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Stephen Andreus

In the 1920s and 13930s the Russians invented a discipline called Kul'wrologyia (Cutturology)
which was: suppressed as an ongoing enterprise by Statin in 1937, buf was resurrected after the col-
lapse of the Wall in 1989. In the same period the Frankfurt School developed in Germany, until Hitler
forced it into exile, only to re-emerge in Frankfurt after its American exile in the 1950s. In the 1960s
Cultural Studies emerged in Britain, until it suffered emasculation at the hands of a deeply reactionary
political establishment, and many of its authors dispersed to UCLA or Australia. In the late 1940s, first
existenfialism, then structuralism, and ultimately post-structuralism debated culture as myth, resistance

~ and anti~text until, ultimately, the culture of the market tock over and the discourses could enly be sold

to Yale or Harvard as the highest academic hidders. In ali cases when these forms of cultural critique
return to their native lands, they are not {cannot he} the same, because the years have elapsed, the
social conditions have changed, and the ideas carry with them semething of the stench of exile.

What an amazingly reactionary way of looking at all these processes! Reactionary, of course,
because it assumes that, like a garden, someone grew it, someone-else came and cut down the plants,
then some friends of the gardeners took some of those cuttings and grafted them onto plants elsewhere,
and then, much later. someone else decided te hring them home when the ground was clear. In many
ways all these metaphors derived from horti- or agri-culture do the study of culture a disservice. None
of the forms of cultural studies should be compared to well-tended gardens. Rather (if we keep to
hotany) they should ke seen as weeds which encroach or other peoples” cultivations. They are therefore
cut back, fraguently, by these who do not want the gardens to be taken over. But these weeds are crafty,
like ivy, and know that they can never be eliminated, and that they will grow more resilient strains
because the savage pruning gives them a strength beyond the pampered perennials.

These thoughis are stimulated by the contents of this issue. For example, all that bodily stuff
about Ripley's Believe It or Nat, of Derrida’s toilet habits and the origins of Pomo. Even more so by the
iwe ohiluaries. Both Alex Wilson (in spite of being a yardener) and EP.Thompson {in spite of being a
stickler for the rule of law) were finding the weeds which had been hulldozed underground by the
Engineers of Cufture. Pragress is a Machine: real culture is the ivy cracking open the cancrete. Which is
why Culturology. Existentialism, Cultural Studies, Post-Structuralism were not moments that we can try
to recreate, here or anywhere. They were examples to us of being our own weeds in our own machinic
sotiely, If we try to cultivate them, they become part of the mechanized landscape. This issue of BIL, put
together by Julie Adam, Michaet Hoechsmann (Book Reviews), Lindsay Smail and myself, is dedicated to
those weeds that will ultimately destroy the nuclear arsenals, the Disney-parks, the wax-warks of the
politically grotesgue. Like "hodies” these weeds need no cropping.

We would like to thank Roger Bahcack, Stan Fagel and Sophie Thomas for their contributions.

loan Davies
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“The transforma-

tive journey...
Magical Blend
accepts the

premise that soci-

ety is undergoing

a fundamental

transformation. A
new world is being born, and whether
this birth is an easy or « difficult one
will depend largely on the individual.
It is our aim to chart the course this
transformation is taking. and to assist
the individual to cope with and con-
tribute to the birthing process. We
believe that people’s thoughts influ-
ence their reality; if this is true then
the world we live in is a combination
of our highest hopes, our deepest
fears, and the whole range of experi-
ence that falls in between. Cur gocl
is to embrace the magical behind the
mundane. In this way we hope to act
as a catalyst to encourage the indi-
viducal to achieve his or her highest
level of spiritual awareness, We
endorse no one pathway to spiritual
growth, but attempt to explore many
alternative possibilities to help trans-
form the planet.”

When theorists of the left discuss the New Age
movement, it is usually to dismiss it as individual-
istic, abstract and ideologically coniused. While
such charges are not untrue, such a dismisscl over-
looks the extent to which the New Age movement
shares similar aspirations, histories and desires
with what we call the left that may be instructive
for us. The above "statement of purpose” of the New
Age movement, published in the journal Magical
Blend is a "New Age monmifesto” in the sense that it,
like other mcnifestos of the leit, expresses the
desire for a "break with history,” for transformation,
for change. However, what distinguishes New Age
“manifestos” (besides their high level of gbstrac-
tion, their reification of the “spiritual” and their fail-
ure to articulate concrete or collective strategies to
accomplish their goal of transformation} is the fre-
quency with which they use concepts such as
rebirthing, reclaiming, recharging and other
images which imply that we have lost something
which must be regained. In the New Age imaginary,
“"we" originally existed in a state of unity with each
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other, with “nature,” with our “selves,” o unity that
was shattered by the serpent of civilization, the
apple of technology. In this way the New Age posi-
tioning of "nature,” the "primitive,” the "spiritual”
ond, ultimately, the past as sites of wholeness, ful-
fillment, completeness, can be seen as one particu-
lar response to various "crises” of modernity, ie., of
"sclence,” "reason” cmd, more generally, the crisis
that has accomponied the reevaluation of the pro-
ject of the Enlightenment. But, perhaps, this search
for origins, this desire for reconciliation, which
appears in exaggerated form in the New Age, is
something we need to be aware of in the project of
reconstructing the left, and is a symptom of our con-
temporary “transcendental homelessness,” of a con-
dition which some call postmodernity.

The "New Age” desire is the desire to "recon-
struct” a community through reconciliation with
various Others, with neture, with the Third World,
with the aboriginal and with the divided parts of
the self, which are posited as integral to the self.
Insofar as this New Age fantasy of reconciliation
has emerged in reaction to various crises
cnnounced by postmodernism, it is, in a sense, «
symptom of postmodernity, and can tell us a great
deal about the extent to which we invest in various
“origin myths” in order to consolidate our sense of
continuity with both the past and the future. We will
need to acknowledge the extent to which this fanta-
sy is shared, to some extent by theorists of the left,
if any reconstructive project of the left is to be in
any way successful. My intention in studying the
New Age is not only critical — I will also draw out
how, despite what some would call the ideological
confusion of the New Age, it provides an interesting
point of departure for imagining a "postmodem pol-
ities,” for it is animated by a critique of technologi-

cal rationality and the desire for community, and .

for a revival of political agency that underlies the
current attempts af reformulating a politics of the
left.

Furthermore, the New Age fantasy of reconcilia-
tion with various Others, with, for instance, the
"Third World"/ aboriginal, with "nature” (Haraway),
and with the divided parts of the self (Lacan) pro-
vides c point of entry into the formulation of "differ-
ence” and the constitution of the Other in contempo-
rary social thought. The formulation of difference
and the Other provides the most pressing challenge
to eur capacity to formulate a version of postmodern
politics. First, in reaction to the colonialist impetus
to consume or annihilate the Other, the New Age
has responded by identifying with, or, in Irigaray’'s
terms, “consummating” with, the Other, a strategy
which irontcally replicates the same denial of dif-
ference found in colonialist narratives of the Other.
Second, the New Age desire to "protect” nature
through its programme of “clecmsing,” "detechnolo-
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gizing,” "decivilizing nature” constructs nature as the
site of some idyllic, preindustrial, essentialized past
that is as much a commentary on the dissatisfaction
with the antagonism of the social and with the contin-
gent character of identity, as it is a fear of environmen-
tal destruction. Third, New Age self-help technologies
which stress achieving "inner balance” and "harmony”
represent the New Age fantasy of the unified, accessi-
ble, and coherent subject devoid of conflicting desires
or a chaotic unconscious. The Other in the New Age is
coded through the figures of the "alien,” the crys-
tal and “auras,” figures which reveal how the-
realms of the "Third World,” "nature,” or the
"the spiritual” are sites in which fears and
desires, in which projection and transference,
regarding “difference” are played out.

Part of the appeal of the New Age can be
explained by its positioning of the subject as a
traveller who can potentially transcend the episte-
mological limitations of the body and social location,
through access to anCther dimension. The figure of the
traveller, who can travel both through time and through
space, appears with increasing regularity in contempo-
rary popular culture in movies, television shows and
even advertisements. This positioning of the subject as
time traveller reveals our desire to recreate our origins,
to rewrite or re-discover our “roots” and, in a sense, to
consolidate the fantasy of "autogenesis.” The fentasy of
time travel is integrally linked to what Lukdces calls
"transcendental homelessness,” a condition of the mod-
ern Western mind which emerges out of the tenuous-
ness of identity. This condition is characterized by the
experience of the self, in Lukdcs's words, as “kaleido-
scopic and changeable,” as “nefarious and evasive.”
The fontasy of time {ravel is one manifestation of the
desire o go home, to recreate our origins. This desire 1o
recreate our origins, this transcendental homelessness
is a symptom of the postmodern skepticism towards ori-
gin myths, and reveals our ambivalence towards the
dissolution of these grand narratives. It reveals
the chaotic and contradictory desires of the
postmodern, split subject. The New Age
desire to be a time traveller, expressed in the
phenomena of astral projection, and “har-
monic convergence,” is representative of
nostalgic without irony, the part of the post-
modern subject caught in the abyss that
yearns for the sacred, the absolute, the com-
munity and the totality.

The fantasy of the time traveller as played out
in the yearning to recreate our origins is integrally
related to the tenuousness of identity in a contemporary
context. The West has constructed nature, the Third
World, women, primates, aboriginals and Others as the
gite of the "primitive” in an attempt to reconstruct our
"past” in order to come to terms with our "present.”
What gets coded as primitive becomes articulated in a
self-sustaining set of binary opposites that become cen-
tral to consolidating the Western sense of self and
Other. The primitive becomes a repository for the fears

e

and desires of the Western subject: it is nature to our
culture, the field of the unrepressed to our “disciplined”
society. Hence the time iraveller represents the fantusy
of the Archimedeon point, the God's eye view; this trav-
eller is the historian who accurately captures our
"essenice” through "re-reading” our past.

Even more, this phantastic figure, the time traveller,
is perhaps the New Age revolutionary subject. The New
Age time traveller is an expression of the desire for

transformation, for a "break with history,” since this
time traveller can "re-read” the past and forecast
the future. The New Age manifesto at its most
extreme is a call to join in "harmonic conver-
gence.” This trensformation, however, has no
real vanguord, no concept of species-being, no
theory of alienation (beyond the Garden of
Eden myth that we were corrupted by civiliza-
tion). The New Age vision of transformation, ot
least in the phenomenon of harmonic conver-
gence, thus is both despatialized and dstemporalized.
We are to "explode in an ecstasy of light and sound” in
another dimension when we have reached a sufficient
degree of "spiritual elevation.” The more moderate, and
perhaps, comprehensible, expression of the New Age
world view is encapsulated in the slogans "think glob-
ally, act locally,” "one people, one planet," and other
phrases which advocate an organicist, holistic philoso-
phy evoking images of harmony, integration, balance.
The New Age manifesto reads like a "final solution”
which seeks to impose order, unity and purity on «
chaotic, disorderly, world.

This desire to impose order on the social can be seen
as our response to the problem of difference. Entrapped
in binary logic, we posit the Other as something which
we can either consume or consummate with, annihilate
or merge with, repudiate or identily with, devalue ox
idealize. The boundary between self and Other is expe-
rienced as intolerable; we must either forcibly erase all
vostiges of the Other's existence or construct an ideo-

logical fontasy that the Other is really us in dis-
guise. In new right movements such as neo-
Nazism and the Heritage Front, the “primi-
tive"” is formulated as the Other, the object
which is devalued; the Other must be anni-
hilated in order to consolidate the identity of
the subject. In New Age, however, the Other
becomes idealized. The new right is caught
at the moment of the dialectic in which the
Other, for instonce what is coded as the "primi-
tive,” must be consumed or annihilated to ensure
self-certainty, and to consolidate the seli/Other bound-
ary, whereas the New Age is arrested at the moment of
“consummation” with the so-called “primitive,” where
the self tries to recognize itself in the Other through a
dissolution of the self/Other boundary. Insofar as the
New Age movement articulates what some would call
an essentialized version of nature, womom, native Celt,
oriental, and Others with which it identifies and seeks
to discover in the self, it presents one alternative to
dealing with the subject/object gap that, ultimately,
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" nial imaginary. The figure of the alien,

advocates a denical of difference. In effect, such for-
mulations, which are positioned in political rhetoric
as vehemently opposed to the new right, ironically
replicate its annihilation of difference and its lack
of concern for the Other through merging with the
Other. For instance, the New Age is motivated by an
impetus to find ourselves through identification
with the "goddess,” the “shaman,” the Celt, the
masculine "Iron John,” the “aboriginal,” the "primi-
tive,” animals, crystals, ete. as ways of
reclaiming our own natures, positing
these figures as “selves” that we have
lost but can regain. These figure as
extensions of the self, to prop up the identi-
ty of the Western subject and to patch the
gaps of the exhausted narratives of the Western
subject.

. The New Age, then, can be seen as a “symptom”
of postmodernity. In order {o avoid dealing with the
messiness of multiplicity and of polyvocality, the
New Age deals with difference by trying to eradi-
cate it. However, the idealization of the primitive in
the New Age, in its most generous moments, is
symptomatic of an "anthropological nostalgia,” a
mourning for what we have “lost” and, in'a sense,
an attempt at reconciliation with others that have
been hurt by colonialism and industrialization. The
fantasy behind the movement, however naive and
ideological, is to make reparation with those we
have wronged by giving them an exalted, purified
status, The figure of the primitive in the New Age is .
an apology for the past.

Similarly the New Age figure of the alien is a
repository for our hopes for the future and an
expression of cur desire for a postcolo-

both in the New Age and contemporary
science fiction, reveals the intense
ambivalence we have toward the
unknown, the future, as well as ethnic,
racial, sexual and other “differences.” This figure,
however, is more than just an ideological con-
struction, for it represeats the fantasy of a non-
exploitive relationship between two disparate and
even technologically unequal culiures. New Age
narratives of “friendly” contact with extraterrestri-
als share the same spirit as that which is behind
our current theorizations of "posteolonialism” and
behind current attempts to formulate representa-
tions of and material relations with Third World
cultures which do not resort to "primitivisms,” "ori-
entalisms,” or other oppressive tendencies that
have characterized First World-Third World rela-
tionships in the past. A simple critique of the dlien
as "ideolagical” overlooks the extent to which the
fantasy of alien contact is representative of a new
posteolonial imagincry.

Since the alien represents the "most Other of the
Others” that we know nothing about, the characteri-
zation of this figure can tell us a great deal about
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how we view difference. For instance, in popular
science fiction, aliens are often portrayed as terrify-
ing, hostile and threatening. In New Age, however,
the alien is benign, friendly and helpful. Mcny New
Age gurus profess to be able to “trance channel”
alien entities who are helpful, beneficent, kind.
New Age literature is littered with references to
"transeekers” and other alien entities which oifer
simple folk wisdom and platitudes.
A recent Caramilk commercial is
an example of how the New Age ten-
dency to transform the strange into the
everyday has influenced popular culture
and advertising. Here the Pyramids,
Stonehenge and other "unexplained natur-
al wonders" are explained as being merely
a good-natured but colossal joke on the part
of the superior alien entities that created
them merely to have “a bit of fun.” This theme is
also apparent in the Reece’s Peanut Butter Cups ad
which presents circles left in wheat fields in
England as merely alien attempts at perfecting this
"mysterious” confection. Both of these examples
reveal the New Age desire to minimize the threaten-
ing. unknowable aspects of the alien by denying the
alien’'s "alienness,” making this Otherness appear
in the realm of the explicable, mundane, and in fact,
consumable everyday. They show how the New Age
incorporation of the alien into the everyday has
been a recent and undeniably popular marketing
strategy that has infilirated mainstream advertis-
ing. The appeal of this strategy of anthropomorphis-
ing the ¢lien resides in its capacity to alleviate anx-
iety regarding difference by domesticating it: if the
alien is really humean, perhaps different ethnic
groups and races, perhaps men and women, are
also really the "same.”

Furthermore, the fantasy of the
alien also tells us about our relationship
to difference since it is about the fanto-
sy of community and the struggle with
what it means to beé human. The significance of the
alien for us lies in its goze: we imagine it imagining
us as a singular species, as a "whole"” community of
“"humans,” as an object of desire. From the alien's
point of view, we are a common species; we have
common identificble characteristics, and we are
basically “good.” The popularity of this alien point
of view can be seen in Star Trek and Terminator 2; 1o
both Lieutenant Commander Data and the “good”
Termindator, we as humans are an object of desire, of
pertfection, something they would like to understand
and implicitly to become. Data, for instance, tries to
learn to paint, to dream, to tell jokes, all in an
attempt to become more human. The Terminator
tries to find out why we cry, why we don't like to kill
people {I}. Thus aliens or, in this particular example,
androids/cyborgs, allow us to imagine ourselves as
an idealized imago; in these versions, we are good,
compassionate, and ethical.
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However, the point I am trying to make is not
that these aliens reveal the assurance with which
we believe we are “good,” or that we are a "global”
community, but rather, our profound fear that we
are not. In the context of global conflict, imagining
the alien imagining us enables us to constitute our-
selves as g community, for, from the vantage point
of the alien, we are a community, a "global vil-
lage”— the alien does not see our "difference.” i
iz from the point of view of the alien that we
can conjure up Earth Day slogans such as
“one people, one planet,” alongside the
satellite/alien view of the planet earth.
Ecologism is not, then, a human or even an
"eqrthly” imaginary; it is rather an alien
imaginary. The figure of the alien reveals
the desperation with which we are trying to
revive various discredited narratives: the
human as essentially “good” and the global com-
munity as essentially unified. In a postmodern era,

we cannot believe in these narratives ourselves, so.

we let the alien believe them for us.

The New Age, like several left and feminist theo-
rizations of community, ultimately subscribes to a
closure of the gap between subject and object, and
articulates difference as something that has to be
overcome. For instance, Dorothy Allison, in a collec-
tion of articles edited by Doris Young, proposes an
ideal feminist community as characterized by a
"shared feeling of merging and belonging,” with an
“ecstatic sense of oneness.” In the same collection,
Isaac Balbus represents the goal of radical politics
and the establishment of community as overcoming
the "Otherness” of the Other in reciprocal recogni-
tion. This is not to say that all attempts to
achieve a recognition of collective interests
ghould be abandoned, but rather, that such.%
formulations must take account of the
inevitable antagonism of the social, the *
impossibility of "fixing” difference, the contin-
gent character of identity and, in particular, of
the fragmented, multiple and conflicting desires
of the subject. Any theory of community that denies
difference is doomed to failure. Thus the challenge
for radical politics is how to formulate a version of
community that stops short of consummating with
the Other. The problem, in Hegel's terms, is how to
cancel the opposition but preserve the difference.

In turning to the crystal, it is interesting how the
New Age posits nature as an Other, which again,
becomes a repository for the fears and desires of
the New Age subject in response to an antagonistic
Social, an antagonism which the New Age tries to
overcome by annihilating the gulf between the
"human” and the "natural.” The insistence on the
healing powers of rocks and crystals represents an
insistence that both animate and inanimate natural
actors are a part of our community, and that nature,
like the primitive, becomes the source of purity,

becuty, happiness and harmony in response to the
corrupting influence of “culture” and of technology.
Nature, like the primitive, is formulated, in terms of
origin myths, as an original "unity” which we lost. a
"state” from which we became separate. The New
Age configures natiure as oppositional to culture, to
technology and as a “force” within ourselves strug-
gling against the "glienating,” frequently dehu-
manizing, effects of culture. Thus the New Age
buys into the same set of dualisms as scien-
‘titic rationality, but views nature as an
extension of ourselves rather than as an
expendable resource. Scientific rationali-
ty has been predicated on the construc-
tion and systematic domination of nature,
on a construction of "nature” that is depen-
dent on a set of mutually sustaining binary
dualisms between male/iemale, nature/cul-
ture, civilized/primitive. Whereas the legitimacy of
the fundamental premises of Enlightenment ratio-
nality rests on the subordination of the latter set of
signifiers, the New Age hus responded by cm eleva-
tion of the female/ natural/primitive. Nonetheless,
the New Age approach still serves to perpetuate the
logic of enlightenment rationality through o simple
inversion which is still driven by binary logic.

The crystal operates as a symbol of continuity,
both across time and across space, since it reminds
us of our connectedness to Others, our community.
Ironically, however, these objects serve to act as
stand-ins for redl relations with the Other - they
come to mediate relations between individuals. For
instemee, in some versions of the New Age, "attune-
ment” with nature or natural symbols (such as the
crystal) takes precedence over human rela-

tions. In this version of the New Age, some
# crystals are called healers and openers,
others are conditioners and cleaners. This
association with qualities we commonly

ascribe to hair products draws out the New
Age emphasis on "cleaning,” "clearing away of
debris,” a theme that is frequently used with ref-
erence to the "self help elements of the New Age”
that I call psychic cleaning. Such antiseptic, sterile
metaphors the New Age relies on are reminiscent

# of the emphasis on purity and unity in the Nazi

"final solution."

The fantasy of the coherent, unified essential-
ized subject is also clearly symbolized by the
“aura,” a metaphor for the desire for a protective
shield, for clearly identifiable boundaries between
self and Other, which some New Age practitioners
claim to be able to identify visually or photographi-
cally. To Jean Baudrillard, this desire for a protec-
tive shield is a symptom of “schizophrenic” society,
against “a state of terror which is characteristic of
the schizophrenic, an over-proximity of all things, a
foul promiscuity of all things which beleaguer and
penetrate him, meeting with no resistance and no
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halo, no qura, not even the aura of his own body
protects him.”

Furthermore, the symbol of the qura reveals
more than just a desire for a protective shield, it
represents the fantasy of the unity, the opacity of
the subject, a subject that recent psychoanalytic lit-
erature has called into queslion. In effect, the
image of the gura iz an example of the desire to
annihilate the Other in the self. The New Age sub-
ject's desire, then, is to become fully comprehensi-
ble to itself, for once the subject is "read” through
aura readings, astrological readings, etc.,
unconscious and conilicting desires, multi-
layered meanings, ambiguities, all conve-
nienily dissolve into one description, one
reading which reorders them. The split sub-
ject is superimposed with a "reading” which
"organizes her actions, behaviours and ges-
tures into a unifying framework which explains
"them." Thus the chaotic unconscious, contradictory
conflicting desires, aspects of the subject that are
inaccessible, incomprehensible, ambiguous, or in
other words, the parts of the self that we designate
as Other, are annihilated.

The phenomenon of the aura on one hand
reveals the fantasy of the opacity of the social, the
desire for unmediated intersubjectivity, unobscured
by language, social location, or cultural specificity.
On the other hand, qura readings stress individual
interpretation and the active participation of the
subject in ingerting him/herself into the “reading.”
In a sense, cura, horoscope, palmestry, tarot coard
and other such “readings” can be seen as merely
an enactment of the analytic situation in which the
subject can be seen as exhibiting an openness to
the social, since s/he is opening him/herself up to
the influence of Other. This Other in the New Age is
sometimes a "radical” Other, since qura readings
are frequently “channelad” through "spirits” or
"gliens.” Other aspects in the New Age, such as
past life regression, hypnosis, lessons on france
channelling and gutomatic writing, encourags the
subject to develop an openness to the Other in the
self. In these technologies, aspects of the self that
are conflicting, desires that are contradictory and
ambivalent, are acknowledged by actually attribut-
ing them to a "past lite,” a “spirit.” a doppelgdnger.
In o convoluted way, then, the New Age perhaps
can be read as more acutely awore of the conflict-
ing desires of the divided subject than conventional
analysis, since it actually literalizes the notion of
the Other in the self. For instance, trance chan-
nelling “other entities” or “past lives” as well as the
New Age therapeutic move of “speaking to the
inner child” can be read as literalizing the post-
modern notion of the multiple subject.

The New Age incapacity to deal with difference,
to tolerate "openness,” antagonism, ambivalence
and so on is a part of the Enlightenment tradition
from which we have emerged. This intolerance, this
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anxiety towards openness, this desire for a suturing
of the social, that appears in exaggerated form in
the New Age is perhaps the “return of the
repressed” of modernism. The primal tather, the
tully self-conscious subject, who emerged from a
sutured and seli-defined society, has been slain,
but returns to haunt his homeland as the spectre of
the New Age imaginary, because he does not know
he is dead. Insofar as the left is the progeny of
Marxism, psychoanalysis, and other discourses thert
originally posited an undifferentiated unity
out of which difference has emerged, this
. spectre could haunt the political left as
well, unless we become more honest
about our own investment in “origin
myths.” We are, in a sense, cqught
between the modern and the postmodern:
y perhaps postmodern theory posits an open-
*¥ ness that real humans cannot {yet) accept.

Thus, any reconstructive project of the left, any
version of postmodern politics, must become more
self-conscious of how its subjects simultaneocusly
fear and desire the dissolution of grand narratives.
Lukdcs captures this ambivalence in his claim that
we dare both "secular, but yearning for the sacred,
ironic but yearning for the absolute, individualistic,
but yearning for the wholeness of community, ask-
ing guestions but receiving no answers, fragment-
ed but yearning for imminent totality.”

Carmen Kuhling is a docioral student in Sociclogy at
York University.
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tered and subsided into mere undirected frustration
when it became more and more clear there was to be no
one to blame at all.

And this remains perhaps the most haunting revela-
tion to emerge from the EXXON Valdez disaster: there is
no longer anyone to blame for such events because
their contexts, like the events themselves, have become
too complex to define, let alone control. The contexts in
which events occcur have become illimitable— resulting
in decontextualization, a condition wherein blame finds
its rest point nowhere and everywhere. To put it simply,
those who appear most direcily negligent are merely
iconic of the greater negligence of our entire planetary
culture. In effect, we must all share in the blame, for no .
one is really blameworthy at all. Blame, like so much
else, is going global, and rendering the localized condi-
tions under which responsibility was normally
assumed, quite simply, irrelevant, The conclusion:
"Blame” becomes a noun without referent.

Iin Defense of Slick Willie

It has become a truism that we no longer live in a
Newtonian universe, where effects were linked explicit-
ly with causes and could be sorted, theoretically,
with o certain degree of confidence. Major
events still happen—disasters, assassinations,
political and social scandals, environmental
catastrophes, wars—but causes and effects
gppear as intensities, pulsations, waves and
radiation: they do not coalesce into discrete,
identifiable elements.

"Taking responsibility” moy once have
entailed a reluctant embrace of such discrete
elements, like a ship loading a dangerous
cargo. But perversely, in its death throes
responsibility has become a quantity that,
like water, seeks its own level; it settles on
those who don't have the wherewithal to
deflect it further along the networks of
power. The blame game becomes siruc-
turally identical to musical chairs, and
those with the slowest reaction time lose,
punished for the perniciousness of the
game itself. .

The growing zeitgeist of unaccount-
ability finds expression in Homer
Simpson's aphoristic “I'm not to
blame;” it is encoded in the tech-
no-estdb_lishment's centrifugal
apologetics for absolute failure,
most famously in the agentless
phrase "mistakes were made.”
Gone now is the bold .
MacArthuresque "1 shall
return;” instead we have bland
Bushisms, such as "I was out of ;
the loop.” The motto of the ]

politicicns of this unheroic age is not Truman's "The
buck stops here"” but rather a non-committal "Shit hap-
pens.”

Well indeed it does, as it always has. Politicians
have never wanted to face the music, yet never has it
been so disconcertingly clear that they really shouldn't
have to. A case in point: Americans continue to focus
their anger at the president, the one figure who above
all others must take responsibility. They think them-
selves cheated, hdwever, when each president seems
slicker and less substantial than the last. Such aggriev-
edness is absurd. Executive responsibility and the grav-
itas that accompanies are shed proportionately with the
attenuation of the power of the presidency, which
reaches new lows with each passing year. The
metaphor of the “ship of state” with president as “cap-
tain” should be scutiled. Clinton, for all that has been
laid at his feet like a bag of garbage, has been able at
this point to do precisely nothing: the major issues con-
fronting him—"Bosnia,” “the deficit,” “gays in the mili-
tary“—are all impossible contexts into which he has
plummeted, like a balloonist set down on a nude beach.
He can do little but keep his gaze high and pre-
tend he meant to land there. When all is said
and done, however, capricious weather, bad

charts, a loss of hot air, and so on, brought

him hither. His actual control over the

“winds of change” is minimal, emd for the
electorate to blame him for his failures
by one-terming him would be mere petu-
lance. And electiong—supposedly the
ultimate determinations cof executive
responsibility—are simply referenda on adver-

tising campaigns anyway.

So despite the charges of cowardice, butt-
saving, cnd amorality levied at those who
resist or shift the assumption of responsibili-
ty, the types of deferrals, disownings, and
delinkages described here are not necessarily
bad or wrong. On the contrary. the refusal to

be held accountable and the concomitant de-
shouldering of responsibility are theoretical-
ly defensible positions, and indeed obey an
inexorable logic. Words like
accouniability, responsibility, liability and
blame no longer work. Their catachresis
is an adducible correlation of a number
of trends of modernity: the revelations of
sciences such as ecology and physics;
the structural logic of late-capitalism; the
erosion of the "subject” as the central
locus of thought and action; and the rise
of the signifier and the disappearance of
transcendent reference points.
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John Muir said, “when we try to
pick out something, we [ind it hitched
to everything else in the universe.”
"BEverything is connected to every-
thing else™: so says a New Age
maxim. "Interconnectedness” [sic]l has
become the new buzz-word in every
field from computer science to envi-
ronmentcl spirituclity.
Paradigmatically, a billiard-ball uni-
verse is junked in favor of the mushi-
ness of relativity, particle/wave duali-
ties, strange attractors.

In biologigal terms, the “food chain”
has been replaced by the “food web.” A
food chain was a barely ecological notion,
but it did allow some recognition of the
important links between compeonents of a
particular ecosystem. In a food chain,
energy passes linearly through the links
in the system and any break in the chain
could spell disaster for all components. A
hypothetical example: the fox ate the
mice ate the grasshopper ate the grain; all
those higher up in the chain suffered when
the wheat crop was destroyed by
wheat rust.

Now, by contrast, in the food web
model the energy fluxes associated
with ecological change arise and dis-
perse multidirectionally, often without
easily discernable origins or ends. A
number of events occur when the wheat
rust enters the areqa: grasshoppers migrate
to better feeding grounds; mouse population
declines; rabbit population increases; hawks benefit
from the rabbit explosion; snakes increase as hawks
switch to preferred food; the wheat field is returned to
fallow allowing recrudescence of native plants; foxes go
hungry and their litiers are smaller; and so on, in
uncounted directions. Although the wheat rust appears
to be the identifiable catalyst of change in both cases,
only the web model illustrates adequately the ramify-
ing, resonating, cybernetic nature of ecological revelu-
tion. On the other hand, the determination of cause and
effect becomes more troublesome in the food web model.

, As in the food chain model, we might try to “blame” the
wheat rust for the fox decline, but it is not clear that the
rust initiated the decline, nor even that a fox decline is
necessarily a bad thing. It may instead be a restoration

" of a previous balance. Other species have increased.
And we should not forget that the wheat is an intro-
duced plant to begin with, and thus the pre-rust balance
was itself artificial.

The very sophistication of the ecological paradigm
thus results in o more gsophisticated and nuanced ver-

sion of redlity. In terms of our dis-
cussion, context makes possible
blame, but it is context itself that
is now in question. "Your wheat
field is responsible for the raid on
my hen-house” becomes a tough
charge to make stick.

Ecomneomy

In business, decisions are made in
response to changing market conditions.
Failure to understand the moxket can
result in bankruptcy, loss of profits, plant
closure. When « bad decision is made, pop-
ular mythology has it that heads will figura-
tively roll. But even in business pain does not
necessarily inhere in the primary parties. In
point of fact, the real hurt stemming from bad
decisions is shifted to workers, communities,
dependent industries, or more generally, the
consumer, whose choices en masse shaped the
market in the first place. The system, like the
Catholic church, is rigged to provide sinners
absolution, here in the form of Chapter 11 protec-
tion, government bailouts, tax write-offs, and gold-
en parachutes. '
Yet those whose blunders most immediately put
the corporate ship on the rocks—the shcareholders, the
execs, the government bureaucracies, the economists
who predict the market trends——are the Captain
Hazelwoods here; for their responses to market con-
ditions are merely programmatic, and follow the
hopeful logic of the alcoholic who believes the botile
will never be empty nor the hangover too painful to
bear. The very existence of capitalist economies
depends on these two linked idealities of inexhaustible
resources and insatiable consumption. If there is « prob-
lem with those assumptions, how can the people whose
livelihoods must presuppose their correctness be
blamed? Thus, in economic terms, responsibility is auto-
matically ceded to the market. It is the market that ulti-
mately must take responsibility for the messes it cre-
ates. Yet what is the market? It is the perfect scapegoat,
since it is composed of everyone and everything and
therefore appears an impersonal, inescapable force, like
the weather. (And even in the confused aftermath of a
hurriceme or flood, “I blame the weather” is perhaps the
most vacuous statement one could make.)

Lot us consider the situation in more detail. Liberals
decry the conventional wisdom that the S&L frauds and
other related financial debacles are attributable to an
amorphous “greedy 80s culture”—which thereby impli-
cates everyone who lived through the decade equally
instead of thaose most direcily involved. Yet even “those
most directly involved"—Reagan, Neil Bush, congress,
Wall Street, land developers, speculators—have
attained in some parts the status of tragic heroes, and
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rightly so, for their ability 1o profit was sanctioned by a
complicitous public long enamoured with the possibility
of unlimited weclth creation.

So the {gilure to alchemize gilk purses from sows’
ears does not mean therefore that the magic doesn't
exist, but that fallible magicians botched their spells.
Mistakes were made. Americans have internalized the
rules of the capitalist shell-game, cnd they believe that
anyone and everyone can attain the status of million-
aires. Unlike in the Philippines, the American Marcoses
receive social sanction for their accumulations. If they
“work hard and play by the rules,” the sky's the limit;
and if they appear o have gone astray, it is ultimately
because the system didn't correct their excesses, the
system is at fault, the system must be adjusted, perhaps
capital gains taxes should be lowered. But the system is
us. In a crypto-Calvinist context like this, how can any
one individual be damned for greediness?

Thus, culpability for the tremendously expensive S&L
bailout is dispersed outward from Washington and
urban financial zones into the hinterlands, even to
future generations. Pious commands to “stop the finger-
pointing” and "take the medicine” resound; "belt-tight-
ening” becomes the clarion-call; "we” must “share the
burden” say the Wall Street clergy—i.e., we must all
share in the atonement for the sin. In the understand-
able but theoretically indefensible resistance to this
kind of group flagellation, small wonder that o Texas
tycoon made rich at the public trough can act as a born-
again populist messiah for the presumptuously guilt-
less Greai Unwashed.

Responsibility for the EXXON Valdez disaster is simi-
lexly emd correctly devolved onto the head of an energy-
hungry everyman. It is his collective fault that eco-
insensitive pipelines must be built, that wars must be
fought to provide him with oil; for in the age of expand-
ing context the producers and purveyors of oil and their
apologists and benefactors in governments act solely in
the service of the all-powerful consumer. Democracy of

the wallet. The collapse of the nuclear power industry,
the clean-up of toxic waste, the retraining of primary
industry workers: all of the socicl and economic costs
incurred to repair these spectacular failures of the
industrial mentality—instances where people suffer for
being in the wrong place at the wrong time—might be
viewed alternatively not as the price of progress but as
part of a national strategy to expiate sin through the
dilution of blame. Shit happens, and in the absence of
isolable guilty parties we must all take the iall.

Subijectivity

And this is now the diffused condition of blamme in our
webbed culture. Bad things still happen to good people,
but it iz Gseless to try to determine beyond all doubt
who should be hung. Felony, capital crime, rape should
be easy to define; yet even when murder most foul is
coaught out, the murderer is almost by definition insane,
or at least exhibiting the conditioned responses of bad
childhood and negative environment. Criminal psychol-
ogists argue convincingly that offenders are simply the
inevitable products of an unforgiving classist, racist,
sexist society. Society is a total system from which the
criminal’s motivation (or lack of it) only appears to arise
spontaneously. Society therefore must be held ultimate-
ly responsible for its criminal excrescences.

Of course we still maintain codes and standards by
which to adjudicate responsibility, and there is no ques-
tion the law does pronounce guilt and innocence. All of
this anachronistic legal inertia does much to assuage .
the societal conscience but little to halt the unassigna-
bility of blame, as most forward-thinking jurists realize.
On the other hand, part of the conservative right’s agen-
da is to damn the liberal penchant to place blame
squarely on all but the accused. Yet the right's nostalgia
for stocks and gallows only reminds us of the theoretical
poverty of their position. Far from building more prisons
and increasing executions, we ought to call for o thera-
pized future in which malelactors are seen and medical-
ly trected for what they are: burst pustules on « filthy
body politic.

Textuality

A final theoretical matrix for this phenomenon of
uncccountability draws upon the post-structuralist dic-
tum that “il n'y a pas d'hors texte” (which Jacques
Derrida says is the same as saying "there is nothing
outside of context”). This means, in effect, that every
spice in the kitchen went into the soup. There is no sim-
ple way 1o isolate the taste since the melange depends
for its flevour on each component. You may say it is too
galty, but you thereby ignore the extent to which pepper
informs it, and you certainly have minimized the com-
plexity added by the pinch of dill. Have another spoon-
ful before you pass judgment on the recipe. And then
another. And still another.

This expanding contextualization presumably would
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be halted by some sort of reasonable "reining-in."” In
mere gourmanderie it is {e.g. "But [ don't like it!").
Elsewhere, however, the reining-in becomes progres-
sively more difficult because the expansion is governed
by the postmodern flight of meaning itself. In what con-
text, so the logic goes, is the delineation of context to be
made? When and where do we decide to interrupt the
ripple-eifect of dilating frames of reference, and in
whose name? With the Valdez, the sequential blaming
of Hazelwood-EXXON-oil demand ot first seems gov-
erned by a mechanistic penchant for first ccuses; but
when blame cannot find a clear focus, it will not settle
on cnyone at all, and the very notion of responsibility,
unlike heavy crude, evaporates. Culpability is ceded
then to the too many cctors, to the techno-socio-histori-
cal conditions, to the nature of reality itself. Even
EXXON can credibly appeal for exoneration, as it recent-
ly has, because the initial settlement merely proved
that, given the legal climate, culpability follows the
money.

Whither Blame?

So what can we expect when it becomes theoretically
incorrect to say "mea culpa”? As has been suggested,
one highlight will be the growing reactionary congensus
for punishment of the body as if in sacrificial retaliation
for the flight of sin. A return to Fouccult's favorite centu-
ry seems in the offing, when the brutalized flesh paid for
the weakness of the spirit. Only this time, the body is
mere scapegoat: electiocuted, gassed, injected, testicles
removed—in ritual response to the social palate’s nos-
talgic taste for blame. (This is ¢ll presaged by the cine-
ma, where excessive violence against bad guys is
deemed morally instructive—whence the general toler-
ance, for example, of Clint Fastwood revenge flicks.} We
will soon see the day when young ghetto-felons are
tried as “drug-pins,” sent to the chair for passing
cocaine through the narcotics pipelines of South .
Chicage, East L.A., as well as upper Manhattan and the
Hamptons. As the most visible memifestation of the U.S.
drug culture, such youths will be bled to pay for the sins
of an entire nation hooked on various forms of escapism.

* We can also predict that blame, despite its practical
disappearance, will continue to be theorized. Derrida,
for example, knows better than anyone that the text-
view of the world creates linkages between wildly dis-
parate elements, heaps context on context, and makes

meaning—read “blaming”—undecidable. But to him,

this does not mean that blame cannot be pronounced,
only that the attempt to fix blame is always political,
i.e., that blame cou arise only in a context and entails
certain responsibilities for the blamer.

One useful tactic, then, for those who wish to avoid
being targets of blame in our incipient reactionary cul-
ture will be to recontextualize blame so that it instead
adheres to those who persist in blaming. People who
blame generally do so according to principles they think
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are actually beyond praise and blame. But, mutatis
mutiandis, such folk themselves become vulnerable to
blame because blaming is in essence a totalitarian act.
A blamer wishes to shut down the play of signification
and the considexation of other coniexts. Also, and signif-
icantly, to ery "Taccuse” is to distance oneself from the
structure of regponsibility: by blaming others one
attempts to exempt oneself from blame.

On the contrary. one should attempt to be so respon-
sible 1o the contexis of "responsibility” that one may risk
appearing irresponsible. For example, when Derrida
considers the Paul de Man affair, to those who accuse
the latter of never taking responsibility for his anti-
semitic wartime writings and the former of irresponsi-
bility in defending him, Derrida can say that those who
are most irresponsible are the critics who will not do the
work of deconstructive reading, who do not read de
Man—and Derrida himself—with enough attentiveness.
These critics, say Derrida, without sufficient rigour or
self-consciousness, seek to assert blame in the most
totalitarian manner, to bring the discussion to rest with-
out probing the limits of de Man's discourse—as well as
the limits of language itself cnd their own necessary
implcation therein. In effect, they do not wish to be tully
responsible for their charges of iiresponsibility.

Derrida, on the other hand, the defender of the
accused, cannot be considered irresponsible because he
keeps open the possibility of mitigating contexts. He
wishes to trace down every linguistic lead, tease apart
every abstraction, place de Man's words in context after
context. To some this seems like obfuscation, post-struc-
turalist bullshit. But at bottom, Derrida remains
untouched by the apparent odiousness of his defense
because by multiplying contexts for de Man's cbviously
execrable writings Derrida simultemeously purifies his
own discourse—by demonstrating time and again the
impossibility of reading cmd thus of making blame stick.
And by castigating his critics’ unwillingness to consider
the implications of their own accusations, Derrida is
able to shift the charge of irresponsibility to them. As

- the old joke goes, the bear asks the rabbit if shit sticks to

his fur; the answer being no, the bear wipes himself
with the rabbit.

To conclude, then, it seems that when the concept of
“blame” at last reaches the end of ils tether and vanish-
es into the ether of non sequitur, the most "responsible”
thing to do will be to speck up vociferously for the nega-
tive responsibility of others—and pray that when the
time comes they'll do the same for you. This way every-
one's ass will stay clean.

Andrew McMurry is a graduate student of English ot
Indiana University, Bloomington.
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Obituary: Alex Wilson
by Jody Berland, Rosemary Donegan, Peter Fitting

Alexander Wilson died on October 26, 1993, after a lengthy illness. He was 40. How to communicate the devastation of that illness,
that death? No one loved life more generously, or gave move of the gifts of beauty, spivit, and langnage. Flis death was an enormous loss.
Yet be left us each feeling thankful for what he gave us. Those who knew and loved him will struggle with that poignant equaiion for as

long as we live with bis memory, for as long as we live.
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Alex moved to Toronto from the U.S. in 1976, and lived
here until his death. He was a founding editor of Border/Lines,
and during the early years, from 1983 when we first met to
plan the magazine, to 1988 when he departed for India, he was
the editorial collective’s heart and lungs. He brought balance,
grace and intelligence to its deliberations, while ensuring the
magazine’s practical survival. He read and edited manuscripts,
wrote letters to neglected correspondents, prepared agendas for
collective meetings, found and negotiated with printers, held
meetings in his garage-studio-kitchen-
bedroom-living room on de Grassi Street

ceived as a vehicle for moving across a number of powerful bar-
riers: between culture and politcs; berween the academy and a
vibrant non-academic urban intelligentsia; between critical
commitment and a diversity of languages and voices.

In 1982 Alex began a briel tenure teaching part-time with
the Cultural Studies Programime at Trent University. Alex was
not in search of an academic career. By this time, his income
came from gardening. But this experience was the catalyst for
a new unification of Alex’s concerns: ecology, culture, the
socially constructed languages of nature,
local restoration. He began to write and

(where he also prepared wonderful
meals), and otherwise cared for the
diverse material needs of production.

"For all the promise restoration holds out,

to create radio programs about cities and
bicycles, about tourism and cars (B/L 11,
1989), and about the qualities and con-

His particular talent for giving at both ir’s not a cure-all. ... Yet, 've come to think sequences of urban life. Alex loved

fevels, the intellectual and the practical,
taught us something abourt their deeper
connections, with all their worldly and
spiritual truths. Alex was a curious,
open-minded, yet deeply commitied
thinker, derermined to create a hospitable
space for critical exploration and a diver-
sity of voices. He was also a nurturer
with a practical mind and practical
hands,  sensitive gardener of words and
pages as well as an artist of speaking land-

scapes. back to urban waterways - hold out the
possibility of what Ald Leopold called &
muiually beneficial relationship with the

Alex came to Canada to attend the
University of Toronto as a graduate stu-
dent in English. He quickly found a live-
ly community of graduate students and
professors, including Peter Fitting and
Fred Jameson, who remained his lifelong

that the value of vestoration les in the

chance it gives people to do hands-on work

awith natural systems and to learn about
them. As we ponder the possibilities for life
on this planct in the next cempury, restora-
tion poinis the way toward a new natural
philosophy, one thar celebrates our relation-

ship with the rest of nature. Its vituals --

landscape,' a velationship that integrases
rechnology, ecology and buman livelibood

in an expanded notion of community, a

nature, but he also loved cities; he loved
looking at and thinking about architec-
ture, patks, collective gardens, Toronto’s
ravines, all built landscapes coexisting
with the hum of city life. His creative
energies were turned to the cultivation of
more harmonious people-nature relation-
ships in urban contexts, He and his life
and landscaping partner, Stephen
Andrews, (later joined by a third partner,

collecting seed, tending plants, bringing life Kim Delaney) formed Garrison Creek

Planting Co. , and created many lovely
and ecologically sophisticated gardens.
His widely praised book, The Culture of
Nature: North American Landseape from
Disney to the Exxon Valdes, was pub-
lished in 1991. Two one-hour radio
programs on restoration were broadcast

friends. The University proved resistant mew idea of home." in the 1992 CBC "ldeas "series. In these

to Alex's research plans, which centered works Alex elaborated his understanding

on issues of sexuality and representation, Alex Wikion of human-nature relationships. He did

and Alex left before completing his PhD. “Restoring the Farih” not believe in a remote ideal of pristine,
g &

Alex then became the editor of the "Our
Image" section of Body Politics, Toronto's

Gay Weekly. Here Alex gathered togeth-

CBC Ideas, March 1992,

untouched narure, but rather advocated a
more integrated and activist human-cco-
logical community defined by ecological

er and inspired some important new
voices: Sue Golding, Andy Fabo, Leo Casey, Martha Fleming
and others worked with Alex in the late 1970s. They hoped to
expand the field of gay identity politics to include cultural
issucs; they translated Foucault for BP readers, and more gener-
ally tried to broaden the mandate of gay activism to encompass
representation and image politics. Other BP editors saw this
interest in sex and representation, and in theory and everyday
life, as antithetical to their human-rights oriented political
agenda, and amidst controversy and debate, Alex was removed
from his position in 1981. Subsequently Alex worked briefly
with Fuse, co-editing a special issue in 1983 with Jody Berland
and Rosemary Donegan. Soon after, with Alex, we joined Ioan
Davies, Alan (’Connor and others to create Border/Lines, con-
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diversity and respect for local growth—
values that also shaped his journalism and cultural activism.
Watching Alex work in a garden was (as many have com-
mented) like reading his sentences. He worked with physical
grace, deft skill, intuitive balance, and a deep appreciation for
the beauty of the word and the world. Each had its own pace,
its own rhythms and textures, smells and tastes, its own magic.
His gencrosity, spiritual warmth and openness to pleasure
infused his materials and touched everyone he knew. He faced
a difficult death—before AIDS took his life, it took away his
gardens and his language—with singular grace, calm and com-
passion. 1In his last months there was only the love-of his
friends and caretakers. That was, and remains, without end.
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F of popular display, rather than
Orms being divorced from official
museum culture, form a constituent part of what
Tony Bennett has termed 'the exhibitionary com-

plex.! This complex, Bennett points
out, extends across d remge of institu-
tions including non-profit cxt, anthro-
pological and science museums, as
well as for-profit museums. Bennett's
own study refers to the great world
exhibitions of the nineteenth century.
Considering exhibitions as vehicles
for displaying power, he emphasizes
the significance of an internalized
surveillance function as the spectator
becomes aware of his or her integral
role in the exhibition. This form of
intersubjective relation, he believes,
functions to educate a citizenry by
enlisting the public as subjects
rather than objects. Taking a differ-
ent tack on the question of intersub-
jectivity, [ will describe how exhibi-
tions which consist of encounters
with live people, or replicas of
human beings, both locate and
destabilize conventional states of
apprehension

The phenomenon of human spec-
tacle, while unearthing the strange
within the everyday, also profited
from employing marginalized, and
often disabled, human beings. While
this sad history of exploitation must
be acknowledged, my aim in consid-
ering sensate exhibitions is to con-
textualize later recuperations of
agency through practices of self-
exhibition. What is interesting to me
is that exhibition rhetoric that incor-
porates people functions to produce a
face-to-face encounter, which, to
varying degrees, engages the specta-
tor with « representation that 'looks
back.! This situation raises not only
the question of enunciative agency,
but also impinges on the affectivities
between bodies within the display
context. Keeping in mind, then, the
question of 'who speaks' and how,' |
will identify the claiming and
reclaiming of bodies across a range
of historically specific sites of the
'exhibitionary complex’. . :

Madame Tussaud's wax-works, a
popular medium during the French

Revolution, illustrate and articulate power relations

To be made into an
exhibit involves an episte-
mological violence which
also functions in other
display institutions consti-
tuting the exhibitionary
complex. The exhibition
of people in anthropologi-
cal museums has involved
the brutal collapse of their
lives and even death. The
residency of Ishi—at the
University of California's
Museum of
Anthropology—is well
known in anthropological
circles. At his death, his
tenure as an exhibit mere-
Iy transformed from an
exhibition displaying daily
activities to one compris-
ing his skeleton and death
mask. Similarly, Saartjie
Baartman, known as 'the
Hottentott Venus,' was
exhibiied live in Paris and
London. After her death,
her genitals were cut off
and displayed at the
Musée de I'Homme

in Paris.

to official public culture, these commercial displays
quite literally embodied key proprietary shifts of
the turbulent political context.

Marie Grosholtz (later to become Tussaud) had

come to Paris to apprentice to her
uncle, a Swiss doctor named
Christopher Curtius who mod-
elled human bodies in wax for his
Salon de Cire. Curtius’ exhibition
included wvarious thematic
arrangements of coloured wax
etfigies portraying the famous
and the infamous. A popular

- tablecu was 'The Royal Family at

Dinner,' which enabled ordinary
people to gaze closely at life-sized
effigies of Louis XVI and his fami-
ly. It was customary for the royal
family to freely admit the public
while they dined. For those who
could not make the f{rip to
Versailles, Curtius’ spectacle
proved a successful alternative.
He produced the tableau working
from Marie's sketches, which
detailed the table and attitudes of
family members. To qugment its
authenticity, the gqueen's dress-
maker, Rose Bertin, was commis-
sioned at great expense to dress
the effigy of Marie Antoinette.

Curtius and Tussaud's enter-
prise afforded them unconven-
tional mobility across classes.
Marie lived with the royal family
for nine years as art instructor to
Madame Elizabeth, the King's sis-
ter. Curtius had « sideline in
erotic miniatures for aristocratic
customers. Yet, despite his niece’s
court affiliations, his political
sympathies were aligned with
'the people.' The museum was
open to all classes as long as visi-
tors were properly dressed in
wigs and stockings 'mo matter
how threadbgre.! Curtius’ suc-
cess in Paris enabled him to open
a second exhibition, the Caverne
des Grands Voleurs, devoted to
notorious criminals, which was a
forerunner to the Chamber of
Horrors, subsequently to become
a trope of wax museums world
wide.

During the Paris riots of 1783, a

mob arrived at the door of the Salon de Cire

Engraving: Tableau of "The Royal Family at Dinner" in the Sajon de Cire; Madame Tussaud's Archives.

through corporeal display. Rather than a side-line requesting Curtius’ life-sized wax work of Louis
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"Tom Thumb” 1844 engraving made while exhibiting in England; Houdini Collection

XVI. Curtius refused on the condition that it
was extremely heavy and could be broken,
and offered instead the busts of the
Controller-General Necker and the Puke of
Qrleans—supporters of the people, who
had been recently dismissed by the
King. These eifigies were draped in
black crepe und paraded in a mock
funeral protesting the oppression of
the royal regime. The struggle which
ensued centred on the appropriation
and procession of these simu-

lated humans, and marked
: the first casualties of the
I\ French Revolution.

Concerned about Tuss-
aud's personal safety after she

espoused his political affilia-
tions, Curtius recalled his niece from Versailles.

During the Terror, the Revolutionary government
focussed upon the potential of public culture,
including the fine arts, to re-make the citizenry. The
life-sized wax effigies at the Salon de Cire had an
immediacy and verisimilitude that the heavily aca-
demicized codes of painting and drawing did not.
Because they were extremely popular and accessi-
ble to even the illiterate classes, they provided an
ideal means to carry the revolutionory ideology.

As the events of 1793 escalated, Tussaud was
called by the Jacobing to « gruesome task: to cast
the features of those “enemies of the people” who
met their death at the guillotine, including the King,
Marie Antoineite, and Tussaud's patroness, and
friend, Madame Elizabeth. This Tussaud performed
under personal threat and duress. Aside from its
obvious horrific aspects, the exhibition of decapitat-
ed heads marked a concurrent ghift of corporeal
ownership. Within the feudal system of the Ancien
Hegime, 'the people' were, in effect, 'possessed’ by
the aristocratic classes as part of their properties.
During the Reign of Terror, this was dramatically
inverted as the wax effigies of heads-—functioning
both as relics and metaphors for the death of the
Ancien Regime—were collected and displayed for
'the people' of the Revolution, (Madame Tussaud
eventually left Prance, transporting her uncle's two
Paris exhibitions to London, Given her conflicted
relaiionship with the royal family, it is curious that
she later chose to exploit the Terror by procuring
eand exhibiting parts of the original guillotine.
Surrounded by the wax impressions of decapitated
heads, of Marat dead in his bath, and other relics of
the Revolution, the guillotine beccme the centre of
her famed Chanmiber of Horrors.)

George Bataille has linked the origin of the mod-
ern museum to the development of the guillotine,
Rather than locating 'an eorigin' of the museum as

.such, I would contend that the Reign of Terror marks

both « significant articulation and point of diver-
gence between the display cultures of the museum
and those of the wax-works. But while the guillo-
iine's sharp closure assured the Enlightenment tox-
onomies of the Louvre's collections, it was Madame
Tussaud’'s museum that eventually procured this
technology of death to sensationally augment the
Chamber of Horrors. In 1854, Tussaud's son Joseph
purchased the blade, lunette, and chopper as well
as scale drawings of the guillotine from the gremd-
son of Charles-Henri Sanson, the executioner of
Louis XVL ]

As a presentational mode, the people of
Tussaud’'s displays consisted of still iableaus of
wax effigies. The exhibition of live human beings,
however, cperates on anocther level of display prac-
tice. During the nineteenth century, the extension of
European imperialism increased encounters with
alterity. Living humeam beings were sought out for
the express purpose of exhibition in sideshows,
World Exhibitions and circus acts. P.T. Barmum was
amongst those who sent agents throughout the
world to procure so called human curicsities—albi-
nos, sicmese twins, hermaphrodites, midgets,
dwatrfs, giants, the physically and mentally dis-
abled, and groups of aboriginal people. (Robert
Bogdan describes three types of 'freaks" those born
with physical abnormalities, those produced either
ideologically—i.e. displaying 'primitive’ types—or
physically—the tattooed woman—and those which

‘were faked—the four-legged girl where one set of

legs belonged to another girl behind a screen.}
Barnum's American Museum, which he bought in
1840, was billed as New York's greatest display of

- curiosities: 'natural, theatrdcal and unnatural.' In the

tradition of a European kunstkammer, his collection
included stuffed animals, miniatures, portrait gal-
leries and so called 'treaks' of nature.. As an
unorthodox cousin to museums of art and science,
Barnum’s exhibits were framed by superlative
claims which translated to 'what he could get away

. with.' Likewise, his hyperbolic self-promotion found

a market in people’s capacity to be attracted to 'the
sensational, however ethically questionable.
Barnum's American Museum marks the institu-
tionalization of the 'freak show,' both in its conven-
tions of presentation and as a social formation.
Human beings had been exhibited previously, but
their primary professional relationship had been
with their managers rather tham with each other, As
regidents of the museum, so-called human curiosi-
ties in fuct often developed mutually supportive
affilictions. - .
Where 'being exhibited’ invelves an inherent
epistemological violence, 'exhibiting oneself' holds
the potential of rupturing such representational clo-
sure. Significant in this regard is a midget born to o
low-income family in 1838 as Charles Sherwood
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Re-articulation of the "Dinner Party." Display of Human Curiosities at the
Ripley's Believe It or Not Musaum, Si. Augustine, Florida

Stratton. Barnum began his performing contract by
renaming him General Tom Thumb and molding
him as a Victorian aristocrat.

Thumb's form of reflexive 'exhibiting' inveolved
singing songs and telling stories. Barnum's living
exhibitions also resided in his museum. While the
potential existed for 'live' exhibits—Iike servant
classes—1o serve life-long, inescapable confracts,
there was also the possibility for certain stax
exhibitors to jump social classes. The aristocratic
titling of giants and midgets was common practice,
perhaps prototypical of the entertainment indus-
try's star system where fame based on 'class' was
displaced by fame generated by 'publicity.'
Postcard poriraits were sold by Barnum's perform-
ers to promote their performances and to supple-
ment their incomes. As both a resident and ambas-
sador of the museum, Thumb toured widely as a
celebrity and a frequent guest at glamorous dinners
of the rich and royal. Stratton is significant here in
how he negotiated the narrative he was obliged to
enact by tactically seizing the privileged space of
his performative context—deflecting curious gazes
by singling out and provoking his audience. His
reputation as an iconoclast of etiquette had the
effect of increasing his popularity. Refusing 'thing-
ness' by talking-back, his {ransgression of manners
became a means of asserting himself as an embod-
ied cgent within the institution of the 'freak show.'

'Freak shows,' which had parallelled the muse-
um boom in North America, were outlawed in the
United States in 1940. As descendents of these dis-
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plays, the Ripley’s Believe It or Not! museums are
noteworthy here in that they have re-articulated
aspects of both live and inert humen displays with-
in the entrepreneurial context of global capitalism.
With headquarters in Toronto, Ripley's
International comprises perhaps the first world-
wide museum syndicate of owned and franchised
museums, which operate at tourist sites in Canada,
the United States, Austrolia, South Korea and
Mexico. Rooted in the 1930s world fairs, they dis-
play original and copied artifacts from the collec-
tion of Robert Ripley, well known for his Believe It
or Not!' syndicated newspaper cartoon.

Ripley himself never showed his collection pub-
licly. Yet, the proprietary fiction of Ripley the collec-
tor is sustained by the strategic placement of his
wax effigy within the exhibition narratives. In St.
Aungustine, Florida—his actual residence—he is
shown in his reconstructed office amongst fan mail
and cartoons. In Niagoara Falls, he is presented as a
young boy at his first job polishing tombstones.
Ripley's personage weaves through the norratives
as a metonymic 'man of the world' implicitly sus-
taining a colonialist world view that characterized
America's rise as a world power, Yet, more sinister
perhaps is the way that Ripley's life story feeds and
fronts cm anonymous corporate substructure.

The display practices of the Ripley museums
appropriate popular tropes in the for-profit side of
the exhibitionary complex. For example, Tussaud’s
'The Royal Family at Dinner' and Barnum's freak
show have been re-articulated at the Ripley muse-

PR
A8,
2/1/ &

;

Z

7




Rebecca Belmore, performance, January 12, 1888, Thunder Bay Art Gallery; photo: Bill Lindsay; courtesy of the artist.

um in St. Augustine Florida into ¢ dinner party
scene consisting of human curiosities, cmong them
Tom Thumb. Similarly, the Ripley’s Believe It or Not!
museum at Niagara Falls includes an exhibit of
woax models of popular 'human oddities,' pho-
tographs of amazing feats and a stuffed two headed
calf. Within the display, a sign beside a 'dressing-
room' typé mirror invites visitors to curl their
tongues—a genetically determined feat that only
few people can do. Moving on through the ambi-
ence of neon lights, signage and the cacophony of
bombastic audio loops, the exhibition script eventu-
ally circles back to a quiet dark space—the other
side of what is actually a two-way mirror—which
confronts more recent entrants hilaricusly contort-
ing their fuces in attempts to curl their tongues.
(Which, of course, you have just done yourseli!) In
this way, visitors unwittingly entertain as the 'liv-
ing freak' component of the display.

Within the contemporary fine-cart discourse, the
destabilizing effects of situating the viewer-ag-the-
viewed have been mobilized by artists working out
of feminist and post-colonial positions.

Jumes Lunca's Artifact Piece involves 'exhibiting’
himseli in a museum vitrine along with 'the con-
temporary artifacts of a Luiseno man': his divorce
papers, college diploma and a label stating his
name, birth date and tribe. In the context of New
York's 1992 Decade Show, his breathing, living
presence functions to fracture the stasis common to
museological representations of Native Americans.
Pre-dating Luna, Ojibwe artist Bebecca Belmore
also framed herself as an artifact to protest The
Spirit Sings, an exhibition mounted at Calgary's
Glenbow museum during the 1988 Olympic Games.
Billed as the 'artistic traditions of Canada’s Native
Peoples,' the display returned many exiraordinary

objects to Canada. Yet its support by Shell, an oil
company the Government of Alberta had awarded
drilling rights on the lands of the Lubicon Lake
Cree, was broadly contested. In the path of the
Olympic torch relay along the Trans-Canada
Highway near Thunder Bay, Belmore displayed her-
self = 'Exhibit #671 B,' which is the Ontario Liquor
Conirol Board's licence number for a brend of skid-
row wine. Presenting herself as a live 'artifact’
refused what Charlotie Townsend-Gault has called
the "history" without time, social context or human
beings' which characterized The Spirit Sings
designer-displays of ceremonial objects.

In o similar gesture, Coco Fusco and Guillermo
Gomez-Pena's The Year of the White Bear confront-
ed the 1992 quincentenary celebrations of
Columbus’ 'discovery' of America. The performance
involved publicly incarcerating themselves as 'two

- undiscovered indians.! Their clothing combined
pseudo-primitive grass skirts and high tech run- -

ning shoes. While in their cage, they would work on
leptop computers, watch TV, sew voodoo dolls or
exercise. Consciously drawing upon conventions
within the history of human digplay, a plague in
front of the cage gave information about their sup-
posed origins and explained that, for a fee, they
would dance, tell stories or pose with audience
members for polaroids. In the performers’ estima-
tion, over half of their audience thought they were
real captives, 'true natives tainted with the detritus
of popular culture.' This performance investigutes
two aspects of specularity. In twisting back the
spectatorial gaze, it functions as a parody of the
self-conscious ethnographic subject. Yet, if specta-
tors don’t catch the parody and actuglly believe
these performed roles of 'authentic others,” it func-
tions to foreground the territory of cultural misun-
derstanding.

Ex-porn star Annie Sprinkle’'s show Post-Porn
Modernist, which was first presented ¢t the Kitchen
in New York, tukes up exhibiticnism in her attempt
to demystify sexuality and affirm sex in the context
of the AIDS crisis. During the show she describes
her transformation from shy, insecure Ellen
Steinberg into 'Annie Sprinkle: Porn Star!' in o slide
show of 'before and after' photos. According to
Sprinkle, 'The bigger the hair and the higher the
heels, the bigger the star.! Sprinkle’s stories from
her days in the sex frade advocate safe sex prac-
tices and tolerance of sexual preferences. In prepa-
ration for her widely publicized 'Public Cervix
Announcement,' she douches on stage while contin-
uing a friendly banter. After inserting a speculum
to expose her cervix, she invites members of the
audience to peer inside her with o flashlight. This
performance appropriates visual display practices
of the medical discourse to break the taboo of
shame about genitalia, to enhance aesthetic appre-
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Cervix Announcement,” courtesy of the artist

Annie Sprinkis, "Pubili

ciation of the cervix, and Annie admits that it is o
way of saying to some men, 'you guys want {o see?
I'll show you more than you ever wanted to see.'
Like Fusco and Pena, Sprinkle reconstitutes the tra-
dition of 'freak' photography. For a fee of five dol-
lars, members of the audience are invited to pose
with her for polaroids, her breasts forming Micky
Mouse ears on their heads.

Returning to the art gallery proper, Gary Hill's
installation Tall Ships, part of the 1993 (New York)
Whitney Biennial und now at the Ydessa Hendeles
Art Foundation (Toronto}, simulates a face-to-face
encounter by confounding conventional exhibition
apprehension. Behind a black velvet curtain is an
eunclosed darkened gallery where the visitor feels
the specular object of multiple video generated
viewers. In stereotypes of gallery viewing practices,
life sized people appear to caretully approach the
visitor, stop and ponder, shift.from one foot to anoth-
er, register a mild response, and then turn and walk

-away. These video loops have a rivetting etfect,

short-circuiting a consumptive one-way viewing
habit by opening up an awareness of the state 'in-
between' spectators and spectacle.

The above performances push beyond the super-
ficial meaning of a given representation and stimu-
late « recognition of the social, political, and experi-
ential implications of human exhibition. In terms of
recuperating the body, then, 'exhibiting oneself' can
deliberately confound the privileged viewing nor-
mally operative in display culture, for a disconnect-
ed, objective position is problematized if the state of
'1ocking' involves being looked at. Contemporary
exhibition practices which thus direct attention to
the ontological status of subjects interrogate the
mecns of cognition itself and hence the basis of
aesthetic experience.
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My thanks to Susan Douglas and Jim Drobnick for
their comments and suggestions.

JTennifer Fisher is a doctoral candidate in the
Humanities Program ot Concordia, She teaches con-
temporaary art criticism and museum studies,
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Andy Fabo

For six years, most mornings, I would eat my breakfast to the cadence of noisy (and if I
was lucky, enraptured} sighs punctuated by mechanical thrusts of bodies. My eyes would
be glued to the television screen while I would sip my coffee and chew my delicious muf-
fin, until, all of a sudden, laborious screams from the television accompanied by a tri-
umphant 'Ejaculationl,' yelled by one member of the working panel would startle me.
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dle of this frantic agitation, « panelist's shrieking
voice would claim to have seen the semen hit the
woman's eye or mouth or chin. The video would be
immediately stopped and an intense discussion
would start.

The object of the argument would be to
determine whether the sexual partner received the
semen on the face and whether ejaculation was
accomplished in a degrading way. In some con-
tentious instances, especially when the semen land-
ed in or on the mouth, in the region between the
neck and the chin, on the hair or on the temples, the
members of the viewing panel would discuss
whether or not these gray areas are parts of the
tace. One member would argue that if the semen
enters the mouth, it is not on the face; another would
debate that a drop accidently appearing on the cor-
ner of the lips means nothing; but somebody else
would question whether the semen really got on the
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chin or on the neck. The leader of the pack (that is,
the vice-chairperson of the panel) would take the
initictive to rewind the tape so that we could all see
the scene again.in slow motion, frame by frame.
The pro-cengorship members would call for an
elimination of the scene; the others would refuse to
give in to that reading of visuals. A vote would be

taken, and the majority would win.
A tew months earlier, in September 1990, the

'repressive' mejority had won: fifteen members, out
of roughly twenty-five who then comprised the
Ontario Film Review Board, had gathered in Barrie
on a two-day retreat. Their job was to label sexual
activities, as well as clarify, define and draft criteria
tfor guidelines aimed at 'Adult' sex films, With the
help of facilitators, the meeting, initiated by Robert
Payne (then Chairperson of the Board), resulied in
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 the categorizing of seven items weighted according o
.to members! standczrds of tolercmce “'Ejaculation on -+ -
. fctce Was 11sted oS frm, e' mple unde' 'the category :

recorded under the same category were 'defeca-
tion, urination, forced penetration.’ On a scale of
one to four, 'ejaculution on iace' weighted three,
reflecting o high degree of intclerance, topped only
by 'portraycl of a miner [a person intended to repre-
sent a person under the age of 16] appecring nude,
in a scene which is sexually suggestive or explicit.’
In February of 1991, the whole Board met again to
finalize the weighting and the guidelines. The
majority reneged on some of the definitions, blam-
ing the focilitators, the relaxed atmosphere of the
retreat and the air in Barrie for their earlier attitude.

In 1986, the year I was appointed to the Ontario
Film Review Board, no one dared dream of such
debates. The Board had entered a transitional era.
In December 1984, the Censor Board officially shed
its infamous name to be rebaptized the Ontario
Film Review Board. The reign of Mary Brown as
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‘ Chdlrpérsoﬁ and ‘chdmpml-n of cehédfship ended

with the appointment of Ann Jones in August 1986
as her successor. Regardless, litile changed. The
porn films sent to Ontario rarely showed explicit
sexual activities. At the time we were operating in
panels of five members {now only three because of
budget cuts) led by a vice-chairperson supposedly
in charge of eliciting relevant remuorks, sometimes
arousing discussions that would culminate in the
classification of films and videos. The inspiration
came from the amended (1975) Theatres Act, a biue
booklet, now replaced by the amended (1988)
Theatres Act, a red booklet. This 'bible' contained «
section (Section 14} that was the basis for two work-
ing documents.

One of the basic documents is a set of guide-
lines which are reviewed yearly. At a glance, the
neophyte can see four columns of classifications, in
turn defined by such criteria as language, violence,
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nudity, sexual involvement, horror, subject
matier/treatment. For example, in the category
"Restricted,’ under violence, one finds that “"graphic
portrayals of violence, torture, abuse, horror,
extreme bloodletiing, sexual violence integral to
the plot” are permitted. The 'Family' classification
restricts violence fo "restrained, non-graphic por-
trayal of: armed combat, natural disaster-accidents,
hand-to-hand combat, bloodletting.” However, in
Section 14 of thel988 Theatres Act, another state-
ment appedrs:

After viewing a film, the Board MAY refuse to
approve a film for exhibition or distribution in
Ontario....

The use of the verb 'may’ enables the reviewer not
only to classify « film, but also to cut, edit, delete,
censor or ban a film. Free interpretation of Section
14 justified the austere, puritanical position of Mary
Brown prior to my coming to the Board in 1986.
{Interestingly enough, the legendary organ of
repression was well-liked by her colleagues.)

When I joined the Board, I had te go through the
initiction rite of watching the 'Take-Out Reel,' a
montage of film snippets that send one to hell and
back. I understood that this '"Take-Out Reel' origi-
nated by Mary Brown in the early eighties became
her powerful tool 1o rally people to the censorship
cause. The film displayed exireme images of horror
and bestiality, ranging from snuff films to films
showing womeén -having intercourse with horses,
pigs, dogs.... These sequences were taken out of
context and put together in such o« manipulative,
arbitrary way that their excessive violence could
only beg passionate pro-censorship reactions.
Mcry Brown would show the 'Take-Out Resl' to visi-
tors, including community groups eager to under-
stand what the Board was about. As ¢ {allout from
the Mary Brown era, between 1986 and 1988 profan-
ity in films was tabulated to catapult films into the
restrictive category regardless of contexts. Porn had
become a disgusling commodity from which
Oniarians had to be protected. The imprints of such
attitudes linger to this day in some
reviewers'minds. In 1986, these marks were so fresh
and deep.that the classification of a tilm was often
reduced to counting the number of times the word
'fuck' was used.

The classification of a film or video is recorded
by the vice-chairperson on a summary report and
signed by all members present at the screening.
The signatures of the members constituting a
majority are visible on the ifront of the page; the
members who constitute the minority sign on the
back with a brief justification.

The summary report, which is a legal document,
refers to the Theatres Act to support and justify the

reasons of a chosen classification. It works like an
identification card where the film's title, genre,
length and type (35mm, 16 mm, eic.} are recorded. A
short plot summary is followed by additional obser-
vations (racial slurs, documentary footage..). If a
film requires an information piece in addition to the
category, then the panel agrees to choose from
among a list of brief words to describe its dominant
feature. For instance, the video Silent Night,
Deadly Night 5: The Toymaker was unanimously
classified 'Restricted’ with two information pieces:
'Brutal violence' and 'Frightening scenes.' In case a
member ieels very strongly, he or she can ask for a
cumulative vote, a process by which other members
screen and classify the contentious iilm. When a
film does not go to general distribution (us indicart-
ed in the summary report), it can run for a limited
time on exhibition and be shown as many times as
requested. Paul Morrissey’s Mixed Blood came back
so many times that agll members must have
screened it at least twice in the course of their
tenure. Watching this hyperrealistic and ultra-vio-
lent film for the second time felt like punishment
intended for Alex, the protagonist in Kubrick's
Clockwork Orange, and mistakenly inflicted on the
relatively innocent members of the OFRB by the
wrong director. & distributor can also appeal the
decision of a panel by simply re-submitting the film
to a new panel preferably made up of members
who had not classified it (some exceptions apply).
The decision reached by the Appeal Panel is final
and can only be contested at o lower court by the
distributor. The fate of the distributor's product
depends entirely on the members and vice-chair-
persons. Panels are put together according to mem-
bers’ availability, not according to their compatibil-
iy,

The chairperson, whose job is administrative
and representative of the whole Board, is appointed
by the Premier of the province. The vice-chairper-
sons and the members are algo appointed through
the same channel. During my tenure, some mem-
bers came through political routes: connections,
patronage, etc.; others applied to join the Board
because they had an honest interesi in movies.
{(Although [ am cn unconditional film buff, I wish I
could say I came from the latter.} Still others were
recommended by influential people in recognition
of their involvement in community affairs.

Throughout my six years' tenure, the number of
members fluctuated from roughly fifteen to thirty-
two and reflected the multicultural fabric of
Ontarioc. At first, Mary Brown left the legacy of a
pro-censorship, anti-sex squad composed mainly of
older male members. I recall chairing {as an exer-
cise) a panel of four middle-aged men screening a
gentle porn movie in which a woman was fomtasiz-
ing about sex in her letters. The video depicted
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gentle flogging with a cat-o'-nine-iails, and an
array of sexual activities of the fellatio and cun-
nilingus type. The members of the ponel were mes-
merized with pleasure. Classification time came, |
asked for the verdict: rejected unanimously.

However, not all members were obtuse. I look
back with nostalgia at the private conversations I
had with a cinema professor on the meaning of
Bellocchio's Devil in the Flesh and on feminism in
Patti Rocks. Stimulating discussions rarely occurred
during classification, though. Members seemed
resentful that 'pretentious academics' would try to
enlighten them. Most of the time discussions were
distinctly un-theoretical. They would focus on
issues such as ejaculation on face, or on uncanny
visual detdil: he slapped her on the behind, he loft
a red mark, is that torture or pleasure?

By about 1990, the police, through Project P (a
vice-squad making sure that no cbscene, illegal
material is being circulated) began to review mate-
rial the Board had approved. Video operaters got
arrested; Robert Payne, the Chairperson at the time,
had io testify, One of the most memorable contro-
versies centered on Oriental Taboo. A young
actress was playing with a fake snake that she sup-
posedly inserted into her vagina. Project P inter-
preted it as bestiality; the Board saw o plastic
object (not a real snake) being consciously manipu-
lated by a woman.

Board meetings occurred every two to three

months, moving from the antiquated location of the:

Board to the elegant Sution Place Hotel, Generally
in our sessions we discussed internal policies, then
hosted various guests {rom the video and film
industry or the Minister and his/her assistanis. A
tastetul lunch concluded the day. On these occa-
sions great attention was paid to costume: mem-
bers {male and female) proudly paraded in their
ostentatious clothes, then congratulated each other
on their looks, smiled at each other, nodded at each
other, sizing up opponents, already coagulated into
cliques. This ballet then entered the performance
stage, the boardroom. Very often pettiness took
over, and the meeting came to o halt because of a
disagreement on the use of a word or the settlement
of the fair distribution of screening days or the
appropriate starting time. In the middle of cacopho-
nous disputes, items were left unresolved, delerred
to the Policy Committee. Vice-chairpersons were
elected at the June Board meeting to voice the
grievance of members and act as buffer between
chairpersons and members.

In 1987, I became the Chairperson of the first
Policy Committee, Ann Jones, Censor Board Chair
at the time, acted as though her quthority were
undermined by the existence of such an organ,
while others were trying to dominate and appropri-
ate issues. At first, my voice was often silenced by
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clashing members; gradually I gained the respect
of some members who recogned the difficulties of
my position in that ocean of sharks. I introduced
so-called academie research on the wording of
information pieces. At one point, [ studied the dif-

. ferences between 'coarse language' and 'swearing,'

which led to the elimination of the latter word from
our information list pieces. (My background in lin-
guistics and lexicology-lexicography made it easi-
er.) I also did some research on the thriller genre,
differentiating between psychotraumatic thrillers
and psychological thrillers.

Guidelines were also revised and recommendea-
tions presented to the whole Board to discuss cmd
adopt. Through their yearly examination. the guide-
lines were modified to enguage new recalities of cur-
rent movies (whence the altention paid to the rele-
vauce of subject matter in documentaries and
waves of movies dealing with war [e.g. Platoon],
sexual viclence [ The Accused, Fatal Attraction,
Internal Affairs, etc.] ) and even current events and
issues.

Under the Liberals I had never felt any pressure
1o be pro or con censorship. The visits of officials
from the Ministry of Consumer and Commercial
Relations seemed to affirm that the people there
were gware that we existed and did as good a job
as we could. [ was under the positive impression
that I was trusted and respected as an individual
capable of assuming the responsibilities of the
Board. When the NDP took over, I felt like a
pawn in the political game of issues that mat-
tered to the ministers who took the commands.
Their interferences (frequent visits of the respec-
tive ministers’ assistauts, the speeches from the
ministers on their views on censorship, vio-
lence, etc.) left me struggling for my own oxygen in
a 'Big Brother Is Watching You' atmosphere.

In retrospect, it | were to draw a balance sheet of
my experience on the Ontario Film Review Board, 1
would refer to three levels of existence, as a mem-
ber, a tilm addict and an art activist. As a member, [
became acquainted with two chairpersons who
administered the Board very differently. In 1986,
Ann Jones attempted to maintain a dignified image
of the OFRB by giving our meetings some decorum.
She shufiled raging dissension aside by finally
accepting the ereation of a Pelicy committee in 1987
and the destruction of Mary Brown's 'Take-Out Reel'
{circa 1989), the remnants of the cumbersome cadav-
er of censorship.

Ann Jones  successor, Robert Payne (1989-1992),
tried to harmonize the members’ views on stan-
dards of tolerance regarding sex in porn movies.
The discrepancies in classification had become so
conifusing that distributors would submit their prod-
ucts with a prayer: they had been left with no
ammunition in their arsenal to reason with us since
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the classifications had grown so unpredictable.
During his tenure, Robert Payne was an intelligent
mediator and listener who treated everybody with
deference. In the summer of 1992, a distinct rift
between the Minister and the Chairperson involved
an inexplicable isclation of the latter. In September
1992, he was promptly replaced by Dorothy
Christian as the new Chairperson. Ms. Christian
had served on the Board with the 'old school' mem-
bers.

As a film addict and a celluloid consumer, I
bathed in glory: between the summers of 1986 and
199Z, I screened as many films and videos as I
could, besides attending the Floating Film
Festivals, the yearly Montreal Film Festivals, the
Toronto Festivals of Festivals, and going to see
tilms in cities like Paris where [ gorged on French
films, or in Hong Kong where I saw The Lover in its
integral form belore it opened in North America.

As an art activist, ] was given the concrete
opportunity to tight for the freedom of expression of
filmmakers in all genres of film and video, includ-
ing pornography. From screening hundreds, if not
thousands, of 'porn flicks,' I certainly gathered o
wealth of information about myself, about the ctti-
tudes of my colleagues and of society regarding
sex.

Some members had to leave the Board to protect
themselves: they had become casualties of the
insutferable violence and vulgarity to which they
had been subjected as censors, When video opera-
tors were arrested on charges of obscenity (around
1990), when Project P disagreed with the members’
classifications and atiempted to stigmatize them
publicly, all the layers of accumulated experience
exploded. We became warriors in an open zone
where the pro-censorship and the anti-censorship
camps intensely clashed. Memories of long,
dogged. passionate debates tearing us apart and
turning us against one another still linger in our
lives. An alumna, profoundly marked by her experi-
ence at the Board, found artistic expression writing
and illustrating erotic poems. I, with two other

alumni, wrote a script on pornography and its .

elects. In this attempt, we felt a need 1o share our
knowledge and experience with the public. At the
same time, in a cathartic movement, the writing
enabled us to "cleanse our brains,” to expurgate the
dirt, the violence, the on-screen degradation we
had to witness day after day.

My experience on the Board broadened my hori-
zons, and [ feel that [ served the institution with fer-
vour and integrity. I donated my time and energy
writing reports, preparing crguments, often speak-
ing to various groups. Those of us who enjoyed
working hard and devoting curselves o cinema
were frowned upon by other members and people
in general. For the public at large we were censors,

a hated breed. To this day, my friends, acquain-
tances and others will not let me forget that I was
part of a 'Censoring Machine' that was too lenient,
a contradiction no one can escape or reconcils in
spite of my protest that | was there to defend the
creator's right of expression. Ironically, the Board
had been the only place that made my addiction
gratitying and somewhat Iucrative: where else
would I have been paid one hundred dollars per
diem and how else would I have satisfied an insa-
tiable appetite for celluloid? I will not deny that 1
have experienced painful symptoms of withdrawal
since my termination, in spite of my haunting
movie theatres and video stores, The fix is expen-
sive, but at least I can pick and choose what [ want
to see.

Or is it that [ pick and choose what the new
OFRB members want me to see?

Marcelle Lean is a« member of Telefilm Canada, the
Vice President of the Toronto Arts Foundation and o
freelance writer.
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EDITORIAL

A crepitatious welcome to the second Rampike Literary Supplement! This
issue is liberally sprinkled with a range of debonair creations Jfrom local
and international artists. With this supplement, Rampike continues its
ebullient mandate of presenting new and established talents who are
conducting formal or conceptual explorations of the textual medium. It is
the hope of the editors that these amphibolic fenestrations, these glomerular
syrphid serenatas, will fill you with a paucity, an epigonic angst, a plussage
of pocurantism, and if you will permit us the verbigeration, it is our blunt
hope that notre levorotatory graphemes will soon have your cervical nodes
rhapsodizing in a nominalist fooferaw, a zephyrin mazurka, perhaps even
an aeolian fandango of dleatory associations. To wit, crepuscular bracque
and mifflenaught! With rabid requite -- Los Editares!

Le Supplément Littéraire Rampike parai deux fois P'an dans Borderlines. Le Journal
Rampike continuer son production independent. Les manuscrits adressés & la
rédaction doivent &tre dactylographiés a double interligne et au recto seulement. Les
auteurs dent priés de conserver un double de leurs anticles. La revue n'est pas
responsable des manuscrils ou ouvrages adressés. La rédaction regoit sur rendez-vous.
La rédaction est responsable du cheix des textes qui paraissent dans la revile, mais
les opinions n'engagent que leurs auteurs. Tous droites Téservés, "copyright” les
artistsfauteurs. )
The Rampike lterary supplement is published twice annually in Borderlines
magazine. Rampike Magazine continues to be published as an independent venture.
We will accept unsolicited photocopies of written submissions. Please do not forward
original manuscripts. Please include an SASE. All manuscripts should be typed,
double-spaced, and printed only on one side of the manuscript pages. Rampike is not
responsible for the retum of texts or photographs. Guide lines are available upon
request. Copies of this magazine will be sent to contrbutors upon publication, The
editors are responsible for the choice of texts which appear in this supplement, but
any opinions expressed by the authors are solely their own. All copyrights remain
with the contributing artisis/writers,

Correspondence Comespondence
Editorial/administration: Rédaction/administration:
RAMPIKE LITERARY SUPPLEMENT/LITTERAIRE
95 Rivercrest Road Toronto, Ontario Canada M6S 4H7
(416) 767-6713 ISSN 0711-7646 © 1993

_ Editorial/Rédaction
Jim Francis Karl Jirgens Carole Turner
CorrespondenisiCollaboration: Montreal; Claude Beausoleil, Michel Gay, Fortner
Anderson, A.A. Painchaud, Nicole Brossard, Jean-Paul Daoust, Toronto; Carol
Anderson, Banuta Rubess, Vancouver; George Bowering, Québec; Richard Martel,
Pierre-André Arcand, Alain Manin Richard, New York; Michael Winklet, Robert
Morgan, Joanna Gunderson, California; Marina La Palma, Opal L. Nations, Robert
Dassenovsky Harris, Oregon; Misha Chocholak, Latin America; Cola Franzen, Lake
Sagaris, France; Roland Sabatier, Abigail Simmons, Italy/ltalie; Enzo Minarelli,
Giovanni Fontana, Germany/Allemagne; Jurgen O. Olbrich, Ulrich Tarlau, Guillermo
Deisler, Switzerland; Manfred Vanci Stimeman, Latvia/Letonie; Arvids Ulme, Anita
Zatite. Jugoslavia/Yugoslavie; Balint Szombathy, Poland/Pologne; Andrzej
Dudek-Durer, Australia/Australie; Brian Edwards,

i was dewing a reeding
by bill bissett

in a hi school = th

toxik land £111 recentlee
discoverd undr th playground
n monitord constantlee was
above what they calld

normal that day

so all th windows uv th
school wer kept closd as th
Principal he sd 2 me its
bettr 2 b safe than sorree

i certainlee cudint agree
mor.1 sd yes n i recalld
that th universitee had tried
2 fire th left wing professor
who had discoverd th toxik
land £i1ls leeking

in so manee reel estate local
deel sites so important 2
th ekonomik development uv th
whol communitee

its also terrifik 2 know
what th normal rate uv toxik
leeking is n

that ther is a normal rate
wun that cant
hurt us

at all n that just closing
windows can so effektiviee
deel with anee possibul

dangr

n totalee seel off

a building
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Excerpts from the diary of a Neanderthal Dilettante
by Richard Gessner

Jan.

Jan.

Jan,

Feb.

7 Middle paleolithic era

We completed the tiny papier maché mastodons today and are about to
display them on our prominent eyebrow ridges; many of us fear that
we will be subjected to ridicule because inexplicably the obtuse
beasts will grasp our satirical intentions ....... -

9 paleolithic era

Today our history of groupies teacher gave a lecture on the inevit-
ability of geniuses throughout the ages building a spaceship from
the countless autographs which have been requested of them; I must
confess that I don't quite grasp the concept of remarkable beings
in a flimsly paper construction exploring the vast frontires of
groupies, lackeys, and dabblers in other solar systems; but I don't
let on to anyone about this because if I did I would undoubtedly
be taken for something less than chic and maybe even be placed

in the same category as those who are still diagramming cave
drawings.

23 paleolithic era

Just recently we have been learning to draw picasso running towards
us holding a small pad of paper; who or what picasso is remains to
be seen, according to the professor he doesn't exist yet. This
evening 1 decorated several caves with thousands of images of this
unknown figure and find it hard to supress extreme satisfaction in
doing so; I just hope that my feelings of mirth are not unjustified
because as the professor said who or what picasso is still remains
to be seen; since I; the professor; and my fellow students will alil
be fragments preserved in glass cases in natural history museums by
the time picasso is born we have no way of knowing whether or not he
was somehow involved in the arts. Perhaps I should be more skepti-
cal, for all I know picasso might be a ne'er do well who lives at
the Y.M.C.A. who is in a constant state of trepidation over the fact
that he might be an immense ruffled pair of anthropomorphic bloomers
in a world peopled by omnipotent seamstresses who are vehemently
against ruffles.

5 paleolithic era

Today there was a long dispute among some students over who's ver-
tebrae in who's spine would make a better set of dominoes; the

‘neanderthals or those of modern man; soon this frivolous activity

gave way to a rally protesting against the spine becoming erect
through the passing of time; the viable alternative presented was

to reverse the process of evolution so that the spine will become

so curved that it could easily be mistaken for a hoola hoop; 1

still don't understand why such grave issues must have such frivolous
conclusions.

i
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Tﬁe Last Train
by Gil Aufray

1.

The train was travelling at great speed across a snow-bound landscape. It could have been anywhere. White infinity
was unbroken. No marks, no traces, nothing.

Max was sitting at a table in a first class compartment. There was no evidence of time, no proof of place; yet Max
felt it was England, knew the year was 1066.

He was Indian wrestling with a fugitive called William. Their bet was destiny, but it was not clear whose. Max was
winning when the carriage door burst open. Snow flew in. Max looked up and saw the ticket inspector climbing in.
It was the tradition then for ticket inspectors to run alongside trains between stations. Max was not surprised, he only
feit the man was rather old for such a demanding job. He noticed that his beard was frozen which forced him to
perform the "dance of ducks”. Unsettled by the apparition, Max lost the game. ‘

The inspector was trying to tell Max why his unusually large ticket was not valid on Sundays when the snooze-alarm
interrupted him. At its shrill sound, the inspector panicked and quickly vanished into the fragile decor of the train
which, in a flash, had become an abandoned cargo express. Suddenly plunged into darkness, Max fumbled for the
exit.

2.

London, 1988. Max fumbles for the alarm clock, finds it, switches it off. Silence.

Max opens his eyes, lights a cigarette. It is 8 a.m. on a sunless Sunday. Max tries to recollect his encounter with the
inspector. In vain, he cannot remember his dream. Instead his slecpy brain is invaded by the high-pitched voice of
someone who somewhere is already telling a joke on T.V.

The joke seems to be about a man who finds himself trapped with his Saturday shopping between moving borders,
and is nnable to reach his home. When he finally does, his house is no more. Where it stood is now a wasteland
whose flat horizon is only broken by the lone figure of the landlord asking the tired traveller for the back rent.

A hiccup. A sharp pain in his stomach. His vision of the blue wallpaper begins to blur. Max stubs his cigarette out
on his map of London, rolls over to the edge of the bed and vomits over the threadbare carpet. Gale Force 5. Sea
passages, Strait of Dover: rough to very rough. The Vikings have stayed home watching a joke on T.V, They are
laughing, Max is sinking.

3.

A few minutes later, Max steps into anonymity,

His pale body, almost transparent, seems to be crawling towards what his landiord calls "the shaving cream parlour”.
When he finally reaches it, he searches the bin for a spare blade, in vain; the bin is all emptiness. For Max there
is nothing to do but to watch his night skin shrink under the yellow light, but the cracked mirror, already full of past
images, does not reflect the long awaited face.

"Where am 17" Max jumps at the voice and looks harder into the mirror. "You're lost in a small forgotten basement
on the outer-limits of the city.” The voice continues "You’re sitting on a pile of out-of-date telephone directories.
You're drinking. You're drunk, so drunk that you doubt your own existence. A ray of cold blue light falls across
your face. You blink at the TV screen. A politician is showing you his teeth. They reflect an empty room. You panic.
You try to read your T-shirt which proudly displays the following lie "I am here". Reassured, you go to sleep. The
voice quickly fades away. In the mirror, Max glimpses a blurred figure waving goodbye in the distance. Max does
not recognise himself.

4,

"Shake well before opening.” Max shakes the bottle of juice. "Best before-see date on lid." Max reads the lid. "We
are all foreigners, no date necessary."

"How long have I been here?”, that voice again, Max freezes, suddenly aware of his timeless solitude. He drops the
bottle which smashes on the brown lino floor. He tries to read his T-shirt. It is blank; and Max notices that it is dirty.
5.

Destination Joe Space, a dark and greasy café which is also a refuge for Max. The plate is chipped, the eggs greasy,
the chips frozen, Joe is in a bad mood. Max feels a great tiredness from his previous efforts, he lights his last
cigarette. In one of the corners, two pinball machines invite Max to forget his difficult digestion.

il
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"Spirit of *76 or Riviera?" Words must often be a choice between life and death. Max chooses all the sparkle of a
night at the casino and for a moment, he regrets he is not more alive. He pushes the button, the ball is in play. The
dual flipper action drives the ball from bottom to top for continual scoring. Up the ball saver then down the skill
lane, Max collects the bonus hole. 100, special when lit; 500, double bonus. Shake well while using. The bonus bells
ring. His previous high score lights up on the backflash. Tilt.

London is silent, Joe coughs from behind his counter. Time to pay and go. At Max’s feet, a chocolate wrapper is
carried away by ants,

6.

Max walks back to his dark basement through many shades of moving greys. He seems to meet a woman. Lost, she
asks him the way to the station; despérate to talk, she asks him the time for the next train to Budapest.

She speaks his language, but Max does not understand what she says. He only recognises her fear.

Mistaking his smile for an invitation, she tells him how she spent her last few days in the sombre corridors of some
State Department, how she panicked there, fearing that her train home had already left. She explains how finally,
under a plastic lampshade, she met two small officials who, after having consulted the "Time & Passages" books,
had reassured her. "There is no Budapest!" is what they proudly told her.

Taking Max’s sad gesture of incomprehension for a direction, the woman hurries off towards the local cemetery
where many dates and stories await her.

1. :

A few minutes later, Max’s head comes to rest on his pillow. He notices that it is still warm. He never thought that
he had been out for such a long time. He tries to remember which language the woman used, but cannot. Max cannot
find a language to remember her with.

He closes his eyes. The ticket inspector is waiting for him.
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Auto-Document by Fernando Aguiar
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What a Guy, He Thought
by Alice Burdick

he has always been sheltered by an overhang, a loose anonymous board of culture. his room is organized and clean,

all dust is banished to the backyard air when it is found. he's got velvet paintings that gleam from the comners of
his room, and he’s also got brightly brocaded picture books.

he has always been silently insecure about thinking and deciding. so he’s got a pattern fixed up. it’s like his mind
is a vegetable sorting machine, it strikes back all new thoughts. those thoughts he eventually deems to be acceptable

Pens Bring Down

the Berlin Wall

An interview over beer

with the expert

by Robert Dassanowsky-Harris

Pens can even scrape out cement
between cinderblocks

Hodgepodge Aesthetics
by Kim Ackerman

Inspired Appetites
Encourages me
To nibble nearby,
So find me a corner
That caters with atmosphere,
But I'm still hungry,

‘ . : So I imagined a cabbage roll
he lets into his brain, sorts them into categories, and then he leaves them be until he decides it absolutely necessary ; pointedly mentioned & In my sgoup
to refer to them. ; s
LZI the trauma of sword You are too h%ti?ndleradyngzl::;:
he has always been subject to, um, self-rejection. his body isn’t pleased with what he consumes but also doesn’t ‘ yet a plowshares kind of purpose ;-ﬂxick broth, on a cold day. )
like it when he throws up. he’s always tense, like his tight arms never feel like swinging, even when his hands do. an equation, I answer I want to be a real woman
he can never really please his body. he’s not comfortable around himself, make an authentic sou
. . P,
it can also be flung into eyes :
. s e . oo . . . . Plant stanzas of vegetables
it's growing difficult for him to sit quietly, but he figures he has no real alternative. the room slowly darkens, and pierce, jab, bleed its targets Proofread weeds.
the shadows become larger until the only light shining is the damp glow of his table lamp. o "There’s no fuel like Oil fuel”
a poetic justice, I langh-- So they sa e else does
pens to prohibit the victim from reading ,,0 cY 54y, SVELYOne s )
A place to live, a place to grow,
Excerpts from Ar A M ag na scribes are all wrong, he interjects They C;n th.ls land Idaho.
b D 1 C words can be warriors, but their midwife Ads echo Wl.th d.ecadence. . .
Yy pomingo Li1sneros should also be violent Filling a wait with poem, yellow in the middle
Soft cooked. Where’s Jacquie and her
And now you are here, far away from urban life. You want to know our way. And as soon as possible. no words critical appetite,
Idiot! First, like a serpent, you will throw away your old skin. Then you will fast for three days. In solitude. You just outwit, injure, then scrape your way She eats the boundary.
will think only about creation. And leamn to tame daydreams. Take advantage of time. Sharpen your instinct. Throw out of encampments Hinged slats, one befriending the other.
out your sorrows. Quit your centre, (0 be free. Forget. Only in loneliness will you be ready. Now open yourself, go and all with the tool of poets? These blinds seduce my
one, fly. Look and feel with courage. Relax in pleasure and peace. Come back with sincere, strong works that can ] n.eed fP" symmetry
survive the madness of this civilization. But never forget, ever, that your soul has been sold to Ars Magna! yes, he truimphs, mightier than Beside me Thesplanss h“e"Pr
. and much easier to hide - tage Props,
hofokRkk Disguised as conversation.
o I add that typewriters are forbidden in areas gee H li:l ngen Shf:r ¢ dog storics-pet peeves.
You will say: drunk on ancestor’s tears, I burp and disturb cathedrals, pagodas, synagogues, mosques, no doubt due to the bruise factor armisied, 1 own a kaisef,
pyramids. I am darkness, the unknown, a scar’s shadow. I carry with me a bundle of stones, bones, wood, feathers. the heavy blow to humanity that copy machines swallow a thyme.
Time stops. On a cloud, a tree. I will offer creations to the cardinal points. To the centre, up and down. I want a wolf would be, not of Samisdat, but pushed
heart. Right now, here, in this very moment that you are listening to me. out of upper windows y @.\%“
5
&
Frpak he glares daggers and sips foam %99““ : P P—
. . . . . ¥ an sueur (5 o:‘ Tv:‘t lorrnon, K
You will be charged with creating prohibited images. The pusher of censured works, of words never spoken. if fired pens could carry words of resistance .sfﬁ': Bioraptrament of mecloge E},‘.f’;‘,‘,ﬂf&i?ﬂ%}ﬁ?ﬁiﬁ:‘.} ke %
You will have the elements as allies. You will unbury prohibitive truths. You will bring our segregated divinities he laments, just tears the paper s Cutber o ;s;rdi; PS::;-:R;-Z Ansricain Monlad,cux Feulounes %
back from oblivion. You will learn to break chains, to love more, beyond yourself. To clean up your own shit. You (throwing coins on the tray instead, & a e At N— i oot oot A
will defend and fight for Mother Earth, with all the tools of the craft, forever. And you will love Ars Magna above ] missing and hitting his neighbor). ¥ ‘;:f,,“j;;ﬂ,fl‘,_@,,"o‘}:::‘,?n;‘;:f' f“’” Co et %
else. . ,‘5 "g g att avdis, performanca. 3 %,% d;&ul:rmd'mn Atoud _9
% <] d ¢ 14:14] Voix of chambre da ?
—_— J £ ] ARCAND ¢ S bt d e
T D ampernidon 2 L :
= & Pl eniratosr daél::ult,:’in Q% : o R ES 7 2
ONOres, ¥h ma phone g
Ars Magna. Total Art. Forgotten road. First Religion. Vital force. Return to the lost magic of the arts, Ars -EE 'sg modia ;f,:';,'[;mfh;,;'ﬁ(;;‘g, ivcang U . mhm“:ﬁm, &
Magna, becausc all religions stole our visions, Because the bureaucrats of the sacred castrated, killed, annihilated R D wputensamiin oo Torbulone, SO bochen o
our artists. Ars Magna, because life is at stake. . ' .3 % wimshnda d procauts. & Hiafrmne, orchiolegie senore contort midiciqu, &
R % 5252 5 Qulashce qua cola exprime 7[6:20) Yoix,soullles, c.',é,
B % HUN bruits do gorga, pulsations, eria of traitemanl, 1958, W
) ‘»% ; $ pﬁng;.lmpmemrmmuzzsp 4),,“'
t::‘ ‘% : 703-('“ willln (8:55) Sifflety, voixel R'\'i(.
Vv » . chambra da raverbérction, Créé pout - a5
: Py e
- Yt proposd: I'an 2 5
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Perish, Then Publish
by George Swede

Putnam was the only one getting off the
train. When the door parted, people surged into the
alrcady packed car and the normally passive poet had
to fight his way out. In the passage leading to the
escalators, Putnam backed against 2 wall to avoid the
stream of commuters and slipped off his knapsack. He
pulled out a pen and a thick notebook, sighed deeply,
and wrote down the four lines that swirled in his
head:

Arrested by images
like a fish swimming
against the stream

of life

Putnam put the knapsack back on, but kept the
notebook and pen in his hands. On the empty up-
escalator he looked again at the poem. On one level,
it was a description of himself returning from night
shift while everyone else was going to work. On
another, it was about the poet alienated by his calling
from the rest of society. Putnam sighed. The poem
resonated. It felt good.

An old lady on the packed down-escalator
smiled at him. This happened to Putnam all the time.
She thought he was a cop. His security guard’s
uniform was the same colour and design as that of the
city’s finest.

Putnam went through the exit turnstile and
recalled with fondness the bearded and lumber-jack-
shirted poet who had been writer-in-residence at his
alma mater, "Who or what is this poem about?” the
great man used o shout. "If yon don’t know, how do
you expect the reader to know?" He was right. The
four lines were not enough. The poem needed more
detail. Otherwise the reader was left holding an iced
beer glass, but no beer (a favourite image of
Putnum’s mentor, much anthologized for epics about
his canoce trips through the wilds of Canadian cities
and his brawis with moose bouncers).

Putnam stopped in the doorway of a shoe
store that was still closed. A couple of predatory
young men with spiked hairdos drifted by and sneered
insults at him. Paying no attention, Putnam opened his
notebook again and wrote for several minutes. On the
other side of the busy street the sun had risen over the
old upper-class neighbourhood where he and his
mother lived.

Images swarmed in his head and he wanted
to get them all down before they got away:
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The Old Poet

In the brain

of the old poet
the first colours
of dawn

send scornful
punk neurons
into a frenzy

of dance

The old poet shouts
Homeric lines
about the rosy-
fingered dawn

and wakes

the birds

who start

to sing

Every continent
has an old poet like this
to start the day

Putnam sighed. This was great stuff. Sitting
all night in front of security monitors had produced
nothing like it. He would put the poem in a drawer
for a couple of weeks just as his live-life-to-the-brim
mentor had suggested. If it still impressed him then,
he’d send it to Shaft, the best literary periodical in the
country. When it came out in print, his mother was
certain to bake him his favourite cake, chocolate with
femon icing.

In the middle of such fantasies (Which help
sustain young writers as they pursue their lonely
craft), Putnam stepped from the curb directly into the
path of a speeding Porsche. The driver, a twenty-two-
year-old drug-trafficker late on his morning run,
thought he had struck a cop and accelerated to 160
kilometres before causing a thirteen car pile-up a
block and a half away.

Two good citizens, a window washer and a
stockbroker, pulled the unrecognizable Putnam from
the street. The window washer listened to Putnam’s
heart, got up and shook his head gravely. The
stockbroker hurricd away. He didn’t want to become
a witness in a manslaughter case and lose valuable
time away from the exchange. His hands were
covered with the victim’s blood. That was enough.
The window washer wiped his hands with one of the
wet cloths in his pail and phoned the police. He found
this almost as exciting as re-runs of St. Elsewhere.
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Two young policemen arrived thirty-five
minutes later and pulled out their notebooks. They
cursed because every available space was already
taken up with reports about the pile-up. Then one of
them noticed the spiral binder Putnam still clutched in *
his stiffening fingers. The cop pulled it free, turned to
the first blank page and began to write the report on
Putnam as the ambulance arrived.

Mrs. Philomena Rathbone, Putnam’s mother,
sued the driver of the Porsche, as did anyone who
barely suffered a scratch in what had become the
biggest car accident in the country’s history. The old
lady did it not for the money, but to vindicate her
only son. She felt that everyone was placed on earth
for a reason. Obviously, Pumam was meant to
become one of the nation’s greatest poets. Nothing
¢lse could explain his lack of contact with reality and
why he chose to work as a security guard, a job that,
in her opinion, required only minimum awareness.
The Porsche driver had prevented her darling Putnam
from fulfilling his destiny.

Putnam’s last poem was on the back of the
policeman’s report, which became exhibit number
eighty-two in the trial of the unrepentant Porsche
driver who blamed everything on the young security
guard. During preparation for the case, Mrs.
Rathbone’s lawyer, wondering how he was going to
put fourth the great destiny argument, accidentally
turned over exhibit number eighty-two and found
"The Old Poet." Quickly sensing the dramatic
possibilities, he used it as a major part of his
courtroom presentation. As a result, "The Old Poet"
was teprinted in a number of legal files for both sides
and appeared in all the newspapers in the country as
well as in the two national news magazines. In the
nation’s literary history, no poem had ever received
such widespread attention.

Mrs. Rathbone hired a secretary to type all
the poems she found in a binder in Putnam’s study.
Of course, she told the secretary to .leave out the
comments the writer-in-residence had written in the
margins. She wisely felt that quotes such as "this
image needs a blow-job" and "piss all over it and start
again” would do little to enhance her son’s literary
reputation. The old lady then hired a printer to turn
the collection of poems into a book she called The
Old Poet. Copies were purchased by the legal firms
representing both sides and interested spectators of the
trial. Without the knowledge of the court, Mrs.

the amount the drug wtrafficker’s lawyers thought they
would have to pay and larger than any of the other
thirteen settlements.

I had to guess at the events in Putmam’s
life immediately prior to the accident, but feel quite
certain that the available facts are compatible with
my reconstruction.

From Putnam Rathbone’s collection of
poems (all fragments with the exception of "The
0Old Poet™), I have selected one that provides a
fiting ending to this story:

Excited images
mob the tip
of the poet' s pen

Unable to resist, [ have tried to complete
the poem with these lines written as faithfully as
possible in the style of the short-lived poet:

Driven by their genes
to leave their mark
on a blank page

knot?

breathe put =

\ ex?i-gé«;l

Rathbone sent free copies to every member of the e(;.[.- Jfa_m'
jury. intelligible
something:

The nation-wide publication of Putnam
Rathbone’s poem and the subsequent printing of his
collected works, greatly aided the arguments of Mrs.
Rathhone’s lawyer about her son’s great literary
potential. The result was a settlement more than twice

SEE LETTRA U

Image by William Mark Sutherland
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TWO POEMS
By Gary Barwin

dgiissinasuns

GLYPH

where a = b:

pme qpoe
xbufs tpvoe

B ' b gsph i

line 1: :
pme, the sound of a poem -- pome -- the o a tiny pond, a moon risen from the lips & lost by cloud, or pomme
as if o its picture felled by arrow off the head of a frightened child.

qpoe, kapow -- the sound of arrow hitting apple, qpoe, poetry truncated, "try” broken off, q the p reflected as in “N!m“”m “ N | !
line 2:

il
a pool of water, as if p poeiry tried suddenly to tum its head ’ i |531
it
xbufs, x the spot where the confident father aimed, the spot where the young saint ended his alphabet, the i
teacher marking it x wrong. bufs -- buffs -- aficionados, they've taken a shine to it, then later, ex-buffs, their \ i'
enthusiasm dimmed, gone cloudy, they’ve polished it off & now regret it, x crossing it out, taken the apple back. : i

tpvoe, typed over it, typo vers (fr.), voe -- no sibilance in their "voice", "voe" calling out as the arrow hits its
mark. kapow. no time for reflection now, too late to cut it short, diving first, then thinking of water,

line 3: _ = S A biE RN T \{\Iifi )
b, an existential imperative, the apple bisected, the command follows. "b", speckled with droplets of water, apple (VIE (it
juice, the moon covered by clouds in the mist. gsph the gasp as the apple falls, as the cold water closes, as the : F 5 . HM\

i

Bl | B
poem is thought of, the sudden breath like gsph, a gospel remembered, the young saint writing, coming to x like : A L
a glyph. g e

RED DOGS OF DAWN

wind up the gramophone, play that scratched caruso platter. let us change into tennis clothes and hide under the
couch for the red dogs, the red dogs of dawn have arrived. they are at the door howling, their voices a bed full
of ants. they’ve gathered on the welcome mat & are watching the door, their pupils swim like wounded fish
across their sweaty eyes. & their tongues hang from their faces like broken arms.

o . “Who Sang to the Moor on that Last Evil Night?"
my bedy is a plain white countertop. my fear is a dishwasher gone mad. i open and close the cabinet doors of fmage by Helen Lovekin

my nervousness, i open and close the cabinet doors of my -- my body is a formica tabletop, their sweaty tongues
are drooling up my dress, my curtainrod, a candlestick, i undress & take a bath in the cloud of their damp
breath. if only i were a missile, an aeroplane, a subterranean cove, because i forget which part of the bible the
dogs wrote, though i’ve seen them gathered at night by the swimming pool, burying each verse before dawn,

Contributors to the Rampike Literary Supplement #2:

Guillermo Deisler of Germany is a superb textual-graphic arfist who has appeared frequently in Rampike magazine.
bill bissett is ever-prolific. His latest excellent book is inkorrect thots (Talonbooks).

Richard Gessner lives in New Jersey where he thinks about hair and things inside his couch.

Gil Aufray may well be stealing rides on freight traing in England when he isn't writing stories.

Fernando Aguiar is conducting performancefiext experiments in Lisbon, Portugal.

Allice Burdick has recently meved to the west coast of British Columbia where she continues to write.
Domingo Cisneros makes his first entry in Rampike with this entry. Welcome Domingo!

Robert Dassanowsky-Harris is a foreign correspondent to Rampike living in sunny California.

Kim Ackerman began writing in Guelph, & also has material in the upcoming issue of Rampike magazine.
Pierre-André Arcand has recorded performance poetry on a C.D. which is now available to all.

George Swede lives and works and teaches and writes and thinks about Latvia in Toronto, Canada.

ix William Mark Sutherland is a multi-talented individual from Toronto working in music, visuals and text.
Helen Lovekin, Toronto graphic ariist/writer, was introduced to Rampike by the intrepid poet & impressario —-David McFadden!
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A.: 1965 plus-or-minus four years.
One Hundred Starting Points of the Post-Modern: The Age of the Buby Boomer
(With a Postcript on the Beginning of the Post-Postmodern Generation in 1985 +- 4 years)

"The truth is in the whole."—Hegel

100

Yuri Gagarin, manned
space flight, 1961, crbit and weightlessness make time and space
more relative than any person has experienced before,

299

Paoclo Soleri’s cave-house-studio, Scottsdale, Arizona, 1961,

and his search for "Arcologies’ (architectural ecologies), the paradoxical blending of high tech and the eco-freak.
98

Jane Jacobs, The Decth and Life of Great American Cities, 1961,
the attack on artificial, order-imposing city planning begins.
97

i \% ¢ 4 Berlin Wall, 1961, the admission of failure by Soviet Communism.
P 96
John Cage, Silence; Lectures and Writings, 1961, mainstreaming the avant-garde notion of chance in composition.
e y 95
Michel Foucault, Folie ef déraison, 1961, reempowering madness.
. 94

John Lilly, Man and Dolphin, 1961, the serious view thdt man is not superior to all of the animals,
O 293
“Last of the epics to date: El Cid,” 1961 Jobn Cary writing in 1974, the mindless spectacls, Hollywood's
first major formula, wanes,
92

Robert Zimmerman reinvented as Bob Dylan releases Bob Dylan (Columbia/CBS), 1962, the commercial counterculture begins.
; 91

Death of the “Big Red Cars™ and their 1,000 miles of track in Los Angeles, April 9, 1962:
“the day the dismantling of the city's once great transit system was complete.”
20

Rachel Carson, Silent Spring, 1962, birth of the ecological movement.

i 89
Thomas 8. Kuhn, The Structure of Scientific Revolutions, 1962: objective science is a myth.

88

REPORT ON Introduction of “Report on Business™ in Toronto Globe and Mail, 19562,

BUS]N]ESS the national newspaper will aim only at the upmarket recder now.
87

lst International Biennial of Tapestry, Lausanne, 1962, launches international career of Magdalena Abakanowicz of Warsaw,
the artist who subsequently does the most to make fabric a leading sculptural material.

86

Robert Venturi builds a house for his mother ot Chesnut Hill, Pennsylvania, 1962

It has zappy colour, toy-block shapes, decorative mouldings and a steeply gabled roof: the fun begins.
85

Independent architectural practice: Frank Gehry 1962, Ricardo Bofill 1862, Charles Moore 1962.

84

- Marylebone Cricket Club drops the distinction

between the Gentlemen (amateurs) and the Players (professionals), 1962.

83

Claude Lévi-Strauss, Le totemisme anjourd’hui, 1962 and La Pensée sauvage, 1962: western civilization stinks.
. 82

Vatican II, 1962, watershed for modernizing the

Boman Catholic Church.
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81
Meax Kozloff, “Pop’ Culture, Metaphysical Disgust, and the New Vulgarians,” Art International (1962):

American Pop Art instently identified ¢md named {borrowing term coined earlier for British Pop Art by Lawrence Alloway).
80

Solzhenitsyn, One Day in the Life of Jvan Denisovitch, 1962, beginning of the Soviet thaw.

79 - ]

Cuban Missile Crisis, October-November 1962: nuclear brinksmanship. The Cold War pecks.
78

BBC "Open University” initiates television-transmitted courses, 1952-63;

the medium that brought “the news from nowhere” now brings "knowledge from nowhere.”
77

Andrew Sarris, "Notes on the Auteur Theory in 1962,” Film Culture (Winter 1962/63), Truffaut's theory—that the director is the
"author” of a film—enters the English language press: the personalization of the medium.

76

With the instont success of The New York Review of Books, 1963, "the reading of reviews had replaced
the reading of books"— John Lukees, Quigrowing Democracy (1984):312. v

75

Betty Friedam, The Feminine Mysfique, 1963, the women's movement begins anew.
74

Dr. Mertin Luther King. Ir.’s nonviolent Birmingham campaign, 1963, met by force, arre:
vanizing resistance and world opinion, in the industrial bastion of segregation,
73

“1963 when specialty units for intensive care of critically ill and injured patient
—prospectus of 18th annual Critical Care Symposium, San Francisco, Feb. 27-
T2

1983: Cal Tech's Maarten Schmidt discovers quasars
("quasi-stellar radio scurces™), older, fuster, brighter than
anything known before: remnants

of the ancient universe.

71 , ,
Video sculpture picneered, 1963, in the United States by Nam June Paik arid
70

Picasso’s late style begins, 1963 (according to Gert Schiff), 1964 {(according to C

, hoses, gal

69

"Angst is dead,” Josef Albers, 1963, writing to Harold Rosenberg.
68 4

"Expressionism is dead,” Leo Steinberg, 1963.

87

French Ministry of Culture closes and seuls Lascaux Cave, 1963
the end of the beginning; a new age of archaeological responsibility.
66

Direct “hot line" established between the White House and the Kremlin, 1963,
proving thert the Cold War has peaked with the Cuban Missile Crisis.

&5

March on Washington, August 1963, the biggest demonstration in Washington
a new generation demonstrates that racial civil rights must now be addressed
84

Assassination of John F. Kennedy, November 22, 1963: “Watershed of this generati
63

Roger Sperry. "The Great Cerebral Commissure,” Scientific American, January
the "split brain” with itg two consclous worlds signals the end of behaviourism
reevaluation of non-linear thinking.

Border/Lines 31




62
"The top five singles and two albums are all by the Beatles, April 1964,
the nadir of culture by numbers ig reached cocording to Sidney Zion."—Richard Schickel,
Intimate Strangers: The Culture of Celebrity (1985):245.

61
Performance art begins: Caroclee Schneemann, “Meat Joy,” 1964.
60
Leslie Fiedler, “The Death of Avant-Garde Literature,” New York Herald Tribune Magazine, May
17, 1954: “But the literature major and his wife, along with the second generation literature
maiors who are their children, constitute the new middle-brow aqudience, whose appearance
testifies to the technical exhaustian of the avant-garde.”

59

The Blockbuster begins with André Malraux's loan of the Mona Lisa to the United States in 1963
and of Michelemgelo's Vatican Pletd to the New York World's Fair of 1964—Robert Hughes,
Nothing If Not Critical {19901:22, The Venus de Milo fravels to Tokye during the 1964 Olympics.
58

Bob Dylan brings Paul Butterfield out to back him on electric guitar at the Newport Folk Fesnvotl
1964, to hoos, hisses, tears in Pete Seegar s ayes, signalling a generational ckange.
57

"Widespread purchase of colour receivers began in the United States in 1964.”

The second generation of commercial television begins.

56

Andy Warhol, Brillo Box exhibition, Stable Gallery, New York, 1864: The real Andy Warhol stands
up and Arthur C. Danto calls it art entering the post-historical phase.

55

Marshall McLuhan, Understanding Media, 1964,

leads to the discovery of McLuhan, publishing since the forties, by American readers.
54

The losers begin to win in the “dirty Western,” pioneered by the Spaghetti
Westerns, themselves led by Sergio Leone’s dubbed Per un pugne di dol-
lari {A Fistful of Dollars), 1964, starring “The Man with No Name”

(Clint Eastwood).

53

"The exact date of the collapse of the rule of modernism is difficult to determine....
Or 1964 and the construction of a condominium called Sea Ranch,

whose architect, Charles Moore, avoided flat roots and plate-glass windows and
instead bused his design on local northern California barng"—

Witold Rybczynski, writing in 1992.

52

The shift of American politics and dynamism to west of centre, 1954, with the nomination of two
southwestern presidential candidates—John Lukacs, Outgrowing Democracy (1984):312,

51

Estimerted dete at which Ccthfornm passes New York as the most populous state, circo 1964
{(confirmed by 1970 census; doubles New York state by 1990 census). The American imagination
increasingly defined by Los Angeles rather than New York.

50

Free Speech Movement, Berkeley, Sept.-Oct. 1964, birth of the student movement:
this touchstone of the Baby Boomer generation declares a Utopian ethos for an
atfluent generation. ‘

49

Chinese nuclear bomb test, October 16, 1964, nuclear proliferation to the Third World
takes First and Second Worlds by surprise.

48

Susan Sontag, “Notes on 'Camp’,” Partisan Review, Fall 1964, a lateral, non-linear,
fragmentary, and intentionally incomplete article. This caticle is Hilton Kramer's
nominee for the birth of Po-Ma: “The whole point of camp, Miss Sontag wrote,

‘is to dethrone the serious,” thereby defining the specicl temper of

postmodernist culture.”

47

Fight to stop Disney’s Mineral King ski resort with its access road through Sequoia National Park
begins to radicalize the Sierra Club and inaugurates scological activism, 1964,
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48
“Between 1962 and 1966...the nation's values [changed],”
—Marjorie Rosen, Popcorn Venus: Women, Movies & the American Dream (1973):328.

45

March 18, 1965: first space walk: Aleksei A, Leonov of the Voskhod 2, simulcast to earth:
. first steps beyond native Earth.

44

Tom Wolfe, The Kandy-Kolored Tangerine-Flaked Streamline Baby,
1965,the New Journalism begins:

the reader as hip initiate of the author.

43

Ralph Nader, Unsafe at Any Speed: The Designed-in Dangers of the American Automobile,
1965, taking on General Motors bare-heanded, the consumer movement begins.

42

I Sudden death of David Smith, the last great pure capital-M Modernist sculptor, 1965,
when he rolled his steel truck off a curve near Bennington, Vermont. After Smith, large-
scale metal sculpture would increasingly be fabricated by technicians for the artists.
41

University of British Columbia “Media is the Message™ multi-media performance, 1965,
illustrates McLuhan's dictum and leads to a generation of experiments elsewhere (via Time
magazine's report of the event and in Vancouver art: IntertMedia Theatre, Pacific
Cinemathéque, Co-op Radio).

40

Leslie Fiedler, “The New Mutants,” Partisan Review, 1965: “the post-humanist, post-male, post-
white, post-heroic world is a post-Jewish world by the scame token.,..”

: 39

Rising middle class expectations, circa 1965: the Baby Boom generation begins to come of age
and demand spiritual satisfaction, physical gratification, end artistic expression instead of
more “console model Magnavox's” (in Richard Schickel’s phrase).

38

"The ideal of a broad education for students went down the drain

with the explosion of academic activity and disciplines in the 1960s...."
—David Suzuki writing in the Globe and Mail, November 14, 1967.

37

Breakdown of the previcus distinctions between painting and sculpture,
e.g., Iain Baxter, No. 11, Landscape with Cumulus Clouds, 1965; made of vacuum-formed
butyrate plastic painted with acrylic but looking like a landscape-seen-through-a-window
and hanging on a wall: it could be either.

38

Replica of Marcel Duchamp’s Large Glass (1917-23) by Richard Hamilten, built and exhibited at
Newcastle-upon-Tyne, 1965 (Tate Gallery declines to drop it on the floor and shatter it to com-
plete the effect of the original, dropped accidentally in 1936.)

The conscious simulation of modernist high art begins.

35

The waning of New York, circa 1965: the diaspora of intellectuals, writers and artists to the
campuses of Americe; the cost of living in Manhattan leads 1o less experimentation and the
showcasing instead of work developed elsewhere; the decentralizing policies of the National
Endowment for the Arts (NEA) and Humanities (NEH)—Lecnard Wallock, New York, Culture
Capital of the World, 1940-1965 (1988):14.

. 34

"Fu 1965 the famous ‘cosmic microwave background radiation” was discovered by Arno
Penzias and Robert W. Wilson at Bell Labs and explained by Robert Dicke's group at
Princeton.” Predicted by the Big Bang theory, this was striking evidence for an expanding,
cooling, slowing, decaying universe.

33

James Baldwin gives up on Americq, leaves, 1965 (to return from France in 1977

after which he comments on the Arab Oil Crisis of 1973-4: “It is the end of the western
world. But the end of the western world is not the end of the world.”}

32

Joseph Beuys peforms his first “Aktion”: How to Explain Pictures to a Dead Hare

at Gulerie Schimeld, Disseldorf, November 26, 1985. With his first shamanistic performance,
Beuys initiates the reenchantment of art and its relationship
with a reganctified nature.
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31
Belated publication of Jean Rhys’s Wide Sargasso Sea, 1966 whose West Indian heroine turns the
tables on the England which imprisons her. An impartant early example of 7
art reflecting the emergence of dual cultures.
30
The 1966 report of Cambridge physiologist Robert Edwards, to have cultured "immaiure egg
cells from the human ovary up to the point of ripeness for lertilization [cmd] tentative claims
to have actually achieved fertilization in test tubes” leads to a furer in newspapers over “test
tube habies.” The age of genetic engineering is launched in the broad public.

23

Robert Venturi, Complexity and Contradiction in Architecture, 1966,
the American New Testament of postmodernist architectural thinking.
28

Aldo Rossi, L'Architettura della cittd Padua, 1966,

the Italian New Testament of postmedernist architectural thinking.
27

1966: Walt Disney dies and work begins on Disney World, Orlando: Disney
dies and is reborn for another generation.

26

Jordan's West Benk, Syria's Golan Heights, ond parts of Egypt's Sinai Peninsula occupied by
Israel since 1967 war: an aggressive Jewish state, something new under the sun. '

25

It turned in 1967. Various things peaked: postwar North American prosperity, Vietnam wer,
popular art became high art: Sergeant Pepper’s, Jimi Hendprix, Jonis Ian,"—Jill Wade.

24

Sha Na Na was borm when Columbic Choristers were a hit singing fifties numbers at the 1967
Ivy League Trivia Championship: the trivmph of nostalgia begins.

23

Rolling Stone founded in 1967, a two-headed hydra: pop capitalism (reportmg on music posing
as anti-establishment expression). %
22

Arthur Penn's Bonnie and Clyde, 1967: "that was..a watershed movie,” said
Pauline Kael, “it delighted but confused.” American film history splits here:
according to Robert Sklar, Movie-Made America (1975}, it was the end of seli—censorsmp.

21

“Nineteen sixty-seven wes o turning point in art, as the minimed styles fell apart into distribu-
tional, anti-formel, anti-illusionist, conceptual, process, or body art.

All these sub-categories I believe were inspired by the larger than life blow-ups of Namuth's
Pollock photographs that accompanied the 1967 MOMA retrospective,"—Barbora Rose, Pollock
Painting {1988)n.p.

20

Jacques Derride, De la Grammatologie, 1967, La Voix et la phénomeéne, 1967,
L'Ecriture ot Ia différence, 1967, the shift from diachronic to synchronic studies.
19

Expo 67 Montréal and Canadian Centennial, 1967, birth of a new
phenomenon: fashionable Canadion nationalism.

i3

Off-road racing invented, semi—spontcmeously, with make-ghift officiating, the Beje 1000 in 1967:
searching for a new frontier; a race from nowhere to nowhere.

17

Gilbert & George form their artistic partnership, 1967, two brains to work as one.

16

The Los Angeles Police Department creates in secret the first paramilitary SWAT

{Special Weapens and Tectics) Units, 1967, under chief Ed Davis, to contend with anticipated
urban guerrilla warfare.,

15

First human heart tremsplant, December 3, 1957 by flamboyant Scuth African surgeon

Christion Barnard and o team of 20 surgeons for incurably ill grocer
Louis Washkansky, starts o medical revelution.

The further erogion of cnatomy as destiny.
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. i4

Tet Ofiensive, January-February, 1968:
simultaneous attacks on 41 cities demonstrate that the United States is losing its neccolonial
"Boer War*—the unexpected news that the American

empire is on the wane,

i3

“In the future everybody will be world famous for fifteen minutes...."—AndyWearhol, 1988.
Prophecy/wish/curse from the living litmus paper of fame.

iz

"Resedarch universities were riding the great rising wave of federal funds for research {which
lasted until 1968)...,” —Clark Kerr, president of

University of Calilornic, Berkeley.

i1

The third modem age beging, “the Media Cycle,” 1968,

following the University Cycle from 1880, and the Publishing Cycle from 1920, according to
Régis Debray, writing in 1981,

10

May 1968: a would-be French Revolution: a new generation demands

a new egalitarian France.

9

Jecm Baudrillard, Le Systéme des objets, 1968,

Saussure’s hall-century-old sign systems achieve the high ground of intellectual discourse.

8

Replica of Vladimir Taflin's destroyed mode! for a proposed Monument to the Third
International {1920) built and exhibited at Moderna Museet, Stockholm, 1968: the historicizing
recreation from whole cloth of holy icons of modemism (Tatlin's Letatlin glider recrected at
Newcastle by Martin Chalk, 1968).

7

Arf - Language magazine begins publishing in May 1969;

subsequent exhibitions in 1969 by the Art & Language group launch conceptucl art:

the abnegation of the visual/visceral/emotive/intutitive in art.

5]

New York police close down the Stonewdll Inn, a guy bar in Greenwich Village, Tune 1969,
precipitating the ricte that launch militant gay activism: the "gay liberation movement.”

5

Black Sabbath album, 1969, the genre of feen-aimed heavy metal music begins:

the successiul marketing of a corporate product designed to annoy parents.

4

Alain Touraine, La Société post-industrielle, 1969, inspired by "French Revolution” of the previ-
ous year,popularizes the term “post-industrial” for this new period.

3

Kenneth Clark, BBC itelevision series, "Civilization: A Personal View,” 1969:

the conscious attempt to demystify and popularize high art eams
Clark the enduring enmity of art snobs and leads to the false trope,
“"Kenneth Clark does bad art history.”

2

Independent scientist .LE. Lovelock’s “Gaia Hypothesis,”

that the entire Earth is a living, selt-regulating organism, first presented at a conference at
Princeton in 1963:

the reenchantment of science begins, reversing a four hundred year trend.

|

Mot on the Moon, 1969: Earth iz no longer destiny.

P.S. When does the Posi-Modern generation end?

When the generation after the Baby Boom generation comes of age:
twin photographers Doug and Mike Starn turned twenty in 1982, as did painter Attila Richard
Lucacs. Ojibway performance artist Rebecca Belmore turned 20 in 1880, Scottish painter
Stephen Conroy in 1984, Los Angeles painter Lawrence Gip in 1982, and London
Montagemaker Sonia Boyce in 1982, just to name « few of the artists. These are the “television
babies,” raised on Madonna, very cheeky, very hip. A few years from now. when their mature
work is traced back, their era will be seen to begin to
supplant the Po-Mo generation’s after 1985
plus-or-minus four years.
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KILLING ouUuT OF EARSHOT OF DEATH

HUNTING

ON VIDEO ' | KILLING

My local video store has o new section. With 140 videos, it is twice the size of the arty or “Foreign”
film section. It contains lyrical features such as Autumn Antlers: Bowhunting Big Bucks Under a
Novembrer Sky, hunting lodge ad-films such as Horns of Plenty end Hunting Dall Sheep and Caribou
in the NW.T., and low-budget redneck offerings like Theyre Going Down. Production values differ
from video to video. Some use as many as four carefully directed camera-angles per "kill,” while oth-
ers appear to have been ifilmed by a buddy locking over the hunter's shoulder. Yet each of these
videos records, as one jacket blurb proclaims, "Explicit Live Action” kills.
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The Sportsmen's Werkshod ‘}l LEwary proserds:

v Hunting

Featuring

Cne video offers "5 CHUCK ADAMS
Exciting Multi-Angle B . Hastad By
JAY 8. WARBURTON
Bowkills.” Sure enough 5 kills are filmed, Brofesshunet OuidnmmEn
each from 3 separate viewpoints, and in both

Varbuirton
i 13

standard and slow motion. The slo-mo shot e
even freezes the instant of arrow penetra-
tion-and-exit. Another video, coyly titled
Bear Facts, invites us to "Listen to the eerie moun of the bear after Bruce delivers the fatal arrow.”

Some of these videos are sustained ads for particular outfitter-and-guide hunting packages. These aim ot
hunters of relative affluence, hunters who can afford to indulge desires for pristine bounty in a prospective
hunting ground. One narrator says: “If you've ever wanted to not raise your rifle for a big buck because you
knew you would find a bigger one, then join us in the North-West Territories.” On this video the guides are
Canadian. The two hunters, who evidently paid substantial fees to outfit this hunt with cook, horses and

gear, are Ametican. This video feaiures one heart-warming scene in which the sycophantic guides coo over
the hunters’ irophies. N

Another video, in which the hunt was filmed near Whitehorse, promises that “most gome here have never
seen a human.” The camera scans the wide spaces. Nature in the buff, and you have a chance to pop the wild
cherry. To put you in the mood, the soundtrack offers a pastoral Spanish guitar selection, as you savour the
unsuspecting dall sheep grazing on their blufl. The narrator says Dall sheep hunting provides the longest
sustained excitement of any hunt, because it often ickes hours between the time a group is spotted and the
successful execution of the kill. No “whambam thank you lamb,' this.

Each video offers a "variety of kills." Some present a single hunter using different techniques on a single
species. Some feature different hunters, or o lone hunt and then a ‘rites of passage’ hunt. Others offer a smor-
gasbord of species, killed for the vicarious hunter's consumption. “Hunt with me,” says the hunter of Big
Timber Bears into the camerc. _

Still other videos are the productions of defensive hunters who are obviously feeling the heat of anti-hunt-
ing groups. These films offer various vindications of the hunt. Hunt-deaths and other meons of animal death
are contrasted, with the former coming out on top. Hunt-deaths are claimed to be cleaner, faster, less painful,
even more neatural, Fight for the Right, for instance, shows the wrung-out cadavers of deer that have died as o
result of disease, hunger, getting stuck on barbed wire or struck by a car. “This ain't how nature meant it to
be,” says the sympuathetic narrator. Alternatively, hunting is justified by distinguishing the good hunter from
the bad hunter. The latter may be bad because he poaches, or is careless of his own safety, or merely uses
inefficient techniques. And, in some of these videos, hunting is hitched to an “unguestionable” value such as
God or Country or Family. In the hunt, sone apprentice to dads and bring home the meat. They may even give
away the meat to others, and so hunting makes possible the lesson of altruism. One video, concerned with
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defending the right to hunt, joins its cause to the Gulf War: “Dan Fitzgerald has dedicated this video to the
American soldiers in the middle-east as they fight for our rights.” In the same video Fitzgerald speaks at o
meeting of hunters. “After the Lord,” he says, “howhunting's my first love.”

When we peel away the layers of justification, what do we find underneath? What do these videos reveal
that the modern American hunter desires when he is hunting? At the very least it seems he desires to see the
immediate outcome of his own action. He desires unobscured work, direct evidence of his own agency. The
modern hunter is in search of a pure productivity. "You should always make things happen rather than let
things happen to you,” says Filzgerald. The kill is the unombiguous deed.

Also, the hunter must not “come undone” when the time for action arrives. "A good bowhunter is almost
Ninja-like.” Stalking and hunting gives the hunter the opportunity to produce not only venison or a trophy, but,
in “the moment of truth.” to produce or verity his own composure.

Over and over, the men on these videos say that what they cre doing is "real.” But the realness these guys
are after is something other than what life might just happen to send down the pike. The contemporary North
American hunter verifies himself by seiting strict parameters for success, and then getting the right hardware
to do that job. The “right equipment” is crucial. Without the appropriate camoutlage, ammunition and animal-
call device, he lessens the probability of attaining composure. And yet that composure isn't the goal in itself.
The hunter's composure is only another element of technique. Like any technique, it is, with practice and the
right equipment, reproducible. If he films it, he alsc has a reassuring record of that composure.

The modern hunter desires Real Experience and seeks it in the immediacy of predation. (Most organized of
hunters, he nonetheless likes playing the instinctual predator.) Yet these hunting videos document a distrust
of the realness of the hunt. In the majority of these films the soundtrack records the notural sounds of the
woods only while the hunter is setting up his stand (his ambush position.) As soon as the stalk begins {and
sometimes this consists of a hunter merely waiting in a chair in his tree-stend) and the animal appears, a
music soundtrack intrudes. Apparently the filmmakers don't believe in the starkness of the event they record.

In one video, a “stalked"” deer approaches his demise lo the occompaniment of a slow bourbon guitar

riff. This has the effect of a strip-tease, with death the final exposure. The music in each scene puts a

bump-and-grind of inevitability into the recorded huni. In a sense it works to break up the tension, or at
least make the tension our friend. The music aligns us with the hunter. The music is with the hunter. The
deer sure isn't tapping his foot.

There is an obsession with death, or rather with the mere
externals of death, in the multi-angled and slow-motion film-
ing of sach kill in these videos. Given sufficient footage from
enough angles, the videographer/hunter pieces together and
fixes that visible moment of death. But this is death as holo-
graph. Despite all his stalking of Inmediacy, the hunter is
damned to remain on the ocutside of death and nature.

In Autumn Antlers the vital () statistice of the kill appear
on the screen as the moment of arrow penetration is stilled,
as if these numbers represented the content of the kill. For
these hunters, being is the irophy of doing. "People kill to
find out if they are real,” said Marshall McLuhan, The hunter
bags o trophy and has, for the moment, irrefutable evidence
he's real. The video trophy is one more medium for the mes-
sage of the killing ego.

When he isn't simply dozing in his tree-stand, the hunter,
with the help of his camo, withdraws into the scenery, so he
cem “come out of nowhere” on the animal, and suddenly pre-
vail as a killing presence. Watching such an event transpire
on video, one in effect also “comes out of nowhere” with the
camera. The video record of the hunt is cn invitation to kill
the animal vicariously. One cunnot help but feel a Peeping
Tom, hidden from an already impersonalized death by a
superfluous camo of cmonymity. :

Every ‘narrative sequence” in these videos draws towords
the killing “moment of truth.” Everything else — the
panoramic shots of nature, the inspection of weaponry, the
buddy-chat — is table setting, Like the hunter, the camera is
interested only in stalking up to the kill, to that mement of

4 /H\\
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pure doing. For the hunter, during the stalk and the kill,
being is doing. The video reproduces this obsession by stop-
ping time at the instant of pure doing, by halting and replay-
ing the kill-moment as if it were the sum or focal point of
being.

Does the modern hunter discount the animal's sentience?
Does he believe he's just converting mobile matter into an
immeobile trophy? He claims that a messy, belaboured kill is
unethical. He thus at least claims to acknowledge the fact of
the sentience of animals. In actual fact, even on these
videos, when o poor shot {ails to take down an animal, the
hunter retires for the night and recoups his kill the next
morning. The videos say it is standard safety procedure to
wait a few hours before tracking a felled bear. One video
records the shooting of a bear, then follows the hunter to
camp where he cheerfully drinks coifee out of earshot of the
bear’s dying. | am reminded of a Raymond Carver story in
which a hunter places a gut-shot in a deer and, fuiling to
track the animal, goes into town to get a haircut.

Rather than disbelieving in animal sentience, the hunter
removes himself from the throes which are its evidencs,
when it is most convenient to do so. He is acutely aware of
that sentience, even while he chooses not to identify with it.
His is cognition withoul recognition. Further, when the hunt
is on, that sentience contributes to the pleasure of the stalk.
“"Was he leery? Did he know you were there?” asks one
guide after his hunter has killed a bear. "I think there's no
question he knew something was up,” answers the hunter,
still breathy with adrenaline. It sharpens the thrill, that he
has "taken" an alert, though not alert enough, cnimal,

Detuil from "See ya Dick." By Steven Whittaker

This "taking” of an acutely sentient animal is algo, simultanecusly, the ‘making’ of a trophy. The moment
f’f kill is o moment of conversion from reality to image. The trophy is a made image of the cmimal. The hunt-
ing video is a second-order trophy, as it were, making “real” images to replace an already stylized event.

Yet isn't this hunting real within the scope it defines for itself? Not unless we pervert the mecming of "real”
so that it applies also to the annihilating of the real. At the instemt of kill, the moose carcass becomes imme-
diately a simulacrum of the live moose. The hunter's libido and his seli-esteem and his prestige are all
juiced into that moment of conversion {from live-aura-real to dead-measurable-simulation.) The modern
hunter's fantasy is of production and annihilation in the same dct.

The produced simulacrum is preferable hecause it belongs to the hunter, whereas the live animal does
not. The hunter credits himself with the size and form of the animal’s body. It is as though he personally had
caused his bear to grow to 3501bs and to develop a head nearly a foot wide. It is as though he has made him,
not just killed him. Indeed he has made him, qua trophy. Alas, his trophy only confivms him temporarily,
before he needs to go out and make himself real again. He secretly suspects he really hasn't created cny-
thing. Ex nihilo nihil fit. Out of nothing comes nothing.

Similarly, fixing the kill in time, the video encbles the hunter to believe he has made the event itself. The
use of video finesses the hunter’s illusion that he can be sheer agency, unconditioned by either his historical
context or the exigencies of nature. Videc enables him to create a stasis not only from an animal, but from an.
event,

In making his trophy, the modern hunter also produces his prestige. If the emimal is large enough it will
qualify (read quantify) for the Bocne and Crockett or Pope and Young record books. Like the other elements of
hunting success, this production of prestige is accomplishable by simply doing the right things the right way
with the right equipment. There are clearly defined techniques for acquiring recognition.

In their emphasis on the “the right tocl for the job,” these video hunters act under the illusion that tech-
nique unambiguously produces freedom, that technique is freedom. His All Terrain Vehicle and siate of the
art hardware and software {much of it of military origin, eg. camouflage) permit the hunter to take technolo-
gy out of its industrial context and to pretend he is not at its disposal. This equipment lets him entertain the
illusion that he is master of a kind of pure application. He considers himself free, not orly because he doesn't
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answer to aature, but because all these tools serve
him.

He doesn't recognize in the gun and tools and
cameras at hand technology having its own purpo-
sive density, its own internality. He takes for gramt-
ed in his equipment the intensiveness of applied
cognition which its material form objectifies. He
lets himself forget he relies on objects which others
have made for this purpose. The modern hunter
knows his weapon only in the external grace of exe-
cution, the skilled individuclism it makes possible,
not in its made-ness, its indebtedness to the orga-
nized efforts of others. He knows his technology
only in the disproportionate power it focuses in his
trigger finger.

While utterly dependent on intensive technology
and organized activity in his hunt, the modern
hunter imagines himself « lone, instinctual predc-
tor. He doesn't see that his tools and weapons and
cameras do not only extrapolate, but also medicate
his sentience and his will.

The videoing is just the next {techno)legical step
in this obscuring of the real coniexi of the modern
hunt. This high fidelity trophy only re-presents
what was already present in the hunt itself, the
denial of the actual industrial context on which it
depends. In this regard these videos are typical of
most contemporary media, which tend to render
their subject matter as though with immediacy.
obscuring their own mediating role from view. Such
media exacerbate, and maybe produce, the chronic
North American appetite for immediacy. These

- same popular media, by severing events from real

contexts, end up placing the real world of viable
action and responsibility at one further remove.

In exposing the hunt to the video camera, the
hunter alsc further removes himself from the actual
event. His desire for multiple camera angles and
slow moiion shots leaves the modern hunter "on the
outs" with a nature that is sheer externality. Nature
is reduced to what is transparent to the camera eye.
These videos recall Jean Baudrillard's description
of “the era of hyperreality” in The Ecstasy of
Communication. In these videos image supersatu-
rates event. The event of the hunt is replaced by the
myriad recorded angles and speeds. External
verisimilitude thus replaces the internal conteni of
the event, the killing and the death. The effect is
comparable to that of the high-resclution pilet’s-
eye-view images of detonating missiles, which
came to us out of the Gulf War's version of preduc-
tion value. With such excess of visual image over
lived event, these videos cross the line Baudrillard
would mork between spectacle and obscenity:

4

Obscenity begins when there is no more spec-
tacle, ... when every-thing becomes immedi-
ately transparent, visible, exposed in the raw
and inexorable light of information and com-
munication.

The modern hunt is obscene before a camera
even enters the picture. The video is pornographic
because it records the prior fact of this obscene
event. And it is pornographic because in producing
another explicit trophy, it converts death from grave
indignity to "raw"” information.

Which is to say death is missing here. The video
production of the hunt both immerses us in the
hyperreal immediacy of the hunter's kill, and puts
us ot one further remove from the animal’s death.
With his videc camera the hunter produces a re-
viewable trophy of his Real Experience. His video
record further confirms his hunt as an action that
produces freedom from a world of impermeable
externality. He ignores the fact that he himself
determines nature as explicit, material surface, in
order to then free himself from it.

We should be worried, living in an info-milieu
which makes byte-sized, two-dimensional units of
all events, even death. On the news we watch an
inhabited building, videoed by the missile that
destroys it. The image may fade to grey, but death
withdraws from such a scene, in which it is no
longer even implicit. The unrecognized disappecr-
ance of death is the trophy of the video hunter. The
failure to realize death is also, though, the implicit
truth of the "explicit immediate” media in which we
are, with killing cnonymity, immersed.

So much killing, so little death.

Steven Whittaker is a freelance wrifer living in
Nanaimo, B.C.

Further Beading and Viewing

Jean Baudrillerd, The Ecstasy of Communication (New
York: Semiotext{e), 1988).

Autumn Antlers (Wildlife Quest, 1990).

The Bear Facts with Bow and Arrew (Eagle's View
Productions, 1990).

Big Timber Bears (Chamberlain SI): Tom Miranda's
Qutdoor Films, 1989).

Bowhunting Monarchs of the North (Dave Coleman
Productions).

Fight for the Right (Tecumseh MI: Dan Fitzgeraid
Hunting Videos, 1990).

Horns of Plenty (Spokane WA: Sun West Films).

Hunting Dall Sheep and Caribou in the NW.T. {Calgary,
Alta: Lifestyle Home Videos, 1986).

Techniques for Instinciive Bow Shooting (Ashboro NC:
White Tail Visions, 1988).

Theyre Goin” Down (Tecumseh MI: Dan Fitzgerald
Hunting Videos, 1991).
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Edward Palmer Thompson
1924-1993

Cultural Studics, which has become something of a buzz-word
for those who see themselves as dissident academies in North
America and the Antipodes, did not, of course, spring ready-made
out of Larry Grossherg’s imagination of what the British were up
to in the 1960s and 1970s, but was a product of a very real strug-
gle involving all the political definitions that were present then and
have become mare pronounced now, Those of us who marched 10
Aldermaston and back in the late 1950s and early 1960s, who
helped to establish the New Left Club (at the Partisan Coffee
House at 7 Carlisle Street in Soho, London), who discovered Jazz
with Eric Hobsbawm, who taught evening classes for the Workers’
Educational Association, who fought with the I'ife Socialist
League, who defended {equally) Tom M’boya, Lenny Bruce, Wole
Soyinka, C.L.R.James, Vic Allen are surprised to discover that
what we were doing was inventing Cultural Studies.

The death of Edward Thompson pulls us up short. Cualtural
Stadies has hecome the gossip of this and that. In Thompson’s
case this involved the petulant diatribe against Perry Anderson in
the 1960s, the cantankerous outrage against Stuart Hall and
Richard Johnson in a History Workshop conference in an old
church in Oxford in the late 1970s, the absurd pomposity recorded
by those who only knew him from the outside. And, of course, the labeling: in the Oxford meeting he said, “I reject without reser-
vation the identification of the Marxist tradition of historiegraphy of which I have been taken as one representative of “cultural-
ism.’ This term is Richard Johnson’s invention.” But, of course, Thompson was all and none of that. It is impossible to think of
any of these disputes without recognizing that they were nol academic in the arcane sense that much cultural theory is couched,
but directly political. On the other hand there was nothing that was technically *academic’ which was not equally political.
Ultimately, cven the very personal was political. From the death of his brother by a firing squad in Bulgaria in World War I
{which he recounted in his first book) to his last book on Blake (Thompson becomes Blake), the literary, the historical, the politi-
cal, the persomal are cne.

His legacy was to compel us to engage with human others, to think ourselves into their sitvation, whether they were the late
eighteenth-century working class making themselves, or those, in the twentieth centary, living under the terror of nuclear power,
who chose to resist the ultimate death machine. If Thompson was the ultimate Luddite, it was because he was convinced that the
mechanization of everyday life was not conducive to our social health.

The central feature of Edward’s life and work was that it was not academic in the narrow sense of the term. e was not part of
condescending academia which saw itself as setting rules, in order to ercate an academic ‘culture’ that was sealed off from the
everyday world. Quite the conirary. That academic world was just as culpable in compounding the problems that face us as were
the multinational corporations, or the politicians who constantly speak of our venalities. The real test of our scholarship was how
it measured up against the harsh realities of every-day life. TTis venom was directed against those (politicians, academics, even
Marxists) who behaved as if their rules, their tribal customs, were the only ones that mattered.

But Thompson will be remembered primarily for the marvelloas books on social and cultural histery (William Morris, The
Making of the English Working Class, Whigs and Hunters, Blake), his many pieces of journalism (in particular, perhaps, those col-
lected under the title Writing By Candlelight), his ferocious intervention in the theoretical concerns of the New Left (The Poverty
of Theory), and his systemate campaigns against nuclear weapons {rom the late 19508 to his death. Ultimately, however, his
major contribution was to a complete rethinking of how history is written, involving the reclamation of people’s history, and the
involvemeni of non-academies in the research and writing of that history. More than any other thinker in the British New Left,
Thompson, 10 use Gramsei's phrase, helped to create Organic Intellectuals. Anyone concerned with Cultural Studies today who
forgets his legacy does so at his or her peril.

Toan Davies
September, 1993
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Clint On Clint

BY Clint Burnhatn

Paul Smith, Clint Eastwood: A Caltural
Production. Minneapolis: University of
Minnesota Press, 1993.

When the new Clint vehicle, In the
Line of Fire, appeared this past summer,
John Harkness’s capsule blurb in
Toronto’s NOW magazine said that the
movie “allows Eastwood to deconstruct
his own steely persona.” Just what is it
about Eastwood’s films, or his acterly
signification, that everyone thinks he’s
suddenly “deconstructing” himself; or,
rather, isn't that precisely what he does
in almost every film: last year’s
Unforgiven, his s/m flick Tightrope, the
sensitive-guy-goes-to-war Heartbreak
Ridge, all the way back to (chop off his
leg! chop off his leg!) The Beguiled?

I almost wrote The Beguiling there for
a minute, and Toronto’s pre-eminent
‘zine and comicbook store should indi-
cate my level of critical taste, so before I
turn to Paul Swith’s new book (which
explains precisely why the above para-
graph is the case), I should just mention

25
fis !

that the best guide to Clint’s newest flick
{which of course is not covered in
Smith’'s book} is the ‘zine Open Mouth,
Insert Gun. OM,IG deals expertly with
homoeroticism in action flix, including
the celebrated (well, I'm celebrating it,
anyway) gunblowjob scene in In the Line
of Fire. (There’s an even more explicit
scene like this in the new Canadian
movie [ Love a2 Man in a Uniform, but in
this case it's a woman's gun that gets
sucked!)

But Paul Smith’s book on Eastwood
does nothing if not move film theory to a
new, materialist level that I"ve seldom
seen before in academic criticism. The
book ranges widely over Eastwood’s
filnic career, both as actor and director
(rot including TV stuff}, and even into
such “extra-textual” arenas as his term as
mayor of Carmel, California. By examin-
ing films in terms of caltural materialism,
Smith makes us see movies as “material”
significations in ways the Screen chappies
could only dream of. (The Seventies may
be back, but surely Laura Mulvey, Colin
MacCabe and their bizarre theories of
fetishism and floating signifiers have
gone the way of the dinosaur.) This is
signalled in the first chapter, “Subaltern
Spaghetti,” which argues that Leone’s
spaghetti westerns were in effect subver-
sions of 1950's and 60's U.S. cinematic
imperialism. Leone’s “No Name” trilogy
dealt with the unsaid of U.S. westerns:
Mexican-Spanish constituents, bounty
hunters, a grittier and more violent
action, etc.

Smith argues convincingly that while
Eastwood’s persona as a Sergic Leone
“spaghetti” cowboy was in fact very criti-
cal of U.5. myths and hegemony,
Eastwood essentially tried to make his
Western heroes since then fit more
squarely into the filmic mainstream. This
“restitution,” Smith shows, was conduct-
ed everywhere from plot and characteri-
zation down to the level of the shot and
lighting. Thus, High Plains Drifter

takes on the full brunt of the task of
integrating the No Name character ...
into the Hollywood plot. The
stranger’s role here is o act once more
as the agent and instigator of respon-
sible community action and ideology
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__a far cry from the role of No Name
in the Leone trilogy .... The repeated
long takes of [Eastwood's] slowly
moving body and the close-ups of the
formality of his behavicural rituals
and of the almost total impassivity of
his squinting face compose by far the
bulk of the film’s shots, and their
overall effect is to offer the Eastwood
body as an object of contemplation
and objectification in a way that
Leone does only sporadically. In other
words, this is a highly formalized rep-
resentation of Eastwood's body,
which is itself a gesture of restitution,
literally putting the white male
demigod back into the center of the
screen .... Eastwood attempts to
exploit the power of the image that
Leone has bequeathed him, while
melding it back into the traditional
array of devices in which Hollywood
cinema has been constituted. (38-39)

Smith is equally uncanny in his
assessment of Eastwood’s play with mas-
culinity. He takes as his cue an Annie
Leibowitz photo of Eastwood all tied up
and seeming to enjoy it (I always knew
Clint was a bottom! He's pretty cute, ya
know ...). So, in most Eastwood westerns
or cop movies the hero is first offered as
spectacle, whom we enjoy seeing move
and be eroticized:; this is then followed

by the destruction of [the} body. That
is, the heroic man is always physically
beaten, injured, and brought to break-
ing point [followed by] the obvious
third stage, in which the hero is per-
mitted to emerge triumphant within
the movie’s narrative line. This third
stage obviously provides the security
and comfort of closure and is a crucial
element in the production of spectato-
rial pleasure, but [Paul]l Willemen
proposes that both of the first stages
of representation are also in their way
pleasurable for the spectator. The first
‘pleasure’—that of voyeuristic admi-
ration of the hero’s body and presence
— is followed diegetically and graphi-
caily by the ‘umquiet pleasure of see-
ing the male mutilated ... and restored
through violent brutality’.” (156)

But while Eastwood’s military or

police movies are conservative in their harnessing of view-
ers’ identificatory pleasure into the service of patriarchal
power, Smith argues that there is always a hysterical residue
or underside to the filmic text. Thus the way in which
Fastwood's characters will flirt with identification with
women or gays/lesbians, or male impotence, are “an unre-
solved or uncontained representation of the body of the
male as it exceeds the narrative processes.” So it’s not the
tired old dichotomy of whether Clint meant it or not (and
thus is apparently deconstructing himself at every turn):
even as the narrative tries out its strategies of containment,
it’s still pleasurable. Smith talks about his own titillation
when he sees Clint in handcuffs; he too, threatens to exceed
certain critico-narrative processes.

Smith is equally critical of Bastwood's recent status as
'auteur’; he shows, for example, how auteurship is con-
structed by a complicit media and the extent to which
Hollywood depends on the myth of “fiercely” independent
filmmakers. (Eastwood’s Malpaso production company thus
fashions itself “against” the major studios, for instance.}
Discussing the close of White Hunter, Black Heart, Smith
writes: “The auteur-father makes his movie. He mutters the
word ‘Action” and announces the closure of all the hysterical
dramas, all the obsessions, all the seif-doubting stories of the
patriarch turning in upon himself, and all the narrative tests
that he has therefore gone through, and he becomes a direc-
tor.” (262}

Smith’s critique of the Eastwood phenomenon is as
impressive as his practical theorizing; at the level of jargon,
that is, he displays both a love for bizarre or eccentric turns
of phrase and a light hand for innovative and novel lexical
meanings. Thus, on the one hand, words like “risible,” “sub-
venting,” “insipissated,” “encratic,” and “lugubrious” are
likely to send you reaching for the OED. On the other hand,
“intendment” (a legalistic term Smith uses to mean the
intent of a text — as opposed to that of its author}, and “trib-
utary media” {a pun on tributes and tributary rivers: the
various magazines, TV shows, and newspaper journalists
who construct Hollywood on an edifice of gilt-edged shit)
are also useful terms that will most likely spread beyond the
province of their author.

Everyone’s talking about masculinity now: what’s impoz-
tant about Smith is that he concentrates on a large body of
work, organized around one “character,” Clint Eastwood.
So there’s ample opportunity to test arguments, take
account of current work, and provide sheer volume of artic-
ulation. Paul Smith’s work here is impressive; no one can

“write on Eastwood now without referring to it, but the book

will also influence how we think about masculinity in film,
the western, and the cinematic apparatus in general,

Clint Burnham is a poet and literary
critic living in Toronto.
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Revisioning Modernism

BY Shane Nakoneshny -

Rosalind E. Krauss,
The Optical Unconscious.
Cambridge: MIT Press, 1993.

From impressionism to abstraction
via the upwardly linear route of neo-
impressionism, fauvism and cubism, the
positively progressive story of main-
stream modernism nicely and unprob-
lematically unfolds. Delineated by the
infamous American art critic, Clement
Greenberg, in the 1960s and exemplified
by the work of Manet, Picasso and
Pollock, this particular trajectory of mod-
ernism has long been the ideclogy of
artists, art historians, critics and theorists,
as well as the rite of passage for many
students of art history, undergraduate
and graduate alike.

Greenberg's formulation of mod-
ernism’s self-critical capacity extolled the

peeling away of realist, illusionist art (an
“art to conceal art”) and the intensifica-
tion, almost the exacerbation of an “art to
call attention to art.” In pursuit of ‘puri-
ty’ by means of an ever-increasing
emphasis on flatness, two-dimensionality
and the properties of pigment, modernist
art revealed and exhibited the conditions
of vision itself, as these were understood
abstractly. As Greenberg wrote, mod-
ernist painting “no longer permit[s]
sculptural illusion, or trompe-Ioeil, but it
does and must permit optical illusion.”

Paintings such as PoHock’s One
(Number 31, 1950) (1950) embraced
whole-heartedly the modernist aesthetic
championed by Greenberg because eye
and object connect instantly. In fact, so

rapid was the connection that neither eye

nor object seemed attached to a carnal
body. Ii is this disincarnated look with
no ‘before’ or ‘after” but a reified ‘now’
that epitomized the modernist ambition.
In its hermetically sealed environment, it
exhibited completeness, silence and
atemporality.

In The Optical Unconscious (resonating
with Benjamin’s “A Small History of
Photography” (1951) and later, Jamesen’s
The Political Unconscious: Narrative as a
Socially Symbolic Art (1981)), Rosalind
Krauss argues for an alternative history
to the above Greenbergian narrative
based on vision itself. Not rejecting what
she calls the “official story,” Krauss rigor-
ously re-works the grand narrative
through Freudian and Lacanian insight.
Akin to the slips of the tongue, the day-
dream, or the fantasy that threatens the
ego’s stability, Krauss’ counter-history
speaks of those ‘other’ moments in the
visual arts that challenge the hegemony
of this modernist logic.

The Optical Unconscious functions as a
template composed of a rich tapestry of
diverse narratives. Ranging from the
theoretical to the art historical, and from
the anecdotal to the fictive (such as her
eavesdropping on Roger Fry and John
Ruskin}, these various narratives punctu-
ate the text at select moments. With a
dazzling array of some well-worked and
creatively employed concepts such as
informe, mimicry, the uncanny and
bassesse from theorists such as Bataille,
Caillois, Deleuze and Lyotard, Krauss
analyzes the 'other’ works of modernist
artists such as Ernst’s collages,
Duchamp’s rotoreliefs, Man Ray’s pho-
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tographs and Giacometti’s sculptures.
These works, borrowing from popular
culture’s obsession with optical devices,
exploit the idea of a separation of the
senses in order to relocate vision in the
entire body.

In chapter one, Krauss exposes mod-
ernism’s underlying visual functions and
implications by rethinking the modernist
paradigm through Saussure’s notion of
meaning {(vision in this case) and the
Klein Group's thesis that for every social
absolute there jis an accompanying shad-
owy correlate. Krauss's semiotic square
maps out four points: ground, fore-
ground, not-ground and not-foreground.
The opposition between the first two
terms, the distinction of object from
ground, produces realism and visual per-
ception. The last two terms simultane-
ously preserve and cancel their distinc-
tion, creating abstraction (grids, all-over
painting, collage, or colour-field paint-
ing) and a vision that is self-reflexive and
pure. The structural graph affirms mod-
ernism’s closed-endedness, its ahistorici-
ty and its self-generated repetitiveness.

Krauss’ analysis of Duchamp’s
Rotforeliefs in chapter three illustrates the
dynamics of her thesis. Obsessed with
the physiology of vision for fifteen years,
Puchamp called himself a “precision
oculist” Vehemently opposing the work
of ‘retinal” painters whose primary con-
cern lay with the patterns of colours and
lines, which were autonomous visual
images isolated and detached from the
social, Duchamp’s interests lay in creat-
ing an art form that appealed to the ‘grey
matter.” His primary interest was in the
area of the cerebral cortex in which both
exterior and interior stimuli meet, where
the eye and brain encounter each other in
the process of forming objects.
Occurring within the body, thereby
restoring vision to its carnal support,
Duchamp’s work undermines mod-
ernism’s claim to vision’s autonomy,
purity and transparency.

Similar to the phonographic record,
Duchamp’s rotoreliefs, Chinese Lantern
and Goidfish (both of 1935}, create an
erotically soothing, yet almost disturb-

ing, three-dimensional pulse that is pro-
duced for the viewer’s eyes. Specifically
addressing vision's relation to desire, the
images of a rising balloon or a fish swim-
ming resemble the body parts of a breast
(Chinese Lantern) or eye (Corolles), while
their thrusting and parrying quality
mimics the rhythm of substitution as
informed by Lacanian theory. Corolles
acts out an endless array of substitutions
from one part-object to another: from
eye, to breast, to urinary tract, to sexual
penetration. Ernst’s 1930 collage novel ,
A Little Girl Dreams of Taking the Veil,
shows the pulse or beat connecting the
intericr image of the girl to the exterior
form of the zootrope. Constructing a
gestalt only to deconstruct it, its rhythm
is jerky. The to and fro swing of
Giacometti's Suspentled Ball (1930-1)
shows anything but modernism’s claim
to stillness or indivisibility.

For the artists of the optical uncon-
scious, the beat is deep inside vision.
Invisible and iransgressive of the consti-
tutive intervals of discourse and dis-
tances of representations and hence,
akin to the primary process of the uncon-
scious, it is figural but in a unique sense
of the word. Called the matrix, accord-
ing to Lyotard's Djscours, Figure, this
third order of the figural, known as “bad
form,” isthe heteroclite, unimaginable
space of the unconscious. Recognizing
no difference, it has no stability, identity
or order — which is exactly what
Greenbergianism (and the Symbolic
Order) relies upon. Analogous to
Freud’s case, “A Child is Beaten” {1919),
in which one sentence/ scene contains
several contradictory and overlapping
senfences/ scenes, the pulse may also
have many places in one place.
According to Lyotard, it “doles] not form
a gystern but a block.” It is also erotically
stimulating and repetitive, which
accounts for the on/off beat in the work
of Ernst or in Picasso’s studies of Le
Déjeuner sur I'herbe aprés Manet (1962).

Known only through the figuration in
fantasy, to be pushed out of the figural
and into real time, it appears in the form
of a rhythm or pulse. Thus, this oscillat-
ing presence and absence of pleasure

shows the moments in which desire is
caught in the formal matrix of dreams
and symptoms. Akin to those moments

_say of the Preudian slip, it shows the

fragility of the gestalt as the death drive
tries to break through.

In her last chapter, Krauss switches
from the analysis of early 20th-century
European artists to such American artists
as Jackson Pollock and his followers,
who in one way or another “decode” his
drip paintings. Focussing on a multiplic-
ity of often fragmented, often insuffi-

ciently articulated theories (sublimation, .

mimicry, bassesse, to name a few), that
at times seem to confuse rather than cor-
roborate the main thesis of the book,
Krauss nonetheless provides some illu-
minating and rather ¢reative intérpreta—
tions. -

For instance, she briefly theorizes :
Pollock’s move from the floor (where he
executed his works) to the wall (where
they were exhibited) through Freud's
notion of sublimation, paralleling the
human evolution from horizontality to
verticality in which vision becomes the
privileged sense. Pollock’s obsession
with surpassing Picasso’s genius is theo-
rized through triangular desire and
mimetic rivalry., Through the notion of
abduction, that is, through the model of
the detective story in which the murder-
er always uncensciously leaves a clue
behind for the detective to create another
narrative from, Krauss re-reads how
each of Tack the Dripper’s” heirs seized a
particular aspect of his work from which
to create their own art.

Attracted to Pollock’s fame and the
form of his work, Warhol executed Piss
Painting (1961) on the floor, which takes
the notion of liquid gesture literally one
step further. Morris Louis’s sublime
Saraband (1959) extends the operations of
gravity by allowing the stain of colour fo
bleed down the canvas. Greenberg’s
analysis of Pollock’s work focused on the
collapse of foreground and background
in which, by “avoiding the cut” as
Greenberg remarked, Pollock created a
totally immediate visual field. Robert
Morris’ Untitled (1967-8) re-reads the
notion of the cut of continuity in the can-
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vas by disturbing all geometrical planes
with his soft undulating forms of black
cloth falling upon the gallery floor.
While these interpretations are indeed
innovative, two larger problems prevail,
affecting the overall framework of the
text.

First, Krauss seems to contradict her-
self by basing the decoding of Jackson
Pollock’s work on the notion of repeti-
ton. Arguing against Fried’s point that
“Among the important American
painters who have emerged since 1940
Pollock stands almost alone in his refusal
to repeat himself,” she argues for repeti-
tion, remarking, “Isn’t repeating oneself
precisely what painting allows one to do,
especially once one has found one's par-
ticular language, the stylistic invention
that will allow one to move inside it and
inhabit it, growing and changing within
the new syntax one can call one’s own.”
This seems to contradict her earlier com-
ments in chapter one on modernism.
Also, trying to mimic the theme of repet-
itiveness in her wxiting style, her repeti-
tive use of a certain anecdote concerning
an earlier encounter with Greenberg
soon loses its effectiveness after several
readings.

Second, while critical of modernism’s
linearity, Krauss nonetheless proceeds in
the same type of trajectory citing one’
Greenbergian approved modernist work
after another with, of course, the excep-
tion of Warhol. Interesting too, and in
contrast to some of the ‘other’ modernist
artists” works, such as Duchamp’s
rotoreliefs or Ernst’s collages which do
not form part of the Greenbergian canon,
Krauss in her last chapter reverts to
canenical artists and their celebrated
works.

Why then is chapter five at odds with
the earlier chapters? Possibly because
many of the earlier chapters are rework-
ings of such previous essays as “Grids,”
“No Mere Play” and “Corpus Delicti,”
which for the most part are reproduced
in The Originality of the Avant-Garde and

- Other Medernist Myths (1986). Her essay,

“The Im/Pulse to See,” is reproduced
almost verbatim in Vision and Visuality
(1988). Containing few surprises, The




Optical Unconscious appears as a logical
extension of Krauss's earlier work.
Notwithstand-ing this, the employment
of Freudian and Lacanian psychoanalysis
is for the most part well articulated. The
tapestry of narratives is refreshing and
cleverly employed because while under-
mining the authority of the author, it
covertly supports the author’s point of
view. Moreover, these various fictive
moments strategically offer the reader a
breather from a heavy dose of theory.
But her colourful, repetitive use of anec-
dotes from Michael Fried and Clement
Greenberg in and out of the text (they
have appeared time and again elsewhere
in her writings and public talks) seems
strangely and suspiciously therapeutic
for Krauss.

For many students of art history,
Greenberg’s story has always been prob-
lematic. Devoid of context and ‘other’
considerations, the narrative is still
strongly contested as well as militantly
defended. Krauss's re-working of it
(especially with the theme of visuality,
which has become extremely popular
since the 1980s) — not rejection of it —
provides an alternative that one has
always envisioned, but been afraid to
see.

Shane Nakoneshny is an art historian
and a PhD student in Social and
Political Thought.

The Future of THusion

BY Julie Adam

Herbert Blau, To All Appearances:
Ideology and Performance. New York
and London: Routledge, 1992.

Ideology permeates everything: the
more we protest this ideclogical truism
— insisting on neutrality, universality
and other forms of political {ideological)
blandness — the more ideology controls
us, shapes us, is us. To All Appeararices
attempts to evade the shadow of ideolo-
gy while trying to capture it, for "all per-
formance occurs in an ideological biur,"
says Herbert Blau.

Blaw, known for his work with the
experimental KRAKEN group and his
seminal books on theatre (The lrmpossible
Theater; Take Up the Bodies; The Eye of Prey;
The Audience), uses ‘ideclogy' to mean
both consciously and uncensciously
biased structures of belief, with hidden or
open partisan objectives, and 'perfor-
mance’ to cover theatrical practices from
the proscenium to the street, and even the
stages of politics. Not only do ideologies
perform on the boards of history, but per-
formance, itself an ideological act,
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"involves questions of property cwner-
ship, hierarchy, authority, force, and what
may be the source of ideology according
to Nietzsche: the will to power."

While tracing the ideology of perfor-
mance and the performance of ideology
in the twentieth century, Blau distances
himself from both Marxism and femi-
nism {(considering the latter "one of the
more threatening discourses of recent
years to those with any investment
in...inherited systems and conventions,
habits and reflexes"), but admits to hav-
ing "been stimulated by...[Marxists'] revi-
sionist discourse” and the critical insights
of some feminist theorists and academic
Marxists.

Blau sees ideclogy as a series of dis-
guises and believes that, rather than "ide-
ological analysis,” he is engaging in "a
kind of speculative double take on
aspects of performance, with attention to
the particular circumstances or variable
conditions that put them into question."
Specifically, what interests him is

the instance of emergence or transfor-
mative moment at which any practice,
in the theater or elsewhere, becomes
like ideology itself, something other
than what it appeared to be, like the-
ater itself before it identified itself;
that is, before it could be distin-
guished for better or worse from
whatever it is it was not, It is
here...that theater blends with ideolo-
gy at the most disturbing level of
demystifying thought, for when we
think twice about the question of pri-
ority, whatever it was appears to be

" theater.

His disjointed, untamed investigation
of theatrical practice ranges widely and
wildly over territory from Shakespeare to
Kathakali, Meyerhold to Robert Wilson,
Marx to Jameson, Nietzsche to
Baudrillard, Aristotle to Brecht, rushing
breathlessly over Tadashi Suzulki and
Pina Bausch, Bunraku and Annie
Sprinkle, the ANC and E.T. ... It is post-
modern criticism that is guaranteed to
enchant some, infuriate others and put to
sleep a few more.

In exploring the constanily changing
ideclogy of illusion in a decentred post-

modern world, Blau must consider the
illusion of ideology as well as everything
else a skeptical approach to both ideolo-
gy and performance (as concepts and
practices} entails. As he says in the
Foreword:

...if [the book's] partial subject is ideol-
ogy, it is a book without a thesis. It
has, rather, a sense of things, derived
(I think) from years of working in the
theater, a form which more than any
other is both nurtured and disturbed
by, or subject to, the contingencies of
appearance.

Certainly it is a book with a rich sense
of many 'things,’ to use Blau's own mod-
est term, but it is questionable whether it
is successful in its double address, both
to people in the theatre, possibly
unaware of theory, possibly hostile to it,
and to those interested in theory but hav-
ing little knowledge of theatre. The latter
will not have it easy keeping up with
Blau's casual, aphoristic forays into the
theatrical world, where he is no doubt
comfortably at home, in spite of some
intellectualized protestations to the con-
trary; conversely, [ doubt that too many
theatre practitioners, with the exception
of theoreticians /academicians like Blau
himself, will be at ease with Blau's view-
ing the stage through (unfocused /refo-
cused; here fogged-up, there smudged;
once rose-coloured, then blackened) ide-
ological lenses of his theatrical binocu-
lars.

However, To All Appearances raises a
number of important questions, for both
theatrical practice and cultural theory. If
in theatre all is appearance and all is illu-
sion {representation; character, mask and
costume; imaginary time and space), and
at the same time all is concrete material
and organic reality (presentation;
actor/body; real time and space), what
‘does performance reveal? What does it
conceal? And what is its relationship to
reality? Flow do we perform reality? (Is
reality the performance or the per-
formed? If both, where is illusion?) And
what is the iflusive and elusive nature of
ideology? The perceptual process itself,
Blau believes, is an appearance based on
ideology, an appearance that determines

our reality, itself an illusion.
Appropriately, Blau explores various
dramatic xepresentations of perceptual
processes (realism and a number of
counter movements, including expres-
sionism, epic theatre, agit prop, happen-
ings, performance art, imagistic theatre),
and several prominent European theo-
ries and techniques of acting (especially
Stanislavski's, Meyerhold's, Brecht's,
Grotowski's). He also discusses, as well
as specific {ideological) issues of perfor-
mance, for instance , in the section '"The
Surpassing Body, historical concerns
with the body and the 'body politic,' and
in "Distressed Emotion,’ theatre's chang-
ing relationship to the emotional life of
texts, characters, actors, audiences. His
analyses are both diachronic and syn-
chronic, often in one phrase.

Ta All Appearances has special signifi-
cance for those practitioners of theatre
who think of themselves as politicized,
for it both describes and embodies
(through its own ironic doubting, braclk-
eting, double-taking) the complexity of
ideology and its shadowing in perfor-
mangce. Blau traces the legacy of early
twentieth-century ideology (in the the-
atres of Stanislavski and Meyerhold)
through Brecht and leftist American the-
atrical practice in the thirties to happen-
ings in the sixties, and postmodernist
performance in the eighties, with shifts
in focus from class to gender to race fo
body to language and back again, always
with an eye to the problematic of illu-
sion.

Unlike many commentators, not to
mention practitioners, Blau brings his
erudite historical perspective and
shrewd skepticism to postmodern per-
formance. He is well acquainted with the
emperor and has seen his new clothes.
Earlier powers, it seems, were more
potent:

...the verbal content and incipient dra-
maturgy of many performance pieces
seem to me, with whatever avant-
garde, postmodern, or political
claims, retrograde in comparison to
various segments of Pinter's drama
that, like Beckett's, are virtual models
of solo performance or other aspects
of performance art.
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This is no news to those of us who
leng for something innovative but know
that so many 'innovations' are them-
selves, illusory. Newness, like everything
else, of course, is ideologically construed.
And whose avant-garde is it anyway?

There is much to enjoy in Blau's at
times theoretically dense, at others casu-
ally anecdotal, adventure in ideology
and performance, that is, if one can rise
above (wade through?) the logorrhea,
the frequent self-conscious and self-satis-
fied cleverness, the forty-something-line
sentence (I prefer Molly Bloom's) ... the
unevenness of ideas and styles. In places
To All Appearances reads like an unedited
journal, in others like a turgid lecture.
But some of Blau's statements on modern
and postmodern theatre are memorable
in their crystalline simplicity, as for
instance the following observation:

So far as the theater is concerned, it
has always seemed to me as if
Beckett's practice occurred, with a cer-
tain virtuosity, in the space left
empty, the precipitous silences, of the
drama of Chekov.

The sentence forces one back
into/onto the early stages of modern
drama to consider realism,’ that most
complex of simplicities in theatrical prac-
tice. In the silences of a world on the
edge of disaster we discern the murmuss
of a fragmenting universe. (Perhaps now
when students ask what the breaking
string in The Cherry Orchard signifies —
yes, they are still asking and we are still
answering - we can say 'the hopeless-
ness of Vladimir and Estragon.’)

To All Appearances reminds us that
everything is ideology; everything is illu-
sion; illusion is ideology; ideclogy is illu-
sion; ideclogy is reality; reality is illu-
sion; illusion is reality; reality is ideolo-
gy; ideology is iHusion. _

We perform ourselves on the shifting
sands of ideology ... to all appearances.

Julie Adam is a member of the Border/Lines
collective.



Ellen Willis. No More Nice Girls: Countercultural Essays.

Hanover NH: Wesleyan University Press, 1992,

If you like The Village Voice (and 1 do) you'll love Ellen Willis (and |
do). Breezily inteltectual yet incisive and rigorous, Willis presents a
feminism full of ecstacy and excess (in the approbative sense of that
word): unrepentantly pansexual and anti-anti-pornographic.
Because No More Nice Gitls is a coliection of previously published
assays, it is occasionally repetitive, reconstructing the same theoreti-
cal ground to make different practical peoints. Willis’ radical prose,
though, is so refreshing compared to what passes for academic
adventurousness (brackets and “slashes”) that you'll want to read the
book in its entirety. Willis might be the Emma Goldman of the ‘20s.
S.F.

Bonnie Haaland. Emma Goldman: Sexualify and the Impurity of the
State. Montreal: Black Rose Books, 1993.

This book provides a solid account of Emma Goldman's introduction
of feminism and sexuality into anarchist discourse. It is, however,
burdened by, call it an identitarian approach to theories: critics are
¢ited as “social constructionist” or “social constructionist feminist.”
Also, Haaland's book seems to fault Goldman for not being a late
20th century anti-essentialist thinker. Goldman’s sociai-political
activism exempts her, [ think, from needing a grad course in theory o
be lauded. Nonetheless, the book develops lucidly Goldman’s influ-
ences and positions, especially regarding sexualily. S.F.

Sande Cohen. Academia and the Luster of Capital.

Minneapolis: University of Minnesota Press, 1983,

Every un- and under-employed Ph.D. should read this bock, [Despite
its sometimas cumbersome prose, Academia and the Luster of
Capital is a relentless and angry critique of “tenure,” “research” and
other apparatuses of the university that too rarely get examined as
text. Cohen’s sense of the commodification of intellectual endeav-
ours here and in an earlier book, Historical Cuffure: On the Recoding
of Academic Disciplines, is apt. Cohen’s own coniractual batttes with
an unnamed school {rendered in a titillating way as ____ ) give his
book what I'd say is an attractive gossipy/vindictive dimension. S.F.

Craig Calhoun. (ed.). Habermas and the Public Sphere.
Cambridge MA: MIT Press, 1892. .
This volume brings together a variety of essays and responses pre
sented at a conference (University of Narth Carclina, 1989) on the
oceasion of the translation of Jirgen Habermas’ The Structural

© Transformation of the Public Sphere: An Inquiry info a Category of

Bourgeois Society. Originally published in 1962, this work not only
established Habermas' reputation, but aiso spawned a wide ranging
interest in the public as an historical and political concept and a re-
evaluation of Marxist and liberal theories of democracy. The essays
collected here testify to both the continuing relevance of Habermas’
early work and its problematical character. D.W.

Bruce Robbins. (ed.}. The Phaniom Public Sphere.

Minneapolis: University of Minnesota Press, 1993.

The fifth volume in a series on cuitural politics by the Social Text col-
lective, this collection brings together various essays which interro-
gate the noticn of the public sphere. While the title derives from
Walter Lippman's elitist rejection of the public (1925), the broader
intention of this volume is to provide a critique of Habermas’ concept
of the public sphere from the perspective of cuitural studies and com-
munitarian politics. It thus brings into focus the divisicns within the
contemporary left over the refationship between culture and politics.
D.W.
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Noam Chomsky. Year 501: The Conquest Confinues.

Montreal: Black Rose Books, 1993.

Year 501 is viniage Chomsky. Exhaustively documented and pas-
sionately argued, it portrays 1492 as the beginning of a dark chapter
of greed and exploitation, initiated by the pillaging of the Americas
and climaxing in the apotheosis of the United States as the patron of
a “new world order,” following the collapse of the Soviet Union in
1991, Chomsky, the arch linguist, revels in exposing the political
doublespeak of this “old world order,” as much as he displays pained
outrage in his chronicle of its endless crimes against humanity. R.G.

Lee Maracle. Ravensong: A Novel. Vancouver: Press Gang, 1993.
Ravensong is Lee Maracle’s second novel. Maracle, a west coast
Native writer known for her storytelling and autobiographical writings,
traverses familiar territory in this narrative which juxtaposes the
thoughts and experiences of two sisters living in a native community.
The commen thread running thraugh this tapestry of a siory is Raven,
the trickster spirit who both penders and initiates the thoughts of
these women, finally inspiring action as well as self-realization.
Ravensong is written in & densely textured style highly descriptive of
both the setting and culture of west coast Native life. R.G.

Martyn J. Lee. Consumer Culture Reborn: The Cultural Politics of
Consumption. New York: Routledge, 1923,

The increasing significance of a critique of consumption practices in
contemporary culture has been met by a concomitant flurry of texts
availablie on the subject. For those readers looking for a carsful
overview of the field, Lee just might be the ticket. Lee’s ostensible
contribution to the ongoing debate is to fink the discourses of political
economy and cuitural studies, but - while heartening - this is nota
groundbreaking development. M.H.

Simon During. (ed.) The Cultural Studies Reader.

New York: Routledge, 1993.

Well, here it is folks! “Cultural Studies Il: The Textbook,” playing at a
bookstore near you! This admirable collaction includes some
groundbreaking cultural studies essays, but resists the temptation to
include everyihing and everybody. During has provided individual
introductions to each essay, as well as a succinct overview of the
“field” {(not!}.. M.H.

Henry Giroux & Peter McLaren. (eds.). Between Borders:
Pedagogy and the Politics of Cultural Studies.

New York: Routledge, 1993

Given that a systematic analysis of the relationships between cultural
studies and eritical pedagogy is long overdus, to expect one collec-
tion of essays to fill the void is an onercus, if untenable, demand.
Between Borders is both wide ranging and eclectic. 1t makes con-
nections between the work of aducational practitioners in schools and
the university and other cultural workers whose projects are aiso in
some sense pedagogical. Between Borders provides much food for
thought; having ruminated over this tasty morsel, however, the reader
may be left hungering for a more substantial feed. M.H.
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Reviews by Stan Fogel, Robyn Gillam,
Michael Hoechsmann and David Wallace
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