, and Immigration· Officers) with 
"reasonable grounds" to suspect that 
the Act has been violated, to make an 
arrest. Likewise, adequate identifica
tion may be defined at the discretion of 
the officer, so that, strictly speaking, 
the demand to produce a passport (even 
on the street) is, in the eyes of the law, 
defensible. 

Unked by computer 
to Immigration Centre 
Although Metro police have· on many 
oc~asions publicly claimed comple'te 
umnvolvement in Immigration matters, 
reality contradicts the claim. Charles 
Ro~ch told FUSE that in 1972, Deputy 
Chief James Noble was responsible for 
implementing an interactive computer 
system which put the Metro Police 
force "on wire" with the Regional Im
migration Centre in Toronto. Roach 
says of this liaison: "Since that time, 
the (Metro Police) have a pretty set 
policy of checking out all persons who 
are arrested or stopped, and who look 
as though they may be immigrants be
cause of their colour or their accent or 
something - checking them out to see 
whether they are wanted, or whether 
they are here illegally." (Toronto Im
migration enforcement denies the com
puter link.) 

The implementation of this coopera
tive information system only under
lines what can, at times, appear to be 
police policy - that blacks are guilty 
(of something) until proven innocent. 
While these large organized raids are 
recent occurences of the past two 
months, the enforced criminalization 
through the harassment of individuals 

has a long history, even more so with 
the RCMP, who have traditionally been 
more public about their execution of im
migration law. The recent cases de
sc~ibed below are but two of many. 

RCMP uses 
strong-arm tactics 
• Carmen Murray, a Canadian citizen 
working as a nurse at the Barton Nurs
ing Home in Toronto, arrived at work 
one morning early in March to find that 
two RCMP officers had been searching 
through her employment files, which 
contained her landed immigrant status 
papers, passport and citizenship num
ber. Investigator Rod Douthwright and 
H. Rogers (Immigration and Passport 
Section) locked her in the administra
tive office of the Home and interrogat
ed her for about forty-five minutes. 
They insisted that her real name was 
Grant, and that she was not a landed 
immigrant. , 

In fact, Murray's maiden name is 
Grant. She married her husband, Rad
way Murray 1 a landed immigrant, in 
1973, and has been a citizen since 1979. 
The officers, however, refused to be
lieve her and threatened that they 
would return. She has since contacted 
her MP Bob Kaplan who has promised 
to investigate the matter. She insists: "I 
have my rights, and I have to protect 
myself and others. I have heard reports 
of this type of harassment before, and 
some people are afraid to talk. But I am 
not afraid. I want this matter investi
gated." 
• Ron Taylor's case is more disturbing. 
A Canadian citizen since 1971 (original
ly from Jamaica) and an unemployed 
electrician, Taylor had a room in a 
boarding house in downtown Toronto. 
On the morning of January 29, 1981, his 
door was kicked in by two plainclothes 
RCMP officers, who began to choke and 
beat him, referring to him as 
"Williams" during the assault. The 
landlady, hearing the commotion, came 
up, and tried to tell them that they had 
the wrong man, that a man called 
Williams did live there, but was in the 
room next door. Realizing their 
mistake, they stopped beating him, and 
began to talk to him. They allegedly 
told him that if he didn't lay assault 
charges against them, they wouldn't 
charge him with assault either. He kept 
asking them to leave his room, at one 
point trying to push them out the door, 
but they repeatedly refused to do so. 
One of them went to the room next door 
and found that the real Williams was 
there. However, Williams broke away. 
One of the officers pursued him, and the 
other remained with Taylor. Metro 
police officers were then summoned, 
and Taylor was again beaten - the 
landlady stated, that at one point, the 
police ·officers threw him on to the bed, 
Jumped on top of him and hit him 
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Civil rights lawyer Charles Roach. 
repeatedly, at which point the bed col
lapsed. Bleeding quite badly from num
erous injuries (which were later docu
mented) Taylor was arrested and charg
ed with two counts of assault causing 
bodily harm. The case went to court, 
but he was arrested again before it was 
concluded, because the police had dis
covered what was referred to as a "min
or outstanding charge" against him still 
pending in Montreal where he remains. 
The RCMP and the Metro Police were 
no doubt eager to keep the case out of 
the courts, and the public eye. Taylor's 
appearance on the CBC Evening News 
the night after the raid, which featured 
a closeup of his battered face, may have 
prompted the RCMP to bury the inci
dent for the time being. 

The preceding accounts show the 
similarity between raid tactics used by 
the RCMP and Metro Police. However, 
the involvement of the Metro Police in 
the recent large-scale raids on the Gay
ap Drummers, Honest Ed's and black 
clubs, like the Bloor Place, is a new 
development and would seem to point 
to an emerging role for Metro Police in 
Immigration matters. Add to this the 
suspicious silence in the media about 
the raids, and it would appear that 
harassment of blacks is not the final 
motive for these recent police actions. 
If it were, one would ·assume that the 
press would be full of stories about how 
the cops are cracking down on the "dan
gerous problem of black illegals that 
has mushroomed in recent years." Ac
tua-lly, one suspects that both the media 
blackout, and the vigorous police den
ials that such raids have occurred, may 
be linked to their m\l,rked lack of suc
cess in uncovering drug, arms, or immi
gration violations. 

Using fear to control 
I asked Charles Roach if he saw the 
raids as a backlash to the self-mobiliz
ing of the black community last year in 
response to the Albert Johnson case. 
He commented: "The factor of creating 
a situation of terror in people's minds is 
a way of controlling their conduct. 
(However) I think that the police are 
sophisticated enough now to realize 
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that such actions could (in turn) trigger 
demonstrations and make things 
worse." 

Many associated the bathhouse raids 
with the provincial elections and the 
direct political gains the Tories made 
by putting the NDP/Liberal 'lipservice' 
promises (to amend the human rights 
code to include sexual orientation) on 
the hot seat. Similarly, the current im
migration raids are being linked to gov
ernment. Roach surmises that this 
specific local situation ties in to events 
on a national scale. "Perhaps the police 
chiefs are thinking about their readi
ness for a mass situation that might 
arise at any time. Trying out their abili
ty, making test-runs on situations 
where they are S!Jre that it won't blow 
up in their faces, because it's a weaker 
situation. In Ottawa, they're talking 
about: How can we react to a hostage
taking situation if, for instance, the U.S. 
embassy is taken over? Do we have the 
capability? They've been talking in pol
ice intelligence units about situations 
like that, so I rather suspect they (Met
ro Police) are developing their Emer
gency 'Task Force (even though) they 
don't have enough opportunities to de
ploy themselves. So I think that there 
may be a temptation to flex their mus
cles in a situation that really doesn't 
warrant it." 

The black community 
used as guinea pigs? 
If Metro Police are using the black 
community as guinea pigs to practice 
their projected war games on, this only 
underlines the fact that these raids are 
at best a make-work project. An exer
cise in self-justification by a force swol
len dangerously both in budget and 
numbers far beyond the needs of its 
community. Roach continues: "I can't 
imagine that they would have a couple 
of hundred more men doing nothing. 
The amount of manpower that they've 
got going and the amount of general 
police authority they've go.t - I think 
you'll find it resulting in more people 
being arrested. 

:'One thing that we're sure of is that 
they're not reacting to any present dan
ger when they move like this ... certain
ly there wasn't any call for force in t~e 
Gayap situation or in the bathhouse sit
uation. Since there was not an emer
gency created by some lawless person, 
for instance, then one must assume that 
these particular operations were trig
gered by considerations of their own. 
Emanating from them (the police) as op
posed to emanating from the outside." 

Roach sees the various race relatjons 
committees and police/community lia
sons as hopelessly reformist, at best 
wasting their time demanding public in
quiries that would still be controlled by 
the Police Commissioners. He con
demns the Community Bureau, which 
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Dudley Laws, Director of the Univer
sal African Improvement Center. 

he says consists of less than a dozen of
ficers of various ethnic backgrounds. 
With ties to the Intelligence Division, 
these officers infiltrate community 
meetings and gatherings and investi
gate political organizing, not crii:11e. 

"I think that there are two basic solu
tions to these things. There must be 
some kind of supervisory body, not a 
complaints bureau, but something like a 
rights commission on policing. Some
thing that is, in itself, community con
trolled and separate from the police." 

; 

The second is the liquidation of the 
present Board of Police Commissioners, 
"Right Row (the Board) is comprised of 
five fairly well-off people who don't re
flect the views of the victims of police 
repression. We want to see Phil Givens 
and all of those people fired. We should 
have gays and native people and black 
people and workers and a good variety 
of people; we should have them run the 
police force, from the top." 

From that position, he suggests, true 
reform could begin. The dismantling 
and decentralization of the entire police 
administration is something, he admits, 
that could only happen under a radical
ly different government. The sprawling 
militaristic stations would be replaced 
by a network of much smaller 'store
front' stations, ensuring greater com
munity access and responsibility, and 
preventing large mass manoeuveres 
from occurring. He suspects that there 
would be resistance from the commun
ity, fearful that more stations (though 
smaller) would mean more interference 
and greater oppression. These concerns 
were expressed in Detroit when a simi
lar decentralization plan was initiated 
almost a decade ago. Yet as it develop
ed, people realized it was a workable al
ternative, and Roach says there has on
ly been one case of an 'unjustified' pol
ice killing since. 

"52 Division is down on Dundas near 
University. That's not a neighbourho?d, 
it's a wasteland. For example, I thmk 
that if you had a small police station 
with half a dozen men in some place like 
Kensington market, maybe you 
wouldn't'have had the Gayap raid. You 
wouldn't have the capability for terror
izing people." 
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THE LAW UNION OF ONTARIO 
. OFFENCE/DEFE.NCE 
On your way to a demonstration? Read this handy 
guide for. activists, including what to do if you're arrested. 
The following is excerpted from a hand
book prepared by the Law Union of On
tario, Offence/Defence: Survival Semin
ars for Activists, which is designed for 
use in seminars conducted by the Law 
Union. The next scheduled seminars in
clude: Gay Rights and the Police (April 
16, 1981), Public Meetings and Dem
onstrations/Security (April 30, 1981), and 
Meeting the Police (May 14, 1981). They 
will take place at the International Stu
dent Centre, 33 St. George Street, Toron
to, at 8:00 pm., admission $2 per evening. 
For more information call 368-697 4. The 
handbook is available from the Law 
Union, 2 Bloor St. West, No. 100-203, 
Toronto, Ontario M4W 3E2, for $6.50. 

iations of the individuals. ("Inde
pendent leftists" are more trouble in 
this respect.) 

In the winter it is much easier to not 
reveal one's identity since scarves and 
hats can cover a great deal of the face. 
Eyes and ears are two features that are 
focused on for identification. Wigs and 
eyeglasses and other items can provide 
the necessary aids, if you are determin
ed to both attend the demonstration 
and remain unidentified. Iranian stu
dents studying abroad have pioneered 
the use of masks (even bags over the 
head with eye holes cut out) in order to 
avoid identification by intelligence ser
vices. This technique also has the pro
pagandistic value of dramatizing the 

In an introduction to the handbook, fact that photographs are being taken 
the Law Union states: "These materials and that freedom of assembly (so proud
are provided for informational purpos- ly touted by government officials re
es only, and to assist the reader in his sponsible for the police activities) is not 
or her understanding of the law, as out- so free in fact. 
lined in the seminars. The information , Remember that your clothing is iden
is of a general nature and will not an- tifiable as well as your face. Police in
swer every question nor apply to every formers in the crowd are also used to 
case. identify people. 

"The information should not be relied 
upon in any legal proceeding and is not What to take with yqu 
a replacement for proper legal advice." 

Part one: 
Demonstrations, rallies, 
marches 
Preparing. to go: If you are concerned 
that the police not know that you are 
going to attend a particular demonstra
tion, rally or march then you should not 
discuss your plans for attending over 
the phone, nor in your home or any 
other place that might be bugged. Of 
course you have to be of significant 
interest to the police for them to be 
bugging your house or your car. 
Do you want to be identified? It is safe to 
assume that the police photograph ev

Paper and Pen. The pen is sometimes 
more powerful than the sword; espec
ially later in the court when they do not 
allow swords. Use it to: 
• write names of arrested persons and 
their phone numbers, their friend's 
phone number, their c;ondition before 
they disappeared from the scene, the 
words spoken by the police during their 
arrest, the number of the car or wagon 
they are put into etc, badge numbers 
and/or descriptions of police involved in 
the arrest. 
• police badge numbers (of those that 
are aggressive, those who !]lake arrests 

The Albert Johnson Memorial march. 

l' 
ery demonstration, rally and march. 
They try to get pictures of every per
son in attendance. (Other photo- ~. 
graphers will be in attendance as well, :S ~ 
including members of right-wing ~ 
organizations and security firms 
compiling files). The police will later go 
through their files in order to identify 
individuals and they will update their 
files. Their concern includes knowing 
who was in attendance as well as estab
lishing which individuals play leader
ship roles and the connections or affil-

The Law Union of Ontario is a coaii
tion of progressive and socialist law
yers, law students and legal workers. 
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or are just on the scene, since some
times there may be testimony from pol
ice who were not in fact at the scene at 
all - of course photographs are also 
useful). 
• significant conversations. 
• licence plates of vehicles (and/or 
squad car numbers. of police vehicles) 
and description and location of vehicles. 
Take down information before the shit 
hits the fan. You must anticipate, be
cause once the action starts you will not 
necessarily have time to get enough 
down. For example: a car carrying four 
thuggish looking characters is parked 
on a side street as your march walks by. 
Later that car speeds by across the 
rear of your march and someone is 
knocked down. You got the license plate. 
earlier and recognize the car, although 
no one was able to get the plates at the 
time of the hit and run. Later, because 
of your astuteness the car is identifieo 
as belonging to a known member of the 
KKK. (Of course, a picture taken when 
they were on the side street would have 
been better.) 
Cameras: There is no general right to 
privacy in Canada. You can take 
people's pictures without their permis
sion. 

The camera is a powerful weapon. At 
rallies, demonstations, etc. they are es
sential. The more the better. But you 
must arrange for them to be there, You 
cannot rely on someone showing up 
with one. And you certainly cannot 
count on someone with the right con
sciousness about these matters turning 
up with a camera. Use them to: 
• provide some deterrence to police 
brutality: The sound of shutters click
ing in those tense moments sometimes 
can prevent the police from doing 
things which they might otherwise do. 
• take pictures of the licence plates 
that you want to record. 
• take pictures of the police, both plain
clothes "old clothes" and uniformed. 
Later witnesses may want to identify 
the officer who did'the dirty deed. 
• take pictures of those you only 
suspect of being police. They may show 
up later in more interesting circum
stances. 
• take pictures of those who seem to be 
provocateurs. 
• take pictures of those who you sus
pect of being fascist thugs. 
• take pictures of any "incident" in
cluding arrests. These can be useful in 
both the press and in court. 
• get shots of the general lay-out. This 
helps in court too. 
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Remember that cameras have a ten
dency to fall out of hands when th~y are 
capturing scenes that are damagm~ to 
the police public image. Often one fmds . 
that one get§ an excellent picture 
of a policeman's palm print rather than 
the scene one intended to photograph. 
However, when there are many camer
as it is possible to get pictures of these 
"accidents" where cameras are des
troyed or of the police officer posing his 
palm for a photograph. Bring enough 
film! 

Preserving the photographic evi
dence for the court is critical. The main 
problem is that of "continuity". This 
means that in the court it is necessary 
to show a continuous chain of posses
sion of the film, negatives and prints. 
This must be done to counter any sug
gestion that these items have been 
tampered with. It is necessary to have 
the negatives so that it can be estab
lished that the prints are in fact derived 
from the negatives, etc. Also it mw;t be 
shown that the prints made were ~ot 
selected to avoid the more damagmg 
evidence (or to provide only the damag
ing evidence). 

The safest way to handle this prob
lem of continuity is to have as few peo
ple as possible handle th~ fil~, n~ga
tives and prints. The best situation is to 
have one person take the pictures, and 
develop the film. In that case it is neces
sary to call only one witness. That wit
ness can establish that there has been 
no possibility of tampering. It will be 
necessary to be able to establish that no 
other person has had the opportunity to 
come into possession of the film, neg
atives or prints. Therefore, you want to 
be able to say something like "I took 
the film home, I locked it in a drawer (or 
I placed it where no one else had access 
to it) and I developed the film myself 
and I can account for where these items 
were at all times from the time I put 
the film into my camera until I have 
brought them to court on this day." 

The other concern that the court will 
have is that the photographer can testi
fy that the print is an accurate reflec
tion of what he or she saw with the nak
ed eye through the view finder. For 
that reason it is necessary to use film 
that does not "distort" reality and also 
to not have any settings that would 
have similar results. 
Tape Recorders. It may be useful to re
cord comments made by the police, a 
factory owner, scab, provocateur, or 
perhaps participants in your own d~m
onstration, rally or march. A recordmg 
device that is not visible has certain ob
vious advantages but one that is visible 
may have the same deterrent effect 
that the presence of came_ras often has. 
(Recordings also have their uses for the 
media.) 

This kind of evidence is admissable in 
the court but there are certain proce
dures that must be followed as there 
are with photographs. 
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(Top) During the February 20th rally pro_testi~g the bath rai_ds in To~onto, se~en 
undercover cops were identified later in this phot«;> carrying t~e St~p Pohce 
Violence' banner, that led the march. The Right to Privacy C?mm1ttee, in ~ press 
conference later, proved with exhaustive photo documentation the sh~ckin9 !3X· 
tent of police infiltration at the rally - 28 undercover cops have been 1dent1f1ed 
so far (left) Although a woman correctly fingered this man as an undercover cop 
during the rally, she didn't know th~t the 1'."'oman ?n his_ rig_ht (No. 4)_wa~ one t~o: 
(right) No. 9, the man on the left, in action again_: this time m~mt?nn~ a city 
council meeting where the council voted for an independent inquiry into the 
raids. 

• there is the problem of "continuity". 
(Read above with respect to ph?to
gr a p h s ie. under the headrng 
"cameras.") 
• you must have someone wh~ will be 
able to identify the voice. That is, some
one who can connect the voice to a par
ticular individual. Thus, it is necessary 
to remember who was making the re
marks you have recorded. In the case_ of 
a police officer you might want to write 
down the officer's name or badge num
ber and with other individuals you will 
have to rely on some method of identifi
cation. You might want to indicate the 
place on the tape (by use of the counter) 
where the relevant recording begins 
and/or ends. 
• you will have to be able to testify 
that the tape was run through and 
found to be clean before the recording 
in question was made. You don't want 
to have your recording of Bach played 

in the court before you get to the rele
vant portion. 
• you will have to testify_ that the 
machine was in proper workmg order. 
• you have played the tape over a~ter 
making the recording and heard voices 
that you can identify. 
• a transcript of the recording has been 
made. If typed, then keep the original 
notes. 
• the transcript has been checke~ with 
the original recording by the ~itne~s 
who will introduce the recordmg m 
~vidence. 

Walkie-talkies. These allow you to keep 
in touch with your friends who are ten 
blocks ahead of you (you hope) at the 
other end of the march. They also allow 
you to speak to people who are w~lking 
in the surrounding area to see if the 
police mounted squad, ~r riot squad_ is 
forming up, or to see if some fascist 
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gang is approaching. 
Of course the police use these as well 

so that you must remember that you 
will be talking to them as well (and they 
may be talking to you). 
A lawyer's phone number. Have the 
organizers arranged for lawyers to be 
available? 

What identification 
to carry 
If you are arrested you sometimes (de
pending on the gravity of the offence 
with which you have been charged) can 
be released from the police station. 
However, one of the excuses for holding 
you until you appear before the court is 
that there is some doubt as to your 
identity. 

You are obliged to identify yourself 
and provide your address (if you have 
one) when you are arrested or when you 
are being charged with any offence (but 
not being arrested.) The general rule is 
that you do not have to carry identifica
tion in this country. 

If you have some identification your 
chances of being released from the sta
tion are much greater. Nevertheless, 
something like a birth certificate or 
driver's licence should be enough and 
you may not wish to provide the police 
with the knowledge of every club you 
belong to, your place of work, etc. In 
that case you should only take with you 
the identification you will require for 

·release. 
You may wish to carry no identifica

tion. As long as you provide your name 
and address (if you have one), you have 
fulfilled your obligations. You may find 
that you are held in custody until your 
trial if the court is not satisfied that you 
have been identified. But after your 
trial, and any sentence that you may 
have to serve, you will be released be
cause there will be no grounds for hold
ing you. There is no right on the part of 
the state to hold someone for the pur
poses of identification when there are 
no charges pending. Of course, if you 
have committed an indictable offence 
(more serious than a summary offence) 
they will have the right to take your fin
gerprints and they may be able to 
match them up with your prints taken 
on an earlier or later occasion. Pro
viding a false name to the police may 
amount to "obstruct police" or "public 
mischief". 
What to leave behind. Even the innocent 
are arrested (and arrest includes the 
right to search) so: 
• leave your three joints behind. 
• remember what might be construed 
to be a weapon. 
• make your decision on what ID to 
leave behind (if not all) - see section 
"what identification to take with you." 
• leave behind your address books and 
any other papers that you don't want 
the police to see. There is no need to 
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help them complete their charts on who 
is connected with whom .. 

Remember that your arrest may in
spire the police to pay a visit to your 
home, so you should also consider the 
security of your home. Thus leaving 
things behind may not mean leaving 
them in your house. 

Going there 
By car. You may want to park a good 
distance from the site if you are con
cerned with not being identified. If you 
don't your licence plate may be traced. 

Warrants for unpaid tickets also pro
vide the excuse for arrest and you will 
miss the march, or your dinner after 
the march, while you sit in the police 
station waiting to be bailed out. 

Inoperative lights or other obvious 
mechanical defects provide the excuse 
for police hassling and a request for a 
driver's licence. 
By public transit. You might want to get 
off a few stops early or late in order to 
look over the scene. 
Scouting the area. This is a useful prac
tice. You will find that the police are do
ing the same thing. You are concerned 
(perhaps) with the fact that the riot 
squad is forming up three blocks away, 
or at the closest police station. Or, you 
may find that a fascist is unloading 
their baseball bats from the trunk of a 
car and you, the casual citizen, will have 
obtained the licence plate, model of car 
and colour, and if you are really good, a 
picture as well. You may then be able to 
alert your friends at the rally or march. 
(this will be easier if you have your 
walkie-talkie). You may want to alert 
the police (getting the name or number 
of the officer you tell) so that they will 
not be able to say later that they were 
unable to protect you because of the 
"surprise". 

Once you are there 
Who to be with. In general it is better to 
be with four or five other people who 
have an agreement that they will stick 
together. These "affinity groups" pro
vide for good self defence. The isolated 
individual is an easy target for police 
abuse or fascist attack. The isolated 
individual may find that he or she has 
no witnesses. 
What you say.Remember the stranger 
beside you may not be a friend. Stan
dard police practice includes placing 
officers in a crowd (some wired for 
sound perhaps). Parabolic microphones, 
which pick up sound from a great 
distance (including your suggestion to 
trash the building), are standard police 
equipment as well. 
What they say. Write down or tape re
cord the words of provocateurs and of 
course get their pictures. See section 
on cameras and tape recorders. 
Pointing out the undercover police. It is 

certainly nice for someone to know that 
they are speaking to or within the hear
ing range of a police officer. Even the 
most innocent conversations can be 
misconstrued and of course there is the 
danger of embellishment. Some courts 
have held that, in some circumstances 
exposing an undercover police officer 
will amount to the crime of "obstruct 
police". Of course there are still ways to 
not commit the crime and accomplish 
one's purpose. It is not uncommon for 
large numbers of people to begin chant
ing and pointing to an officer. 

Common offences 
charged 
The most common offences charged at 
demonstrations, rallies or marches are 
assault: assault police in the execution 
of their duty; assault to resist arrest; 
obstruct police in the execution of their 
duty; mischief to property; causing a 
disturbance; possession of a weapon 
dangerous to the public peace or carry
ing a concealed weapon; and trespass. 
Less common are unlawful assembly, ri
otous assembly and conspiracy. 
Assault. This offence includes not only 
touching someone without their con
sent but also attempting, or threaten
ing by acts or gestures, to apply force 
to another person. 
Assault police. This is an assault on a 
peace officer. The peace officer must be 
"engaged in the execution of his/her du
ty" otherwise it is just a common as
sault. In some instances an assault will 
not be illegal because it is done in self 
defence or there is some other lawful 
excuse. Similarly with assault police if 
the police officer is not in the execution 
of his/her duty you may get away with 
the assault. But don't count on it. 
Assault to resist arrest. The arrest may 
be your own or someone else's. The ar
rest must be legal for this charge to be 
made out. However, this is also a hard 
one to beat since the courts tend to lean 
over backwards to avoid finding an ar
rest is not legal. One is allowed to use 
"reasonable force" to resist an illegal 
arrest of on·eself. There is some doubt 
about your right to aid someone else 
who is being illegally arrested, al
though the English common law tradi
tion said you could. 
Obstruct police. Once again the police 
officer must be in the execution of his 
or her duty. Your interference (or ob
struction) must be willful. For instance, 
if you are knocked into a police officer 
while that officer is trying to make an 
arrest and the person is being arrested 
escapes, then you will not be guilty. But 
if you intentionally interfere - you will 
be guilty. If the arrest is illegal you 
have no problem in either case. At least 
theoretically. 
Mischief to property. To qualify for a 
conviction in this case you must wilfully 
destroy or damage property or render 
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property dangerous, useless, inopera
tive or ineffective or obstruct, inter
rupt or interfere with the lawful use, 
enjoyment or operation of property etc. 
This is the one they use when you des
troy the Toronto Sun paper box after 
they print another racist or sexist arti
cle, or when you stop a car trying to 
cross a picket line. 
Causing a disturbance. You have to do 
this in, or near, a public place and not 
be in a dwelling house. You can do it by 
fighting, screaming, shouting, swear
ing, singing (presumably the wrong 
songs) or using insulting or obscene 
language. Also this can be done by be
ing drunk and as well by impeding or 
molesting other persons. There are 
other methods as well. This is the 
charge they trot out when they don't 
like the chants a't your demonstration 
or they claim that your picket is im
peding the traffic (pedestrian or 
vehicular). 
Trespass. This is not a "criminal 
offence" it is a "Provincial offence". 
However, you probably won't appreci
ate the difference while you are being 
arrested, carried to the paddy wagon 
and lodged in a cell before your release. 
At the moment the maximum fine is 
$100.00 but the government of Ontario 
has announced plans to increase this 
amount to several thousand. They could 
include a jail term in the new law as 
well. Trespass involves entering 
unlawfully (without their permission) 
another person's land when that land is 
enclosed or it is a garden or lawn, or 
notice has been given by word of 
mouth, writing, posters or signs. 
Unlawful assembly. You can commit this 
offence by getting together with two 
other people (at least) with intent to 
carry out some common purpose and 
you assemble in a manner that causes 
people nearby to fear that (a) you will 
"disturb the peace tumultously" or (b) 
you will needlessly and without reason
able cause, provoke others to "disturb 
the peace tumultously". 
Riot. This is an unlawful assembly that 
in fact "has begun to disturb the peace 
tumultously". If a sheriff or sheriff's 
deputy reads certain magic words after 
a riot has started and you are still 
around after 30 minutes you wiH have 
committed a much more serious of
fence. Simiarly if you interfere with the 
reading of the magic words. 
Conspiracy. The essence of this charge 
is the making of the agreement. It is 
the agreeing that is the crime. That is 
why you always need two people to 
have this crime committed. You have to 
agree to "effect an unlawful purpose" 
or to "effect an unlawful purpose by 
unlawful means." You do not have to do 
anything but make such an agreement. 
The prosecutors like this charge 
because there are special rules of 
evidence which apply and make their 
task easier; that is anything any of the 
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"conspirators" does to further the con
spiracy can be used to convict you as 
well as that other person. This is why 
you have to be careful about where you 
talk, who you talk with (try to exclude 
agents from your planning meetings) 
and what you say. Theoretically, you 
could get two years for agreeing to Jay 
walk with someone else. You have 
agreed to effect an unlawful purpose. 
This is the one they used to get the ear
ly unionists on, when they agreed to 
"restrain trade" by keeping wages up. 
Now they talk about conspiracies to 
breach contracts since breaking a con
tract is illegal - two years for a 
wildcat! 

Part two: arrest 
If you're not under arrest. You are under 
no obligation to chat with a cop or to 
identify yourself with two exceptions: 
• if you're the driver (and note that we 
mean driver, not passenger) of a vehi
cle, you are required to produce ID if a 
cop stops you. But that's all: you don't 
have to talk with him/her. 
• unfortunately, a very recent decision 
by the Supreme Court of Canada sug
gests that there is another situation in 
which you need to identify yourself to 
the cops. A bicyclist out in Victoria ran 
a red light. A cop saw him do it. When 
the cop caught up with him, the guy re
fused to identify himself. He was charg
ed with obstructing the officer in the 
execution of his duties and was con
victed. The Supreme Court held that he 
was rightly convicted. Now the cop's 
problem in the case was that because 
the offense was so minor, the cop 
couldn't actually arrest the guy. But he 
could send him a summons, if only he 
knew who he was and where he lived. 
The Supreme Court felt that in that 
particular situation that the public in
terest demanded that a person should 
be required to identify him/herself. 

So, what should you do if a cop starts 
talking to you on the street? Well, if 
you're not in the mood to have a friend
ly conversation with a cop, walk away. 
Unless a cop wants to make his chat 
with you official, and arrest you, treat 
the cop like anybody else you don't 
want to speak to. Now if the cop takes 
exception to being treated so rudely, 
we suggest that you sweetly ask if 
you're under arrest. Unless the answer 
is a clear "yes," then keep walking. If 
the answer is "yes", then ask what for. 
The cop must tell you - but only if you 
ask. If the cop asks you to identify 
youself, then you should again ask if 
you're under arrest, but also ask if he 
wishes to charge you with an offense. If 
he says yes, ask what offense. Then ask 
him/her if he/she saw you committing 
the offense. Even with the new decision 
of the Supreme Court, you don't have to 
identify yourself unless: 
• the cop wants· to send you a sum-
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mons. 
• the cop actually saw you do 
something illegal. 
• the cop tells you what he saw you do 
and what law you broke. 

There may be situations in which you 
do wish to give the cop information 
about who you are, or what you're do
ing, but remember that if you do, there 
are no rules that will protect you later 
if you volunteer informatiqn that they 
can use against you in court. 
Being arrested. A cop can indicate to 
you that you're under arrest by telling 
you, or by touching you. If a cop touches 
you, you should ask if you're under ar
rest. If the answer isn't a clear "yes", 
tell the cop to take his mitts off you. If 
the answer is "yes", then ask what for. 
If you ask the cop has to tell you. 

It sometimes happens that a cop will 
want to "take you in for questioning". 
The cop has absolutely no power to do 
this if you don't want to go along. To 
take you anywhere, a cop must arrest 
you. That is, a cop can take you in, if you 
agree to go. But unless you agree, the 
cop is powerless to make you. But if you 
agree to go, then you must realize that 
you can't complain about it later. A few 
really bad cops might tell you that if 
you don't come along willingly they will 
arrest you. You'll have to decide 
whether or not to call their bluff. If you 
feel that you have nothing to lose, you 
might want to go along, but we suggest 
that you tell a cop that you'd like to talk 
to your lawyer first, and that you will 
call the station later to tnake arrange
ments. Then find a lawyer - fast: the 
cops won't be wanting to talk to you be
cause they think you're a model citizen. 
Remember: they want something. Are 
you willing to provide whatever it is 
they want? 

In Canada, there is no such thing as 
being arrested "on suspicion" of some 
crime. If a cop tells you that you're be
ing arrested on suspicion, walk away. 

When can a cop arrest you? If he has 
a warrant for your arrest, he can cer
tainly do so. If he has no warrant, then 
he can only arrest you if he suspects 
that you've committed some serious of
fence·or if he actually finds you commit
ting a minor offense, such as causing a 
disturbance. It's not likely that you will 
know exactly which side of the line the 
offense you're charged with lies (most 
lawyers have to look these things up in 
the Criminal Code). Some of the minor 
offenses fo which you can only be ar
rested if you're found actually com
mitting the offense are: doing an inde
cent act, being nude in public, causing a 
disturbance, trespassing at night, 
throwing a stink bomb, any provincial 
offense or breach of a by-law, such as 
the by-law prohibiting postering. 

If the cops want to arrest you for any 
of the things listed above, they can't do 
it unless they actually found you com-
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mitting the offense. . 
If you are being taken away without 

a lawful arrest, protest. But don't phy
sically resist - they're better armed 
than you are in most cases. If there's 

· ·an'ybody else around, ask them to wit
ness what's going on. Give them your 
lawyer's name. Make an illegal arrest 
as public as possible. You will probably 
want to sue later, and you'll need wit
nesses, because the cops certainly 
won't admit what really happened. 

You have the right 
to remain silent 
There is no way to overemphasize this 
point: Once you are under arrest, any
thing you say will be used against you. 
And it isn't true that only signed 
statements can be used against you. 
Anything you say to the cops can be us
ed against you in court. Anything. Now 
let's suppose that you're not guilty. 
And further suppose that you can point 
out to them things that you think will 
prove to them that you aren't guilty: 
maybe you were somewhere else when 
the crime was committed. Add to this 
fact that you'd like to get the hell out of 
the police station and get home for sup
per. So you tell them why you're inno
cent. But maybe they lied to you -
maybe the time they gave you for when 
the crime occurred is not correct, and 
you unwittingly place yourself at the 
scene at exactly the time it really 
happened. Or maybe you're upset and 
you aren't thinking clearly and tell 
them facts that aren't accurate. 
Perhaps you say that you were at a 
friend's house between 6-9 p.m. Maybe 
if you thought about it with a cool head, 
you'd discover that you were at the 
friend's house not between 6-9 p.m. but 
5-8 p.m. or 7-11 p.m. Suppose that the 
cops can later prove that you weren't at 
your friend's house at six. It may only 
have been a mistake on your part, but 
you can be sure that in court it will look 
as if you were covering up. Getting 
home for supper pales in significance to 
being convicted of a criminal offense. 
You have the right to remain silent. Ex
ercise your rights. The best way to ex
ercise your rights is not to stand mute, 
but to say: "I am not going to discuss a 
matter as serious as this until I've 
talked to my lawyer." (That phrase was 
lifted from the book LAW, LAW, LAW). 
The stories about how cops get you to 
talk when you don't want to are legion. 
They'll try to get you talking about 
your family or another "safe" topic, and 
before you know it, you've said some
thing incriminating. Shut up. Save plea
santries for your friends. 

There is one exception to the silence 
rule. If you are charged with possession 
of stolen items, then you must give 
your innocent explanation of how they 
came into your possession as soon as 
you're asked. If you fail to give your in-
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nocent explanation right away, the 
Crown can rely on that fact at your trial 
to help prove that you did know the 
stuff was stolen. 
Warning. if the police really want to get 
you, they may put a cop in the van that 
carries you to court, or in the cell next 
to you. The cop will look just like all the 
other people who are in jail. But if you 
talk to him, he will make notes later. If 
you say anything incriminating the 
court will know. So don't talk to other 
prisoners about your case, either. You 
may think you'd be able to spot a cop, 
but many are the people who have been 
fooled right into a long prison sentence. 
Talk only to your lawyer about your 
case. 
Calling your lawyer. The other right you 
have at the station is the right to call 
your lawyer. But you've got to ask. And 
the right to call your lawyer is not one 
that you can only have "later." You can 
call a lawyer immediately. Insist on it. 
Now, when you call your lawyer, don't 
discuss the case with him/her. The cops 
may have all the phones tapped. Just 
tell your lawyer what the charge is. 
After you finish talking privately (and 
your right to talk to a lawyer means a 
private talk - tell the cops to leave the 
room), your lawyer will talk to the cops 
later to get more details. 

What if you're being beaten up, and 
you think it won't stop unless you 
forget about your right to remain 
silent? Well, it's true that anything you 
say because of threats can't be held 
against you in court, but it often hap
pens that officers will swear they didn't 
lay a hand on you - and guess who 
judges believe in court? Hold out as 
long as you are able. 
Things that will happen at the station. 
You'll be booked. You'll be searched. 
You will be asked to give all kinds of in
formation about yourself: address, re
ligion, education, etc. You don't have to 
answer these questions, but it's proba
bly wise to do so, unless you have some 
special reason for ,not doing so. The 
reason you should answer these ques
tions (as opposed to questions about the 
offense, where you were, etc.) is that 
you want to get out of custody. And no 
one, cop or judge is going to let you out 
of custody if they don't know how to 
find you again. So unless giving 
answers to these questions puts you in 
some further jeopardy, answer them. 
You may be fingerprinted, which means 
you'll be taken to headquarters, and 
then back to the station again. 
Getting out. In most cases (not all) the 
cops can release you from the station if 
you promise to appear in court on a 
date they specify. For some offenses, 
they must release you from the station. 
If you're not released from the station, 
you'll be taken to court either that 
afternoon (if this takes place early in 
the day), or the next morning. Then 
your lawyer will argue for your release 

from the courthouse. Often conditions 
will be put on your release. You may 
have to promise to report to the police 
once a week, or sign a document that 
says you will pay the court money if you 
fail to show up for the trial. The Court 
may ask that someone else sign to guar
antee that they will pay if you don't 
show up. 

If you haven't been able to get hold of 
a lawyer by the time you go to court 
for bail, speak to the duty counsel -
there will always be one in bail court. If 
duty counsel can get the Crown Attorn
ey to agree to terms of release, then let 
duty counsel go ahead and speak on 
your behalf. But unless duty counsel 
has struck a bargain with the Crown, 
then have the matter put over to the 
next day so that your lawyer can get 
there to argue for you. Duty counsel 
will see to it that your lawyer is called 
if you ask him/her to. The reason it's 
better to spend another night in jail in
stead of letting duty counsel argue for 
you (when there's an argument about 
whether or not you should be released) 
is because duty counsel is overworked 
and can only get sketchy details about 
who you are, and so on. If there's going 
to be an argument about whether or not 
you should be released pending trial, 
it's best to have someone arguing on 
your behalf who has lots of details. And 
if you lose the bail hearing, it takes a 
while longer to appeal the decision, so 
you'll be locked up longer than just one 
more night. 
Citizens as cops. Citizens may arrest 
other citizens in certain situations (but 
be careful - the citizen you arrest may 
sue you if you detained him/her unlaw
fully): 
• you can interfere to prevent a conti
nuance or renewal of a breach of the 
peace (i.e. a fight) and detain a person 
who is committing the breach for the 
purpose (only) of handing that person 
ov~r to a real cop. You can use no more 
force than necessary to stop the breach 
or than is reasonable in relation• to the 
seriousness of the breach of peace be
ing committed. 
• anyone can arrest (this is your fa
mous "citizen's arrest") a person that 
he finds actually committing a serious 
offense (you can't arrest for the of
fenses we listed above) or who has com
mitted any criminal offense and is 
escaping from the cops. 
• if you're in lawful possession of pro
perty, you can arrest anyone commit
ting an offense on or in relation to that 
property (for instance, it's ok to detain 
the peeping tom looking in your win
dow). 

If you arrest someone, you must turn 
that person over to a real cop right 
away. Note: Security guards, store de
tectives and the like have no more pow
ers of arrest than ordinary citizens, but 
they know the above rules better than 
most of us. 
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A FUSE Interview 

MAMA QUILLA II 
The night a women's band won the Super Bowl 
... and other frontline stories. 
John Greyson and Clive Robertson of 
FUSE talked with the members of Mama 
Quilla II, on March 12th, 1981. The 
following is a condensed version of the 
interview. Mama Quilla, a Tor(!nto 
feminist rock band came out of the 
women's community where they were 
first visible at the annual Fireweed 
Festival Dances. Making an historic ap
pearance at the 7th Women's Music 
Festival in Champaign, Illinois (1980), 
Mama Quilla have taken their dynamic 
women's music into downtown clubs in
cluding the El Mocambo, the Cabana 
Room, the Edge and the Horseshoe. 
. Lorraine Segato (vocals/rhythm gui

tar), Susan Sturman Oead guitar), Max
ine Welsh (conga/percussion), Linda 
Robitaille (saxaphone/vocals), B.J. 
Danylchuk (keyboards/vocals), Jacqui 
Shedker (bass), Linda Jain (drums) and 
Nancy Poole (sound processing and man
ager). 
FUSE: So how did Mama Quilla get to
gether? 
Linda R: Everbody_ met very definitely 
through the women's community -
that's where it all came from. 
Nancy: It was new year's of 78/79 when 
a number of women got on stage. Linda 
had decided to play drums and three 
months later there the band was. It 
arose out of women wanting women to 
play at women's benefits. 
FUSE: So the band had a function play
ing benefits? 
Linda R: We were a benefit band for a 
number of years (laughter). It started 
out as being folksy. I was playing 
acoustic guitar and sax, we had an 
acoustic piano and another acoustic 
guitar. And then people started coming 
in. Susan was next and then B.J. used to 
be our sound person; she got up on 
stage one night to do some vocals and 
never returned to the sound board. 
There was a whole community of musi
cians that included Susan Cole and 
Cathy McKay (with No Frills) and Jac
qui who had played together before. 
BJ: I remember talking Jacqui into join
ing just for one gig. One more gig, and 
one more and so on. 
Jacqui: And I kept saying I don't want 
to play that shit. 
Linda R: I have played off and on for 
twelve years same as Jacqui and Cathy 
Mackay. Susan Cole and I had never 
really met before I got into the 
women's movement. 
B-J: Lorraine and I met just before 
Fireweed in 1979 and had a long 
harangue about what kind of piano 
would be _good. 
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Linda R: Unknown to me, Lorraine was 
working on the Fireweed committee 
and I was complaining to B.J. that they 
didn't have it together and Lorraine, 
who had had little sleep in five days 
suddenly burst out with "What do you 
mean?'' 
Nancy: What was really important 
about that first night and the next two 
years was the support from the 
women's community. At those dances 
we played whatever was up, disco 
tapes, whatever. Finally it was exciting 
actually to have women up there. 
Max: I was just amazed, I was playing 
with my mouth wide open because I 
was relatively new to the band and I 
was playing on the edge of the stage 
and these women were jumping so 
much that my congas were slipping. I 
thought - what am I doing here? Ev
erybody was so excited but I wasn't 
sure why. 
Susan: I think music has been a really 
vital thread. Not just in our community 
but throughout North America and it 
was a real energy focusing at a particu
lar time and we made our first serious 
move towards making music when the 
bar (The Fly-by-Night) was opening and 
Broadside (a feminist newspaper) was 
starting. I think the way those kind of 
events pull the community together are 
really important. We get a lot out of it 
for that reason, and also a lot of women 
felt the same joy, that there was 
something that they could focus on and 
get some impetus from. Since then it's 
spawned a lot of other women who have 
been getting into their own music. 
Max: I think that women in Toronto at 
that time had been to the women's 
music festivals in Michigan and Illinois 
and there was a feeling that some of 
that spirit could exist here in Toronto. 

Few role models 
Linda R: I'd play in bars for so many 
years, mainly with women's groups, 
and to go and experience Michigan and 
Champaign and that amount of women 
together was great. When you play in 
the bar scene you don't get to see many 
other women's bands. I was in one of 
the first women's rock n' roll bar bands 
that refused to play topless. Women's 
music has gone through so many 
changes ... 
Lorraine: But don't .you think Mama 
Quilla started defining itself more 
clearly in a political way in the last four
teen months? Mama Quilla was always 
made up of feminists but it's just in the 

last year that the women's community 
gave us the confidence to venturk out 
and define those things on a more visi
ble level. 
Max: I worked as a percussionist, I 
didn't speak Spanish, I wasn't male, I 
was an older female. I didn't have cuban 
heels and they'd always say why are 
you doing this? Partly through the band 
and the women's music festivals, I've 
met excellent percussionists - women 
from Alive and Dia Mata. It's so good to 
sit down and talk about percussion 
without having to get into did a man 
teach you? 
Nancy: Also the day I went with you to 
the Toronto Percussion Centre and you 
introduced me as someone who was 
working in a rock band. They looked at 
you as if you were nuts. You were a 
percussionist in a rock band! 
FUSE: What seems related is the way 
that a lot of newer musicians have de
veloped as musicians. It seems to sug
gest a different function than a tra
ditional dream? 
Susan: I think in many ways it's in
evitable for women to choose that 
route. When you finally dare get in
volved yourself, you are a lot older than 
most male musicians who've decided 
that they want to be a guitar player or 
a bass player. You've made some other 
choices around your life in terms of 
what you're doing. There's an awkward
ness about starting late and it's not as 
easy to approach learning with the 
same humility. 
Jacqui: Even more so for rock n' roll. 
Lorraine: The first time I ever had a 
drummer and bass player behind my 
music I was playing acoustic and people 
came up to me and said why don't you 
go electric and sing some other kind of 
music. I kept thinking of the transfor
mation I would have to make personally 
to put on an electric guitar - I mean I 
thought I would have to get certain 
clothes for the task (laughter). Even 
though the music I had been playing 
was fast, it was by no means rock n' roll. 
I thought something different would 
happen when I changed but it's like a 
suit - just take it in a little bit and it 
will still fit, still be okay. 
Susan: It means you don't take learning 
your instrument for granted and you 
don't take three-easy-steps to success. 
Every time I hear those hard-road-to
rock-and-roll songs being made by 
bands making millions of dollars, I feel 
like vomiting. It all seems like a big lie 
that, say, young guys in basement 
bands believe. And I think in some 
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ways we're immune to that. 
FUSE: In the same way I think that one 
of the advantages for you is that you 
don't as a women's rock n' roll band, 
have to Jive up to the 'story'. You knew 
from the start that it was not allowed. 
You had few, if any, role models . 
Susan: That's for damn sure! 
Max: I think the opposite happens for 
women who see the band. They don't 
find the same mystique or barriers. I 
was talking to a guitar player in Ot
tawa. She was unsure, but she did know 
that there was some place to go for a 
change as a musician an~ it was becom
ing her decision and not a dictation by 
the music industry. 

8,000 women talking 
behind your back? 
FUSE: Also most people begin without 
a specific audience in mind, whereas 
you know who you're addressing your 
music to. 
Susan: We could not get away with star
tripping with the audience that we play 
to - just as a political dictum, it's one 
of the most heinous crimes that any 
women performer could commit. Just 
think of 8,000 women talking behind 
your back at one of the festivals! 
Max: We spend a lot of time as in
dividuals talking to the audience. Peo
ple we know and people we don't know. 
We are all aware that there's an educa
tional process involved on both sides -
and I think we as individuals seem to 
make a conscious effort to break down 
the normal barriers. We've always in
sisted our sound engineer or road 
manager are members of the band, that 
it's not just musicians that make the 
performance. 
FUSE: What was it like to play at the 
Women's Music Festival in Champaign? 
B.J: Very crowded sleeping arrange
ments. 
Jacqui: Fourteen people in one room on 
a hot summer night. 
Jacqui: They didn't like rock n' roll. 
They were into disco as dance music. 
Lorraine: But some people really dug 
us. 
B.J: They didn't know whether it was 
politically correct to play rock n' roll. 
Jacqui: They hadn't really thought 
about the possibility of reclaiming rock 
(as women's music), so we had to get 
past that. 
Lorraine: But there was more than just 
folk music, there was everything from 
country to jazz, some fiddle and for 
some reason that was more acceptable. 
FUSE: You were the only rock band 
there? . 
B.J: Oh yeah ... well the closest was 
Terri Garthwaite. 
Susan: Well there was a day-stage band 
called Electric Lady. They played one 
afternoon, did some Patti Smith tunes 
and a Jot of the younger women were 
really receptive to that. I felt the same 
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Mama Quilla II in concert: "I want people who listen to the music to be alert 
to those things I fee• are threatening to women." 

thing when we played - it was sort of 
more their music. A lot of women were 
not willing to make the mindstretch re
quired to somehow like rock again, be
cause for a Jot of them it seemed that 
they had been away so long. It was al
most alien music. 
Jacqui: There were all sorts of connota
tions like not being womanly. 
Susan: Connotations they had almost 
learned by rote. In some ways it was 
P.I. (politically incorrect). It was like 
there was a whole list of reasons, and in 
spite of the fact that we stood there 
challenging those same reasons - the 
resistance still seemed to be there. 
Max: I think in addition to that, it might 
have something to do with age. In a 
gathering like that where some people 
are there for political rather than 
musicial reasons they're there to listen 
to the words. They get support and 

KKK 
1 There's no need for panic 
It's no 'racial incident' 
(An) Indian boy was strangled 
but it was an 'accident' 
A member of the Klan lived just upstairs 
It was mere co-incidence 
Whit~ power, white sheets, white lies 
The colour of his innocence 

2. Hold on to your smugness 
No matter what the cost 
Don't believe the danger 
'Ti! you see a burning cross 
'Everyone is equal' 
'It can't happen here' 
Tell that to the ones who want to hate 
'wops, niggers, kikes, and queers'. 

CHORUS: 

Ku Klux Klan (KKK) 
Master plan (master plan, master man) 

encouragement from the lyrics. So 
when they're listening to Holly Near or 
someone like that, they hear all the 
words without any problems. They 
have difficulty with rock n' roll because 
they can't understand the lyrics right 
off the bat. 
Nancy: Another thing we had there was 
that all the musicians did workshops, so 
you had ample opportunity to discuss 
the music. Alive, the women's jazz 
ensemble from the States, helped us. 
They've worked out a lot of stuff. 
They're a larger group who have lived, 
worked and travelled together with a 
great sense of energy. 
Lorraine: We work as a collective very 
much. For us to communicate any kind 
of musicial idea, we have to com
municate with everybody. The struct
ure is such that it takes longer, is more 
painful, but makes for the kind of music 

Our destruction (KKK) 
is their Final Solution 

3. Women chained to kitchen, kids and 
church 

Boy s_couts trained to kill 
Klan enemies like Reds and gays 
Bigots are not hidden by their sheets 
They're hidden by complacency 
'Ti! they wipe us off the streets 
in the name of 'decency' 

CHORUS (repeat) 

(dub, rap on Chorus: e.g. 'Final Solution, 
Racial Pollution, Our Destruction is just 
around the bend', 'Kinder, Kirche, Kuche, 
Remingtons and Lugers .. .', etc.) (Then rap: 
various liberal truisms, ending with 
'There's no use in getting paranoid .. .') 

© Susan Sturman, 1981 
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that we do. 
FUSE: How much strain do you feel is 
put on the collective by the fact that 
Mama Quilla is not your full-time job? 
B.J: Tremendous (laughter) 
Nancy: That is the most debilitating fac
tor we have to face. 
B.J: It just drives you crazy. 
Max: It isn't just having day jobs. It's 
when we decide, okay this is it, I'm 
moving over. We quit our day jobs and 
then start running out of money and 
there's a strain in paying rent, food 
etc ... So we have to take part-time jobs. 
It then becomes not taking work by 
choice. 
Lorraine: It's also that most of us or 
maybe all of us have jobs that are not 
your regular basic day jobs - they are 
equally as demanding as the band 
would be full-time. 
Linda R: You're drained - for some of 
us it's been four years, or maybe two, 
that's a long time. 
Susan: You have to make your economic 
ends meet in a system that's antithet
ical to what we're specifically doing. 
The kind of community that we are try-

. ing to continue among ourselves and be 
part of the larger women's community 
- a community that's trying to be self
sufficient but hasn't been. It's not like 
the economic base that say the gay 
male community has. You constantly 
have to defer your aspirations, it's very 
frustrating and an anger-making pro
cess and sometimes we can't target the 
cause and we bring it directly into the 
band and hit each other with it in an in
direct way. 
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Alienation 
1. I'm living in an Alien Nation 
My back's against 'the wall ,· 
I'm living in my Alienation 
I find it hard to recall 

Im~ge on the sidewalk 
Tombstone shadow 
People making small talk 
You're crowding_ my sorrow 

CHORUS: 

It's an Alien Nation 
No one can live in it 
No one can give a shit 

It's an Alienation 
I wanna run I wanna hide 
I wanna hide 
I wanna find that ship and ride 

2. Before the threat of a nuclear 
devastation 

Before the transformation 
Before the birth of A Ronald Reagan 
Before the so-called women's liberation 

It was an image on the sidewalk 
Tombstone shadow 
People making small talk 

VVorking in party time 
FUSE: I remember you saying once that 
you felt that Mama Quilla was the most 
important and effective work you could 
do within the women's community. 
Susan: For me, I think it is probably the 
most effective way to convey a particu
lar energy that really strengthens and 
solidifies the community. I think there 
is other political work that we do that's 
equally important, and sometimes more 
important. Now is a time for rallying 
around. So much is going on, we have to 
be on top of it and be aware in the 
larger community, what the police are 
doing and so on. 
Max: I've found with other women who 
are very political that it's very P.I. to 
play. Why are you at a dance when you 
could be folding leaflets? I think that's 
changing. Our music is constructive 
politics; sometimes, as we have said, we 
assist the unificiation process. 
FUSE: Getting back to the politics of 
rock n' roll and its historical chauvin
ism. When I hear Mama Quilla's music 
and its relation to black music, I see 
that as its political connection. 
Lorraine: It's hard for me to think of 
Mama Quilla as a rock n' roll band, 
although we play the music - I see it 
really more as a funkier kind of band. 
Jacqui: As a bass player those are my 
roots. And Linda's too. The whole 
rhythm section is into R & B. 
Max: I'm still not sure it's a conscious ef
fort, certainly not on my part. But when 
you're talking about percussion you 
know it has to have its roots in Black. 

You're crowding my sorrow 

CHORUS 

3. The cornered mouse becomes the bear 
Tell me is there anymore clean air 
I know no land has escaped being soiled 
No person, has not been ripped off 

Becomes an image on the sidewalk 
Tombstone shadow 
People making small talk 
You're crowding my sorrow 

CHORUS: 

It's an Alien Nation 
No one can live in it 
No one can give a shit 
It's an Alienation 
I use to run 
I use to hide 
I will not hide 
I'm gonna find my way 
to fight, survive 

Isolation, confrontation, 
transportation 
I am your travel agent 

© Lorraine Segato, 1981 

music. 
Nancy: I feel that Sippy Wallace and 
early black women are important pre
cursors of rock music. 
Susan: I think that Alive in particular is 
conscious of its identification with roots 
music because they want to be more 
connected with music that came out of 
the earth. They've very much ecolog
ically and spiritually based. I think on a 
more unconscious level we might be 
evolvinglthat for ourselves. It also is 
important because of the size of the 
band. David Byrne talked about the de
mocratization in African music that re
lies on each player giving a small part 
to the total sound. That certainly des
cribes some of our recent work. When 
we st~rted we just clunked along. It 
went thud, thud, thud. As we gain con
fidence and learn to work together the 
connections become more important. 
B.J: One of the reasons that people get 
into rhythmic music, African music, 
latin music is that it changes their alpha 
waves and party time. (laughter) Well, 
it's true and that's unconsciously what 
we're· doing, ladies, I'm sorry but we're 
a biological experiment. (more laugh
ter). 
Lorraine: We're still working out what 
to do with our rap, our' telling stories, in 
this band. It happens in "Alienation", 
"Angry Young Women" and "After 
Tonight." ' 
Nancy: I think it is really important 
that it be sensual music as well as a 
polemic. We recognize that we must 
move peoples bodies and their minds. 
FUSE: So what differences are there for 
you playing the benefits to playing at 
say the El Mocambo or The Edge? 
Lorraine: I like playing for smaller aud
iences. 
Susan: I think that what terrifies bands 
about playing the Edge is that they ex
pect a hostile audience. If you allow the 
obnoxious pseudo-Johnny Rotten look
alikes to sense that you're freaked out 
by them, or if you're really belligerent 
and aggressive they can get off on that. 
It's just the energy they want, the ener
gy they can throw back at you. But if 
you hit them with a wall of powerful 
women-identified music, they can't deal 
with it. "Where is this coming from?" I 
was worried but they didn't know what 
to do with us. It was alien to their ex
perience. Maybe they just decided to 
lay back. 

Turning their heads 
Max: At the El Mocambo the big thing 
for me was on one side there is the 
stand-up bar and that night the Super 
Bowl was on their TV. I said to Nancy 
do we have to compete with that, can't 
we switch it off? She said, "No, we 
can't". So I'm positioned on stage 
where I can see the TV and I'm wat
ching all these men with their backs'to 
me standing with their drinks watching 

FUSE May/June 1981 

the Super Bowl. It was almost like a 
challenge. Can we turn their heads? 
Well the game was on and one by one 
they turned until finally that whole side 
of the room was looking our way - no
body was watching TV. 
Lorraine: It was good. It took them all 
of twenty-five minutes. "All women" 
they were thinking. How do they play 
those things, holy shit, how do they do 
that? 
Susan: It's quite obvious that we are not 
trying to sex things up on stage in the 
way women performers are usually 
seen. Also these clubs are not the end 
for us. It's not our goal, so we'll put the 
energy out. 
FUSE: You've also mentioned before 
the progressive women that have 
played in mixed bands and their effect 
on women's musicial roles? 
Lorraine: They're important. When we 
did an interview with Jeannie Becker 
(City TV's New Music) I was thinking 
that's not fair. She wanted us to say 
something critical about Pat Benetar 
and we did. I don't think it's the pur
pose of Mama Quilla to comment on 
other women, feminist or not. Especial
ly in comparative terms that, for us, 
would not be instructive. 
Susan: It's a patriarchal trick question. 
Max: Just for the record, I went to a 
concert recently at the St. Lawrence 
Center. It was a Stuttgart chamber or
chestra playing Brahms, it was good 
but there was only one woman in the or
chestra. One violinist and she was not 
even in the first string. And they 
played a work that needed a harp
sichord who was a woman. I was clap
ping by myself. So it's not just pop 
music. 
FUSE: Are you thinking about record
ing? 
B.J: We have a few optio~s. we haven't 
been forced to choose yet, so we haven't 
decided. 
Jacqui: I don't think as a band we have 
discussed this next stage. 
Nancy: There are other decisions that I 
find hard to make such as how do we 
get money and how do we charge for 
what we do. 
Lorraine: When people say "I can't af
ford to see your band" it makes me 
crazy. 
Nancy: When nuclear disarmament 
groups, political groups, or whatever, 
want you to perform and they find out 
what it costs it's scary. We do generate 
a lot of money but it's also a lot to put 
out and it's hard for groups to conceive 
of that. 
Lorraine: Mama Quilla pays their rent! 
You should mention our situation. 
Nancy: After eighteen months each 
musician made one hundred dollars. 

The ideology of romance 
FUSE: Mama Quilla writes songs about 
the KKK, child custody cases, the 
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Hitting the audience with "a wall of powerful women-identified music." 

disintegration of the nuclear family. In 
dealing with social issues within rock, 
what happens to the lyrics that Max 
was talking about earlier? 
Max: I wasn't meaning to imply that 
nobody catches the words or listens to 
the lyrics. I was talking about a par
ticular group of women who are more 
familiar with easy listening music and 
women's music in the early seventies 
was folk music. 
Susan: There's a kind of women's easy 
listening music that I personally don't 
like. In some ways it's insidious, 
because it lulls people into a false sense 
of "everything's alright". It's very 
romantic, a lot of it deals strictly with 
personal relationships, woman to 
woman, and it's great that they're 
women-positive but a lot of the time 
they don't stretch beyond that. They 

It's A War 
1. It's a war, and all the little boys display 

their missile fleets 
Atomic armageddon makes the holocaust 

complete 
Did ya hear (did ya hear) (didya hear) the 

the angry rumblings of the earth? 
It's a war - they keep on dealing death 
We keep on giving birth 

CHORUS: 

Call it out by name - it's a war 
Stop their deadly game - it's a war 
It's who can tell the Biggest Lie 
While Mother Earth and women die 

2. It's a war (it's a war) where women 
get murdered in the street 
Where mothers tell their children, 'There's 

nothin' left to eat' 
Didya see (didya see) your sisters in the 

unemployment line? 
It's a war - don'tcha know your chances 
get smaller all the time? 

tend to make you feel safe within your 
own community. They're couched in a 
musical style that makes everyone feel 
happy, relaxed and sisterly. While 
there's nothing wrong with that, I live 
in an urban reality that is often 
anything but pleasant. That's where I 
live and write. I see attacks coming 
towards women on all fronts in that en
vironment and my response to that is 
angry. I want to be alert and I want 
people who listen to the music to be 
alert to those things I feel are threaten
ing to women. For the most part, I've 
been discontented with a lot of 
gutlessness of the soft pop mode that's 
become very popular in women's music. 
It's beginning to cross over to a 
mainstream market and just by the vir
tue of it being women-identified, for me 
that's not enough. If it's not the music 

CHORUS 

BRIDGE: 

They try to keep us deaf and dumb 
They try to keep .us blind 
They're messing with our bodies 
And messing with our minds 
They always have to kill 
What won't submit to will 
The earth 
will rise 
And we 
will rise 
We won't 
sit still ... 

VERSE 1 (repeat) 

CHORUS 

INSTRUMENTAL BREAK (fade to end) 

© Susan Sturman, 1980 
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that speaks to my experience, I can't 
truly accept it politically. 
B.J: Well I think that everybody has 
different experiences and it's unfair to 
say it's politically invalid or it's invalid 
musically. For instance Holly Near is a 

.. person who plays to people who are 
basically filled with tension in their 
lives and she soothes them. People 
come away feeling re-invigorated, 
stronger, connected, centred. They go 
back there and they're back on the 
front lines. We're currently involved in 
something different. We are taking the 
person who is already semi-centred, 
they're in party-time, and we're saying 
look at this stuff that you look at all 
day, the stuff you want to forget about 
later on in your day. Let's take a fresh 
look at it, a different attitude so you can 

FEMINIST RESEARCH 

get some perspective and a measure of 
control. We're focusing on an entirely 
different thing. But it's similar if the 
result is that we can be on top of what 
oppresses us. 
Susan: I don't mind love songs, but I ob
ject to love songs that simply have the 
gender substituted. 
Jacqui: There's pleasing but then 
there's inane. I think that's what you're 
talking about. . 
Max: I think you're confusing the con
tent with the mode. 
Jacqui: When we played in Illinois I was 
told: "Interesting politics but I don't 
like your package." They did not like 
rock n' roll and that was all there was to 
it. 
Lorraine: What we do is important in 
terms of what we're dealing with. What 

they do is important to articulate the 
fuck-ups in a relationship or the 
craziness because it's still an unresolv
ed issue. Lesbians, women, men, men 
and women still haven't worked it out. 
Sure there's inane music, and a lot of it 
is the music part but the content is 
valid. 
Susan: There is a danger in the ideology 
of romance and I don't think women's 
music is immune to it. As feminists 
we've talked about and wrestled with 
heterosexual romance because of its 
connotations and the ways in which 
women have been held back or held 
down by it. In our music we still want 
some soul connection, we still want to 
express love in our music, it's just th"at, 
let's face it, it's so easy to fall for the 
cliche. □ 

LISA STEELE 

Interviews with five women who are actively 
constructing the links between theory and practice. 

(left to right) Thelma McCormack, Margrit Eichler, Naomi Black, Gertrude Robinson, and Angela Miles. 

Within academia, there are two requisites: to teach and to research. For women academics, these two 
are ecologically interdependent because as women began to teach from a feminist perspective, they 
found that the materials did not exist from which to work. They found that within the accepted 
literature, women simply did not appear. They were absent. But as women address this absence -
their absence - they do not simply 'fill in the holes' in the already existing structure; they redefine 
the entire structure of social and political relations itself, and in the process often question the way in 
which the definition is arrived at in the first place. Feminist analysis, feminist theory, feminist 
research - in their truest spirit, all are attempting more than just 'catching up' to the past. As Jo 
Freeman said in "The Building of the Gilded Cage": "There is more to oppression than discrimination 
... all societies have many ways to keep people in their places ... It will take more than a few changes 
i? the legal system to significantly change the condition of women, although those changes will be 
reflective of more profound changes taking place in society." 

Lisa Steele of FUSE recently interviewed five academic women who are all actively engaged in 
research in the social sciences: Thelma McCormack, Margrit Eichler, Naomi Black, Angela Miles and 
Gertrude Robinson. Amongst this group, the range of inquiry is diverse, with some overlap of 
analysis as well as differences of opinion within conclusions. The selection is not categorically 
representative, but rather is intended only to reflect the breadth of women's studies at the present 
time. (All interviews were edited for length). 

(The cartoons inclu~e? _in thi_s _article are prin~ed c?urtesy ?~ Pork Roa~ts, ~n exhibition of 250 feminist cartoons curated by Avis Lang 
Rosenberg. The ~xh1b1t10n origmated ~t t~e Umvers1ty of British Columbia Fme Arts Gallery. A catalogue in comic book format is available 
from the UBC Fme Arts Gallery, Mam Library-1956 Main Mall, UBC, Vancouver, B.C. V6T 1Y3). 
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Thelma McCormack 
What is non-sexist 
knowledge? 
Thelma McCormack is Professor of 
So'<iology at York University where she 
is currently chairperson of the Sociology 
Department. Her research is mainly in 
communications and political sociology. 
Her most recent work includes "Good 
Theory or Just Theory" (a feminist ap
proach to the philosophy of social 
science) and "Development With Equity 
for Women" (on women in the Third 
World). 

FUSE: Is there any connection between 
your personal experiences and your re
search because the topics are very 
diverse - pornography, androgyny, 
voting patterns in families, women's 
position in the Third World ... 
Thelma McCormack: I got involved in 
pornography because back in the '60s I 
was fascinated by the underground 
media - the new left, the Berkeley 
Barb and all that, which seemed to me a 
very exciting kind of development. And 
I was also interested in the problems of 
censorship and wrote an article on the 
sociology of censorship. But I had no 
idea of what was being censored, so I 
thought I should take a look at what it 
was. Since I was interested in the 
underground media, I looked there. 
They were doing a kind of porno-pol
itics - a combination of political dis
sent and a kind of cultural revolution 
that was taking the form of what courts 
were defining as pornography. It was at 
that point that I started understanding 
just exactly what pornography was. 
Because I was doing this work, one of 
the big criminal lawyers in town called 
me up and asked me to be a witness in 
one of these cases. At that time I was a 
very hard line civil libertarian and I 
said well yes I thought I could be. So of 
course he started dumping all this liter
ature on me. I testified in some of these 
cases because inevitably they were ar
resting the guys who worked in adult 
book stores and inevitably these were 
U.S. draft evaders and if they were 
found guilty they would be sent back, 
no doubt into the army or prison. It was 
really a combination of conviction and 
compassion . 

Then I began to think about the wom
en's movement. My original interest in 
the movement was really on behalf of 
my daughters. I thought that I had real
ly had a lot of good breaks in my profes
sional life that they might not have, if I 
viewed the situation correctly. I 
thought that the least I could do was 
something for them. About that time, 
my husband died and I discovered that 
being a widow was to be the absolute 
non-person. At that point I began to 
understand that the feminist move
ment was for me and not for my kids. I 
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had to. I was really quite shocked that 
when you cease to be part of a couple, 
you cease to be. At this time I began to 
look at pornography again and to ex
amine what feminists were saying 
about pornography. But it was still a 
very academic interest. I was very con
cerned about the kind of hawkish at
titudes that some members of the fem
inist movement were taking toward 
pornography because I thought it was a 
very dangerous kind of thing. At the 
same time, I began to understand that 
you could not be a feminist and be a 
civil libertarian at the same time. This 
was a hard realization for me. I am con
vinced that you can't. In a sexist society 
you can never approximate John Stuart 
Mills' little model of the world. I then 
started thinking this one through - if 
you're not a civil libertarian, are you for 
censorship, especially of pornography 
which is certainly very offensive in its 
treatment of women. A lot of people 
felt it was contributing to violence, con
tributing to rape. You can't .be a 
feminist and say you don't care, or say 
that freedom of expression is more im
portant - because it isn't. At the same 
time, I was never convinced that porno
graphy contributed to rape. I think it 
contributes to a milieu in which some of 
the things that women want are more 
difficult to achieve, like daycare and 
equal pay for equal work. But what I 
saw of pornography was essentially a 
reinforcement of the view of women as 
masochistic, rather than a legitimation 
of rape. Now I think that's a very 
serious thing but it's by no means con
fined to pornography. 

So I started looking at censorship as 
its own form of sexism and this is when 
I finally concluded it's a choice between 
two forlns of sexism - the paternalistic 
kind of sexism, which is censorship, 
where you put power in hands of men to 
look after the interests of women or in
to the hands of the Phyllis Schafleys 
and people like that. Or you go for a 
civil libertarian stance which I think 
simply puts power into the hands of a 
lot of macho swingers. It was a choice 
between two forms of sexism and that 
seemed to me no choice at all. I 
therefore said that I would not go for 
censorship but I thought that the real 
solution in the long run was this 
emergence and development of a femin
ist kind of art so that there would be a 
real alternative. And this would re
quire some kind of subsidy. 

Determining our 
own sexuality 
FUSE: Do you see that becoming a 
replacement in the value system? 
T.M: I think in a good society, the 
feminist movement and feminists 
would have a way of expressing their 
notion of themselves and their sexuali
ty in media that they control. Of course, 
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this is the problem in a sexist society -
the whole knowledge of our sexuality is 
taken away from us. It's in the hands of 
male gynecologists, male psychiatrists, 
male sexologists. Women really need to 
discover what their own sexuality is. I 
think that art is one of the ways in 
which to do this. 
FUSE: Do you think, for instance, that 
some forms of censorship proposed by 
feminists could be seen as a stop gap, a 
holding tactic until the 'good society' 
arrives? 
T.M: I wouldn't put censorship out 
altogether. I think it has to be consid
ered a possibility. There might well 
come a time when the physical danger 
to women is so great that there is an 
obligation in terms of their safety to 
censor, but generally speaking, no. It 
doesn't solve any problems. The prob
lem is sexism in the society and that 
has a legitimation without pornogra
phy. Another point is that there's a 
misogyny running through our high
brow culture and throughout our social 
science. 
FUSE: In terms of the kinds of research 
that is done? 
T.M: Yes, men believe that women are 
masochistic. If you read Stoller's book 
on female sexuality, basically he feels 
that sexuality without some kind of 
sado-masochism is not interesting at 
all. And that's typical. 
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FUSE: Is there a thread connecting 
your recent research? 
T.M: One of the threads is that I've been 
very interested in the sexist bias in 
knowledge, in high-brow or serious 
knowledge in the literature of social 
science, and in the research on the 
media. 1t seems to me that these 
studies have been done by men and 
they are male points of view. Quite a bit 
of what I've done is, in a sense, an ex
pose of sexism in the curriculum that's 
taught in university. This includes 
media research as well as political soci
ology. I've written an article that will 
be published very shortly that deals 
with what is the nature of feminist 
theory and how do you make a case for 
social justice when history has been un
just and your methodology ties_ you to 
history. I suppose these are philosoph
ical questions about feminism. 
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FUSE: But it does define how you ask a 
question and that's a lot of what femin
ist research is. 

The modernization 
of the patriarchy 
T.M: I think that. But a lot of young 
feminist researchers began as I did, go
ing through their own literature and 
thinking, my God this stuff is terribly 
biased. Then you get to the point that 
you ask, what would non-sexist know
ledge look like? There are some women 
who say they know what non-sexist 
knowledge is but the whole scientific 
method is implicated in the male 
hegemony. And there are others, like 
me, who say it's not. I'm not ready to 
abandon this very powerful way of 
thinking. That's one del;>ate. Another is 
the question of social change. Feminist 
thinking is really split into a number of 
categories. I don't fall under any of 
those categories - like radical femin
ism, marxist feminism, liberal femin
ism. I have no idea where I stand in this 
regard. I just know that there are some 
very serious and persistent questions. 
For instance, I don't think patriarchy is 
restricted to capitalism. While I see ex
actly the point that marxist feminists 
are making and I think that their 
analyses of some of these questions is 
absolutely brilliant, it seems to me at 
the same time there are questions that 
are not being asked. It provides 
brilliant answers to the wrong ques
tions. Marxist feminists are absolutely 
right about the relationship between 
the household economy and the larger 
economy. It's to their credit that they 
have brought this out and forced us to 
examine what is meant by unpaid work 
within the household and the way in 
which women have sentimentalized 
what is a system of exploitation. But I 
think that there are a great many other 
questions and they are not resolved by 
any of these analyses. Patriarchy is 
one. Most of us believed - and this was 
a widely held confidence - that as 
society became more secular and more 
modernized, patriarchy would just 
disappear. Instead we would have 
women who were independent, autono
mous, self-sufficient, professional -
perhaps not in the work force - but 
very competent in running households 
where you had to be a business 
manager and child psychologist and a 
nutritionist and so on. Well, the big 
shock is that patriarchy has survived 
and has become modernized. Now I 
think that means that we have to do 
some re-thinking about that issue. I do 
not see it disappearing, I just see it 
becoming transformed. 
FUSE: How do you see that transforma
tion? 
T.M: The kind of patriarchy that you 
get in simple homogeneous societies 
where there's a male head-of-household 
leader who gets a great deal of 
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deference, was a very diffuse, undif
ferentiated kind of thing. The new kind 
of patriarchy is more specialized, more 
fragmented - what r call, an ex
pressive patriarchy which manifests in 
pornography and macho attitudes. And 
then you get an· instrumental patri
ar~hy which is job discrimination, etc. 
These things are quite different than 
the older style. My point is that patri
archy has become transformed, not 
disappeared, and it's much more dif
ficult to come to terms with. 
FUSE: I know that you think affir
mative action is a real necessity at this 
time. What does this mean? 
T.M: I think this means preferential hir
ing, preferential promotion, preferen
tial admission to educational opportun
ities. I can't think of any area where it 
isn't necessary. I also think it must be 
made very clear that in some ways 
tokenism is worse than discrimination. 
Affirmative action leads to a gender
free occupational structure - period. 
FUSE: Do you think that this would 

· have a great effect on things now? 
T.M: Well, whether or not, it's got to be. 
Whether it will lead us into utopia or 
not, I don't know. It's a principle that 
people understand. 
FUSE: What are you working on now? 
T.M: I just finished writing the NAC 
(National Action Committee of the 
Status of Women) brief to the Apple
baum-Herbert Commission. We set up 
three guidelines: one is the removal of 
barriers which is of course a kind of af
firmative action. The second is what I 
call self-determination. Women need ac
cess to the media of communications 
where we set the agenda: feminist 
magazines, feminist art, feminist pro
grammes, feminist networks. The third 
is equalization. The principle is that 
there are women in rural areas who are 
disadvantaged. And it is the position of 
women that we don't get ahead at the 
expense of other women. I think those 
are good guidelines for a federal arts 
policy particularly in regards to 
women. 

Margrit Eichler 
Institutional 
response to change 
Margrit Eichler is a professor of sociol
ogy. She teaches and does research at the 
Ontario Institute for Studies in Educa
tion. She has written The Double Stan
dard, published by Croom Helm (London) 
1980, and is at work on another book, 
Families in Canada, to be published by 
Gage. 

FUSE: You are currently working on a 
book on families aren't you? 
Margrit Eichler: Yes, it's on the 
changes in Canadian families from a 
policy perspective and of course it is 

also from a feminist perspective, but I 
don't advertise that. \ 
FUSE: When you say from a policy'per
spective, is this for a government ag
ency? 
M.E: I see the government's policy in 
terms of how it affects families and 
what education does to affect families. 
People think that what happens within 
families is mostly private and determin
ed by their own inclinations and deci
sions, and that, of course, is a great mis
conception because it is to a very great 
degree determined by external forces. I 
am trying to look at the interplay of the 
two and also critiquing the policies and 
making suggestions as to how they 
should be changed. 
FUSE: How did you become involved in 
researching women's issues? What trig
gered it for you? 
M.E: Well originally it started when I 
was a graduate student at Duke in 
North Carolina. I was pregnant, taking 
my preliminary examinations and won
dering what you do about child care. I 
went to a women's consciousness-rais
ing group and we later re-formed as a 
collective to write a children's book, 
(Martin's Father). At that point I decid
ed to pursue the questions raised in 
that group academically because I saw 
what we discussed as being of extreme 
importance but was very dissatisfied 
with the way we went about answering 
the questions. 

When I finished my dissertation at 
Waterloo University and began teach
ing a course in women's studies - prob
ably the first course of that kind in Can
ada - in the winter term of 1971, I 
found that there were very few Cana
dian materials at the time, practically 
none. 
FUSE: On women's studies? 
M.E: On anything at all relevant. So if I 
wanted to teach the stuff, I had to start 
writing something to develop my own 
theoretical approaches. At the same 
time, I founded the Canadian Newsletter 
of Research on Women - now called Re
sources for Feminist Research - in Wat
erloo in 1972 because it seemed useful 
to make people aware of who was doing 
what so that you could have some kind 
of cumulative effect without everybody 
going through the same motions. For in
stance, everybody was starting out try
ing to build bibliographies. Well, one 
person can do that. 

Looking into family policy is just one 
of the logical consequences of my over
all interest because that is obviously 
very important to family sociology, 
which is one of the most sexist areas 
you can find. 
FUSE: How? 
M.E: One of the best examples you can 
come up with is the sexist view of vio
lence within marriage. Until very re
cently people would say things were 
good for the family - for the unit -
but they wouldn't break it down into 
who was in the unit. And sometimes it 
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is good for the husband and not for the 
wife. It might be a wonderful tension 
release if you hit your wife; it's not so 
hot if you are being hit. Until the wom
en started speaking up, it was kept to
tally silent and the theoretical models 
were constructed such that the prob
lems remained invisible. And then be
ing invisible, when anybody came up 
and said: Hey this is something we 
should look at - for instance violence 
in families - then people said, but 
where's the evidence? Well, you could 
not have the evidence because your 
model was constructed such that you 
couldn't even collect the data. So if was 
a self perpetuating system whereby 
you simply excluded many questions. 

A 'family policy' 
can be repressive 
FUSE: You talk about the lack of insti
tutional responses to changes within 
the family. 
M.E: The income tax law for instance is 
contradictory in terms of the family. In 
one sense there is a slight encour
agement for wives not to earn money, 
especially if they would have a very low 
income because the marriage exemp
tion is lost. And if you are a marginal 
earner and have other expenses, that 
might make a big difference. Obviously, 
this is a lack of response to changes, 
because all of these women are in the 
labour force already - more than 50 
percent of the wives - so we are talk
ing about the majority. 

But the most dramatic area of non
response by institutions is in the area of 
child-care. I am convinced that you will 
never get sex equality until child care is 
being equally shared by father, mother 
and State. 

But there are various ways in which 
the State should be concerned with 
families and various ways in which it 
shouldn't be. I wouldn't advocate that . 
we develop, for instance, a "family pol
icy" because things like this usually 
tend to backfire and are the most con
servative tools. They usually define 
what the 'right' type of family is. What 
usually happens is that in the name of 
supporting families, you are actually 
working against them and penalizing 
people who live in relationships that 
happen to deviate from the norm. It 
seems to me that administratively what 
you want to do is generate all your 
policies towards the individuals and not 
penalize any individual for what sort of 
relationship with an adult they are liv
ing in. And if there is a child involved, 
then the State has a portion of the re
sponsibility to see that the child has all 
the things that it needs - a place to 
live, etc. What the structure is should 
be irrelevant to the State. It is up to the 
people to decide what they wish to do 
and recognise that it is liable to change. 
There should be no penalties attached if 
people want to change their behaviour. 
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But that is, of course, not the way that 
we have currently written many of our 
laws, or our policies. The effect is, for 
instance, if a relative babysits your 
child, then you cannot claim it on your 
income tax. Why on earth not? Children 
still need to be looked after. Why is a 
relative any less worthy of getting a lit
tle bit of infusion, directly or indirectly, 
of public money than a stranger? The 
thinking behind this is that it's the 
right and responsibility of the family to 
provide this care but the effect is to 
penalize the family - for doing some of 
the things that you are supposed to do. 
The same applies if you care for elderly 
persons. 
FUSE: Does it have something to do 
with what we think of as important, 
what we think of as productive labour? 
It has been said by feminists that the 
kinds of work that women undertake in 
the home, such as caring for children, 
the elderly, and the husband, is viewed 
as non-productive work - unless it is 
outside the home. 
M.E: And then it is underpaid. That is 
undoubtably true, but I think that it is 
hopefully changing for the simple rea
son that some of the women are not do
ing it full-time (within their own 
homes). When you have to replace the 
services, you realise what has been 
done all along. 
FUSE: Putting a dollar value on it. 
M.E: And of course it's too low at this 
point - way too low. I think this is one 
area where I would expect a bit of 
change. 
FUSE: What is the International Pro
ject you are working on? 
M.E: It is a study which involves, at this 
point, four countries: Italy, Poland, 
Romania and Canada. It includes 150 
top decision makers in each of the coun
tries. Since there are many fewer 
women in high decision-making posi
tions, we started out with them and 

then went on to the men who would 
have the exact same equivalent posi
tion. We asked questions which con
cerned their attitudes and experiences 
at work with respect to family and to in
volvement in formal organisations, 
such as parties, unions and voluntary 
organisations of all types and sizes. We 
will basically describe the social struc
ture in each of the countries and then 
have a comparative analysis where we 
look at the types of public participation 
of women and the barriers to that 
public participation; as well as the 
equality in families and sex 
equality/inequality overall. 
FUSE: What is the model of women's 
participation in politics you are work
ing with? How are you asking the ques
tions and what is your definition or re
definition of women's participation? 
M.E: I have tried to explain why women 
participate in politics to a lesser degree 
than men (a common statistical finding). 
Underlying this, of course, is the way 
participation is defined, which is totally 
within the framework of electoral 
politics - things like canvassing, put
ting up a sign, writing to an M.P. It 
would seem to me that a more import
ant question is why are there so few 
women in the decision-making posi
tions? So it's necessary to re-formulate 
the question as to the opportunity 
structure for participati.on and decision 
making. 

Outside the 
electoral process 
The other thing is that if you are ex
cluded out of the system then the 
methods that are open to you in order 
to have an impact politically tend to be 
non-traditional. You may make some 
sort of petition or you start _a_ move
ment or something. And trad1t1onally, 
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political scientists have not viewed that 
as a type of political involvement. So I 
think that there has been a serious 
underestimation of the degree of 
women's involvement because some of 
the things that women do that I would 
define as highly politica.J - for instance 
anybody who is in the feminist move
ment - tend not to be seen as political 
activities. 
FUSE: Or the environmentalist things? 
M.E: Yes, the same thing. Also you rais
ed the question earlier as to what is 
seen as being important. The issue of 
daycare centers is a good example. 
Since that issue is not considered to be 
important, all of the work that has been 
done in• that area by women is dis
counted and doesn't end up to be part of 
the analysis (about participation). 

There are lots of women who are ac
tive in grassroots consumer-oriented 
organisations. That would be another 
example of the activity _that I would 
define as highly political, but that is 
outside the electoral process. 
FUSE: Do you think that this will 
change when women have more control 
over the decision-making processes? Do 
you see this as a prerequisite? 
M.R: Definitely. It seems to me to be im
possible that the structure wouldn't be 
changed if you had appreciable num
bers of women in those positions of 
power. That's not because of any bio
logical difference between men and 
women but because the experience is 
different. Most of the women have 
other obligations within their families, 
whether or not they are married. The 
fact that there are more unmarried 
women in high positions now is simply 
an indication of the difficulties that 
women who. are married or with child
ren have in getting these types of posi
tions. If they were more present that in 
itself would introduce a type of ex
perience that is, at the present time, 
lacking. I think you would see a more 
lateral type of thinking, where you 
have to connect rather disparate things 
with each other because I think that is 
what we all do as a matter of course in 
the type of lives we lead (as women). 
But I am quite sure that men could 
learn this too. 

On the other hand, if you'want to talk 
in ideal terms - so far I have not, but if 
I switch gears - then I think on the 
long haul it's not highly desirable to 
'simply aim for maintaining the current 
inequality of w&ges and having half of it 
shared by the women, because you still 
have half the poor being women. And so 
in that sense I think that besides work
ing for sex equality what we should also 
be doing is working for social levelling 
altogether. 

For instance in terms of wages, w_hat 
you do is give much larger increases to 
everybody at the bottom. I wouldn't 
even bother trying to get equal wages 
(between men and women). What I 
would suggest is to reduce the gap be-
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tween the highest wages and the lowest 
ones by lifting the lowest ones, of which 
80 to 90 percent of them would be wom
en and 10 or 20 percent of them would 
be men. But that's fine because if they 
are that low they need to get higher 
wages too. That I see in the long run as 
a radical and more important strategy 
than just trying to share the current in
equality around and distributing it in
definitely. 

Naomi Black 
Social feminists 
within the movement 
Naomi Black is an Associate Professor in 
political science at York University. She 
has published on Canadian foreign 
policy, Canadian-American relations, in
ternational relations theory, feminism, 
and women and development; she is cur
rently working on a cross-cultural study 
of the non-militant women's movement 
which will be published in book form. 
Her next publication will be the in
troduction of Elsie Gregory MacGill's 
book My Mother the Judge which is be
ing re-issued this spring by Peter Martin 
Associates. 

FUSE: What is your background? 
Naomi Black: I majored in political 
science with my specialization in inter
national relations. There are-very few 
women in that field; you are very much 
in the minority. The connection with 
women's issues is not all that obvious, 
but it is there. I got involved in the On
tario Committee on the Status of Wo
men which got me into various activist 
things, which ·in turn got me interested 
in the background of it. In political 
science, there was very little available 
on women's roles, and even less in
terest in the organizations, particularly 
in cross-national research which is what 
I'm working on now. My organizational 
involvement with the Status of Women 
Committee predates any professional 
work I have done. That's what got me 
reading. The first feminist book I was 
given to read was Kate Millet's Sexual 
Politics in 1972, I think. It wasn't a new 
book then either, which shows you how 
late I came into it. (With women work
ing in academia) there are two strands. 
For the younger women who were not 
established professionally when the 
women's movement re-emerged in the 
late '60s, and whose work in the 
academic wcirld began at a period when 
it was not very easy to get into the 
tenure-stream type of jobs, their 
careers evolved naturally into women's 
studies. Others of us who .are older 
were pretty lonely professionally 
before we got interested either per
sonally or professionally in women's 
studies. It works differently for us. For 
one thing we go on doing some of o?r 

previous studies, working in fields 
which we were engaged in before our 
involvement in women's studies. 
FUSE: What is the cross-national study 
you are doing now? 
N.B: It's a political study of the non
militant women's movement, compar
ing what has happened in Canada with 
what has occurred in France, Britain, 
and the U.S. focusing on transnational 
women's organizations. One of the in-

. teresting things about these groups is 
that you find that women who have no 
political rights in their own country as 
yet, can operate internationally and 
they can do that because of the nature 
of international law. It's interesting in 
terms of international relations. 
FUSE: What do you mean by "They can 
operate internationally"? 
N.B: Well, for example, in the 19th cen
tury, women couldn't vote in most coun
tries - maybe New Zealand and some 
of the American territories were the 
exceptions - which meant that they 
had no official access to any sort of 
forums within their own countries. At 
the same time, they got a·whole series 
of international congresses going. 
Transnational organizations usually 
begin with political constituency 
groups within their locations. But in 
this case, the women's organizations 
didn't exist locally like that, so they 
began to meet internationalJy. These 
congresses fed back into the national 
politics of the countries, rather than go
ing the other way from the national to 
the international. We think of things 
like the Internatiqnal Women's Year 
Conference in Mexico City and the Mid
Decade Conference in Copenhagen as 
being very modern, but in fact these 
kinds of meetings have gone on for 
many years in women's organizations. 
FUSE: You talk about "social feminists" 
as opposed to "political feminists." How 
do you define that because it would 
seem to me that feminism is political at 
base? 

Finding an 
international forum 
N.B: They are both political; I would 
agree completely on that. But the divi
sion I'm talking about goes back to the 
19th century. The political feminists 
could also be called equal rights 
feminists. They base their argument on 
the assumption that women are basical
ly the same as men and any distinction 
in law or custom will disadvantage 
women. What is working against 
women is 'bad laws' and 'bad attitudes', 
and in contemporary feminism it's also 
referred to as 'socialization' - that's 
what holds women back. They are 
trained to have self doubts, etc. That's 
very much equal rights feminism. The 
assumption there is that if you could 
even things out between women and 
men, you wouldn't even have to neces
sarily make that distinction (as to sex) 
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anymore because it wouldn't be mean
ingful. 

The easiest way to define the two 
groups is in terms of the vote. Every 
sort of feminist worked for the vote. 
For equal rights feminists, the absence 
of the vote becomes one of the major 
blocks in the way of women becoming 
like men.The vote itself becomes a sym
bol for the way in which women are 
treated unequally. So you don't actually 
want the vote to do anything with it, 
but not having it is harming you and 
stands for something very bad. . 

Now social feminism is· quite dif
ferent. They start from the assumption 
that men and women are very different. 
The naive expression of this is what is 
called maternal feminism - to have a 
womb is to make you a purer, finer per
son. One of the arguments against this 
kind of social feminism is how badly 
this attitude has been used against 
women in the past - stay at home, get 
up there on ·that pedestal and be wor
shipped. But another way of looking at 
this is to say that women are different 
because they have had a different sort 
of experience. They have been kept at 
home; they have not been allowed to 
rule; they have not been trained to 
fight. While it could be said that if they 
had had this training, women would 
turn out to be the same as men, it is 
more likely that there are certain 
characteristics of being female which 
do have permanent meaning: being in a 
different body; having a different sex
uality. Now that's completely irrele
vant in a lot of areas. It has very little 
to do with whether or not you can type, 
and it hasn't a lot to do with whether or 
not you can fight. But it may give you a 
different perspective. Certainly you 
can say that, historically, women have 
had different experience and have been 
forced to experience their sexuality 
differently. And I think that as long as 
you have the possibility of conception, 
however much you control it, you've 
got a different relationship to life. 

"A great big 
housecleaning" 

The social feminists believe .that 
women, in their relatively disadvan
taged experience, have been spared 
certain bad training that men get, that 
they have been kept from sharing a 
public life. But they have also devel
oped some qualities which are of value 
to the society - not just for private life 
- such as cooperativeness, nurturance, 
consensus. They also argued, par
ticularly in the 19th century, that men 
had made a mess of public life. This is 
still a common theme in modern 
feminism. Here in Canada, the Feminist 
Party argue this. So social feminists 
argued that women should participate 
in public life not just because they have 
the right to in order to be like men, but 
because of the changes it will bring 
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about. It's no use just going out there 
and becoming another power-monger. 
But if you can go out there and maybe 
moderate the brokering of power, 
that's worthwhile. Maybe we can 
change the structures of socialization of 
men so that we'll end up with a dif
ferent sort of world. The simplest 
metaphor is of a great big houseclean
ing. Nellie McClung talks about this a 
lot. 'We're going to go out with a great 
big broom and get all the dust out of the 
corners.' It was naive, but this was the 
major argument for getting the vote. 
But they were really much more 
realistic about the symbolic value of 
getting the vote than they look to us 
now. In the 19th century, the large suf
frage oq~anizations believed that 
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women didn't just have the right, but 
the obligation to get out there and get 
their hands on public life. Now partly 
this was to protect women and children 
because the men weren't doing this pro
perly. But another part of it was just to 
'fix it all up'. They had a whole range of 
things that they wanted to do once they 
got the vote, from mothers' allowance 
to equal pay - or at least minimum 
wages - right up to readjusting the 
budget so that it wouldn't all go to war. 
These were the so-called social femin
ists. 
FUSE: What is the distinction you make 
between militant and non-militant fem
inists? 
N.B: It's more a matter of style. 
Generally speaking, the social feminists 
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are not militant, but I think you could 
say that some of the militants were 
social feminists. Generally the social 
feminists tend to, be less outrageous, 
particularly in the past. This is one of 
the things tha.t makes people doing 
research into women's activities in 
Canada very unhappy. They discover 
that most of the women were social 
feminists. They tend to all be relatively 
subdued in tone. They don't go in for 
confrontation. They work within the 
system. These groups upset the radical 
young women who go out and do re
search into this history, particularly 
those involved in the left. They are not 
really far out on the fringes and yet 
they produced quite a lot of change. My 
major point is that by having this sort 
of approach to women moving into pub
lic life, it's possible for very conven
tional women to think it's quite all 
right. Where it might be seen that 
these women were just looking after 
'women and children', it turns out that 
'women and children' includes every
thing. That's why Bella Abzug was 
fired from the Status of Women Com
mission in the U.S. She advocated that 
there should be more resources avail
able to women and children instead of 
so much going to armaments. She 
started questioning the whole budget 
allocation. 
FUSE: You have said that answering 
certain questions about women's organ
izations, such as why did militancy and 
non-militancy develop differently 
within them in different countries, 
would likely affect the whole notion of 
social change. What do you mean by 
that? 
N.B: Well, the simplest example: the 
women's liberation movement took 
over the concept of revolutionary 
change from such movements as the 
student movement or the civil rights 
movement. The imagery is of revolu
tion. Now in a revolution you can either 
shoot all the oppressors or merge with 
them, if they're a different race, or 
obliterate the categories if it's a 
religion, or replace them. Those are 
really, I think, the only alternatives in a 
revolution. But if you're talking about 
women and men, none of those fits. So if 
you talk of liberation, you have to talk 
about it differently. Simil11:rly, going 
back 120 or 13(J years, you have the 
Seneca Falls women taking the 
Declaration of Independence and apply
ing it to the women's situation. But the 
people who wrote the Declaration of In
dependence were completely at liberty 
to separate, which women are not. You 
can't do it by secession and you can't do 
it by revolution. So how do you do it? 
You end up with the question but you 
don't have the answer because the 
answers don't fit when you're talking 
about complete communities. So really 
the whole thing is an extraordinarily 
large transformation, not just of those 
in power, but of what power means. 
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Gertrude Robinson 
Locating women's 
media presence 
Gertrude Robinson is the President of 
the Canadian Communications Associa
tion and the director of the graduate pro
gramme in communications at McGill 
University in Montreal, which is the first 
university offering a Ph.D. in com
munications in Canada (1976). 

. FUSE: When did you first begin to look 
at women's role within communications 
and the media? 
Gertrude Robinson: It really grew out 
of my own life experience. As I tell my 
students, I am now in my third career. I 
was a Betty Friedan-era college student 
and then a highly-educated mother who 
raised a family for ten years and then 
decided to go back to school. This was 
very difficult in the early '60s when few 
"mature students" were returning to 
school. I happened to be at a school, the 
University of Illinois, that permitted 
graduate study on a half time basis 
which was the only way I could do it, 
since I had three small children. I was 
looking for a programme with flexibil
ity and this is how I backed into the 
communications programme. In the 
course of doing my studies, I became 
aware that I was very alone in the 
sense of finding my way but also in the 

, sense of finding women role models 
with whom I could discuss things. 
There was another woman in my pro
gramme who had given up a career in 
advertising to go back to school. So she 
and I were essentially in the same boat. 
It was this whole business of how do 
women cope with carving out profes
sions for themselves that has made me 
follow up that same topic in my own re
search. 

When I came to Canada in 1970, 
there were no communications studies 
at McGill University. So my early 
publishing was very oriented to pro
viding teaching materials and the 
beginnings of a sketch of the Canadian 
media situation for my students. The 
best thing we had at the time was the 
Davey Commission report. With the 
help of four students, we produced a 
series of fourteen models in 1973 titled, 
Studies in Canadian Communications, 
one of which dealt with women in the 
media. Writing this model proved ex
tremely difficult because nothing had 
been written on the topic. The CBC was 
beginning to do its analysis of women in 
the CBC - published as Women in the 
CBC in 1975. There was also no survey 
of women working in daily newspapers. 
So in 1975, I decided to do such a 
survey. I used a questionnaire which 
was a parallel questionnaire that had 
been used in a study in the U.S. Well, 
this created incredible waves in the 
media - mainly in the daily newspa-

pers. My questionnaire was the subject 
of a lead editorial in the Globe and Mail 
in which I was accused of asking ques-. 
tions that "gentlemen shouldn't ask". 
The implication was that I was asking 
illegal questions, such as "within a 
$1,000 range, what is your yearly 
salary? Do you belong to a political par
ty? Are your friends in that political 
party or another political party? What 
are your extra-curricular activities?" 
Things like that. The Globe and Mail 
blasted the questionnaire off the face of 
the earth. In effect, one of the 
newspaper chains forbade their people 
to answer the questionnaire. 

Instead I did a telephone interview. I 
called all of the daily newspapers across 
Canada, ,and asked the chief editor to 
give me statistics on the number of 
women they had on staff, the positions 
they held and so forth. In effect, asking 
10 or 15 questions on the phone and in
sisting they give me answers, provided 
the first very simple survey. And I 
think the only one which is available on 
all of the women who were then work
ing on the then-105 Canadian news
papers. It turned out that there were 
about 504 or so of the total work force. 
The majority of these women were 
plain reporters and most of them were 
to be found in the small circulation 
papers. 
FUSE: Did you find that the 'women 
were ghettoized within the "women's 
section" of the paper? 
G.R: Yes, but I found that the ghettoiza
tion was less in Canada than in the U.S. 
Here we have more small circulation 
newspapers and indeed women have 
more of a chance to cover a greater 
variety of topics. There are also less 
'beats' in Canada that are 'gender
typed' (like sports) - so there are more 
openings for women here than in. the 
U.S. 
FUSE: You have also done content 
research on women's presence in the 
media. 

Magazine fiction says 
women still housewives 
G.n: Yes, two of these are most in
teresting. The first is a study of the por
trayal of women in fiction. Here we 
followed Betty Friedan's content study 
of short story heroines in women's 
magazines in the late '50s, early '60s 
and '70s. The really staggering finding 
of the study, which included Chatelaine. 

· was the following: whereas the majori
ty of heroines had of course been 
housewives in Betty Friedan's days, it 
had gotten worse in the early '70s. They 
were even more disproportionately 
housewives with absolutely no 
professional ambitions. Their major 
problems were psychological problems, 
ones having to do with love, marriage, 
jealousy and things like that. This was 
in spite of the women's movement! 

In the second study I really wanted 
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to look at the whole notion of change. 
There were a number of hypotheses 
about the women's movement resulting 
in change, and I did not really think 
that the fictional content would be as 
good an indicator as the realistic con
tent to find out about the attitudes to 
women and work. 

Stereotyped categories 
We found that the largest category, the 
most articles about women's changing 
lifestyle in women's magazines, concen
trated on the working situation. In
terestingly enough however, this topic 
was handled in a very stereotypical 
manner focusing on only eleven issues. 
The most important of these were 
three: what are different kinds of jobs 
and professions like? how does one plan 
a career? and how equal is the accilss to 
these jobs? These three issues received 
about 50 percent of all article coverage. 
While others - discrimination at the 
work place, dual roles, volunteer work, 
etc. - were covered in another 30 per
cent of all articles. Five additional 
issues were handled only very rarely 
and spottily. 
FUSE: You found, interestingly, that 
even though there was more coverage 
(in the '70s) of women and work, it still 
didn't statistically reflect the actual ex
tent of women's entry into the work
force. 
G.R: That's right. But what is more im
portant are the assumptions which our 
society carries in its heart and in its 
head about women's existence. These 
assumptions are an underlying set of 
values and on these values are based a 
set of expectations about people's 
behaviour. It was this I was trying to 
document in this thirty year study of at
titudes toward women and work be
tween 1950 and 1980. This is why I also 
compared public opinion poll responses 
to the various aspects of women and 
work. 
FUSE: So for instance, in one poll a ma
jority of people were in support of 
equal pay for equal work and yet the 
reality at that time did not correspond 
at all to those opinions. There was (and 
still is) tremendous inequality of 
women's incomes in relation to men. 
G.R: While that was the only thing that 
both women and men in the polls were 
in support of - the concept of equality 
in wages - there was very little sup
port for other things such as, in the 
'50s, the idea that women who were 
married should work. In the '60s the 
issue was whether mothers had the 
right to decide whether or not they 
wanted to work, but only if their 
children were older or if their children 
didn't need them at home anymore. We 
are still exceedingly conventional when 
it comes to giving a woman who is 
younger and who has smaller children 
the right to make a decision whether 
she wants to work or doesn't want to 
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work. We are dead set against it. In 
spite of the fact that the group that has 
seen the greatest increase in entry into 
the labour force in the 1970s has been 
women with small children. 

Public opinion has just not caught _up 
to the fact that more than half of the 
women who are married and have small 
children today work. Polls show that it 
is still generally believed that the role 
of women is to be in the home, and the 
role of women is to be mothers. As 
mother, your first job is to personally 
look after your children. Consequently 
we have not really gotten very far with 
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establishing an adequate number of 
daycare centres and support systems 
for working wives and mothers. Yet 
since the early '70s, expectations about 
the standards of living can no longer be 
met by one earner. The cost of living re
quires that both parents work in many 
cases. That means that societal condi
tions economic conditions, are forcing 
us to' bring our values, our more t.r~di
tional values, in line with new realities. 
In conjunction with the sharply reduced 
birth rate, these in turn will ultimately 
lead to new ways of judging working 
women. 
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Angela Miles 
Toward an 
integrative feminism 

Angela Miles is an active feminist who 
has been teaching women's studies in the 
Social Science Department of Atkinson 
College, York University. This fall she 
will be teaching at St. Francis Xavier 
University in Antigonish, N.S. She is a 
member of the Feminist Party of 
Canada. Her Ph.D. thesis is entitled 
"The Politics of Feminist Radicalism, a 
study of integrative feminism". 

FUSE: What is integrative feminism? 
What do you mean by the term? 
A.M: Integrative feminism is the term I 
use to describe the tendency of 
feminism that goes beyond the impor
tant struggle for justice and equality 
for women as a disadvantaged group, to 
make a major contribution to the 
development of progressive politics in 
general. Within this tendency of 
feminism the attempt to integrate the 
personal and political in a new politics 
has been sustained and developed well 
beyond the level it could be in the New 
Left where it originated. In fact, 
feminism has to achieve this integra
tion or it cannot go on as a movement. 
It has to look at personal relationships 
and integrate the individual and collec
tive, social and psychological, economic 
and cultural moments of struggle. 

In 1975 when I began my research 
this tendency of feminism, which is now 
very strong, was not very evident. 
Although all feminists spoke about in
tegrating the personal and political, 
many tended to reduce one to the other. 
Some feminists were reducing the 
political to the personal saying: "We've 
got the integration - we've got a cer
tain lifestyle, we've got a certain sexual 
orientation - that's integration!" 
Others were reducing the personal to 
the political saying: "We've got the in
tegration here because we realize that 
all personal things are to do with power 
and are therefore political." But that 
was nothing new. It certainly wasn't the 
difficult and sustained long term at
tempt to develop a. transformed syn
thesis of the personal and political that 
is required to build a new progressive 
politics. 

So I wondered at that time, does that 
integrative project still exist? Has it 
survived the early days of feminism? I 
set out to interview feminists in order 
to find out. 

Political/personal 
integration' 
FUSE: How did you select the women 
to be interviewed? 
A.M: I tried to select them politically. I 
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chose the ones most likely to be con
cerned with this political/personal in
tegration. Because what I really wan
ted to see. was whether they were 
there. I wasn't concerned to see how 
statistically different they were. I 
started out with friends and women 
whose written work I was familiar with 
and got referred to other women. They 
were all feminist activists. They varied 
in terms of how well known they were. 
None of them were superstars. I found 
that there was really no trouble in 
locating these women. There was a 
very clearly delineated tendency in 
feminism that had maintained this com
mitment to personal/political integra
tion at the grass roots, even though at 
this time it wasn't very evident in the 
literature. 

The second thing I 'found was that 
not only had this integration been main
tained but that a whole feminist ap
proach - or set of values - had 
developed that was integrative far 
beyond the personal/political. Femi
nists had developed a set of values that 
was integrative in its view of the world 
and affirmed what had been negated 
and cut off and marginalized and 
devalued in capitalist and male 
dominated society - that is values and 
activities concerned with reproduction, 
caring, nurturing, love, co-operation. 

With the development of this per
spective feminism went beyond saying 
"Let women into men's world. We're as 
good as you. We can do all the things 
you can do. Just let us try." · 
FUSE: Women bank presidents ... ? 
A.M: Socialist feminists as well wanted 
essentially to be let in. There were 
some women who wanted to be bank 
presidents and there were some women 
who wanted to get into trade unions 
and organize and do the socially produc
tive and recognized labour and fight the 
real social struggles. In the early phase 
neither radical feminists, nor socialist 
feminists, nor reformist feminists had a 
developed set of women's values. They 
argued for equality, justice and 
redistribution of power and material 
goods either in a socialist or a liberal 
way. They all questioned men's defini
tion of women, which said that women 
were less than human, by arguing that 
women could be like men, could be as 
good as men. 

What I found in my interviews was 
that integrative feminists (whom I 
found among all types of feminist -
socialist, marxist, radical, lesbian, 
reform) were not just saying that. They 
were not just questioning how men 
defined women. They were questioning 
how men defined humanity, how they 
had defined it as male. They were also 
questioning the over-valuation of what 
men do - of production as opposed to 
reproduction - and were arguing for a 
reversal/transformation of production 

focused values (whether capitalist or 
marxist). They were arguing for a 
revaluation of reproductive work and 
values as a basis of feminist politics. 
They continued to push for women's 
recognition in, and access to, male 
defined areas and activities. But they 
added to this insistence that the values 
and concerns of the long subordinated 
women's realm of reproduction be 
generalized to t·he whole of society. 
They maintained that any liberatory 
social transformation will have to in
volve the reorganization of society to 
put the demands of people's reproduc
tion as self-actualizing human- beings 
before the demands of production/ pro-
perty/profit. 

That's what I found when I did my in
terviews. That's what I call integrative 
feminism. It's difficult, of course, 
because it involves building a feminist 
politics which doesn't deny the 
specificity of women's work and values 
and tbe fact that at present we really 
are different from men and lead dif
ferent lives. It's dangerous because the 
right-wing uses that. And women's 
specificity has always been a result of, 
and been used to justify, women's op
pression. But I don't think it's possible 
to build a powerful feminist politics in
volving anything other than simple 
pressure group activity unless we 
acknowledge that specificity. You can 
exert pressure for women, but you 
can't go beyond representing women as 
a special interest group to develop a 
progressive politics which has real 
meaning for the society as a whole. 

Beyond the 
ecology movement 
FUSE: Do you see that feminism has 
had an impact on progressive 
movements lately, beyond the ecology 
movement ... ? 
A.M: I don't even think that feminism 
has ha? an impact on the ecology move
ment m general. The male dominated 
movements are very, very resistant to 
feminism even when feminists are very 
active in the area. When women's 
issues are addressed in male dominated 
politics they are robbed of their 
feminism. They are reduced to "issues." 
Male radicals say "Sure you need day
care. Sure you need equal rights." But 
the notion of a sisterhood of women a 
specific group that represents specific 
areas of concern, of work, of values and 
that is developing a voice that is 'new 
an~ different and has major impli
cat10ns for the shape of progressive 
politics as a whole is studiously avoid
ed. 

For radical men there seem to be 
essentially two kinds of feminists. 
There are the "good feminists" who ac
cept the "broad" struggle as defined by 
men (which I think is substantially dif-. 
ferent than as defined by women), and 
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use a pressure group approach to have 
women's issues and women's place in 
the struggle recognized. Then there are 
what they call "bourgeois feminists". 
By definition, anybody who doesn't ac
cept Left orthodoxy is labeled "bour
geois". It doesn't matter how radical 
these feminists are, or whether they 
call themselves socialist or marxist or 
radical or lesbian or liberal, they are hit 
with this label. In fact I don't know any 
"bourgeois feminists". It is a contradic
tion in terms. Even reform feminists 
are at least as radical as the NDP. They 
strongly support the organization of 
unorganized women workers; the fight 
of native women for their rights; and 
far better pension plans, unemploy
ment benefits, social services and 
health care for all. To call these women, 
never mind feminist radicals, 
"bourgeois feminists" mystifies and 
misrepresents feminism to the point of 
becoming a political attack. 

This split is really unfortunate. 
Because, in the end, the kind of change 
called for by integrative feminists can't 
be made by women alone. I believe 
that, far from feminism being divisive, 
the most general struggle has to be a 
feminist one. In fact, issues like ecology, 
the nuclear question, redistribution of 
wealth, decentralization of power, 
liberation itself, are all essential 
aspects of feminist struggle. Never
theless the dominant definition of what 
is important and 'political' is a male 
definition. It is very hard to make the 
principled and historically necessary 
demands of feminism when those 
demands are labelled as divisive, naive, 
selfish, unpolitical, by most self-styled 
radicals. It's very hard. 
FUSE: A lot of your work is focused on 
the women's movement. Why do you 
think that's an importart area of 
research and activism at this time? 
A.M: There has been a mass women's 
movement that has been waning and 
waxing in intensity and changing its 
form for over 100 years. People call our 
movement today the 'second phase' of 
the women's movement as if there was 
one back there, and now there's 
another one. But what we see today is a 
resurgence of a ·movement which has 
existed in one form or another for a cen
tury. It is the hiatus of the depression 
and post war years that is unusual, not 
the activism today. Nevertheless cer
tain specific conditions underlie 
women's activism today and its parti
cular shape. 

The-traditional form of the family has 
changed drastically and women, es
pecially married women, have entered 
the paid labour force in great numbers. 
In spite of women's entry into the 
labour market, there has been no 
decrease of their workload in the home. 
Married women are doing two jobs. It's 
a lot of pressure on women and women 
11re getting, on the average, half the 
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wage of men. Also, the family, a tradi
tional but very repressive, institution 
which structured women's lives and se
parated them from one another, is 
breaking down in its old form. More and 
more women are having to fall back on 
each other to cope with the re
quirements of a double work load and 
the breakdown of their marriages. 
They are maintaining contact with 
their women friends and re-making 
them when they're desperate. So you 
have the social context for women to 
act. The pressure is there. 

Non-alienated 
integration 
The potential is also there. Married 
women's entry into the paid work force 
represents the socialization and cen
tralization of reproductive tasks tradi
tionally done by women in the home. 
Women are being drawn into the work 
force as part of a much wider shift in 
the relationship between the tasks of 
reproduction and the tasks of produc
tion. Reproduction tasks are relatively 
more important than they were in 
traditional industrial society. They can 
no longer be controlled indirectly by 
the demands of production for simple 
labour power. So the structural separa
tion of the production and reproduction 
spheres is breaking down women's 
relegation to a marginal and subor-
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dinate area of life is undermined, and 
the potential is there for women to act 
- specifically to struggle for the non
alienated integration of divided aspects 
of our lives around the requirements 
and values of the reproduction of self
actualizing human beings. This is the 
underlying basis for feminism. It's 
about a whole new shape to the world. 

Of course the patriarchal ruling class 
also responds to limit and control this 
new potential and to maintain it within 
existing relations of domination. You 
draw women into the paid work force, 
centralize, bureaucratize, socialize and 
industrialize reproduction. You develop 
consumerism as a distorted reflection 
of the new resources available for 
reproduction and so reinforce privatiz
ed, passivity. You have a sexual revolu
tion which extends the instrumental 
values of production into private lives, 
makes people objects. And so it goes 
on. The patriarchy's response to the 
emerging integrative potential be
comes alienated integration - a reduc
tion of reproduction absolutely to pr:o
duction. Integrative feminism is a 
refusal of that alienated integration of 
reproduction into production. I would 
argue that this is an appropriate, essen
tial, historical response, that anything 
less is not progressive because it is not 
speaking to the potential that exists to
day for a free and fully human existence 
for all. D 
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GILLIAN ROBINSON 

MOVING MOUNTAINS 
Laura Sky's film denies the cliche that women and 
machines don't mix, but some questions go unanswered. 

As members of the work force, women 
are assumed to be helpless or incompe
tent when it comes to manual labour -
traditionally understood as the realm of 
man. Women do less physically demand
ing work because, the logic goes, they 
are fragile. Moving Mountains, a 
30-minute documentary by Toronto 
filmmaker Laura Sky, is about eighty 
women working an open pit coal mine 
alongside 1,042 men; the film dispels 
the myth once and for all that women 
and large machines are incompatible. 

Elkford, B.C. is a typical company 
town where most of the men are em
ployed 'by the Fording Company to 
":Ork in the coal pit. Until recently, For
ding's policy did not allow women to be 
employed in any jobs other than as cler
ical or janitorial staff. In 1975, a small 
group of women, with the help of union 
local 9884 of the United Steelworkers of 
America and the Human Rights Com
mission of B.C., fought to gain the right 
to work in the mines, in jobs that in
volved some of the world's largest min
ing E;quipment. Under this pressure, 
Fording finally conceded. 

According to Laura Sky, this film 
was made mainly for screening within 
classroom and labour groups to educate 
and provoke discussion about women in 
the labour force, especially in non
traditional jobs. One of Sky's major con
cerns is to confront the lack of equal 
pay and equal rights encountered by 
women in any job. Included in the 
educational kit accompanying the film 
are figurtls documenting the disparity: 
women make up about 50 percent of the ~ 
work1orce in Canada, but earn only ~ 
about 57.8 percent of the income of ':; 
men. Traditionally, women occupy the J 
lower-paid sectors of the workforce. 
Over one-third of the positions held by 
Canadian women are clerical, 
representing 76.9 percent of that oc
cupations' work force. In comparison, 
the percentage of women employed in 
the construction industry is 1.2 percent. 

Going against our 
conditioned responses 
The reason why women want to break 
into these non-traditional jobs is ob
vious: the pay for most construction 
work is almost double that of clerical 
work. Moving Mountains is about eighty 

Gillian Robinson is a writer living in 
Toronto. 
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wom':m who have broken through, yet 
the film does not dwell on the transi
tions they have gone through - in
stead, it only concentrates on their new 
9ccupation. Its primary purpose is to 
?ocument these women on the job: driv
m~ huge tr1;1ck~, drilling, and blasting 
with dynamite m the coal pit. We see 
the women change into their work
clothes, board buses which take them to 

discussing it in depth, Moving Moun
tains does document the impact of tech
nology on the mining industry, which 
has enabled women to be considered 
capable of such work in the first place. 
And once the myths have been dis
proved, the taboos against women 
working in such non-traditional jobs are 
slowly being lifted. 

the mountain where they work, and Qn th · b 
once there, climb into their mammoth - e-JO pressures 
drills and trucks to start the day. One One of the strongest and most vocal 
finds that the image of the women, women in the film is Ina Rees. Rees, 
dwarfed by these vehicles, produces a along with two other women, was of
response which is both protective and fered a cleaning job at Fording, but 
amazed. But the film actively combats thought she deserved work that paid 
such conditioned responses. For exam- more. When she was given a job in the 
pie, we see a woman emptying her mines, she was told that she would not 
truckload of coal into a huge open pit; last the day. Now she works on the 
the camera follows the stones as they blasting crew. She feels that women 
tumble down the hill. In this shot, our should give each other support in the 
accepted perceptions of both the 'vast' workplace because they are a minority. 
environment and the 'powerful' indus- One of her complaints was that the 
trial machines are suddenly contradic- three women hired together were un
ted because the people in control are supportive of each other due to com
women. petition and the attitude of the men 

Yet the film never makes these towards the women. 
women heroic, nor endows them wfth Yet Moving Mountains does not ex
special skills. The machines they oper- plore or question any of these problems 
ate and the jobs they do need coordin- that the women must encounter on the 
ation, not muscle, and the ever-present job. The women tell of pressures from 
dangers are not related to the physical the company: when hired, they are 
strength of the workers. While not asked if they know that they are taking 

Bev McPhee, lead hand at Fording's open pit coal mine, on the job site. 
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away "a man's job". Asked how he likes 
working with the women, a man in the 
film says: "I have to tolerate it". For 
the most part, the men shy away from 
the camera and look ill at ease about 
answering any of Laura Sky's ques
tions. 

Although sexual harassment in the 
workplace is common knowledge, in 
Moving Mountains one feels that the 
issue has been avoided so as not to em
barrass or enrage men. Nor is there a 
suggestion that this change of work
place for these eighty women has af
fected the family structure, the town, 
or the men. Elkford, B.C. is most likely 
a traditional town with traditional val
ues - women in the home, women look
ing after their children. In one brief 
scene, the women sit around in a home 
talking about the problems they have 
doing shift work - never enough time 
to spend with the kids and trying to co
ordinate work and home on a fluctu
ating schedule. Laura Sky said there is 
no available daycare in Elkford and no 
move has yet been made to set up day-
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care. It would seem that while women 
are allowed to work, the basic structure 
has not changed. One of the men work
ing in the mine says of the women: "the 
work is too dirty for them - they 
should be.at home like my wife is". The 
women who do work have to take their 
children to other women who do not 
·work, or, if they are lucky, their 
husbands will care for them. 

Traditional attitudes 
must change 
The major problem with this film is 
that, while it documents women work
ing in a non-traditional job, it avoids all 
the major issues surrounding women at 
work. Children are a major impediment 
to women getting out to work and the 
internalized guilt when women leave 
their children must be strong in a tradi
tional town. If women are to move out 
of their traditional roles, both men and 
women have to change their attitudes 
toward child-raising. Equal responsibil
ity must be taken by both parents. 

MOVING MOUNTAINS 

Ina Hees works on the blasting crew. 

While it is understandable that 
Laura Sky did not want to pry into the 
private lives of these women, she 
managed at the same time to leave out 
any of the major problems these women 
might have - either in the home or on 
the job. The discussion of women mov
ing into non-traditional jobs and 
fighting for equal pay and rights is 
crucial, and Moving Mountains is useful 
in provoking discussions around these 
issues. In these discussions, one hopes 
the larger issues will be raised about 
the problems that all working women 
still face. D 

ISOBEL HARRY 

In an oppressive power structure, Marta Meszaros 
sees female feelings at the bottom of the heap. 
Nine Months (1976) 
Two of Them (1977) 
Just Like at Home (1'978) 
Marta Meszaros 

Meszaros made Nine Months when she 
was 45 years old in 1976, and she draws 
out this story in very bold strokes, mak
ing the characters overstep the bounds 
of belief in the way they act or live but 
never in their emotional revelations. 
This emphasizes at once the complexity 
of common emotions and the common
ness of complex emotions. Janos, a fore
man in an iron foundry falls in love at 
first sight with a new employee, Juli, 
who will have nothing of it. Janos 
moons around and mutters many seduc
tive yet meaningless phrases like, "I've 
waited ten years for you", when in fact 
he's just ready to settle down, is build
ing his own house but is missing an im
portant part of the puzzle: a wife. 

Juli is no better. After rejecting him 
for months, she falls instantly: and hope
lessly in love with him at last. Janos 
finds out about her son from a pre'vious 

Isobel Harry works for The Canadian 
Composer and is a freelance 
photographer living in Toronto. 
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alliance, and almost falls out of love 
with her, but not quite. When Juli re
veals all to his stunned family, she is 
chased from their unfinished dream 
home. 

The film ends with Juli giving birth 
on screen to Janos' child alone, and in 
hiding. 

The Two of Them (Women) was made 
in 1977, and this film takes another per
spective on the same people. Juli now 
has a young daughter, and leaves her al
coholic husband Janos to enter a 
women's hostel that prohibits children. 
Instead of throwing them out .of the 
hostel, Mari the superintendent takes 
the two into her own apartment on the 
premises. The women become very 
close after much initial tension, and 
through friendship help each other feel 
less isolated. Mari's husband is a cold 
fish, and Janos is a drunken slob, but 
their wives still feel attached to them, 
strictly from a dependent's point of 
view. Through the strength of their 
support for each other, the women'be
come able to think of their own survival 
for the first time in their lives, despite 
the differences in their ages. 

Just Like at Home is the most recent, 
1978, and the most abstract. The story 

is purposely contrived like extravagant 
detail work that surrounds a simple 
idea. A seven year old girl who lives on 
a farm with a large family decides to 
hitch to Budapest to retrieve a dog 
from the man her mother sold it to. She 
makes him drive her home with her 
dog, a'nd then she decides to return to 
the city with him and he can be her 
surrogate "father". The relationship be
tween the two is very moving, unusual, 
a tribute to companionship and love. 

An analysis of 
things feminine 
The films of Marta Meszaros are not 
just for women, despite the fact that 
they were made by a woman, and they 
star women. Unfortunately, once you're 
in the category of making films for a 
minority group or an oppressed group, 
and if you come from that group 
yourself you get labelled. 

Oppression is rampant. We see 
Frerich Canadians getting it, unionists, 
communists, leftists, Hungarians, Sal
vadoreans, blacks, fish. And now that 
aware filmmakers are exposing oppres
sion wherever it may lie, it has become 
easier to understand the roots of 
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Meszaros' Nine Months: close examination of women's feelings, reactions. 
oppression and the possible solutions to 
the problems. 

Meszaros' films are concerned with 
the close examination of 'women's' feel
ings and reactions. I put 'women's' in 
quotes because it is more an analysis of 
things feminine, even the 'feminine' 
side of men. If there's a power struc
ture in feelings, Meszaros says that fe
male feelings are at the bottom of the 
heap, and then she delineates exactly 
how that works. 

Meszaros makes auteur films in that 
she is creating one body of work by 
threading the films together in them
atic continuity, using personal subject 
matter. She is very subtle in portraying 
character, and since emotions are 
everything in these films, Meszaros 
keeps them very simple. The stories 
themselves are more fanciful, and 
stretch the boundaries of belief (nobody 
normal would act like that!) by serving 
as foils to the protagonists. 

There's no need for overacting as the 
modern personages in the films are like 
mimes anyway, carrying a message 
more than starring in the films. To fur
ther represent the emotions as separ
ate entities for examination, she uses a 
cast of drab-looking people who serve 
as the blank canvas on which are 
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depicted certain truisms of love. The 
characters are described in many differ
ent situations, as though the director 
were posing suppositions rather than 
sticking to real time or continuity. 
Since the actual details of the lives of 
the characters are almost caricatured, 
the heavy emotional output becomes 
even more dramatic, with much of the 
construction of the films devoted to ex
treme close-ups of emotional needs, re
actions. It is here that Meszaros ability 
shines. She never overplays, but rather 
under-plays. The characters themselves 
have melancholia etched into their 
faces, a kind of consummate loneliness, 
not confined to the women, but dis
tributed throughout humankind. These 
films are not unlike Bergman films, but 
on an even more intimate, tender scale. 

The Hungarian landscape, the depic
tion of which Meszaros has a fondness 
for, is in sympathy with the characters, 
morose, stormy, in turns hopeful, then 
resigned. She uses locations to add 
depth, to portray feelings - those usu
ally associated with landscapes, wea
ther, remembrances, and subtle shad
ings in sunlight. Conversations in semi-
darkened bedrooms acquire mysterious 
proportions, the words tumble out: re
vealed secrets. The camera will exa-

mine a moment of restfulness so quietly 
that it is possible to savour the moment 
with the character. 

Personal ghettoes 
Meszaros promise is that "true friend
ship being formed between man and 
woman is the most difficult thing in the 
world." True. But I would like to see 
the effects (if any) that consciousness
raising is having on Hungarian society. 
In other words, well-made, well-inten
tioned films like these often end up 
ghetto-izing their subjects by limiting 
themselves to personal feelings and not 
broadening their concerns by including 
the rest of society. 

The political mood of Hungary is felt 
everywhere in the films, but only in a 
kind of unseen oppressive veil hanging 
over everything and everyone. Only 
one or two people are explored as indi
viduals. Everyone else is just back
ground information. The Russian pres
ence overrides everything, and no frills 
are allowed in anyone's conformist life. 
The lyricism of these films is successful 
in translating universal feelings and 
perhaps awakening a light in formerly 
closed minds. But the concerns are ul
timately introverted and tend to repeat 
themselves. 

Meszaros makes excellent character
izations and successful pleas for the in
dependence of women and general hum
anism, but she posits basically pessi
mistic films that focus on the interior 
problems of the characters exclusively. 
"Men must be won over", says Mesz
aros, but the solitude and melancholia 
that result from this victory seem like 
poor rewards for having won. Mesz
aros' people should be let outside to 
learn the broader manifestations of op
pression. Only then will they be able to 
exercise their new-found freedoms. D 

MEG EGINTON 

Two films - seeking what has been. lost, what 
has been forgotten. 
In the Bag, Amy Taubin 
(16 mm color, 22 minutes) 
Out Of Hand, Ericka Beckman 
(Super 8 color, 25 minutes) 
"Give me twenty-two minutes and I'll 
give you the world," slyly states Amy 
Taubin at the beginning of her film, In 
The Bag. This film, in which Taubin as 
the sole performer dumps, sorts, and 

Meg Eginton is a dancer and writes 
for Live. 
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searches through the contents of her 
handbag, and then cuts, rips, and 
shreds the various purses, appointment 
books, and personal effects into confet
ti, tries to give us emotion through a 
formalist framework. The act of search
ing and then the destruction of the ob
jects of that search become metaphors 
for rage and a restructuring of feminine 
existence. In this respect In The Bag 
can be linked to Yvonne Rainer's Jour
neys From Berlin and Valie Export's 

Invisible Adversaries, two other films 
which examine rage and the nature of 
subjectivity from the perspective of 
feminism in a neo-Freudian context. 
But whereas Journeys ... and Invisible 
Adversaries work with narratives 
grounded in historical times and places, 
In The Bag is an abstraction of a 
gesture and as such, is a narrative only 
in that it is an action which takes place 
in time. 

This repetitive gesture of looking 
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through a handbag, pulling out its con
tents and placing them on a table works 
to produce two sorts of suspense, which 
in turn transform the action into meta
phor. The first type of suspense is the 
simple anticipatory type: We don't 
know what the woman is looking for, or 
why she is frantic about finding what
ever it is. The soundtrack of airport an
nouncements of flight numbers and cit
ies leads us to assume that she has lost 
her airplane ticket, and so we build 
scenarios in our heads of where she 
might be going, why she doesn't want 
to go and so lost her ticket, who is wait
ing for her at the other end of-the flight, 
etc. 

Feminist concerns 
The second type of suspense results 
from boredom. It quickly becomes obvi
ous that the woman is not going to find 
what she is looking for, and that we are 
not going to be told what she (we) are 
looking for either. This tedium is not re
lieved by Taubin's use of two locations 
for her search: the first a large wooden 
table top and the second a bed covered 
by a blue quilt. The gesture of search
ing is low in visual interest and as a re
sult, we begin to examine the contents 
of the handbag. Through these personal 
artifacts we begin to learn and surmise 
about the woman who carries this hand
bag. And again we bring our own know
ledge of feminist concerns to the film's 
action, beginning to suspect that more 
is happening than a simple expose of 
this woman's purse. 

An element of irony and self-con
scious wit informs In The Bag. When 
Taubin begins to cut up H.D.'s Tribute 
to Freud, several appointment calen
dars, her eyeglasses, and her dia
phragm, the film stops existing as a 
one-liner and begins to become a meta
phor. Taubin is ripping to shreds the 
various role models and personally de
fining facts (appointments, eyeglasses, 
birth control) of her life, In doing so she 
is metaphorically freed to become her 
own role model. At this point in the 
film, it is exhilarating to see a section of 
very fast cutting between the two loca
tions, perhaps the camera-movement 
equivalent to the internal state 'of rage 
leading to action. 

The · soundtrack also serves more 
than one purpose. It primarily exists to 
represent the world outside the film 
over which the filmmaker has little con
trol. But it also ties the two locations to
gether and since it is disengaged from 
its own real environment, it finally 
becomes just sound. We hear a woman's 
voice. calling out numbers and the 
names of cities, words which are evo
cative in themselves. 

The mediation of rage 
Still, the film's interest is dependent 
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upon an audience who can read its signs 
as a kind of internal monologue. The 
"emotional" story line takes place not 
on the screen but in the viewer's mind. 
Rage is not new subject matter for a 
feminist audience; what is exciting 
about Taubin's film is that it deals with 
rage without excluding the possibility 
for mediating such strong emotion. In 
other words, whereas most feminist 

. statements of rage don't attempt to 
contain or understand their own mater
ial, Taubin tries to mediate rage with 
form. As such, In The Bag follows a neat 
formula for change and filmmaking. 
However, rage in its complex nature re
quires an equally complex, messier ren
dering for us to truly accept the film's 
epiphany of confetti and implied free
dom. Taubin's metaphor is artfully well
behaved and overly ironic in its search 
for a formalist pedigree though admir
able in its attempt to take issue with 
the type of content generally found in 
formalist art. 

Ericka Beckman's Out Of Hand also 
takes the action of searching as its sub
ject. But whereas Taubin uses this ac
tion metaphorically and for its implicit 
element of suspense, Beckman chooses 
to make a film about a child looking for 
an object he has forgotten the name of. 
The child can't name the object and so 
must search for it until he recognizes it. 
Fantasy and reality are linked with the 
child's learning to name, as they are in 
real life. A pre-commonsense vision of 
the world, Out Of Hand is a strange, 
opaque film, engrossing in its rhythm 
and imagery, often disorienting, and as 
difficult to talk about as it is easy to un
derstand. 

A decentralized 
perspective 
The film is shot from two points of 
view. The first half takes the camera as 
its eye/I. The field of activity is decen
tralized, lacking the orders of signifi
cance with which we ordinarily edit our 
experience. The second half of the film 
is shot from a Henry Jamesian perspec
tive; we observe a small boy (played by 
a man) but see the world as the boy sees 
it. Gradually this point of view becomes 
ordered into a semblance of ordinary 
(adult) reality. This does not take -place 
logically, or in any chronological order. 

A dream-like atmosphere is created 
in the first half of the film. A house ap
pears and disappears, grows and dimin
ishes in size. The boy is seen running on 
a road; he appears to be both running 
toward and fleeing from -something. 
Someone breaks into a house and car
ries off a struggli,ng person (the boy?). 
At another point we see the boy sleep
ing in a bed which seems to float in 
dense black space while simple geomet
ric shapes revolve around his head. The 
mood produced by these images and the 
logic-free point of view is one of anxiety 
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of the type encountered in repetitive 
nightmares. 

In the second half of the film, the boy 
plays with such objects as wooden 
blocks, a yellow suitcase, and a rocking 
horse. All these props change in size, of
ten seeming to float in mid-air or to sud
denly ·move by themselves. By animat
ing objects in this way, Beckman dis
torts our depth perception, pulling us 
into the boy's world. 

Chaotic parameters 
The main event of the film is the look
ing for something which the boy has 
forgotten the name and shape of; he has 
forgotten what "it" is. The soundtrack 
of repetitive chants - "Where is it," 
"let it slip, pass over," and "concen
trate, gotta get it" - is the only clue as 
to what words might be floating 
through the boy's head. What the boy 
does is to wildly search through a giant 
toybox, throwing unwanted toys and 
blocks out over his shoulder. Once toss
ed, the objects suspend through their 
arcs before they fall, or, like the rocking 
horse, are .caught in mid-air. 

Once the boy finds "it," a U-shaped 
block, he begins to discover other 
U-shaped objects; the furnace is U-shap
ed, the windows of the house are 
U-shaped, the handle on his shield is 
U-shaped. This shape, now found (re
cognized, named) has a reality in the 
boy's consciousness: it can be pointed 
to. · 

But the film does not proceed in any 
direct way. The mood is close to day
dreaming, and several other episodic 
events teach the boy about limits or 
bounparies. He approaches a glowing 
furnace and burns his hands, he grap
ples with a series of barred windows 
and boxes. A man dressed as a traffic 
policeman plays a game with him. Both 
carry shields which have U-shaped han
dles; they play a terrifying game in 
which the man throws objects at the 
boy. The boy defends himself with his 
shield against the flying objects. In 
other words, the U-shape, no\\: found 
and named, can be used. 

Through the magical properties of 
the boy's world, Beckman shows us the 
child's reality of learning to "see" dif
ferent sizes, shapes, and uses for 
things. What is special about this film is 
that we are as disoriented as the boy in 
this universe of unnamed objects. Near 
the end of the film there is a tour de 
force section of rhythmical editing 
where the props kaleidoscope in and 
out in a series of rapid cuts. The rhythm 
is 'that of vertigo and the subject be
comes motion itself, just as the essence 
of thinking at any age is motion. This 
last section recalls an image from the 
first half of the film. The boy is asleep 
on a bed and the geometric shapes re
volve about his head, ungrounded but 
not unreal, waiting for names. D 
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VALERIE HARRIS 

LOCATION SHOTS 
Black and Third World women who want to make 
films must battle with racism, sexism · and money. 

Hence, the spirit of rebellion is inherent 
to the decision to work in the medium. 
As one filmmaker put it, "Being a black 
woman and choosing to be a filmmaker 
is like choosing to be an outlaw." 

In that case, the most-wanted list 
would have to include Julie Da.sh, 
Sharon Larkin, and Carroll Parrot Blue 
on the West Coast; and Jackie Shearer, 
Kathleen Collins, Monica Freeman, 
Michele Parkerson, Ayoka Chenzira 
and Louise Fleming here in the East. 
Mira Nair, born in New Delhi, is joining 

In a scene from Julie Dash's 13 1/2 min
ute dramatic adaptation of Alice 
Walker's short story, Diary of An Afri
can Nun, we see the novice-alone in her· 
cell-like room, rosary in hand. As she 
paces the floor, struggling to concen
trate on the vows of Catholicism, she is 
unaware that her feet are actually danc
ing to the drumming from her native 
village. This scene is a striking image of 
cultural conflict, and variations of this 
theme can be found in the films of al
most every independent minority film
maker. If there is a definitive aesthetic 
developing within their work it would 
have to be related to the exploration of 
the dichotomy of our marginal status in 
American culture. On the East Coast -
New York, Washington, D.C., Boston -
this exploration has been done primar
ily through the documentary, which for 
over a decade has provided a minority 
people's perspective on our continuing 
political history, our art, familial rela
tionships, our relationships to our com
munities, and the societal institutions 
with which our communities must inter
act. The overwhelming influence of 
Hollywood has led Los Angeles-based 
filmmakers to work more in dramatic 
films, and this trend is naturally begin
ning to manifest among filmmakers in 
New York. But the "Ordinary People" 
of these dramatic films are students, ar
tists and workers, and the stories told 
retain a social relevance, given the larg
er context in which the characters live. 

. the ranks, and Christine Choy, born in 
Shanghai and Executive Producer at 
Third World Newsreel in New York, is 
in a class by lierself. 

Choosing to be outlaws 
Black and Third World women consti
tute an embryo movement in indepen
dent filmmaking, a movement charac
terized by overt or subtle rebellion ~ 
within a sphere of limitations. The chief c5 
limitation is, of course, money, meaning " 
very limited access to private sources, i 
thus dependence upon government ~ 
funding, which is controlled predom
inantly by whites whose practical in
terests and cultural assumptions are 
served by the status quo, which in the 
area of filmmaking reeks of blatant rac
ism and sexism. It is impossible to dis
cuss black women and film without ref
erence to racism, sexism and money. 

Valerie Harris is a dramatist and jour
nalist who works as Distribution Man
ager and Project Consultant at Third 
World Newsreel. Currently she is at 
work cin two screenplays for indepen
dent producers. 
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There are two forms of documentary 
that have been most often employed by 
black and Third World women: por
traits of other women, mostly artists 
and community activists, and social/pol-

(top) Monica Freeman's Valerie (bot
tom) Kathleen Collins' The Cruz 
Brothers and Mrs. Malloy 
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itical films. Among the former are Mon
ica Freeman's Valerie: A Woman, An Ar
tist, A Philosophy of Life (1975) on Har
lem sculptor, Valerie Maynard; Ayoka 
Chenzira's Syvilla: They Dance to Her 
Drum (1979), a portrait of the late danc
er and teacher; and Michele 
Parkerson's ... But Then, She's Betty 
Carter (1980), a project that is more in
terestingly discussed as an indication of 
the politics of filmmaking. The filmmak
er, like any artist, begins with an idea 
of what she wants to do, but she may 
have to compromise more than content 
to get the money, and then to get the 
film made. 

Limits set by money 
and circumstances 
Parkerson had never met the jazz voc
alist, Betty Carter, when she decided 
four years ago to make a film about her, 
so a relationship between filmmaker 
and legend had to be established first. 
The second phase of the venture - the 
first filming - resulted in a dynamical
ly-edited 9-minute clip of an exciting 
performance by Carter in the intimacy 
of a nightclub, punctuated by brief in
terview segments. The highly praised 
9-minute version, which had been pri
vately financed by Parkerson, was in
troduced to audiences and presumably 
to funders as a "work-in-progress." But 
the final 53-minute ... But Then, She's 
Betty Carter aired nationally over PBS 
in February, 1981, bears little resem
blance to the original. It is not as inter
esting cinematically, none of the previ
ously screened footage is included, and 
the performance this time is a concert 
at Crampton Auditorium, Howard Uni
versity, where technical people were 
riot allowed on the stage. Both tight 
shots and the intimacy are gone. 

"I was pressured to meet the dead
line set by my funding sources, so I 
didn't get all the shots I wanted," Park
erson says. "Plus, Betty wanted only 
her most current performance shown in 
the film because she's an artist who's al
ways changing. Although the first ver
sion was made 4 years ago I felt I could 
have used some of it in the finished film. 
But I had to take into account how she 
wanted her art presented." 

Given the limitations of money, an in
experienced second-camera person, and 
the demands of the person she was film
ing, Parkerson is satisfied with the film 
while acknowledging its flaws. 

"Of course I imagine the film I could 
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have made had those limitations not 
been there. As far as my art is concern
ed I feel I did the best cinematically 
with what I had. I used the best shots I 
had, and took the best statements from 
the interviews - Betty articulates a lot 
about herself as a woman, a jazz artist, 
and a business person. I wanted to show 
the difference between the woman and 
her stage persona, and in that sense I 
think the film stands as a document of 
the artist." 

An effective use of 
dramatic techniques 
Monica Freeman's Valerie is more effec
tive. The fifteen minute short demon
strates an understanding of how the 
nse of st.vlisticallv dramatic te_chnioues 
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No one knows better than Chris Choy 
the benefits of working collectively 
with people who share her perspective. 
Through her ten-year association with 
Third World Newsreel, she has worked 
on, produced, or directed five indepen
dent political documentaries, produced 
another for a local TV station outside of 
New York, and is in the process of pro-· 
ducing another, financed by the Corpor
a ti on for Public Broadcasting, on Indo
chinese refugees to the U.S. The issues 
she has covered include the institution
alized oppression of the penal system 
within both men's and women's prisons, 
the exploitation of garment workers in 
New York's Chinatown, and domestic 
violence against women. She is the only 
Third World woman filmmaker on the 
east coast who has a real body of inde
pendently produced work to her credit, 
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)g woman and a married 
s the look and feel of a 

It was made as a thesis 
nd Fleming is surprised 
utor picked it up. Now 

-·-···-··- ······-· ____ _ _____ _________ ree-lance assistant editor 
twenty minute portrait of a traditional in television, Fleming says that being 
Muslim community, including its resi- behind the scenes on projects that are 
dents' reactions to a woman filming in well-financed has .made her more "sym
the street. Her work in progress - Be- pathetic to the whole process of inde
tween Worlds - will be our first look at pendent filmmaking." She's been work
the lives of Indian immigrants to New ing on her second dramatic film for two 
York. One segment will follow a years and thinks she has about another 
32-year-old, working-class man who has two years to go. "Independents should 
temporarily left his wife and family in either hold out for the money or make a 
India, and is still very much tied to his good short film. It's worth it. I made 
homeland. His friends are young Indi- Just Briefly for $2,000 but at this stage 
ans like himself, who play popular Indi- in my experience I can't make the film I 
an music on their tape decks, and move want to for $10,000. Right now we're all 
with the street gestures and postures competing for the same money, so until 
adopted from Indian commercial mov- we become less desperate, all we can of
ies, which are influenced by western fer each other is moral support." 
cinema. Fleming's work-in-progress, It's Easy 

"I'm not interested in 'statement cin- is about a friendship between two wo
ema"', says Nair. "When I'm filming in men. The film spans 20 years and will 
the village or the immigrant commun- show how women grow together and 
ity here the social and political condi- the experiences that cement their rela-
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Black and Third World women who want to make 
films must battle with racism, sexism ·and money. 
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to the decision to work in the medium. 
As one filmmaker put it, "Being a black 
woman and choosing to be a filmmaker 
is like choosinl!: to be an outlaw." 

itical films. Among the former are Mon
ica Freeman's Valerie: A Woman, An Ar
tist, A Philosophy of Life (1975) on Har
lem sculptor, Valerie Maynard; Ayoka 
Chenzira's Syvilla: They Dance to Her 

paces the floor, struggli 
trate on the vows of Catt 
unaware that her feet are 
ing to the drumming fr4 
village. This scene is a st1 
cultural conflict, and var 
theme can be found in t 
most every independent 
maker. If there is a defin 
developing within their 
have to be related to the 
the dichotomy of our mar 
American culture. On the 
New York, Washington, I 
this exploration has bee1 
ily through the documen1 
over a decade has provi< 
people's perspective on 1 
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act. The overwhelming 
Hollywood has led Los 
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films, and this trend is n, 
ning to manifest among 
New York. But the "OrC: 
of these dramatic films a1 
tists and workers, and tl) 
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er context in which the Cue11e1c,c1" uvc. 

Choosing to be outlaws 
Black and Third World women consti
tute an embryo movement in indepen
dent filmmaking, a movement charac
terized by overt or subtle rebellion ~ 
within a sphere of limitations. The chief c'5 
limitation is, of course, money, meaning " 
very limited access to private sources, i 
thus dependence upon government~ 
funding, which is controlled predom
inantly by whites whose practical in
terests and cultural assumptions are 
served by the status quo, which in the 
area of filmmaking reeks of blatant rac
ism and sexism. It is impossible to dis
cuss black women and film without ref
erence to racism, sexism and money. 

Valerie Harris is a dramatist and jour
nalist who works as Distribution Man
ager and Project Consultant at Third 
World Newsreel. Currently she is at 
work on two screenplays for indepen
dent producers. 
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in F°ebruary, 1981, bears li°ttle resem
blance to the original. It is not as inter
esting cinematically, none of the previ
ously screened footage is included, and 
the performance this time is a concert 
at Crampton Auditorium, Howard Uni
versity, where technical people were 
not allowed on the stage. Both tight 
shots and the intimacy are gone. 

"I was pressured to meet the dead
line set by my funding sources, so I 
didn't get all the shots I wanted," Park
erson says. "Plus, Betty wanted only 
her most current performance shown in 
the film because she's an artist who's al
ways changing. Although the first ver
sion was made 4 years ago I felt I could 
have used some of it in the finished film. 
But I had to take into account how she 
wanted her art presented." 

Given the limitations of money, an in
experienced second-camera person, and 
the demands of the person she was film
ing, Parkerson is satisfied with the film 
while acknowledging its flaws. 

"Of course I imagine the film I could 
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have made had those limitations not 
been there. As far as my art is concern
ed I feel I did the best cinematically 
with what I had. I used the best shots I 
had, and took the best statements from 
the interviews - Betty articulates a lot 
about herself as a woman, a jazz artist, 
and a business person. I wanted to show 
the difference between the woman and 
her stage persona, and in that sense I 
think the film stands as a document of 
the artist." 

An effective use of 
dramatic techniques 
Monica Freeman's Valerie is more effec
tive. The fifteen minute short demon
strates an understanding of how the 
use of stylistically dramatic techniques 
enhance a documentary, rendering both 
the film and its subject more engross
ing. But Valerie was made 6 years ago, 
and neither of Freeman's subsequent 
efforts have been as well done. 

"I made Valerie through Nafasi Pro
ductions, a co-operative group where 
filmmakers exchanged skills, equip
ment and space. The film cost so little 
to produce that it would be misleading 
to quote the amount. But my other two 
films were done without Nafasi, so not 
only did I have very little money but it 
was almost like working without a 
crew. I don't think I've reached even 
the midpoint of my creative ability. 
What I've done is make three low
budget films - and I never wanted to 
be known as an expert in low-budget 
films." 

Freeman is now looking for a situa
tion where she can develop her produc
tion skills and grow creatively, but 
she's not overly optimistic. "There's no 
real sponsorship for independents in 
the U.S. The system was not designed 
to have an alternative media. We're 
working in spite of it." 

The benefits of 
working collectively 
No one knows better than Chris Choy 
the benefits of working collectively 
with people who share her perspective. 
Through her ten-year association with 
Third World Newsreel, she has worked 
on, produced, or directed five indepen
dent political documentaries, produced 
another for a local TV station outside of 
New York, and is in the process of pro-• 
ducing another, financed by the Corpor
ation for Public Broadcasting, on Indo
chinese refugees to the U.S. The issues 
she has covered include the institution
alized oppression of the penal system 
within both men's and women's prisons, 
the exploitation of garment workers in 
New York's Chinatown, and domestic 
violence against women. She is the only 
Third World woman filmmaker on the 
east coast who has a real body of inde
pendently produced work to her credit, 
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Filmmaker Michele Parkerson's .. But Then, She's Betty Carter. 

but when a white feminist filmmaker 
commented recently that she should 
now be content; Choy bristled, "For 
years every film made about Asian, 
black or hispanic people was made by 
white people. Because I've made two 
about Asians in the U.S. people think I 
should be satisfied. I'm not." 

Frequently asked to participate in 
panels to discuss film, Choy notes that 
the (white) student audiences are gen
erally much more interested in hearing 
her opinions on "women's aesthetics" 
than racism in the arts. When she in
forms them that she is more familiar 
with the latter, all questions are often 
then addressed to the other panelists. 

Indian immigrants 
in New York 
Choy remains enthusiastic about the 
documentary and wants to continue 
working in the form. But Mira Nair, 
who has produced one documentary in 
New Delhi and is at work on another 
here would like to eventually direct 
dramatic films. Nair's first film was a 
twenty minute portrait of a traditional 
Muslim community, including its resi
dents' reactions to a woman filming in 
the street. Her work in progress - Be
tween Worlds - will be our first look at 
the lives of Indian immigrants to New 
York. One segment will follow a 
32-year-old, working-class man who has 
temporarily left his wife and family in 
India, and is still very much tied to his 
homeland. His friends are young Indi
ans like himself, who play popular Indi
an music on their tape decks, and move 
with the street gestures and postures 
adopted from Indian commercial mov
ies, which are influenced by western 
cinema. 

'Tm not interested in 'statement cin
ema"', says Nair. "When I'm filming in 
the village or the immigrant commun
ity here the social and political condi-

tions are evident, but my emphasis is 
on how the individuals react to those 
conditions on a personal level, how they 
work through them, are changed by 
them." 

Nair would like to return to India and 
work in commercial films. She says that 
a few women have directed commercial
ly successful feature films there since 
she's been in the States, and she's cur
ious to see how they've affected the in-
dustry. ' 

Independent filmmakers 
inspiring one another 
Black women who want to direct dram
atic feature films will undoubtedly have 
to do them independently for a long 
time. Louise Fleming's first film, Just 
Briefly, is a dramatic short so true to 
the experience of a brief encounter be
tween a young woman and a married 
man that it has the look and feel of a 
documentary. It was made as a thesis 
film in 1974 and Fleming is surprised 
that a distributor picked it up. Now 
working as a free-lance assistant editor 
in television, Fleming says that being 
behind the scenes on projects that are 
well-financed has made her more "sym
pathetic to the whole process of inde
pendent filmmaking." She's been work
ing on her second dramatic film for two 
years and thinks she has about another 
two years to go. "Independents should 
either hold out for the money or make a 
good short film. It's worth it. I made 
Just Briefly for $2,000 but at this stage 
in my experience I can't make the film I 
want to for $10,000. Right now we're all 
competing for the same money, so until 
we become less desperate, all we can of
fer each other is moral support." 

Fleming's work-in-progress, It's Easy 
is about a friendship between two wo
men. The film spans 20 years and will 
show how women grow together and 
the experiences that cement their rela-
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Desegregation of Boston schools in Jackie Shearer's A Minor Altercation. 

t~onships. "Somebody should be making 
films about the murder of black kids in 
Atlanta and other political issues, but 
the black experience is so varied, and 
that richness and diversity should also 
be reflected in film." 

In that regard, there is not much of 
an influence to be found in commercial 
television and film. Fleming says, "I 
find myself more inspired by the work 
of other independents, my peers. I like 
Kathy Collins' The Cruz Brothers and 
Mrs. Malloy as a film, although it's not 
the kind of film I would make. I want to 
reflect my own culture in films, to make 
films about black people. But because I 
know how hard it is to get a film done, I 
feel she has the right to do whatever 
she wants to." 

Rejecting the "label" of 
black/woman filmmaker 
The small controversy among black in
dependents over Kathleen Collins' The 
Cruz Brothers and Mrs. Malloy (1980) 
has focused on: 1) there's not a black 
person in it; 2) it's not cinematic in that 
Collins relies too heavily on character 
and dialogue rather than on imagina
tively visual technical shots to "tell" 
her story; 3) it doesn't say anything, i.e., 
it's superficial. The hour-long film is 
about three Puerto Rican brothers, in 
their late teens to early twenties, who 
live alone in a dilapidated house in a 
small town where apparently there 
aren't· many other minority people. 
Their dead father communicates to 
them through telepathic messages to 
the oldest brother. These three young 
men are approached by an old white 
woman who hires them to restore her 
mansion and gardens to their former 
grandeur, like in the good ol' days when 
she and her husband used to entertain. 
She wants to have one last party before 
she dies. The film shows the brothers' 
gradual involvement with Mrs. Malloy, 
particularly the youngest brother, and 
hers with him, and when Mrs. Malloy 
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dies the brothers inherit her vintage, 
well-kept, very expensive looking car. 
Then they go back to playing basket
ball. 

In a published interview for the 
Black Films and Filmmakers touring 
exhibition last year Collins states that 
she: 1) is "interested in doing movies 
about minority people who are larger 
than life ... The Cruz boys · can allow 
themselves an experience that is basic
ally very alien to them and not be 
threatened by it in conventional ways."; 
2) is "trying to find a cinematic lan
guage with real literary merit. A style 
that doesn't ignore what words mean, 
and may in fact end up being very 
wordy."; 3) simply wanted "to solve 
some problems in narrative filmmak
ing. In The Cruz Brothers politics and 
ethnic sensibility would all have to be 
analyzed with small letters, not cap
itals, because that's my sensibility." 

Collins clearly sees herself as an in
novator in independent film - period. 
She rejects the "label" of black/woman 
filmmaker, and this rejection has influ
enced her choice of style, form and con
tent. The Cruz Brothers and Mrs. Malloy 
is an interesting first film, obviously 
aimed at that amorphous 'general' audi
ence for which most TV movies are 
made. That it is an adaptation of part of 
an unpublished novel (by a white writ
er) may account for the distinctly differ
ent personality .of each of the brothers, 
who are characters that have been de
veloped throughout a larger work. But 
Collins fails to exploit the full power of 
her story by underplaying the social re
ality of the relationship between Mrs. 
Malloy and the three young Puerto 
Ricans she hires as day laborers on her 
estate. 

Seeing film as a 
"potent political force" 
Jackie Shearer, who is a decidedly poli
tical filmmaker, spent several years 
working in radio, television and as a 

free-lance producer before directing 
her first narrative film in 1977. A Minor 
Altercation employed professional and 
non-professional actors to dramatically 
examine the underlying factors contri
buting to the heat and violence of the 
desegregation of the Boston school sy
stem. After attending and screening 
the film in two European festivals, one 
devoted to Third World filmmakers, 
Shearer became inspired to produce 
two feature length dramatic films, both 
now in the planning and fund-raising 
stages. 

"When I saw the work of filmmakers 
from countries with far fewer te-chnical 
resources, I knew I wanted to perfect 
my directing skills. I like form and tech
nique. If I weren't a political person I'd 
be into the most experimental elements 
of cinema. But film is the most potent 
political force in the world today be
cause it works on an emotional level. So 
my films will include an awareness of 
those economic and social forces that 
work to oppress us." 

One of the films Shearer is planning 
is about a black domestic worker in the 
1930s who, after being paid old clothes 
rather than cash for a day's work, de
cides to organize her sister workers. 

"I don't know of a black family in the 
U.S. that hasn't had some connection 
with domestic work, and in a lot of cas
es there's been shame attached to it. 
Most black women are still doing dom
estic work but now it's institutionaliz-
d " e . 

Shearer wants to make this film be
cause of her interests in the historical 
period, in black women and work, and 
because she believes in "the politics of 
lifestyle - how you spend your daily 
existence, with whom and doing what 
influences your ability to be politically 
active in your own behalf." 

The mulatto mentality 
Shearer's second project is an adapta
tion of Quicksand, an autobiographical 
novel written in the 1920s by a black 
woman of West Indian and Scandinav
ian parentage. "From the very first 
page I identified with the character, al
though I'm not a mulatto woman with 
access to money. I was plucked out of 
the working class, put through Brand
eis on scholarship, and my mind was 
blown by the heavy dose of Western 
Civilization 101 that my college exper
ience was about. It was like gradually 
becoming bi-cultural, a marginal per
son, aware of life's possibilities and also 
of the barriers imposed. upon me. So my 
filmic character won't necessarily be 
mulatto, since many educated black wo
men experience the mulatto mentality." 

In her decision to work in dramatic 
film Jackie Shearer shares with Louise 
Fleming a desire to create a cinema 
that speaks to the diversity of black 
people's experience, and with Kathleen 
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Collins the challenge of telling a good 
story well. "I am intellectually passion
ate about the domestic workers film, 
and emotionally passionate about 
Quicksand. I've been living on Joans 
from friends for four-'"months so I can 
devote full time to conceptualization of 
the films and looking for money. Mak
ing movies means perseverance, and 
what you have to persevere against 
most strongly is your own personal de
vastation." 

The obligatory 
European 'validation' 
The enthusiastic reception of black Am
erican filmmakers at the Festival des 
Trois Continents held at Nantes, 
France in December, 1979 led to a more 
inclusive festival - Independent Black 
American Cinema: 1920-1980 - in 
Paris last October. Subsequently al
most the entire program was screened 
February 27 through March 8, 1981, at 
Joseph Papp's New York Shakespeare 
Public Theater, an excellent location 
due to the theater's own reputation. Ac
cording to the programmer, the Public 
Theater took the program solely on the 
fact that it showed to standing room on-

ly audiences in Paris. Like jazz and its 
creators, the 'new wave' of black inde
pendent film will probably require 
European validation to be taken 
seriously by major exhibitors here. 

Nevertheless, not all of the film
makers were thrilled with the program 
at the Public. One complained that 
screening her film in the same segment 
with a 8-minute, first-attempt student 
piece belied the professionalism of her 
work. Another said that she can't get 
excited about another screening of a 
film she worked on 5 years ago. Since 
independent 'film-years' could legi
timately be calculated the way dog 
years are - with a ratio of 7 to 1 - a 
strictly current program would include 
less than 5 films. But there has been a 
lack of critical judgement in programm
ing black films; the criterion seems to 
be closer to what's available rather 
than what works, and this attitude has 
its counterpart in the lack of internal, 
constructive criticism among the film
makers themselves. Meetings like the 
Third World Film and Video Workers 
Conference held at Howard University 
in February 1980, where filmmakers 
can screen and discuss their work in a 
non-competitive environment, should 
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become annual events. Beyond that, the 
only way to get better at any art form 
is to regularly engage in its process. 
That opportunity, which in comparison, 
can almost· be taken for granted by 
writers and painters, is what indepen
dent filmmakers have to constantly 
struggle for. 

It is hard to escape an acute aware
ness of your societal-designated 'place' 
if you are a black, Asian or hispanic wo
man with the audacity to want to make 
movies. By becoming an independent 
filmmaker you triple your marginality. 
"If you work in television," notes Moni
ca Freeman, "the only thing you can 
produce is local black public affairs pro
grams. There are very few of these and 
they don't tend to last Jong in the large 
market areas. Often you're on for the 
project and when the project folds, 
you're out. I doubt if I'd get the chance 
to do anything creative in the net
works." And Kathy Collins describes 
the film industry as "the last solid 
white bastion" of American culture. So 
if a minority woman wants to be any
thing other than a technician or on-cam-

. era talent, if she wants control of the fi
nal projected image, independent film
making is still the only route to go. D 

JOHN GREYSON 

Five recent self-published books offer a readable 
feminist culture 
If the purpose of artists' books is to contain their content in new formats and structures, because the 
traditional formats and structures (the novel, the training manual, the magazine article, et al) are in
adequate, then the books must invent these new containers. Artists in the women's movement, 
searching for new ways to express the ideas of feminism, have been instrumental in the development 
of the bookwork as a challenging, viable, medium. Bookworks date back roughly the same decade and 
a half as the current resurgence of the women's movement. 

All of the books reviewed here were self-published; all have limited distribution, as they are seen 
to be too 'specialized' or 'esoteric' to be of any interest to anyone other than art buffs. Generally, 
they're available only through the few artist bookstores that exist in North America. All five ad
dress, on direct and imaginative levels, issues important to feminism, and would/could do well in 
women's bookstores, if given the chance. 

Mary Beth Edelson 
Reclaiming 
"witch" culture 
Seven Cycles: Public Rituals 
60 pages, softbound, $10 
Lucy Lippard, in her introduction to 
Seven Cycles: Public Rituals says of 
Edelson's work: " ... she understood that 
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women's lives, psyches, and sexualities 
were positively multiple, and that the 
release of this multiplicity was a polit
ical act." This book, a documentation of 
seven multidisciplinary exhibitions and 
three performances that the artist has 
accomplished over the past ten years, is 
such a release. A dry retrospective ca
talogue of the same work would have 
deadened and diffused it. By self
publishing her writings, photos and il
lustrations, Edelson has extended the 

works immediacy. The book confronts 
you not as an information source but as 
a, work in itself, stating things baldly to 
stir things up. "Sometimes I feel that I 
must be reinventing the wheel when I 
work with such comprehensive sys
tems, but then I know that isn't likely 
to be true since previous systems were 
not exactly kind enough to include the 

John Greyson is an Associate Editor 
of FUSE and an artist/writer. 
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Mary Beth Edelson's "Cycles: Creation Begins with a Green Light". 

feminine mind." 
Reinventing, or perhaps rejuvenat

ing, the mythic goddess/witch tradition 
for contemporary use is the active key 
to her work. Memorials to 9,000,000 
women burned as witches in the Chris
tian era (a 1977 environment/exhibition) 
included a portal decorated with horn
ed bull and fig symbols, a circular table, 
and a ladder (a reference both to trans
cension, and to the witches tied to lad
ders before they were burnt). On Hallo
ween eve, the ladder alight with can
dles, nine women related the history of 
witch hunts, and then led a procession 
with lighted pumpkins onto the street. 

Collaborative processes 
of feminism 
Recognizing that culture comes from 
shared experience, Edelson has con
sciously incorporated the collective, col
laborative processes of feminism into 
her rituals. Her massive 'archaelogical' 
search into past matriarchal cultures 
has unearthed consciousness-raising 
fodder for contemporary use. Your 
5,000 Years are Up! involved nine 
women sitting in a fire circle recounting 
the hows, whens and whys of the '70s 
women's movement. Chanting the title 
of the piece, they were together telling 
the patriarchy that its days are num
bered. 

In many ways, both her work and this 
book propose a new method of archiv
ing culture. Giving equal credence to 
myth and reality, through a fusion of 
both, she emphasizes that for contem
porary use, history can be what we 
make of it. Her Story Gathering };loxes, 
an ongoing project since 1972, is a good 
example. The boxes, each divided into 
four sections, have a title arid four 
subheadings, e.g. "Blood Power Stories: 
1) Menstruation, 2) Menopause, 3) Birth, 
4) Blood Power." People are invited to 
scribble on pieces of paper their own 
contributions to whichever categories 
they choose. A few brief excerpts are 
reprinted. In the "Story of Your Life" 
box, someone wrote: "Once I tried to 
urinate like a boy through my belly but
ton. But I gave up and went regular 
like." Edelson wants to publish the hun
dreds of responses collected over the 
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years in a book of their own someday. 
Let's hope the project doesn't become 
another case of herstory supression 
(through lack of funding) - we need it 
more than ever. 

May Stevens 

Exposing women's 
"private" history 

Ordinary /ExtraordinarJ 
32 pages, card cover, 
staplebound, $6 
"A collage of words and images of Rosa 
Luxembourg, polish/german revolu
tionary leader and theoretician, murder 
victim (1871-1919). Juxtaposed with im
ages and words of Alice Stevens (born 
1895- ). Housewife, mother, washerwo
man and ironer, inmate of hospitals and 
nursing homes · ... " 

Visually the book progr-esses like a 
video surveillance system on remote 
control. Page by page it pans across and 
zooms in on several old snapshots of the 
two women, Luxembourg's letters and 
manuscripts, (in German) and the 
author's quotes and scribbled notes. 
These few elements recur throughout, 
arranged in different sequences and 
sizes, sometimes in negative, which fill 
the book with black backgrounds and 
murky details. The images become com
pelling not through their intrinsic in
terest but with repetition, and their 
changing relation to one another. When 
we first see the decapitated head of 
Luxembourg, it is small, and sur
rounded by photos of her as a young 
girl. Near the middle it occurs, filling a 
page, its details reduced to amorphous 
blobs of black - facing it is the younger 
face. 

The center section contains 'The 
Words' of both women, selected scraps 
suggesting in the briefest way, the com
plexities of these two very different 
lives. In both cases, the selection con
centrates on intimate details of daily 
life or relationships. While the major 
contributions Luxembourg made to 
scientific thought and revolutionary 

politics are alluded to in descriptive 
passages in letters, or in some cases by 
direct quotation, it is fragments of her 
private life that figure prominently. 
She describes her attitude in prison as 
"tranquil and cheerful", and chastises 
her lover Leo Jogiches at one point: 
"When I open your letters and see six 
sheets covered with debates about the 
Polish Socialist Party and not a single 
word about ordinary life, I feel faint." 

These collages and excerpts conspire 
to juxtapose two women, who haiVe 
nothing in common besides this book. 
While we experience Luxembourg as 
an 'extraordinary character' - she 
understood not only her own life but 
the lives of others as a project of libera
tion - Alice Stevens becomes one who 
was denied the means to even conceive 
of such possibilities. The author des
cribes her: "She lived in a four room 
house on a working class street for 
twenty years. Over the years she spoke 
less and less ... She never asked, why do 
I ride in the back of the car with the 
children while another woman rides up 
in front with my husband? ... She never 
asked, why does my husband call me 
Bertha when my name is Alice." 

"Everybody knows me" 
The book's implicit comparison of two 
characters reminds one of the tale of 
the Town Mouse and the Country 
Mouse. However, the terms of the com
parison are different, not based on class 
(rich vs. poor) but more on social/ 
historical circumstances. Feminists 
researching women's history can locate 
Luxembourg because of her specific im
pact on society - the records have 
been kept. If historians had any in
terest in Alice Steven's at all, it would 
only be as a representative of her social 
grouping (housewife/washerwoman), 
never as an individual. The only reason 
the author has information about her in 
the first place is because she is her 
daughter. 

Our interest in Stevens the washer
woman is created within the book, 
while our interest in Luxembourg ex
isted already. This dilemma between 
objective/public and subjective/per
sonal history is thus exposed. We 
become tricked into remembering this 
unimportant washerwoman as an his
torical figure, when she is nothing of 
the sort. The author, in the process of 
documentin~ the memory of her mo
ther, has made us confront our own 
learned categories of history. Luxem
bourg's imprisonment and murder are 
seen at a distance by the author, and 
therefore the reader, as she remembers · 
her mother's imprisonment much closer 
to home. The former said that the revo
lution will proclaim: "I was, I am, I will 
be," while the latter, at eighty years old 
in a nursing home murmured: "Every
body knows me." 
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Miriam Sharon 
Sewing tents 
for social change 

Projects '73-'80 
20 pages, paper cover, 
staple bound, $5. 
This book documents ten projects car
ried out by Israeli artist Miriam 
Sharon. The subtitle, "Female Survival 
Utopias", is more ironic than descrip
tive. While Sharon's work involves the 
creation of women's spaces (both psy
chic and physical) where "there is no 
jealousy, no hatred, nor class distinc
tion", it has at all times an awareness 
that such spaces cannot exist outside of 
their cultural, historical and political 
circumstances. Some of them were 
done in collaboration with women from 
several Bedouin tribes in Israel; others 
were done with women's groups in ur
ban environments, such as Tel Aviv. 
The realities addressed by her work -
loss of cultural identity, deprivation of 
creativity and education through class 
division, ecological rape through in
dustrialization - while involving 
women centrally, apply also to their 
society, their culture, their 'Israel', and 
hence involve men equally. 

Each project, described briefly in 
both Hebrew and English, is supple
mented by photographs. Many of Shar
on's projects involve "sand tents". In 
1976, she prepared and sewed a tent 
with the women of a Bedouin tribe near 
Tel-Sheva, then covered it with sand 
and installed it at the Kibbutz 'Kerem 
Shalom'. The tribe she had worked with 
on this project "was being moved into 
concrete permanent settlements, the 
younger generation becoming factory 
workers and future technocrats, disap
pearing without leaving a trace." She 
describes how the tent physically iJlus
trated, through its placement, the divi
sion between the two cultures. - the 
'Kibbutzniks' with tractors on the one 
side, the Bedouins with ,donkeys onthe 
other. For her, it represented "the 

Sharon's "Meditative S 
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home, the physical territory of women 
in a nomadic culture ... a territory being 
replaced by male professionalism - ar
c4itecture." 
Sharon consciously continues and 
reclaims the tradition of female culture; 
historical references to goddesseses of 
Israel appear throughout the book as 
footnotes. Her use of ritual and col
laboration link her to other contem
porary feminist artists (including Mary 
Beth Edelson and Judy Chicago) where 
the process of creating with other 
women (sewing, for instance) becomes 
the central purpose of the art. But 
Sharon's work also involves men in its 
explication, especially the projects with 
the Bedouins where the disappearance 
of a whole way of life - nomadic cul
ture - is confronted. 

Sharons' identification with the Bed
ouin permeates all of her work. The 
ragged tents and costumes reproduced. 
resonate against a background of seige; 
the short· texts show Sharon's broad 
understanding of how much is at stake 
in this battle. Unfortunately, this book 
is brief, really o'nly an introduction to 
the scope of her work. 

Romaine Perin 
Daydreams for prisoners 

Jails 
28 pages, cloth cover, 
staple bound, 1980, $3 
The plot of Romaine Perin's Jails is a 
slippery affair, more about story telling 
than telling its story. Two women, 
lovers, live in a tenement in a police 

state guarded by walls and bullets. One 
of them, David, remembers half-truths 
about her Africa, about men gambling 
their semen away near the mosque, 
about the woman on the bus in the 
desert who made love to her, about the 
narrator's sister who David made love 
to. "We take long walks when we're 
supposed to be talking about the revo
lution, but she always brings up the 
past ... " David visits a man called David 
who invents alphabets. She distributes 
her catalogue of propaganda and is in
carcerated. The two women meet again 
in Africa , after the revolution, and 
David begins what she hopes will be. 
" ... a future library book because it's a 
history of the revolution written before 
the event, of particular interest to 
scholars or urban dramas glimpsed 
through tenement windows." 

The writing is like one sentence, one 
piece of string crumpled into a ball. Its 
illusive style is not ornamental, yet it 
triggers potent visual half-associations, 
of climate, places and individuals who 
combat the grimness with wry humour. 
Typed with a very old machine, there 
are horizontal bars and smudges on 
each column of copy, not quite like 
prison bars. Several small photos from 
magazines - scorpions, fingers poin
ting, railways, a woman in a chador (or 
is it a man in a turban?) - are 
reproduced in the wide white margins. 

The unwritten story 
The style recalls the experience of 
daydreaming, of how the imagination 
makes the bus ride to the office 

· bearable. Interrupted by the mundane 
scraps of conversation that occur, it 
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captures how those part-time day
dream narratives originate, and where 
they lead to. Between the lines, (now 
those bars make sense) we can see the 
shadow of two women living togethe1 in 
New York, suffering the sexual ad
vances and insults of men, disturbed by 
the racial tensions they thought their 
inter-racial relationship would be im
mune to, waiting with irony for the 
revolution. That shadow is one we are 
responsible for creating, however, 
because we're the ones who are 
straightening the piece of string out. 

Nan Becker 
Eugenics and 
traffic signs 

Sterilization/Elimination 
Nan Becker, 16 pages, 
card cover, staplebound, $5 
In 1965, in an address to the United Na
tions, President Lyndon Johnson said 
that $5 worth of birth control (read 
'sterilization') in Puerto Rico was worth 
$100 of economic development. These 
were hardly idle words: by 1968, 35.3 
percent of all women of childbearing 
age in that country had been sterilized. 
90 percent of these operations were 
sponsored by private (corporate) inter
ests, and Johnson•s·clear assumption of 
their effect on the economy seems in
disputable - between 1960 and 1974; 
U.S. investment in Puerto Rico (exceed
ed only by U.S. investment in Canada 
and West Germany), increased eight' 
fold; the profits invested increased 
twelve fold. 

In the second section of Nan Becker's 
Sterilization/Elimination, these facts 
briefly sketch out the ties between the 
U.S. government/corporate expansion 
in Puerto Rico, and the direct economic 
gains that were made through their im
plementation of such a 'birth control' 
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program. Tracing the course of indus
trialization on the island, she exposes 
how unemployment was conveniently 
supposed to be synonymous with 'over
population' (the term, capitalized on 
after World War II by the State, 
became effective propaganda) and how 
sterilization was chosen as the prefer
red method of dealing with the 'pro
blem', because of its inexpensive per
nanence. 

'A mandate for 
white supremacy' 
The use of Puerto Rico (with the 
highest rate in the world) as an example 
of U.S. sterilization practice in develop· 
ing countries serves to effectively em
phasize the points made in the more 
general discussion of the subject that 
dominates the first section. Becker 
traces its historical roots to the science 
of eugenics - the perfection of the 
species through the influencing of 
heredity factors. Correctly defining it 
as "a mandate for white supremacy," 
she exposes how the eugenicist move
ment created and perpetuated the idea 
of fit and unfit people (the disabled, the 
mentally defective, the criminally in
clined, those on welfare, the 
unemployed, as examples of the latter 
cateogory) and then declared the state 
of the unfit 'hereditary' (through 
dubious means), and hence insoluble, 
since changes in their social environ
ment (costly to the state) would not pre
vent them from passing on their 
genetically-acquired 'bad blood'. 

The crude typewritten texts are 
printed black on top of full page grey 
traffic signs. As illustrations, their rela
tion to the subject is clear: road narow
ing, yield warning, children crossing, no 
U-turns (no turning ba~k). They also 
serve as an effective metaphor for the 
state function which through 'rules' 
determines the way things should be 
done for the good of the people. Becker 
makes clear that the same logic that 
says: "Without traffic signs, this coun
try would be in a mess", is also used to 
promote sterilization. 

The book, which includes a Spanish 
translation, could easily be a pamphlet 
you might be handed at a Women's Day 
rally. The information is hard-hitting, a 
fast read that gets across the horror of 
the situation. What Becker has done, 
however, is complicate the content 
structurally. The translation runs not 
parallel to, but in between, the English. 
Every second line is the Spanish equiv
alent of the preceding line. It's quite dif
ficult to read, and make you feel like 
the soprano confusing her notes with 
the alto part. While it continuously em
phasizes the essentially racist nature of 
sterilization practice, its effect is more 
decorative than practical. This book 
won't be read by, and wasn't intended 
for, Spanish-speaking people. Its pur
pose is to address the issue in a creative 
way; it was never meant to be 
educative in the traditional sense. 

The major problem, ·in fact, is that 
the actual text could have been publish
ed as a magazine article. The informa
tion Becker has collected needs to be 
disseminated, something a small
edition artists' book can't hope to do. 
Becker's fusing of formal art concerns 
with this urgent social issue is a com
plex project, and in this instance, she 
hasn't taken the process far enough. Us
ing a traditional essay style, and then 
dressing it up with various structural 
innovatipns (the 'in between' transla
tion, for instance) confuses, when it 
could have contributed, to the essential 
content. The visual aspect of the book 
contradict the predictable, objective 
nature of the writing, for no apparent 
reason. Becker perhaps should have. 
concentrated on changing or rejuven
tating that style, instead of just the con
text within which it appears. In that 
way, this book's contribution to the 
issue of sterilization, while commen
dable, could have given its potential 
women's audience the added dimension 
of Becker's own presence, her own 
perspective. 

All five books are available from 
Printed Matter, Inc., 7 Lispenard 
Street, New York, NY, 10013. Phone: 
(212) 925-0325. 
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NORMAN ZLOTKIN 

TREATY 9 RIGHTS 
The Russell Tribunal in Amsterdam charged the Canadian 
government with systematic genocide of native peoples. 

On November 30th, the jury of the 
Fourth Russell Tribunal on the Rights 
of Indians from the Americas in Rotter
dam, Holland, ruled that the Govern
ments of Canada and Ontario have vio
lated international law by attempting 
to take the land of the Nishnawbe-Aski 
Nation by illegal means. The case was 
presented to the Tribunal by Grand 
Council Treaty 9, the organization rep
resenting 20,000 Cree and Ojibway of 
Northern Ontario. The Grand Council 
charged the Canadian and Ontario gov
ernments with "systematic social, eco
nomic and cultural genocide." 

The Treaty 9 case was one of two 
Canadian cases out of a total of four
teen cases formally presented by the 
Native Peoples of North and South 
America to this international Tribunal. 
The other Canadian case was presented 
by the Conseil Attikimek-Montagnais 
of Quebec. 

passports to enter the Netherlands and 
the United Kingdom.) 

There were eleven jury members 
who questioned the witnesses on vari
ous aspects of their presentations. 
They included an Indian leader from 
Brazil, a woman who led miner strug
gles in Bolivia and who is now living in 
exile in Europe, and lawyers and 
academics from Latin America and 
Europe. There were no Canadians on 
the jury. 

Off the record 

The Tribunal was organized by a 
Dutch group, Workgroup Indian Pro
ject, working in conjunction with the 
Bertrand Russell Peace Foundation in 
England. The earlier Russell Tribunals 
dealt with the War in Vietnam, political 
oppression and torture in Latin Amer
ica and the lack of civil liberties in West t 
Germany. ~ 

Cases were selected on the basis of ~ 
material submitted to the Tribunal in ~ 
advance. Oral presentations were «: 
limited to 3 1/2 hours. On behalf of the 
Nishnawbe-Aski Nation, Councillor Ar
chie Stoney of Fort Severn opened the 
presentation with a prayer in Cree. 
Hereditary Ojibway Chief Fred Plain 
introduced the presentation and the 
witnesses: Grand Chief Dennis Cromar
ty on the native understanding of Trea
ty 9; Chief Eli Moonias of Ogoki on the 
disastrous effect of hydro-electric 
development; Chief Roy Kaminiwaish 
of Osnaburgh on the systematic oppres
sion of the native people living in the 
Savant Lake area through denial of 
hunting, fishing and trapping rights by 
the provincial Ministry of Natural 
Resources; Councillor Archie Stoney of 
Fort Severn on the continued economic 
reliance of the Nishnawbe-Aski people 
on migratory birds; and legal counsel 
Norman Zlotkin gave evidence of the 
failure of Canadian Jaw to recognize the 
treaty and aboriginal rights of the 
Nishnawbe-Aski Nation. (As a symbol 
of their sovereignty, the Treaty 9 
representatives used Nishnawbe-Aski 

Both the government of Canada and the 
government of Ontario were invited to 
present a defense to the charges 
against them, but they failed to appear 
before the Tribunal, even though the 
members of the Treaty 9 delegation, 
before and after the hearings, received 
many "off the record" inquiries from 
high-level government officials about 
their appearance at the Tribunal. 

The Fourth Russell Tribunal was 
received with great interest and sup
port in Europe. Large media contin-

Norman ·z1otkin is a member of the 
Law Union and has practiced native 
rights law for several groups. 
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Caucus of Indian delegations. 

gents from Holland, West Germany, 
France and Sweden were in attendance 
throughout the Tribunal. Capacity 
crowds of seven hundred people attend
ed the three daily sessions held at De 
Doelen, a Rotterdam conference hall. A 
festival of native films ran in conjunc
tion with the Tribunal. Rotterdam was 
chosen as the site of the Russell 
Tribunal because of the strong support 
offered by its progressive municipal 
government. 

Exploitation of 
indigenous peoples 
In its general findings the jury issued a 
sweeping indictment of the govern
ments in both North and Latin America 

which refused to recognize rights of the 
Indian nations living within their boun
daries. "It may well be that the most 
severe persecution in human history, 
lasting for almost five hundred years, 
has been mounted against the Native 
Peoples of the Americas," the jury said 
at the end of the week-long Tribunal. 
"The machinery of internal colonialism 
has been- continuously consolidated, 
ruthlessly seeking the disintegration of 
the Indian communities." The jury 
went on to find that many governments 
of the Americas are guilty of genocide 
and ethnocide. 

In answer to the frequently asked 
question as to the authority of the 
Tribunal, the jury said, "The Russell 
Tribunal is not a formal court of Jaw and 
does not have the power to enforce its 
decisions. Not being able to impose 
sanctions, it appeals to human cons
cience and human reason alone." 

The jury called for the establishment 
of a permanent, international commit
tee to monitor and safeguard the rights 
of all indigenous peoples. In addition, it 
demanded a halt to the exploitation of 
Indian land and to the attempted con
version of Indians to Christianity from 
their own traditional religions. 

The Tribunal also adopted in full a 
declaration by the caucus of Indian del
egations, in which representatives of 
the various Indian nations laid down fif
teen recommendations for the proper 
recognition of native rights, including 
"the right of Indian peoples to exist as 
distinct peoples of the world, the right 
to the possession of their own territor
ies and the right to sovereign self-de
termination." -

The invalidation 
of Treaty 9 
In response to the case of the Nish
nawbe-Aski nation of Northern Ontario 
the jury found that: "The Indians were 
told that they were signing a Treaty of 
Peace and Goodwill towards the King 
and other white men in exchange of 
which they were to receive certain 
government assistance. They were not 
told that tfle irrevocable surrender of 
their territorial rights was also a provi
sion of the Treaty. The Treaty was writ
ten in English, a language not spoken 
by the Nishnawbe-Aski in 1905. 

"They contend that Treaty 9 is inval
id, because the most important ingre
dient of the transaction, namely con
sent was missing. The Indian people 
could not consent, because the actual 
terms of the Treaty were not fully 
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explained to them." (Emphasis in 
original) 

The jury concluded that the actions 
of the governments of both Canada and 
Ontario constituted a violation of the 
Universal Declaration of Human 
Rights, to which Canada is a signatory. 
The jury's finding supports the position 
of Grand Council Treaty 9 that the 
Nishnawbe-Aski nation has not relin
quished its ownership of more th&n 
210,000 square miles of Northern On
tario. The Tribunal also recommended 
that all governments "engage in good 
faith negotiations to seek a peaceful 
settlement of disputes" with indigenous 
peoples within their national bound
aries. 

As well as supporting the Treaty 9 
position that the land rights of the 
Nishnawbe-Aski nation have not been 
extinguished, the Tribunal strengthen
ed the tie among all aboriginal peoples 
of the world and enabled the native peo
ple of Northern Ontario to establish 
contacts with European support 
groups. 

Although the Tribunal lacks the legal 
power to enforce its judgments, it has 
had an immediate effect on at least two 
victories won by native people. The 
first occurred when Indian leader Mar
io Juruna of Brazil was denied the right 
to leave Brazil to take his seat on the 
jury. The Brazilian version of the De
partment of Indian Affairs claimed that 
Indians are wards without legal rights 
and not allowed to travel without its 
permission, which it was denying to Mr. 
Juruna. He challenged this decision in 
courts and, amidst the publicity gen
erated by the Tribunal, he successfully 
won judicial recognition that Indians in 
Brazil have the same rights as other 
Brazilians. 

For Canadian Indians, the Russell 
Tribunal offered a forum for putting 
forward their demands for the recogni
tion of aboriginal and treaty rights in 
the proposed Canadian Constitution. 
This well-publicized Tribunal may have 
been a factor in the decision of the Lib
eral government to amend the Charter 
of Rights to recognize and affirm abor-

TREATY 9 RIGHTS 

iginal and treaty rights. 
Everyone participating in the Tri

bunal was struck by the similarity of 
the cases presented from the different 
countries. Whether in Canada, the 
United States, Central America or 
South America, internal expansion has 
meant the building of roads into native
held lands, the building of dams for 
power and the attempted destruction of 
the livelihood and cultures of the native 
peoples. 

As the Tribunal heard in case after 
case, native people are fighting back. 
They are organizing within their own 
nations, they are organizing interna
tional support, they are lobbying gov
ernments, they are fighting in the 
courts and, in many instances, they are 
fighting in the streets. 

In its struggle for self-determination 
of the Nishnawbi-Aski Nation, Grand 
Council Treaty 9 looks forward to fu
ture international contacts with the 
native peoples of the world and increas
ed participation in the international 
community. D 

CULTURAL WORKERS' ALLIANCE 
SERVICE OR COMMODITIES? 
When marketability is applied to cultural 
production, the weak are pushed to the wall. 

The following is an excerpt from a dis
cussion paper produced by the Cultural 
Workers' Alliance (CW A). A copy of the 
complete paper was also sent to the Fed
eral Cultural Policy Review Committee. 

In its discussion document "Speaking of 
our Culture", the Federal Cultural Poli
cy Review Committee speaks repeated
ly of cultural products, supply and de
mand, marketing systems, export mar
kets, protected markets, consumer 
markets, etc. 

The CW A totally rejects this com
mercial conception of culture. While it 
is true that large areas of cultural acti
vity have been commercialized (and ser
iously corrupted in the process), discus
sion of the problems in these terms 
merely plays into the hand of those in 
industry and government who want to 
see and profit from the total commer
cialization of culture. 

Similarly, in the current period of 
prolonged economic crisis, the argu
ment for 'the best possible use of exist
ing financial and other resources', 
though in many ways commendable, is 
an argument for pushing the weak to 
the wall. The call for the rationalization 
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of cultural activities is, at heart, an at
tempt to justify a policy, already begun 
by the government of only granting 
money to those cultural industries 
which are profitable. Profitability be
comes the major criteria for securing 
public funds. Social needs and priorities 
are forgotten. 

Already the government has altered 
the method by which it apportions pub
lic money to the book publishers. 
Whereas formerly the money was 
granted according to the number of 
books published, it is now granted on 
the basis of sales, a not so subtle form of 
pressure on publishers to print only 
books which will be a commercial suc
cess. Though sales may soar and profit 
margins increase, will the reading pub
lic be enriched by this policy? It seems 
very unlikely. 

We in the CWA want to see a society 
in which all Canadians are active parti
cipants in and critical supporters of the 
arts, not just passive consumers of 
mass commercial culture. The profit 
motive must be eliminated from the 
provision of all cultural services. When 
calculating the costs and benefits of cul
ture it is social needs which must be 

placed foremost, not profits. 
Cultural work must be seen as a soc

ial or community service, not as a com
modity for sale in the marketplace. No 
one expects the health service or the 
educational service to make a profit, 
nor should the cultural services be ex
pected to. Cultural workers provide a 
service which has a considerable educa
tional component, as is witnessed by 
the extensive use in schools and univer
sities of the materials they create. Like 
teachers, cultural workers contribute 
significantly to the overall educational 
level of society, and for this service 
alone deserve a Jiving wage. 

Scaling a guaranteed 
annual income 
We recognize that although a universal 
guaranteed income is a basic social 
right, it is still a controversial issue. 
When asking for a guaranteed annual 
income for artists, we see this as a rea
sonable demand within present circum
stances, as artists are the only sector of 
society which has no rational wage 
structure. We further recognize that,..a 
guaranteed annual income should be 
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scaled to the real income of artists. An 
incentive to market cultural services 
should be built into this demand, 
whereby artists would be encouraged 
to market their services as these would 
supplement their guaranteed annual in
come. For example, say the minimum 
guaranteed income is $7,000. An artist 
who earns say $6,000 from marketing 
his or her own services would receive a 
gross income of say $12,000. An artist 
earning an income of $12,000 would 
have a gross income of say $17,000 etc. 
and an artist earning $30,000 would 
receive apportionately less. 

The guaranteed annual income would 
provide the basic measure of financial 
security that would allow cultural 
workers to work full time in their cho
sen field, rapidly develop their talents 
and go on to earn more than the basic 
minimum, thus relieving the need for 
the government to supplement their 
wages. 

A guaranteed annual income would 
also ensure greater and more equitable 
access to culture by providing everyone 
with the price of admission. Lack of 
money currently bars millions of Cana
dians from taking an active part in and 
drawing pleasure from the arts. 

Proposing a democratic 
solution 
The members of the CWA would also 
like to see a major democratization of 
all cultural activities. Towards this end 
we make the following proposals: 
• 1. The current funding practices of 
the government are undemocratic. 
Large sums of public money are being 
dispensed by a few bureaucrats and 
their advisors, who rarely need to ac
count for their decisions. This system, 
which is more closely tied to the needs 
of the bureaucracy than the arts com
munity, also devours increasingly large 
sums of money in administrative costs. 

We therefore advise that cultural ag
encies like the Canada Council be small 
agencies whose sole function it would 
be to apportion block grants to the un
ions and other democratic organiza
tions of the cultural producers. It would 
then be the responsibility of these or-

ganizations to disperse the money 
among their members and others, and 
to account for their decisions annually 
to the general public, the cultural com
munity and the government. (It should 
be noted that these funds are in addi
tion to those provided through a guar
anteed annual income program, and 
would be directed at production and 
distribution costs.) 

The organizations 'of the cultural pro
ducers (WUC, CAR, League of Cana
dian Poets, Canadian Guild of Potters, 
ACTRA, Canadian League of Compo
sers, Actors Equity, Centrale d'Ari
sanat du Quebec, Council of Canadian 
Filmmakers, etc.) which are at present 
largely run on voluntary labour, are the 
only organizations which have a real in
terest in keeping the administrative 
cost of any grant program to a mini
mum. These organizations offer the 
best hope of the largest possible 
amount of money reaching the most 
people in the most need. By dispersing 
the decision process among a much lar
ger group of people who know far more 
about the nature of the work involved, 
this scheme will ensure both a more 
democratic and a more effective way of 
granting money to cultural workers. 
• 2. Invariably the same people who di
rect politics, business and industry also 
sit on the governing boards of cultural 
institutions. Through a system of ap
pointments and self-appointments a 
small clique manages to retain effective 
control of most public institutions. To 
end this extremely undemocratic prac
tice we recommend that all governing 
positions of all cultural agencies and in
stitutions be determined on a regular 
basis by election from a list of candi
dates drawn from the cultural produ
cers in that particular field. 
• 3. As cultural workers we demand 
the right to control, in conjunction with 
the other workers involved, the produc
tion and distribution of the cultural ser
vices we create. Far more money must 
be given to the organizations of the cul
tural producers to facilitate their 
growth. For example, there is no reason 
why the Writers' Union should not 
possess its own publishing house, which 
it could run as a writers' co-op. Similar-

ly, filmmakers' co-ops should be given 
more money to build or expand their 
distribution networks. There should be 
grants to artists or groups of artists, 
not only to help them pay for better fac
ilities and equipment, but to set up 
more artist~run galleries and art 
schools. 
• 4. To ensure greater access to culture 
for all Canadians there should be free 
admission to all public museums, art 
galleries and historic sites. 

The points in this brief are general. 
However, what we are asking for is a 
fundamental re-structuring of cultural 
economies. Our fear is that the present 
trend within official cultural circles is 
to shift cultural support from the public 
sector to the private sector, altering 
what should be a public service into a 
profit-making industry. Although we 
agree present public support for cul
ture is inadequate, we feel that this 
public support should be rationalized 
and increased, not reduced or decimat
ed. In this regard our two major de
mands can be summarized as, one, basic 
economic security for artists, and two, 
increased artist control over cultural 
production and distribution. 

Our demands are not unreasonable, 
but could be accomodated wit.hin the 
existing cultural economic structure. A 
guaranteed income would rationalize 
the existing arbitrary and inequitable 
system of government subsidy (includ
ing its vast administrative cost). As for 
artists' control of cultural production 
and distribution, it already exists in em
bryonic form in artists' co-operatives, 
parallel galleries, etc. · 

We feel that cultural services are as 
valuable and socially necessary as edu
cational services. As a service, educa
tional support already consists of the 
things we are asking for: reasonable 
wages, subsidy for facilities and capital 
cost expenditures. Culture and cultural 
activities should be viewed and funded 
in the same way. This is particularly 
true as present educational services are 
being de-valued and the communica
tions industry, which seems to be super
ceding our culture at the present time, 
is expanding. D 
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CLIVE ROBERTSON 
LOVE AND MONEY 
Kissing the hand that feeds, or at least that writes 
the cheque. 
Love and Money 
The Politics of Culture 
Edited by David Helwig, Oberon Press 
(Ottawa) 1980, 187 pages. 

When I first saw this book (before open
ing the cover) I hoped it might be 
another link in the very tenuous chain 
of informed criticism. Perhaps I'm be
ing greedy; was it too much to expect 
this book to really be about the "politics 
of culture" in Canada? 

(As they used to say) Alas, the book 
is something of a fake. The editor, 
David Helwig, does not much care for 
the term culture: "It seems to me that 
those who don't distinguish art from 
culture don't care about art," Helwig 
complains in his introduction to the 
eight essays. Love and Money (I thought 
it was 'love and marriage') takes the 
pbsition that "art" needs to be pro
tected from a "generalization that in
cludes almost everything we do." The 
book then goes on, more or less, to 
reveal that indeed there is something 
to hide, or something that can be used 
to hide behind. 

Oberon Press is represented in this 
'anthology' of essays by its 'head', 
Michael Macklem who contributes an 
essay titled "Seed Money". It's your 
average piece of etiquette vaguely 
disguised as literary lobbying with a 
smattering of Canadian publishing his
tory and a dollop of self-praise. His 
piece ends by saying: "Publishing is an 
art, not a business, and the art of pub
lishing is to find and develop writers, 
Canadian writers, and then to cultivate 
an audience for their work. This costs 
money, money that only governments 
can provide. As publishers we need 
that money and we think we deserve to 
have it. The Canadian public deserves it 
too. They deserve to be given the best 
books that money can buy, or at least 
the best books we can afford to buy 
them. Money isn't just for getting; it's 
~!so for spending." This little gem sure
ly speaks for itself. The arguments are 
embarassing - publishing in this con
text is a service not an 'art', and while 
Macklem's story is 'about money' it cer
tainly has little else that would qu~lify 
it for inclusion in a book on 'the politics 
of culture.' 

But it could be that much of the infor-· 
mation in this collection of essays 
becomes self-defeating. One of the eight 
essays is by Frank Milligan, former 
Associate Director of the Canada Coun
cil. Milligan's "The Ambiguities of the 
Canada Council" opens few informa-
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tional doors that are n9t already falling 
off their hinges. He utilises terms like 
"the essential tension", referring to the 
piglet-in-the-middle function of the 
Council, stuck between a "suspicious 
government " and "suspicious 
clientele". While Milligan does describe 
the defensive strategies of the Council, 
what appears to be a gentlemanly rev
elation is in fact the mere retrieval of 
repetitive justifications. 

Though the book itself does not con
tain one essay representing any one 
sector of the arts that has been to use 
their editor's words, "frankly experi
mental", Love and Money defends 

No, 
1½'s 
.-cSt 
re~\\y 
s\i,t'A\tle 

'for OVet-

Toronto Symphony. (Two Toronto 
'bands' both playing non-original 
historical musics. The former is a light
weight heavy metal rock band while the 
latter is a medium-weight heavy metal, 
skin and string orchestra). No, the de
fence is there because the call for liv
ing, made-in-Canada art gets louder and 
many artists no longer earn their craft 
by cloning the gifts of their (distant) 
relatives. Besides, as we see from Van 
Gogh's recent effect on Toronto's mid
dle masses, Bach or Mozart or Van 
Gogh are not exactly endangered spe
cies when it comes to Canadian support 
for their interpreters and foll9wers. 

But this ritual defence of (to use 
Macklem's word) "cultivated" interests 
flies through the seagull infested air-
space in an essay titled "A Clutch of Ar
biters" by Thomas Hathaway, past 
Preside9t of the Chamber Players in 
Toronto. Hathaway bemoans the state 
of Canadian criticism in some detail. 
Hathaway is to some degree intimida
ted by S.M. Crean's book, Who's Afraid 
of Canadian Culture and spends one 
quarter of his essay squirming with her 
terminology: "official culture", "in
digenous cul~ure", "surplus culture 

'dumped in a colony". Hathaway tried in 
vain to argue outside of irrefutable po
litical realities: "English-speaking Ca
nadians are not a colonized people; we 
were the colonizers." Taking Crean's 
imperfect but laudable efforts to task, 

fhe 
rAAnfle
f''ece ... ~ Hathaway writes, "not only are terms 

5 like "Canadian reality" so all-encom
~ passing as to be unintelligible, but even 
j a more disciplined search for the right 
:i word brings us up against the fact that 

"assumed elitist doctrines of art (that) 
are somehow disloyal to the democratic 
ideal." Calling such views of democracy 
"populist", the introduction to the book 
decries "the kind of populism which 
would deny the basic discipline neces
sary to fully appreciate the special gifts 
of Bach and Mozart is defending not 
democracy but egalitarian tyranny." 

Defending the 
"cultivated" interests 
This defence is not aimed at the scream
ing hordes may prefer Rush to the 

English does not have words to de
scribe what art expresses." "Canadian 
reality" and "culture" may be too "en
compassing" for some, with their 
disciplined traditions to preserve, but 
contemporary practitioners understand 
what the terms mean. Black Canadians 
for example have their own evolution
ary musics that are indisputably part of 
the current Canadian reality. So while 
Hathaway bleats about this mis
treatment of the European performing 
arts tradition, how would he survive in 
the real ghetto of zero state funding, 
zero media support and zero job poten
tial? 

Furthermore to extend Crean's argu
ment, Black music is vital to the 
cultural health of Black Canadians 
whereas Hathaway's European classi
cal musics are not vital to our daily 
lives, though they are certainly 
necessary for our private scholarship. 
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LOVE AND MONEY 

The federal band-aid 
This lack of vitality and function is the 
hallmark of much Canadian state-sup
ported performing arts and it is not the 
fact that it is state-supported but 
rather that the artists, musicians, ac
tors and dancers think outside of any 
pol\ty. The simple fact that such artists 
choose to define themselves within a 
prolonged cultural vacuum, deferring 

their political responsibilities to some 
touring band-aid called federalism, in 
essence, means that they cannot and 
never will be able to discuss the actual 
politics of culture. This is evident when 
so much of the argument of Love and 
Money can be reduced to: How much 
support can I obtain from the state, and 
how many column inches can I rightful
ly demand from the "national" media? 

Oberon Press deserves to be chastis-

HIS CHINA SYNDROME? 

M for this book that blatantly misre
presents the working experience of so 
many artists across Canada. What is 
needed is a book that, unlike Love and 

.Money, is not addressed to the funding 
agencies or deputy ministers of 
communication. However, we may have 
to wait awhile before some enlightened 
press sees the necessity of publishing 
an updated practical guide to the poli
tics of Canadian culture. O 

ANTHONY CHAN 

A portrait of a people? No. Instead John Fraser offers 
a very old-fashioned travelogue. 
THE CHINESE: Portrait of a People 
John Fraser 
Collins (Toronto), ISBN O 00 216817 0 
463 pp., illus., 1980. 

Contrary to the grandiose and rather 
pompous promise contained in his title, 
The Chinese: Portrait of a People, ex
ballet critic, and Globe correspondent, 
John Fraser tells us more of the antics, 
moods, emotions and thoughts of a 
Western journalist in an Asian country 
and less about the Chinese people. 
Reading like a foreigner's travelogue 
through China's principal cities, hinter
lands, Tibet, and Vietnam, the book is 
not "an invaluable and captivating por
trait of a people". Rather, it should have 
been titled 'Travels in China of an Up
per Class Gentleman'; reminiscent of a 
genre that died thirty-two years ago. 

During the first 199 pages of the 
book, we are exposed to hard core tour
ism - the trials and tribulations of a 
Westerner "Inside China". When Fras
er and his wife arrived in a more relax
ed China in 1978, he was accorded un
precedented travel privileges that no 
Westerner had received until then. Un
like the period of immense restriction 
during the heyday of the Gang of Four 
(1974-1975), Fraser was allowed the un
ique opportunity to probe deeply into 
the psyche and behaviour of the Chin
ese people. In the final 250 pages of the 
book, he tries to do just this. But all we 
get is a glimpse of a few Chinese people 
in Peking - a city of 10 million. If his 
book can be described as a portrait, it is 
a miniature picture of a fraction of 
China's population. , 

Fraser's people are all Peking Chi
nese. Yet, despite his friendships with 
members of the Chinese Communist 

Anthony Chan lived and studied in Pe
king from 1974-1975. He is currently 
teaching Chinese history at the Uni
versity of Alberta. 

178 

party, the People's Liberation Army, a 
talented musician now studying in Tor
onto, and some dissidents whom he 
tried to get close to but failed, Fraser's 
descriptions smack of an English Safari 
trip entering the deep dark rivers of 
the 'inscrutable Far East.' 

Despite his emphasis on the Chinese 
in Peking, Fraser does comment on 
other people. The most vivid are the 
"sharp-eyed Shanghai types and the 
lumbering solid souls from Shandong 
province." The Chinese people in gener
al represent a Shandong tidal wave of 
humanity. 

Not being able to read any Chinese; 
having read malcontents like Simon 
Ley, the dubious Merle Goldman, and 
the missionary's daughter, Pearl Buck; 
unable to say anything beyond Ni hao 
(How are you?), Xiexie (thanks), and 
buxing (not correct), and therefore·rely
ing on others, especially students to be 
his eyes and mouth, Fraser gives us a 
highly biased view of China. 

Here are some of his gems. He cannot 
refrain from referring to China as the 
Middle Kingdom (translated as zhon
gguo) - the name given td dynastic 
China and obliterated in 1912. He never 
uses the proper post-1949 name of 
zhonghua as China. 

Chinese Communism 
viewed as religion 
He firmly believes in the old missionary 
tale of the 1930s that Chinese Commun
ism is like a religion. "The Roman Cath
olic Church has produced both saints 
and dissenters .. .In this regard, Com
munism is similar." Another prize: 
"Like the medieval Catholic Church 
(the People's Liberation Army) offers a 
tangible means of betterment and pro
motion". And finally, this gem: "The 
Chinese Communist Party is ·a bit like 
the Salvation Army". In these analyses, 
Fraser mocks the achievement of the 

party and the army in the war against 
the Japanese, the war against Western 
exploiters, and the war against poverty 
and superstition. 

From the McCarthy era of the 1950s, 
Fraser constantly refers to China as 
"taken over" by the Communists pre
sumably from the Americans rather 
than being "liberated" from the tyran
ny and oppression of the Guomindang 
and other warlords. Still with these 
eyes, Communism is always "tyranni
cal" and "totalitarian" mainly because 
its bureaucratic restrictions cramp 
Fraser's style and prevent him from 
meeting "real" Chinese people. One 
senses that Fraser and his ilk would 
love to live in the China of the 1930s 
where foreigners were king makers and 
the Chinese not even allowed in their 
own parks. For Fraser, the foreign im
perialists "simply left behind haughty 
aloofness and evil deeds." Finally, there 
is the Cold War description that the 
People's Republic of China is always 
Mainland China, assuming that there 
are still two Chinas. 

From the Charlie Chan and Fu Man
chu movies, Fraser scattered such 
great lines as "the Mr. Chi he knew was 
as. sinister and unrevealing as the ~ost 
inscrutable official in the Manchu 
court". We are also given a lesson in 
pidgin English with "Please, Now you 
change money. I did as bidden". 

Fraser provides us with a further 
revelation into his own character by de
scribing the old "hacks" of China: Mao 
Dun, author of Midnight, a highly ac
claimed novel of Shanghai during the 
1930s; Guo Morou, a noted academic; 
and the famous novelist, Han Suyin. He 
is particularly vicious towards the auth
or of A Many Splendoured Thing, which 
along with Cripple Tree, Birdless Sum
mer, and A Mortal Flower gave all of us 
a dynamic and valuable insight into 
China before 1949. Calling her "a type 
that is now so widely despised", 
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Fraser's vindictiveness breathes irra
tionality. What irks him is probably 
Han Suyin's ability to capture the ess
ence of the Chinese psyche because she 
knows the language, the people, and the 
big wigs in government. Born in China, 
she has known China all her life: cer
tainly more than a dilettantish two 
years in Peking. Fraser's final cut is 
rather ironic: "All along the way, she 
has profited materially from the Chin
ese connection". In the light of his 
healthy advance of $25,000 and film 
rights sold at a six figure price by his 
agent, Nancy Colbert, one wonders if 
calling the pot kettle black is a journal
ist's trait. 

Fraser's mocking of Asian people 
does not stop with Han Suyin or the 
Chinese people whom he professes to 
love - a trait that missionaries poss
essed while administering to the pag
ans and lost children in China. He calls 
the Tibetans a "bunch of weird looking 
people who look like clowns from a trav
elling circus". 

Of all the people in his book, only the 
foreigners come out smelling like roses. 
Of course, Fraser or Fu Ruizhe (his 
Chinese name) is the star attraction, 
especially in the Xidan events where he 
becomes a "living legend".' 

The best image of himself comes 
when a Chinese meekly approaches the 
great white leader and says: "All the 
Chinese people know the famous, brave 
correspondent, Fu Ruizhe" to which 
Fraser replied "That's great!" His arro
gance is firmly entrenched in another 
conversation with a "real" Chinese. Af
ter listening to criticism by the Chinese 
that his articles were "very ignorant", 
Fraser tells us that "I was rather proud 
of my first year's efforts in China" 
thereby dismissing his friend's com
ments with wsimple disinterest. 

Like all journalists, Fraser does not 
list a bibliography of sources at the end 
of his book. He doesn't need to. His 
sources are simple: "Our speculation 
was based on logic.'' "Anyone with an 
open mind and honest eyes learns 
quickly". And finally, an additional 
source: "the true nature of Vietnamese 
Communist aggression could be seen by 
anyone with honest eyes and ears". 

In his final chapter, Fraser insults the 
Chinese by going on for the first two 
and a half pages on the lack of hygiene 
in China and the uses and abuses of hu
man excreta. What a way to introduce 
the Western reader to the chapter en-· 
titled "The Chinese Way"! 

But, his most memorable description 
can be found on page 423. Using the 
dubious practice of analogy, Fraser pat
ronizes the Chinese people and their 
country by telling us that "someone 
once described the whole of Communist 
China as a summer camp presided over 
by Camp Director Mao. It is not a bad 
analogy". For Fraser, his portrait of the 
Chinese is a portrait of a race of chil
dren. D 
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ARSENAL 
COLLABORATIVE 

LIBRARY 

HIS CHINA SYNDROME 

is a network of participating readers. 
writers and publishers who have 
discovered that the books they want to 
read are becoming hard to find. hard to 
afford. hard even to hear about. Its aim 

is to provide a focus. by way of being a 
central distribution point. for pub

lished work that its members consider 
to be important. timely. exciting and 
deserving of circulation. 

The shelves of the Arsenal house a collection of books not likely to be found 

together in any library or bookstore in North America. These are the books we 

ourselves read; we 'II be recommending them to you if you join us in this unique col
laboration. 

Membership in the Arsenal Library is free. As a member, you will receive one of 

our catalogs every six weeks. Each catalog lists the latest acquisitions to the Library. 

You are under no obligation to buy any books. No unordered books will be sent to 
you. 

If you're interested in building your library with Arsenal, fill out the form below and 
send it to us today. 

SPECIAL MEMBERSHIP OFFER 

Class Warfare by DM 
Fraser 
An underground classic since 
it appeared in 1976, this col
lection of short stories has 
been hailed internationally as 
some of the best new fiction 
to appear in the last ten 
years. 

FOR 

We'll send you 
either one of 
these books 
by way of 

introduction. 

Return to: ARSENAL COLLABORATIVE LIBRARY 
572 Beatty Street 
Vancouver Canada V6B 2L3 

A Fortunate Man by John 
Berger 
A document essential to a full 
understanding of the work 
and thought of John Berger, 
whose other books include 
G, Pig Earth, and Ways of 
Seeing. 

Yes I wish to join the Arsenal Collaborative Library. I understand that I am under no obligation. 
Please enroll me and send me full details of how the Library works. 

Name: ___________________________ _ 

Address:-------------~--------------

____________________ Postal code: _____ _ 

□Here is my dollar. Send nie a copy of: Class Warfare□ A Fortunate Man□ 

179 



PAUL WEINBERG 

ON THE BIAS 
' 

How do journalists transform the world into news? 
Who decides what's newsworthy? 
Manufacturing the News, Mark Fishm~n 
University of Texas Press (Austin and 
London) 1980, 180 pp. 

Last fall, when Toronto mayoralty can
didate John Sewell showed up at the 
opening of the campaign office for ward 
six aldermanic candidate George His
lop, the media turned out in force to 
cover the event. One observer later not
ed that there were more reporters in 
the office than campaign workers. The 
picture of Sewell chatting with Hislop 
was prominent on the front page of ev
ery newspaper in the city of Toronto as 
well as on the local television news. 

Hislop was running on a comprehen
sive urban reform platform and was en
dorsed by the Ward Six Community 
Organization. He was but one of a 
series of left-wing candidates con
testing the various city wards that 
Sewell, himself a progressive mayor 
seeking re-election, had endorsed. In 
covering the campaign, the media chose 
to ignore the more comprehensive 
qualities of Sewell's support and in
stead focused on his endorsement of 
Hislop, exploiting the fact that Hislop is 
also a prominent local gay activist and 
pointing to Sewell's record of support 
for gay and minority rights. 

Soon Sewell's opponent, Art Eggle
ton, played up this alliance by speaking 
publicly of a sinister "Sewell-Gay 
Power" force that would descend and 
envelop City Hall. Sewell lost that may
oralty election by 2,000 votes, and 
many local observers said afterwards 
that this innocuous endorsement of His
lop (who also lost in his first attempt for 
an aldermanic seat) had been overplay
ed by the local Toronto press and help
ed nurture the ugly, anti-gay mood of 
certain sections of the city's electorate. 

Contrast this with Sewell's appear
ance during the election at the fundrais
ing benefit for Ian Adams, the novelist 
who was being sued by a former RCMP 
security chief for libel and slander. Sew
ell was one of a number of civil libertar
ians who put in an appearance at this 
benefit. However, no newspaper re
ports cited Sewell's support of Adams, 
even though the Toronto mayor was the 
only politician - local, provincial, or 
federal - who had come out publicly on 
the author's side. It was obvious that 
this did not fit into the media's para
meters of what was considered a news-

Pau I Weinberg is a freelance journal
ist who writes regularly for the Toron
to Clarion and Quest. 
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worthy event. 
American sociologist Mark Fishman 

in his book Manufacturing the News is 
concerned with how editors and report
ers decide what constitutes a news 
event. Fishman fortunately does not 
succumb to the traditional abstract an
alysis of many communication theorists 
who teach in journalism faculties in uni
versities across Canada and the United 
States. He, in fact, describes his exper
ience as a reporter on a daily newspap
er where he worked for several months 
studying the news gathering routine. 

The packaging 
of information 
Fishman suggests that "news themes 
allow editors to organize an otherwise 
confusing array of events into packages 
or groups of interrelated news items." 
There is nothing particularly sinister 
about this process. There fa after all, a 
lot of news information bomb rding the 
news room from the wire services and 
other print and broadcast news outlets; 
and it is the job of the editor and his re
porters to make coherent sense of it." 

The problem says Fishman, occurs 
when reporters are so caught up in the 
bureaucracies that they are covering, 
that they can lose sight of actual news
worthy events in the making. He points 
out that the coverage of the Watergate 
scandal in Washington in the mid-1970s 
originated with two reporters on the 
police beat, not from the regular re
porters who were covering the White 
House. 

I.F. Stone once said that journalists 

.,,..,.. hC,.,.:-W-
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covering the U.S. government during 
the Vietnam War would be at a loss for 
copy if the president of the United 
States failed to hold regular press con
ferences. 

Bureaucracies, whether they be gov
ernment or private industry, regularly 
make use of mechanisms such as public 
meetings, press releases, court trials 
and elections - all of which provide 
journalists with material. This is what 
Fishman calls "hard news". 

Hard news 
"Reporters do not do all this work from 
scratch. Indeed, routine news stories in
volve very little journalistic effort com
pared to the work done on occasional 
think pieces and enterprise stories. In 
routine newswork the detection, inter
pretation, investigation, and a good 
deal of the formulation of the written 
story have already been done by police, 
city clerks, insurance adjusters, morti
cians, and the like. And of course, the 
work of these ~utsiders costs the news 
organizations nothing other than the 
reporter's time to collect what is avail
able." 

Hard news writing is a formula that 
every competent reporter learns to ass
imilate when he takes on the job of i:ov
ering a news event. Fishman contrasts 
this with "soft news" which requires 
thought, research, and sometimes an
alysis. 

"Without the time or resources to do 
any investigative work, reporters have 
less latitude than ever to follow up on 
their doubts of any given version of 
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what happened and are more likely 
than eve~ to rely on factually safe, easi
ly accessible bureaucratic accounts." 

But Fishman fails to explore the im
plications of his findings. While he ac
cepts the proposition that editors and 
reporters are selective in what informa
tion they choose to use in their news 
stories, he does not discuss the value 
judgements that often underline news 
coverage. For instance, in the Toronto 
mayoralty election referred to earlier, 
the local press obviously made value
determined selections in choosing what 
to focus coverage on. These selections 
in turn, reflect the fact that many citi: 
zens have yet to accept gays as a legiti
mate minority with a need for human 
rights protection. 

The memory lapse 
of the news media 
In presenting his analysis, Fishman 
neglects some important areas. For in
stance, he makes no reference to the 
ahistorical nature of most news cover
age. What is news today is forgotten to
morrow. In journalistic parlance, that is 
called "dead copy", as if news is some
thing which must be consumed like fast 
food. A good e~ample of this 'memory 
lapse 1s occurrmg now in the press as 
we see the Reagan government claim
ing ~o hav~ documentary proof that the 
Sov1~t. Umon, Cuba and Nicaragua are 
prov1dmg arms to the leftist insurgents 
m _El Salvador. This claim, of course, is 
bemg used to support American inter
vention in that country. 

The media, particularly in the United 
States, seems to have accepted these 
documents at face value without consid
ering the possibility that they might be 
false. While Salvadorean rebels may 
very well be getting outside help, we 
ought not to forget past instances 
where the American government has 
misled and even lied to its own citizens 
- Vietnam, the illegal war in Cambod
ia, ~at_ergate an? the Love Canal being 
maJor mstances m very recent history. 
Unfortunately, we see the current cold 
war rhetoric of the new U.S. admini
stration colouring the interpretation of 
news by the American media. 

In the first half of the book, Fishman 
does a g_ood job of dissecting the pro
cess of news selectively, but starts re
peating himself in the second half and 
ends without any hard conclusions. And 
he never manages to shake the role of a 
sociologist out. on a fi_eld trip long 
e~oug:h to consider th_e 1deological im
phcat10ns of what he 1s saying - that 
1s, the role that traditional journalism 
pl~ys in ~n advanced industrial society 
with parliamentary pretensions. 

Nevertheless the book is a nice de
parture from the usual treatment of the 
~uhject and should be of use in journal
ism co~rses. Now_ wh~t we need is good 
analysis of Canadian Journalism. O 
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A SPACE 
299 Queen Street West, Suite 507, Toronto, Ontario, Canada MSV 129 (416) 595-0790 

April 10 
Ron Gillespie • "Jupe" • a performance at 299 Queen St. w. 
at 9 pm 

April 18 - May 9 
Margia Kramer's installation entitled "Jean Seberg" at 299 

Queen St. W. Opening: Saturday, April 18, noon to five. 

March 22 
Stuart Pound's presentation of his latest films: "Codex"and 
"Stylus" screening at the Funnel, 507 King St. E. at 8 pm. 

Apartment Number 
March 28 - April 18 • Daniel Buren installation 
April 25 - May 16 • Vito Acconci installation 

May 20 - June 6 • Toby Maclennan installation 

Slides on Site 
A four part serie_s of out-of-door slide presentations continuing 

through late Spring/early Summer. Call for more information. 

KGB-RCMP-CIA 
Is there a trtple agent working for them all? 

This is the story Ian Adams explores in his 
1ntngu1ng and disturbing novel-

S: PORTRAIT OF A SPY 
From South America, Australia, an·d Canada, 

through the dark, inner workings of the RCMP, 
the book follows the author on his determined 

pursuit of the truth, \Jnlil, ultimately, 
he becomes the pursued. 

•THE BOOK BEHINDTHE EXPLOSIVE 
INTERNATIONAL SPY SCANDAL 

•SUBJECT OF AN UNPRECEDENTED 
MUL Tl-MILLION DOLLAR LAWSUIT 

• WITHHELD FROM THE PUBLIC 
FOR MORE THAN THREE YEARS 

•NOW RELEASED IN ITS ORIGINAL UNCUT FORM 
WITH SPECIAL NEW INFORMATION 

S: PORTRAIT OF A SPY 
THEBOOKYOUREADABOUT 

THE BOOK THEY WOULDN'T LET YOU READ. 

ONLY $2.95 WHEREVER PAPERBACKS ARE SOLO. 

FROM VIRGO PRESS. DISTRIBUTED BY BEATTY & CHURCH 
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NORBERT RUEBSAAT 

MUSIC BEGINS AT HOME 
There is a political dimension to traditions such as 
folksinging which survive in spite of the monoculture. 
The Green Fields of Canada 
An album of Canadian folk songs sung 
by Rika Ruebsaat and Jon Bartlett, 
Canadian Folk Workshop. 
Distributed by lJanadian Folk Work
shop, 1537 Frances Street, Vancouver, 
B.C. V5L 1Z2. 

First there's music you've "grown up 
with." Then there's "teen music," which 
is usually, initially at least, listened to 
as a protest against parents. Later you 
realize that this protest was not so 
much the result of the free workings of 
the teenage imagination as of the need 
for the emerging radio/recording indus
try to create new markets. As your 
"musical taste" then developed you 
came to understand that it was to be 
considered a private, personal thing 
which identifies you and which, in a 
sense, you own - much as you own 
clothes for instance. 

The main thing that distinguished 
teen music from the songs your parents 
may have sung with you (or that you 
made up) is that it was not singable. 
Not in the sense of people getting toge
ther for the purpose of singing. It was 
disc music and dance music and it talk
ed about you and your private affair 
with your boyfriend/girlfriend. You 
"moved along with it" and lost yourself 
in it. This sense of losing yourself be
came more accentuated as high-power
ed stereo systems developed and com
mercial music became more "complex." 
You smoked dope and listened on head
phones (even to the words). 

Most people in my generation still lis
ten to teen music of one kind or another. 
Not so much through any fault of their 
own as of the inability of our culture to 
generate an adult form of expression 
that would put music in its rightful 
place as a thing that is shared among 
equals and produced socially - as 
something people do rather than con
sume. When I was a teenager I tried to 
get out of the contradiction by joining 
the snobs who listened to classical mu
sic. This gave me a nice sense of super
iority but it was still a matter of sitting 
down and grooving to music that some
body had imported on a disc. It was 
even more private. It removed me even 
further from my contemporaries or the 
means of producing music. And it was 
only possible, as I had to recognize, be
cause there was already some tradition 

Norbert Ruebsaat is a writer and a 
member of the Pulp Press collective 
in Vancouver. 
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in our family of listening to classical 
music. 

Ethnic cultures 
The other tradition we had was folk mu
sic and it was much stronger than the 
classical one. My father played guitar 
and we sang the old songs. Most of 
them were German songs and the very 
fact of our being "ethnic" (immigrants) 
had a great deal to do with the ability of 
the folksongs to survive, even as we 
kids became teenagers and should have 
been listening to Paul Anka. Ethnic cul
tures, it seems, are more resilient than 
the dominant ones when it comes to re
sisting the onslaught of commercialism. 
This has to do with language, religion, 
etc. It's one of the reasons music and 
culture in Quebec, for instance, can take 
on a political dimension that is entirely 
lacking in English-speaking Canada. 
Folk traditions survive where the mon
oculture hasn't yet penetrated the 
ghetto or where they can be used as a 
weapon against the invading forces. 

So here I am reviewing my sister's 
record. Because music begins at home. 
It's not so much a review, of course, as 
an appreciation. My point is that music 
is an intimate art. Sound caressing the 
eardrums is like a mother's touch, a pri
mary sensation that leaves its imprint 
long before the ability to speak or think 
about it develops. That's why its poli
tics and sociology are so often hard to 
understand. 

We .are told that music is 
"subjective," that it can't be agreed 
upon and shouldn't be argued about. 
This question of subjectivity is then ex
tended into an argument for the "per
sonal:" music has nothing to do with the 
power of the state or the corporations, 
for example, because it remains "in the 
realm of the personal." Sort of like wo• 
men doing housework. Or ethrucs in the 

ghetto. Yet the act of singing is one of 
the most profoundly public acts one can 
think of and its intent is deeply intra
personal. Who is doing it? 

In Canada we (English-speaking) 
aren't used to thinking of ourselves as 
having a folk tradition, of having songs 
that we can sing that are part of a com
mon heritage and that often speak 
against a corporate monoculture. We 
belittle such traditions and, when we do 
find them, disenfranchise them instant
ly. In doing so we forfeit the unique 
strength which an oral cultural form 
provides: the fact that it resides in hu
man sounds, gestures, memory - in 
the language of human interaction rath
er than in mechanically reproduced and 
economically manipulative objects. We 
forfeit the ability of songs, for example, 
to link members of a family together. 

When my sister started singing. tra
ditional B.C. songs about miners and 
trappers and the guys who built the 
railways I smiled, but I listened. Maybe 
because it was in the family. I couldn't 
believe some of the twisting lyrics and 
terrible rhymes. The plain hokeyness 
and hopelessness. On the other hand 
the songs talked about places I'd been 
and I could remember them and hum 
them when I went back to these places. 
They became part of 'the landscape 
quickly. So I started learning them 
simply out of habit. It's a question, at 
one point, of geography, not taste. 

So now the record is here and a lot of 
the songs are on it. The one about the 
hardrock miner who meets his love (so 
to speak) in a quartz mine; the one 
about the Fraser River gold diggers 
who "labour hard" as does their "bard;" 
the songs about moving west into the 
prairies in the eighties and about driv
ing lumber down the Ottawa River at 
the turn of the century. There's the 
lovely song of the homesick trapper up 
in the Lardeau country (which the Dun-
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can Dam has now flooded) that Stan 
Triggs collected from a fellow trapper 
there, and there's the famous "Blackfly 
Song" that Wade Hemsworth composed 
while surveying for hydroelectric pro
jects in the James Bay area. The two 
sides of the record divide into songs 
from the eastern and western halves of 
Canada; a lot of the credit for the B.C. 
songs goes to Phil Thomas, inveterate 
collector, who's gone up and down this 
province for years getting down the 
songs, and from whose archives Rika 
and Jon draw liberally. 

It's not a perfect product, of course. 
For reasons I'm not clear on, a number 
of songs which I would consider the 
best of their repertoire have been left 
out (I mean best not in terms of histori
cal accuracy and pertinency of content, 
but in terms of the musicality at which 
this content arrives, and whicl) will de
termine its survival) - songs such as 
the haunting "Song of the Sockeye" 
about fishing on the B.C. coast and the 
"I'm Alone Song" about rum running on 
the east coast. I'd quibble with the tech
nical quality - the voices are badly 
mixed in places and generally the mix is 
not great. 

But the purpose of the record is to en
courage singing and the learning of the 
songs and not to encourage passive lis
tening. In this regard I think it will suc
ceed. It's the kind of record one wants 
to see in all elementary schools and in 
all homes that have children who (until 
their teens at least) are liable to start 
singing (for no apparent reason) and 
will require a tradition to draw upon 
and channel the energy. 

I can't help ending this by talking 
about one song on this album, a Quebec 
song called "La Famille Latour." It's 
the kind of expanding song where, with 
each repetition of the chorus, a new 
member of the family, the Latour fami
ly, is introduced and named and be
comes part of the song. It reminds me 
of a German song we used to sing 
where, with each verse, a new member 
of the family entered and the point was 
to imitate a separate instrument of the 
symphony orchestra. It created hilari
ous effects because, with six people 
singing and trying to render stylized 
versions and melodically treated ac
counts of the respective instruments 
with human voices, the result became a 
kind of extended parody of the mechan
ized pomp and circumstance of sym
phony performance. And since, let's 
face it, the classical symphony orches
tra was merely the first in a series of 
technologies by which music was gradu
ally removed from the people and turn
ed to other purposes, I see that song 
now, and the Latour song as well, as a 
small way of protesting and reclaiming 
music for the family and the vocal 
chords. 
(This article first appeared in Left
words.) 
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MUSIC BEGINS AT HOME 

---------------
THE ART Q1LLERY 

AT H~BOURFRONT 
VIEWPOINT: 
29BY9 
Mar. 27-Apr. 26 

B 

SPOTLIGHT ON THE A touring show of 29 works 
by Ontario artists, 
selected by nine curators 

IDEAS & 
ILLUSIONS 

--€POLICE 
1 SPECIAL ISSUE 48 pp. 

May 1-31 R1~~~ spring 1s81 
An exhibition of artifacts 
from the world of 

Vol 8 no 1 
ARTICLES BY: $2.00 

the theatre 
opening reception 5 pm 

noon-6 pm Tues.- Thurs. 
noon-9 pm Fri.-Sun. 
closed Mon. 

235 Queen's Quay W. Tor. 
(416) 869-8410 

ALLAN SPARROW · NOEL STAR

BLANKET · CHARLES ROACH· NOR

MAN ZLOTKIN · SHIN IMAI · SUE 

VOHANKA · TIM McCASKELL · PAUL 

COPELAND & HOWARD BUCHBIND

ER · PAUL WEINBERG· JUDY LIEF

SCHULTZ · )'AMES FRASER· LINDA 

VEDAN • GERALDINE ORLANDO· & 

sold at SCM BOOK ROOM, 333 Bloor St W. 

---------------
Art in Architecture 
Notice to all artists and craftsmen 
resident in Ontario 

To encourage and promote the use of art in the 
built environment, Visual Arts Ontario is 
preparing an Art in Architecture Index for the 
use of architects and designers. The Index will 
include a juried selection of artists qualified to 
undertake commissioned work in the built 
environment. 

If you are interested in applying for inclusion 
in the Index, please send name, address, short 
biography, detailed list of commissions, black
and-white photographs and 10 labelled slides in 
transparent filing sheets to: 

The Jury, 
Art in Architecture Index; 
Visual Arts Ontario, 
417 Queens Quay West, 
Toronto MSV 1A2 

Final date for submission April 30, 1981. 
On the artist's instructions all material will be either returned 
or retained in the Artists Registry at Visual Arts Ontario in a 
special Art in Architecture category for reference purposes 
only. 
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Paterson, Andrew James A(2) 122-23; 
A(4) 234-35 
Payette, Lise (2) 85 · 
Pea Soup (Pierre Falardeau, Julien 
Poulin) (4) 220-24 
Peck, Robin (5) 307 
Pedagogy of the Oppressed (Paulo 
Freire (3) 136 
Periodical Distribution (5) 252 
Perreault, John (4) 211 
Pesticides: The Hidden Assassins 
(S. Preus, D. Tuck, C. Bodlak, F. 
Easton) (2) 22 
Picnic Lunch (Jean Kamins) (1) 48-49 
Pilot (General Idea) (3) 146 
Piranha Farms (Bruce McCrimmon) 
(2) 20 · 
Plastic People, The (3) 178-79; P(3) 
178 
Plea Bargaining: An American Way 
of Justice (Robert Thurber) (5) 289 
Porter, John P(5) 258 
Poland: Depoliticization of Art 
(Ostrowski & Beveridge) (3) 140-43 
Presumed Innocent (Stefan Moore, 
Claude Beller) (5) 289 
Preus, Shawn (2) 22 
Prisoner's Voice, The (4) 312 

Q 
Quebec Referendum (2) 83-86; (4) 
207' 10 . 
Quebec Video: Chaperons Rouge 
(Doyle & Bourgault) (2) 4-5; 
Pea Soup (Falardeau & Poulin (4) 
220-24 

R 
Racism: An Institution of Racism 
(Taylor) (4) 191 · 
Radio By Artists (Ian Murray) (6) 324 
Ransacked (Nancy Holt) (3) 170, 
172-75 
Ready, Mary P(5) 300, 304 
Reconstruction in Nicaragua (6) 
313-16 
Reel Lite' (4) 194-96 
Reid, Robert A(6) 338 
Revision of Michel Lambeth, The 
(Susan Crean) (3) 154 
Roach, Charles (1) 12-13, A(1) 22-23 
Robertson, Clive A(1) 10-13, 29-30, 
53-55; E(2) 75; A(2) 78-79, 115; A(3) 

163-64, 169-70; A(4) 211-14; E(5) 252; 
A(5) 282-85, 291-95; A(6) 318-25 
Robideau, Henri P(1) 48 
Robinson, Gillian A(1) 66-68 
Rochester Art Publisher's Con
ference (2) 81 
Rooney, Frank P(5) 259-60 
Rosenberg, Avis Lang A(1) 48-49; A 
(5) 196-98 
Rosenberg, Tanya (2) 117 
Rosier, Martha (2) 82, 113-17 
Ross, David (2) 82; (4) 186-87 
Rothenburg, Jerome (5) 300-302 
Rough Trade (1) 4 
Rountry, Deborah P(5) 278-81 

s 
Schneemann, Carolee (2) 113-17 
Schwartzwald, Robert A(2) 83-86 
Second Independent Video Open, 
1979 (1) 4; (2) 87-112 
Secret Action (R. Dick Trace-It) (2) 23 
Secret Life of Cornelia Lumsden, 
The (Vera Frenkel) (2) 16 
Self Portrait: Essays on the Cana
dian and Quebec Cinema (Editors, 
Pierre Veronneau, Piers Handling) (6) 
335 
Serro, Nancy A(3) 135-36; P(3) 136 
Service: A Trilogy of Colonization 
(Martha Rosier) (2) 115 
Sherman, Tom A(1) 62-64; A(3) 134-35 
Sixth Annual Video and Television 
Documentary Festival, The (5) 286-89 
Slopek, Ed A(2) 6-7; A(4) 236-38 
Smith, George A(6) 340-41 
Sociology of Rock,. The (Simon Frith) 
(6) 346 
Sontag, Susan (1) 56 
Soon To Be Born (Oskar Ryan) (6) 
342-43 
Springer, Jane A(2) 113-17 
Static, The (Dan Graham) (5) 291-92 
Station to Station (A Space) (1) 68-69 
Steel and Flesh (Eric Metcalfe) (5) 
290-91 
Steele, Lisa A(1) 17-19, 31-38; IN (1) 
24-28; E(2) 25; A(3) 175-77; A(4) 
186-87; P(4) 220-24; P(4) 226-29 
Stephens, David (2) 122 
Super 8 Film Festival (5) 258-59 
Swartzman, Victor P(1) 21 

T 
Tableau (Tamara Krikorian) 164-68 
Talking Heads (1) 61 
Tape Produced at CBC Television, 
Vancouver (Bill Jeffries) (2) 18 
Taylor, Catherine A(4) 191-92 
JBA IN(5) 282-85 
Television By Artists (A Space) (6) 
324-25 
Tenhaaf, Nell A(6) 317-317; P(6) 317 
Test Tube (General Idea) (3) 145-49 

· Throbbing Gristle (1) 62-64 
Times Square Show, The (6) 350-51 
Trace-It, R. Dick (2) 23 
Transsexual Empire, The: The Mak
ing of the She-Male (Janice G. Ray
mond) (6) 334-35 
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Truth and Rights IN(1) 24-28 
Tuck, Don (2) 22 
20 Jazz Funk Greats (Throbbing 
Gristle) (4) 234-35 
222 Warehouse: A Space at Harbour-
front (6) 324 · 

u 
Uncle Dave Macon Show, The (Sol 
Korine, Blaine Dunlop) (5) 289 
United Artists P(5) 295-97 
University Art Museum, Berkely, Cal
ifornia (4) 186-87 
Unmentionable Vice, The (Michael 
Goodich) (6) 340-41 
Up From the Bargain Basement (In
dignant Eye Productions) (5) 298-300 
Urban Transit in Calgary (5) 270-76 

V 
Vanderzaag, Elizabeth (2) 23 
Vanitas (Tamara Krikorian) (3) 164-68 
Very Delicate Invasion (K. 
Wiwcharuk) (2) 24 
Video Architecture-Television (Dan 
Graham) (4) 226-29 
Video Distribution (4) 186-87 
Videotape: Miniature Theatre (Nicol) 
(1) 51; Medical Implications of 
Nuclear Energy (Caldicott) (1) 52; 
Losing: A Conversation With The 
Parents (Rosier) (2) 114; Chaperons 
Rouge (Doyle & Bourgault) (2) 4-5; 
Modern Love (Campbell) (2) 8-9; You 
Must Remember This (Marshalore) 
(2) 10-11; Delicate issue (Craig) (2) 
12; Conversation Pieces (Banger) (2) 
13; Barn Bridge House Trestle 
(Barkley) (2) -13; B-84 (Black) (2) 14; 
Work & Wages (Burger & McKiggan) 
(2) 14; Mr. Klein (Cady & Creighton
Kelly) (2) 15; Mother Daughter~Dun
das) (2) 15; Secret Life of Cornelia 
Lumsden (Frankel) (2) 16; Automaton 
79 (Gautier) (2) 16; The Canamama 
Lectures (Gilbert) (2) 17; Juan Geuer 
(Hemmings) (2) 17; Blue Sky 
Dialogue (Hutchinson) (2) 18; Tape 
Produced at CBC TV (Jeffries) (2) 18; 
Echoes of Eden (Koot) (2) 19; Pir-

. anha Farms (McCrimmon) (2) 20; 
Winding Down (McGlade) (2) 20; 
Long Playing (Mackay) (2) 21; Liquid 
Legs (Pas) (2) 21; Pesticides (Preus, 
Tuck, Bodlak, Easton) (2) 22; Ars 
Gratis Artis (Randy & Bernicci) (2) 
22; _Secret Action (2) 23; Digit Re
calls The Future (Vanderzaag) (2) 23; 
No Masters Yet (Ward) (2) 24; Very 
Delicate Invasion (Wiwcharuk) (2) 24; 
Test Tube (General Idea) (3) 145-49; 
Vanitas & Tableau (Krikorian) (3) 
164-168; News Programme Analysis 
(Graham & Birnbaum) (4) 226-28; 
Equal Time, Equal Space (Angelo) (5) 
278; Steel & Flesh (Metcalfe) (5)270 
Videography (3) 159 
Viet Nam: An American Journey 
(Robert Richter) (5) 288 
Vigilance (Lucy Lippard, Mike Glier) 
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(4) 230-33 
Vital Statistics of a Citizen Simply 
Obtained (Martha Rosier) (2) ·116 
Voices of Discord (Donna Phillips) 
(6) 342-43 

w 
W5-Campus Giveaway (CTV) (3) 133, 
144 
Walkom, Tom A(6) 330-31 
Ward, Rick (2) 23 
Wardair Canada (3) 155 
Washington Connection, The; and 
Third World Facism (Noam Chom
sky, Edward S. Herman) (6) 336-37 
Watkins, Peter (4) 200 
Watt, John (6) 324-25 
We Stood Together (Gloria Montero) 
(6) 342-43. 
Western Front, The (2) 120-22; (3) 
163-64 
What's Expected of Me? (Teresa 
Mack) (5) 286 
Whiteside, George P(1) 65-68; P(5) 
283 
Whitfield, Tony A(3) 170-75; A(4) 
230-33; A(5) 286-89; A(6) 248-51 
Winding Down (Terry McGlade) (2) 20 
Wiwcharuk, Kate (2) 24 

Women In Art Systems (Avis Lang 
Rosenberg) (4) 196-98 
Words and Works (De Appel) (3) 
146-47 
Work and Wages (T. Burger, B. Mc
Kiggan) (2) 14 
,World Special: Death of a Princess 
(Anthony Thomas, David Fanning) (5) 
288-89 
Wolverton, Terry A(5) 277-81 
Woman From Malibu, The (Colin 
Campbell) (4) 186-87 
Woodrow, Paul A(2) 124 
Writer's Survey (Statistics Canada) 
(3) 134 
Wyngaarten, Corry P(5) 302 

y 
Year Zero, The: The Silent Death of 
Cambodia (John Pilger, David Mun
ro) (5) 288 
You Must Remember This (Marsha
lore) A(2) 10-11 

z 
Zepeda, Antonio (5) 302-303 
Zontal, Jorge P(3) 152 

r---------------------------, I ORDER FORM I 
I Volume Four I 
I A year's worth of . . . I 
I All the alternative culture, critical opi- □ Light Rall Transit In Calgary? ·1 
I nion, progressive analysis, minority Over My Dead Housel (No.5) Grass- I 

coverage, and refreshing dissent that roots community organizing to save their I you've come to expect from this five- homes. Also, History of Canadian Union I 
I year old independent cultural newsmag- of Postal Workers (CUPW); TBA, a 'dif- I 
I azine. Check off the ones you'd like, (but ferent' pop band; CLC convention; Art I 

missed)... against Incest; Video and Television I ____________ Documentary Festival; films. I 
1
1 

□ Immigration: Do You Have Cana- □ Don't Take Candy from Strangers 1
1 dlan Experience? (No.1) 25-page (No.6) The story behind cultural fund-

I supplement exposing the plight of im- ing, and its effect on artist-run organiza- I 
I migrants in Canada. Also, The Military tions. Also, Fall Book Supplement: re- I 

Career of Francis Apocalypse Now views of new titles on economics, sex-
I Coppola; Helen Caldicott's anti-nuke uality, feminism, gay rights, community I 
I campaign; exhibitions, video, music, media, culture, nationalism. Plus, Nor- I 
I books. them Lights; women artists. I 
I □West and East: The Art of the Feminist Resources - Video Open I 
I State (No.2) Art in Poland - debunk- Catalogue (No. 2)is sold out I 

ing the Western myths. Also, W-5 -
I Racist TV; The lnvisi~le Economy; The I 
I Fashioned Face; Test Tube, a made-for- □Single Issues: $4.50 x____ I 
I TV artists' videotape; Experimental Film □Complete Volume 4: $20. x __ I ~ 

at the Funnel Theatre; reviews. Total: ________ _ 
I DI enclose payment. □ Please bill me. I I □ Inuit TV: The Satellite Solution I 

(No.3) The Inuit Tapirisat fight for Name: 
I television by and for their people. Also, I I The Premature Martyrdom of 'Saint' Jo- Address:_________ I 
I seph Beuys; Museums as the New Med- City: __________ I 

ia; New Quebec Video; Multilingual TV; 
I Women's Media Collective; Women's ·Country: ___ Code: ___ I 
I Economic Position within the Arts; Dan Send to: FUSE Magazine, 31 Dupont, I 
I Graham's work. Toronto, Ontario, Canada MSR 1 V3. J 

----------------------------187 
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0 

BOOKS, MAGAZINES, VIDEOT PES. RECORDS 

NEW ART, NEW MUSIC, NEW DA CE, NEW WAVE 

VIDEO ART, PERFORMANCE A T, AUDIO ART 

POLITICAL ART, CONCEPTUAL RT, ANTI-ART 

BODY ART, SOCIOLOGICAL AR SCHIZO-ART 

An International Selection of Har -to-find Titles 

AM 
ART METROPOLE. 217 Richmond Street West. Toronto, 

CLASS/FUSED 
MUSIC 
VORTEX Records. New and Us
ed, Bought, Sold, and Traded. 
139 Dundas St. E., Toronto. 
Phone: 366-2046. 

PIANOS. How to recognize a 
good piano. Facts, valuable 
information, expert advice! Illus
trated booklet, $3.50. Or details 
free. Pianos, Box 5010-F, Hemet, 
California 92343, USA. 

RECORDS on Auction. New
Used, all types, Speeds. Send $1 
for current list. $3 yearly. F. 
Blank, P.O. Box 174, Smithtown, 
NY, 11787, USA. 

EMPLOYMENT 
RYERSON RTA Student, 
graduated 1980, seeks employ
ment. Experienced in ENG, cost
ing, studio, film w/o sound. 
Resume and ENG material avail
able. Rob Ward, 275 Poplar 
Plains Road, Toronto, M4V 2N9. 

MERCHANDISE 
QUESTION Authority buttons, 
2/$1; bumper stickers, $1; 
T-shirts (S-M-L-XL), $6. US Cur
rency, please. Tasteful Products, 
Dept. Q, 2138 Sommers, 
Madison, WI, 53704, USA. 

PUBLICATIONS 
WAVES, a literary tri-annual, $6. 
Great Canadian Prose, Poetry, 
Interviews since 1972. Austral
ian Issue, $2; SINGING -
Prison Women's Writing, $6; Ex
cuses, for all occasions, (humour) 
$5; Yet Women I am, (poems by 
Bernice Lever), $5; 79 Denham 
Drive, Thornhill, Ontario, L4J 
1P2, Canada. 

TABLOID, a review of Mass 
Culture and Everyday Life. Irre
gular publication of humour, me
dia analysis, political satire, and 
independent opinion. Latest is
sue includes 'The Unconscious as 
Everyday Life' (Janowitz/Guat
tari), interview with Todd Gitlin 
plus article on his book 'The 
Whole World is Watching', inter
view with Blacks Brittanica's 

David Koff. Subscriptions: $5/4 
issues (non-USA add $3). 
TABLOID, P.O. Box 3243, Stan
ford, CA 94305 USA. 

RADICAL AMERICA, an inde
pendent Marxist journal focus
sing on the politics and history of 
radicalism and feminism; current 
developments in the working 
class and Third World people; 
debates on current socialist 
theory and popular culture. 
Nov/Dec Issue, 1980 includes 
Women in Northern Ireland, 
Clerical Workers Organizing, 
Health and Safety in Leather 
Factory, Justice vs. the Move
ment. Subscriptions: $10 for six 
issues (one year). Add $2 per 
year for all non-USA subs. 
RADICAL AMERICA, 38 Union 
Square, Somerville, MA 02143 
USA. 

WOMEN'S 
RESOURCES 
RESOURCES for Feminist 
Research. Interdisciplinary in
ternational periodical of research 
on women and sex roles. Book re
views, bibliographies, reports of 
archival holdings, women's stud
ies syllabi, comprehensive per
iodical and resource guide, plus 
abstracts of Canadian and inter
national research. $15/year, 
$18/outside Canada. Resources 
for Feminist Research, Dept. of 
Sociology, Ontario Institute of 
Studies in Education, 252 Bloor 
Street West, Toronto, M5S 1 V6. 

BROADSIDE, feminist news
paper (monthly) featuring news, 
articles, cultural/political 
analysis and reviews of interest 
to women. 10 issues/$8, add $2 
for outside Canada. Broadside, 
P.O. Box 494, Station P, Toronto, 
Ontario, CANADA, M5S 2Tl. 

FIREWEED, feminist cultural 
journal featuring in-depth arti
cles, reviews, new poetry, fiction 
and performance works, inter
views, visual art, more. 
FIREWEED, Box 279, Stn. B, 
Toronto, M5T 2W2. 

WORDS THAT WORK 
Ask the people who use CLASSIFUSED. They'll tell you that a few well
chosen words go a long way. Direct results come from clear information in the 
right place - and they've found it. If you have something to convey, you might 
find that this is the right place. RATES: 60¢ per word. Minimum: $6 per inser
tion. (Addresses count as 2 words, phone numbers as 1) Ask about our display 
classified rates. DEADLINES: 4th Friday of third preceding month. (e.g. 
September 26 for Dec/Jan Issue). CONDITIONS: All ads must be prepaid by 
money order or cheque. All ads accepted at the discretion of publisher. 
CATEGORIES: Whatever your needs might be. Get your message to 43,000 
readers in Canada and the U.S. Write: CLASS/FUSED, 31 Dupont, Toronto, 
Ontario, Canada M5R 1V3. Call: (416/ 967-9309. 
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Your home is your castle. Right? 

Wrong. 
What you may or may not do in private 
will soon be in front of the court to be 
decided. The police have discovered that 
they can use the "Bawdy House" laws to 
circumvent the protections provided 
elsewhere in laws pertaining to private 
places. 

There are charges against a teacher in 
Toronto of keeping a common Bawdy 
House in his own home. The charge 
stems from an advertisement for 
companionship in a local newspaper. 
And, of course, the big test will be the 
charges laid pursuant to the Metro 
Toronto Police raids on four bath houses 

in February of this year. 
These trials will be held without juries 
because juries are not permitted in cases 
charged under the Bawdy House laws. 

THE RIGHT TO PRIVACY COMMITTEE 
is dedicated to the fight to stop abuses of 
the Bawdy House laws as a means to 
invade homes and other private places of 
law-abiding citizens of Canada. 

Fighting these odds will take time and 
money. Your money. About half a million 
dollars will be required in all. After all, it is 
your right that the R. T.P.C. is fighting to 
establish. 

Please send contributions to: 
Harriet Sachs in trust for the R.T.P.C. 

7 30 Bathurst Street 
Toronto, Ontario 

Privacy. Think about it. You can't afford not to give. 
The Right to Privacy Committee 



hy we write for FUSE 

t me, FUSE grapples conscious
ly both with issues of progressive 
culture, and the social realities that 
produce that culture - I write to 
contribute to that process. 
George Smith, 
sociologist/gay activist 

FusE is one of the few arts 
publications I have seen which 
deals seriously with feminism as a 
social and cultural force. Features 
on events such as the Incest 
Awareness-Project, reviews of 
Women's music, video and perfor
mance make FUSE important 
reading for feminists. 
Susan Sturman, 
musician/writer 

Multiculturalism, feminism, gay 
politics, politics of art, the 
artlessness of the right, the future 
of the left. These are not luxurious 
times. We cannot afford to be half
assed about our commitments, 
myopic in our views, or sloppy in 
our analysis. FUSE is not. 
Tony Whitfield, 
N. Y. critic/writer 

Wo else would publish an 
article on the post office by a mail 
artist/postal worker? 
Mike Duquette, 
Artist/Postal Worker 

An offer you can refuse ... 

Because I read FUSE. It's got 
more raw, well researched informa
tion than the yellow pages. FUSE 
doesn't treat art as though it were 
sporadic, aberational behaviour, but 
instead as a force instrumental to 
the development of culture. 
Nancy Johnson, 
Artist/Writer 

It affords me an opportunity to 
discuss topics and express views 
that the general press is afraid to 
touch. I can write the stories today 
that the mainstream media will 
write tomorrow. 
Norman (Otis) Richmond, 
syndicated columnist 

r-------------------------------------. I What would you say to a free issue with your new subscription? Name _______________ I 
Subscribe now, and we'll send you 'Less Medium, More 

I Message', our March '81 Special Documentary Video Issue. Address --------------- I 
I □Yes □ No City ---------------- I 
I D$12 Individual D$18 Institutional (Add $3 posta!je for Outside Country _______ Code _______ I 
I Canada) for six issues/one year. I 
I □ Payment enclosed □ Bill me. Send to: FUSE Magazine, 31 Dupont, Toronto. Ont., M5R 1V3. I 

--------------------------------------· 


