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17,000 Join LRT Fight 
Not.Their Ambition 
Kenneth Coutts-Smith's review of 
Pea Soup is, at best, a paternalistic 
misinterpretation of the work and, at 
worst, a fine example of racism. In 
his desire to attain a leftier than thou 
position, he merely reflects a tradi
tional weakness; the continuing 
estrangement of the academic 
theoretician from the worker. He 
conveniently ignores Falardeau and 
Poulin's earlier 'political' works such 
as Continuons le combat, 1971, Les 
Canadiens sont la, 1973, and A force 
de Courage, 1977. He mentions Le 
Magra, 1975, once only, in the very 
last sentence, contradictorily allowing 
it the status "videotape." 

Coutts-Smith fails to address 
himself to the important issue of why 
Falardeau and Poulin would make a 
so-ealled "pre-political" tape. Can he 
really assume that after years of 
political analysis in other works in
terventions and communal theatr~ ac
tivity, that Falardeau and Poulin 
ha".'e. su~denly reverted to a "pre
political state? Coutts-Smith says 
that Pea Soup ''fails in its claim to a 
political analysis." What is obvious 
to all viewers, with the exception of 
hackneyed formula thinkers, is that 
Pea Soup makes no such claim. 
Deliberately. 

Pea Soup is made to be seen by 
''pre-political'' comm uni ties. 
(Coutts-Smith also refers to such peo
ple as "irredeemably lumpen" or 
"clinical alcoholics," when they ap
pear on the screen.) The viewing au
dience is not meant to be already
converted prefessors with their hard
back copies of the Bedside Marx. It is 
meant to be shown to and discussed 
by "pre-political" groups. The 
"trivializing" he mentions is 
Falardeau and Poulin's effective 
usage of existing codes and content in 
the culture to create empathy with a 
particular audience. This is not a 
"movie~ but a tool, made by 
Falardeau and Poulin, over a three
year period to work as a basis for 
consciousness raising. These are not 
artists who keep one eye on the recent 
aesthetic movements in the art market 
while watching their socialist con
sciences with the other. 
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The real clue as to the context in 
which Pea Soup is meant to be seen is 
the heavy slang, or joualle, on the 
audio track throughout. The 
"analytical clarity" that Coutts
Smith pines for would be in 'French'; 
the language of the ruling class. 
(Falardeau and Poulin enjoy offering 
to have their works translated into 
'French'.) Pea Soup uses a 'guerilla 
rhetoric' (Burgin's term); the 
language of the audience. Coutts
Smith is really complaining about a 
kind of aesthetic overstatement or ex
aggeration, which he finds un
fashionable and intellectually 
primitive. Fortunately, Falardeau 
and Poulin have enough experience in 
Quebec to recognize that not 
everyone has the insights of a Coutts
Smith and his class. They continue to 
make works which undermine and 
teach by generating an accessible 
"analysis." 

Coutts-Smith would deny Fal
ardeau and Poulin as ''the model 
of politi~al art." He would, however, 
magnammously allow that '' ... when 
the genre has· matured, and I would 
like to think that it will bear the 
signatures of Falardeau and Poulin.'' 
Considering the incomparably Col
onial condescension of these remarks, 
I hope it will not shock him to 
discover that the former is not their 
ambition and that the latter would 
not be an acceptable stamp of ap
proval. 

Bruce Ferguson, Montreal 

Calgary - LRT Update 

At the meeting of Council on July 
15th, the mayor and aldermen 
voted 9-5 to route LRT through 
four blocks of homes on 9A and 
10th Streets, removing 42 residen
tial buildings and displacing 271 
residents. The decision was met 
with what the press called 'a near 
riot' when some two dozen effected 
residents stormed the sanctity of 
council chambers, riP,ping up 
copies of the mayor's 'Report to 
the Citizens", a blatant piece of 
electioneering propaganda which 
cost $70,000 of taxpayers' money. 

The action resulted in extensive 
press coverage which brought the 
situation into sharp focus 
throughout the city. A decision 
was made to collect some 1 7 000 
legal _signatures from eligible 
voters 11; order to force a plebiscite 
on the 1ss~e. The petition, which 
was orgamzed by the 9A St. Civic 
Defense Committee, seeks to cause 
council to reverse its decision of Ju
ly 15th and to introduce a new by
law which will prevent the ex
propriation of residentially zoned 
property for future LRT align
~ents when adequate transporta
tion corridors already exist within 
the specified areas. 

The petition was kicked off with 
a plebiscite party which was at
tended by some 300 people 
represen~i~g about 35 Calgary 
commumties. The press, surprised 
a~ such a demonstration of city
wide support, have continued to 
give us excellent coverage. 

A lawyer has also been retained 
to investigate legal aspects of the 
der:isio~ in relation to existing 
legislat10n. Because of the election 
in October, community members 
are _confi~ent _that the petition, in 
c?nJunct1?n with potential legal ac
tion agamst the city, will put 
p~essure on council to come up 
with an acceptable compromise. 

At the present time some 750 
petitions are being circulated city
wide by about 250 volunteers The 
decision made by council on ·July 
15th was by no means an end to the 
issue but merely the beginning of a 
n~~ chapt~r: In this respect, coun
cil s dec1s10n has effectively 
mo~ilized not only Hillhurst/Sun
nys1de but also several other inner 
city communities. This council has 
given us an excellent organizing 
tool which will strengthen the in
ner city and will perhaps be in
strumental in forcing some signifi
cant changes this Fall. 

Brian Dyson, Calgary 
9A St. Civic Defense Committee 

Send correspondence to be 
published to: LETTERS, FUSE, 
31 Dupont St., Toronto, Canada 
M5R 1V3. Next deadline: 
NOVEMBER 14, 1980. 
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The Hand That Feeds 
BY KARL BEVERIDGE 

It was a simple funeral, and rain
ing. Spring was just beginning to 
push up through the ground. I had 
flown in the day before on routine 
business, when a small item in The 
Ottawa Journal had caught my 
eye. Jeffrey Jade, arts executive, 
and former visual arts Director at 
The Canada Council, had died of 
contumelious. 

I don't usually pay much atten
tion to such incidents, life being 
what it is, but the article announc
ed that Jeffery Jade was one of the 
last of his generation. Along with 
such men as the former curator of 
The National Gallery, Brydon 
Sniff, and the former President of 
The Nova Scotia College of Art and 
Design, Gary Canny, he had been 
one of the giants of his era. A bit 
sentimental, I thought, and 
unusual in that these once
powerful figures had died in abject 
obscurity. Canny's funeral, I recall, 
had been particularly touching and 
sad. As his coffin was being 
lowered into the ground a tape
recorded voice had recited random 
fragments from the obituary col
umns. Aside from myself, only his 
accountant had been in attendance. 

Looking around now at the 
sparse entourage witnessing Jef
frey Jade's final directive, I saw 
only a few of the many once
celebrated faces from years past. 
These now-faded art dilettantes 
were not so much grieving as they 
were dazed and confused. Never 
having recovered from the 
tumultuous events of the 1993 
revolution, they were not here out 
of love or duty, but out of habit. 

Today the battles and angst of 
that generation of artists whQ 
flourished in the 1970's and 1980's 
seem insignificant. Yet Jade, Sniff, 
and Canny were instrumental in 
laying the foundations of Cor-

FUSEBOX is a new section where 
editors and contributors are in
vited to write polemical or ideo
logical texts. In this essay Karl 
Beveridge has written on 'Arts 
Management'. 
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porate Culture. The irony, perhaps 
even the pathos of this meager 
funeral gathering bears out the 
fact that they were as much the 
victims of corporate progress as 
they were its perpetrators. 

We're all bored with the epic 
drama of the final collapse of 
liberal democracy. But what we 
don't hear too often, or at least can 
only now appreciate, is the con
tribution made by such men as 
Jade, Sniff and Canny. For all their 
faults and benevolent illusions 
they were, in fact, the true cultural 
visionaries of their age, the 
forerunners of corporate cultural 
management. Without their im
agination, their drive, the transi
tion from the anarchy of post
monopoly individualism to the col
lective tranquility of state cor
poratism would have been more 
traumatic than it in fact was. 

The fine arts, although a 
marginal sector of the leisure in
dustry, were of critical import to 
that industry as a whole. As one 
prominent media executive put it 
in the 1980's, "Fine art is an 
upwardly-mobile area of entertain
ment appealing to a broader-based 
and increasingly more sophisticat
ed audience that would enhance 
any investment portfolio." It was 
also clear that the chaotic 
marketplace of entrepreneurial 
delight was nurturing discontent 
within the artistic workforce. To 
orchestrate the rapid growth of 
leisure production sound manage
ment was, of course, essential. 
Pleasure and discontent do not 
mix. Jade understood this in
tuitively. 

It was Jade who, along with 
Sniff and Canny, made the first 
rudimentary. steps towards the 
scientific management of the fine 
arts. It was they who first 
developed such now-commonplace 
practices as account financing 
aesthetic acceptability ratios, in
stitutional regional penetration 
guides, educational de-skilling pro
gr ams, international market 
packaging modules, aesthetic 
diversification feedback systems, 
and so forth. Their greatest ac-

complishment however, was to 
establish the Cultural Redundancy 
Grid. Under this program any 
member of the artistic workforce 
could be smoothly replaced by 
another without any loss in the 
level of aesthetic quality. This 
achievement, pioneered in Canada, 
freed a nascent arts management 
from a conceptual dependence on 
the workforce, a prerequisite in any 
corporate structure. 

It was also under the guidance of 
these same men that initially 
bureaucratic routines were 
transformed into efficient and pro
fitable management strategies. 
The old empire of bureaucratic in
transience was replaced by the 
dynamics of a mobile management. 
Top executives moved from the 
museum vault, to the editorial of
fice, froin the gallery wall to the 
agency boardroom with frequency 
and ease. This not only encouraged 
the uniform development of 
cultural institutional sectors but 
provided a multi-skills executive 
strata. Jade himself, once art critic 
for Time (Canada), moved from the 
Council to take on the editorship of 
artscanada (now ArtCorp) in the 
early 1980's. 

The policies of The Canada Coun
cil (and its provincial offspring) 
were continually re-designed, and 
their funding arbitrarily re
allocated at inadequate levels to 
prevent the development of any 
alternative organization .structure 
that might challenge their funding 
monopoly. New blood was con
tinually recruited either directly, or 
indirectly via 'independent' artists 
institutions, into management, · 
creating dissention and divided 
loyalties in the workforce itself. 
The most effective strategy, 
however, was management's abili
ty to deflate their own role, allow
ing the workforce to maintain their 
illusion of independence. It was not 
unusual to overhear a cocktail slur
ping arts executive tearing his 
agency to shreds, insisting that the 
only reason he stayed on was to 
secure what he could for the good 
of the artist. So successful were 
these strategies that most artists 
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refused to see any similarity be
tween cultural production and that 
of industry proper. 

As artists were not hired labour, 
these pundits would argue, and as 
there was no direct relation be-

. tween services performed and 
money paid, nor was there even a 
direct accountability to manage
ment, it hardly constituted an in
dustrial, or even a wage labour 
situation. Although, strictly speak
ing, this was true up until the late 
1980's, these artists predicated 
their position on a clear separation 
of economic and ideological forms 
of control. Fortunately, they failed 
to understand that the develop
ment of productive forms (both 
technically and artistically), have a 
direct bearing both on the ·social 
content and the accessibility of the 
work produced. The freedom of the 
'independent' producer was depen
dent upon their being socially inef
fectual. The strategy of cultural 
poverty in the fine arts was· 
deliberate, until the time when the 
mechanisms of industrial manage
ment were securely in place and a 
fully developed corporate culture 
could emerge unchallenged. To 
claim, as these artists did, that 
those who pull the purse strings 
have no say in what was produced, 
was one of the great deceptions of 
the period. It was a deception that 
prevented the development of ef
fective opposition and preserved 
the finer qualities of aesthetic 
brutality. 

Most of us at the time, and I'm 
the first to admit it, had little 
understanding of the course events 
were taking. But Jade had few illu
sions about the unique sanctity of 
privatized taste and understood 
more profoundly the real centre of 
creative power, especially since it 
was embodied in none other than 
himself. But as with all men of vi
sion, history devours their wisdom. 
For men like Jade, Sniff and Canny 
themselves did not grasp the full 
significance of their own achieve
ments. What ultimately drove 
these men on, however, was a 
greater fear, the nightmare of all 
lean and hungry executives, the 
fear that those they manage might 
organize for themselves and turn 
against them. This accounts for 
both their unique and progressive 
achievements as well as their even
tual dismissal and relegation to the 
dustbin of history. • 
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----EDITORIAL----

Write The Warden 
Censorship assumes many 

forms. The western press par
ticularly loves the minutiae of 
state censorship as practiced by 
Soviet block countries. 

But what about the Odyssey 
Group at Millhaven Maximum 
Security Penitentiary. This group 
of prisoners, all serving long-term 
sentences, produces The Odyssey 
Newsletter The Prisoner's Voice. It 
seems that prison officials decided 
to make things difficult for them 
lately. And in small, arbitrary 
ways, the censorship began. Issues 
of the Newsletter which were sub
mitted for pre-publication clear
ance were returned; clearance 
denied because of "changes de
manded" - a word here, a phrase 
there, nothing major, just picky 
details. Incredible as it seems, at 
one point the Warden suggested 
that he be given space in the 
Newsletter to air his views. The 
prisoners vetoed his request; he 
was informed that he had many 
avenues open for his opinions while 
they had only one - their N~wslet
ter. But by this time, the prison 
printshop was suddenly no longer 

available to print the Newsletter. 
And of course, there's the donated 
typewriter that was returned by 
the prison officials and the desk 
that was given and then taken 
back and so many other petty, 
trivial details, maddening in their 
seemingly random nature but all 
aimed at one end - to disorganize 
and demoralize a critical voice 
within the prison system. 

The latest Newsletter was finally 
printed and mailed, but Odyssey's 
most recent press releases have 
been returned unsent by the Assis
tant Warden of Socialization be
cause the releases hadn't been "ap
proved." Of course, press releases 
date very quickly. No doubt 
Odyssey's latest will be diminished 
in efficacy by the time it gains "ap
proval." But that's part of the 
game. 

One suggestion: subscribe to The 
Prisoner's Voice ($4 for one year, 
six issues, available from Odyssey 
Group, P.O. Box 280, Bath, On
tario KOH lG0) and when your 
next issue seems way overdue, 
write to the Warden and ask him 
what he's been up to. Lisa Steele 

Fuse Goes Monthly! 
Starting with this issue. FUSE 

will appear ten times a year. While 
the number of pages has been 
reduced to 44 pages per issue, over 
a year it will create an extra 80 
pages or a 50 percent increase in 
editorial content. This means that 
(when the initial problems of space 
are solved) we will be able to offer a 
better service in our News and 
Reports sections, as well as offer
ing more timely perspectives and 
analysis in our features section. 

Throughout the summer, 
FUSE's editorial board met often 
to evaluate the strengths and 
weaknesses of pa1;1t issues. From 
these productive discussions we 
hope to build more consistency and 
continuity within all areas of the 
magazine. 

FUSE also has undergone 
graphic repairs. Steven Bock, who 

previously had designed some of 
the feature layouts, has re
designed our monthly format 
which we hope provides increased 
legibility. 

Because we are going monthly 
our subscription rates have been 
raised to $12.00. The newsstand 
price remains fixed at $1.95. Our 
subscription rates have never 
reflected our true production costs 
and they still don't. FUSE has a 
circulation of 10,000 which means 
a high unit cost of 89¢ per copy. 
This means that for every subscrip
tion (including domestic mailing) it 
costs us $10.80 to produce your ten 
issues. So what can we say? We 
hope that you will subscribe, re
subscribe and give gift subscrip
tions to your friends. This is no 
business. This is survival! 

Clive Robertson 
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--------REPORT-------
Reconstruction in Nicaragua 

A year after Somoza's overthrow, the 
FSLN is rebuikling both the economy and the culture. 

BY GEOFF BARNARD 

Post-Revolutionary Nicaragua 

July 19, 1979, brought the FSLN 
to a successful military seizure of 
power in Nicaragua. However, as 
in most Third World· liberation 
wars, the tasks of reconstruction 
have been enormous. The pro
tracted civil war resulted in a flight 
of capital and a systematic 
-destruction of productive 
capabilities by reactionary forces 
within the country. Because 
Somoza had such extensive control 

Managua still looks like a nuclear 
wasteland, and the new revolu
tionary government has inherited 
this chaos. 

Beyond the destruction from the 
earthquake, in the last weeks of the 
civil war, Somoza carried out the 
aerial bombing of his own cities. In 
the final days of the war, his am
munition stocks depleted, Somoza 
chose to drop barrels of gasoline on 
suspected guerilla strongholds in 
urban centres. (The bombing was 
not particularly discriminate, as 
there is documentation of strafed 
non-military targets.) 

The Literacy Campaign 

A pamphlet produced by the Na
tional Commission of Literacy 
(CNA) outlines the principal objec
tives of the literacy campaign: 
• to fulfill the revolutionary obliga
tion to-eradicate illiteracy in all the 
national ·territory, making the first 
step in the humanist transforma
tion of the new Nicaraguan Socie
ty. 
• to collaborate on the plan of the 
National Government of recon
struction in the year 1980: the plan 
of Economic Reactivization, to put 

Aproblemassociales BIENESTAn SOCIAL 
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of industry, transportation, and 
· communications in Nicaragua, he 
was able to seriously cripple the 
economy when he evacuated all li
quid assets just before his over
throw. The present revolutionary 
government has requested foreign 
governments to freeze most of his 
holdings in foreign banks, claiming 
that they belong to the Nicaraguan 
people. 

In addition to the extensive 
rebuilding and reorganisation of 
the economy, another major con
cern was the actual physical 
reconstruction of the cities. The 
earthquake of 1972 did damage to 
three major cities, Leon, Granada 
and particularly the capital 
Managua, which lay on the epicen
tre of the fault. International aid 
for relief served primarily to fur
ther fatten the wallet of Somoza, so 
that eight years later, downtown 
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With the economy devastated 
and the country physically in 
ruins, the new government also fac
ed a cultural backwater, nurtured 
by three centuries of imperialist 
plundering and four decades of the 
Somoza family's , dynasty. Under 
Somoza, there was no Ministry of 
Culture, no Ministry of Social 
Welfare, and an illiteracy rate over 
50 percent. 

A literate population is a presup
position of anyone trying to 
develop and build a social move
ment in Western industrial coun
tries. The impediment presented 
by mass illiteracy to the organiza
tion of a mass-based and mass
informed revolutionary process, in
cluding ah indigenous peoples' 
culture, is enormous. The new 
government recognized the 
primary need for an all-out literacy 
campaign and began to act. 

emphasis on productive tasks, to 
ensure that literacy and production 
are the priorities of the revolution. 
• to incorporate into the revolu
tionary process, by raising political 
consciousness, more than one 
million Nicaraguans involved in 
the literacy campaign. (The im
plication is that political con
sciousness raising is a two way 
street between those teaching and 
those learning to read and write.) 
• to achieve a diverse education for 
young literacy campaign workers, 
informed by their experiences in 
the country with the peasantry. 
• to give the popular masses the 
capacity to make use of the oppor
tunities offered to them by the San
dinista revolution. 
• to give special focus to a literacy 
program in the native tongues of 
the Atlantic coast inhabitants, in 
order to integrate them into the na-
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tion. 
Virtually every literate 

Nicaraguan is involved in the 
"alfabetizacion" campaign. All 
high schools and the university 
have been closed for the campaign, 
in order to free students, teachers 
and professors to participate in the 
process of eliminating illiteracy. 
The literacy campaign has been 
organized into squads, columns 
and brigades. A squad is composed 
of thirty "brigadistas" or 
"alfabetizadores," and a column is 
a grouping of four squads. There 
are six brigades in the campaign, 
eacli assigned to a geographic zone 
of the country, and each bearing 
the name of a revolutionary hero. 
There is a particularly high rate of 
illiteracy amongst the peasantry, 
or "campesinos." Because the 
literacy campaign brigadistas tend 
to have urban and mit 

Cultural Reconstruction 

In light of the enormous pro
blems of economic and political 
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issue of cultural imperialism, the 
concept was stressed that at this 
point in Nicaragua's history, to 
simply throw out American culture 
entirely would create a vacuum 
that could not immediately be fill
ed. Instead, a popular native 
culture would have to be encourag
ed, so that the people themselves 
could create their own culture, and 
consequently judge and discard 
those products of imperialism 
which no longer had relevance, and 
no longer satisfied them. 

This does not mean, however, 

Whereas before the revolution the 
conservatory placed emphasis on 
developing performance musicians, 
the new emphasis is on training 
music teachers. 

The national orchestra, which 
before the revolution was compos
ed largely of American and Euro
pean or European-trained musi
cians, has been reorganized around 
a larger core of Nicaraguans. Pro
fessional musicians in the or
chestra are paid approximately 
$180:00 a month, and students ap
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tion. 
Virtually every literate 

Nicaraguan is involved in the 
"alfabetizacion" campaign. All 
high schools and the university 
have been closed for the campaign, 
in order to free students, teachers 
and professors to participate in the 
process 'of eliminating illiteracy. 
The literacy campaign has been 
organized into squads, columns 
and brigades. A squad is composed 
of thirty "brigadistas" or 
"alfabetizadores," and a column is 
a grouping of four squads. There 
are six brigades in the campaign, 
eacli assigned to a geographic zone 
of the country, and each bearing 
the name of a revolutionary hero. 
There is a particularly high rate of 
illiteracy amongst the peasantry, 
or "campesinos." Because the 
literacy campaign brigadistas tend 
to have urban and middle class 

roots (and thus an education), the 
literacy drive has involved a migra
tion of young people to the coun
tryside. Faced with a subsistence 
existence in a radically different 
environment, there has been a pro
blem of demoralization. To counter 
this, small dance/theater/music 
troupes tour the countryside, per
forming for these brigadistas, in 
order to sustain morale. 

Brigadistas of the literacy cam
paign who are teaching in the coun
try serve a dual role. As well as 
teaching reading and writing, they 
research the flora and fauna of the 
country, gather folk stories and 
songs, do archeological investiga
tions, and retrieve the oral history 
of the Revolutionary war. There 
are, as well, numerous other ways 
in which cultural activity (in
cluding the training of artists), ties 
in with the literacy campaign. 
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Cultural Reconstruction 

In light of the enormous pro
blems of economic and political 
reorganization in Nicaragua, it is 
very encouraging to see an active 
and conscious cultural reconstruc
tion going on. Throughout the 
country, there are about thirty 
"cultural houses." These are the 
homes of former Somozistas that 
were seized spontaneously by the 
people after the military victory of 
July 19. As well, there are eighteen 
"popular cultural centres" which 
were instituted and are directed by 
the Ministry of Culture. The 
Ministry of Culture itself is located 
in Managua, in the former estate of 
General Somoza. 

As previously mentioned, there 
was no Ministry of Culture under 
Somoza. (There was one "cultural 
liaison officer" who had a desk in 

the corner of another ministry.) As 
well, there was no state funding of 
the arts. Accompanying the 
absence of any institutions to en
courage indigenous culture, the in
evitable (and profitable) importa
tion of American culture occurred. 
In conversation with an official at 
the Ministry of Culture on the 
issue of cultural imperialism, the 
concept was stressed that at this 
point in Nicaragua's history, to 
simply throw out American culture 
entirely would create a vacuum 
that could not immediately be fill
ed. Instead, a popular native 
culture would have to be encourag
ed, so that the people themselves 
could create their own culture, and 
consequently judge and discard 
those products of imperialism 
which no longer had relevance, and 
no longer satisfied them. 

This does not mean, however, 

that blatantly reactionary 
"culture" still has a market in 
Nicaragua. The same official said 
that the Nicaraguan Institute of 
Cinema, a depar'tment of the 
Ministry of Culture, would not 
allow The Deer Hunter to be shown 
because it portrayed "a serious 
misrepresentation of U.S. im
perialism's involvement in Viet 
Nam." The Institute is trying to 
displace films from the U.S. by en
couraging the showing of Mexican, 
Venezualen, Cuban, German etc. 
films. The same is true of television 
programming. Although private 
radio stations still exist, all televi
sion is under state control. 

In music, there is activity both 
at the conservatory, and in the area 
of indigenous/folk music. The con
servatory begins to take students 
at ages seven to nine, or about 
grade 3 level. From the age of 

seven to twenty-one, music 
students attend regular school in 
the morning, and study music 
theory and practice at the conser
vatory in the afternoon. (This 
structure will not be implemented, 
however, until the one year literacy 
campaign is completed, and the 
school system has been reopened.) 
Whereas before the revolution the 
conservatory placed emphasis on 
developing performance musicians, 
the new emphasis is on training 
music teachers. 

The national orchestra, which 
before the revolution was compos
ed largely of American and Euro
pean or European-trained musi
cians, has been reorganized around 
a larger core of Nicaraguans. Pro
fessional musicians in the or
chestra are paid approximately 
$180:00 a month, and students ·ap
proximately. $130.00. Since the 
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revolution, the orchestra has 
played only once at the Teatro 
Ruben Dario (the large new concert 
hall in Managua). They do perform 
more, however, in the suburbs, in 
churches, etc. 

Perhaps the best example of the 
flowering of popular music is 
Carlos Mejia Godoy. A singer/
songwriter and guitarist, he has 
written numerous songs around 
the revolution, Nicaragua's future, 
and Central American solidarity. 
He can neither read nor write 
music, and so works in collabora
tion with other musicians who 
transcribe his works onto paper. 
One of his major works is called 
Misa Campesino (peasants mass) 
which is a hybrid ofSpanish,Mos
quito Indian, and Black/English 
Carribean musics. (The Atlantic 
coast of Nicaragua has a large 
Black English-speaking popula
tion.) 

In the visual arts, activity is 
very integrated with the literacy 
campaign. In Managua, there are 
four squadrons of painters (five to 
six students and teachers in each), 
which work at four different loca
tions in the city, each with a group 
of 100 to 150 children. Of several 
popular cultural centres visited in 
Managua, the teaching staffs were 

composed entirely of youths in 
their late teens. There was no in
dication of any overt ideological 
"directing" of the drawing activity 
of the children. As well there was 
not the anticipated profusion of red 
and black, the official colours of the 
FSLN, which are highly visible in 
Nicaraguan society today. Activi
ty seemed to be oriented to 
developing visual awareness. The 
whole situation seemed quite 
typical of primary school drawing 
classes anywhere. 

The flattened rubble which now 
constitutes the main part of 
downtown Managua is slowly be
ing rebuilt. Because of destroyed 
and previously underdeveloped 
productive capacity, in combina
tion with an enormous unemploy
ment rate among skilled trades
people, reconstruction is very 
labour-intensive. Sports facilities, 
and specifically basketball courts, 
seem to dominate reconstruction 
plans. The central part of the city 
is being rebuilt with wide non
vehicular walkways, made of hand 
laid brick. All new construction is 
with earthquake-proof steel rein
forced concrete. 

I was told of discontent in the 
"barrios", the poor suburbs, 
because money was being spent in 

this way when the people didn't 
have enough cooking oil. This 
serves to indicate the pressures 
and dilemmas of the financially 
constrained government: cooking 
oil is a basic necessity, but the 
development of recreational 
facilities is needed to visibly 
substantiate the revolution's pro
mise of a new and better future. 

Today, the consolidation of Nic
aragua's revolution is a tightrope 
walk. Although the U.S.has offici
ally recognized the government of 
the FSLN, there is still fear of a 
U.S.-backed counter-revolution. 
The Sandinista government must 
deal with President Carter's hypo
critical "human rights" condition 
on U.S. aid, considerations that 
never impeded aid to Somoza's 
fascist regime. Nicaragua is anx
ious to avoid the U.S. trade em
bargo that has hindered the suc
cess of Cuba's revolution for the 
last 20 years. 

The great unity of the Nicara
guan people in their fight against 
the tyrant Somoza has put their 
revolution on a solid footing. In the 
face of a host of contradictions, 
typical of those all new revolutions 
must deal with, it will be their own 
optimism and determination that 
will bring its success. • 

--------REPORT--------
Reclaiming the Mermaid 

This Festival of Women Artists pointed to some 
of the problems of a truly world-wide solidarity. 

BY NELL TENHAAF 
An International Festival of 

Women Artists was held in 
Copenhagen, Denmark from July 
14-30, in conjunction with the 
United Nations Mid-Decade World 
Conference for Women. The fem
inist context of this Festival, at
tended by women from approx
imately twelve countries, raised 
the inevitable question of how rele
vant women's art production is to 
the feminist movement and vice
versa. The majority of women par
ticipants represented women art
ists' groups in their countries, 
though several were unaffiliated, 
or were still students. Visual arts, 
literature, dance, music, theatre, 
Nell Tenhaaf is a visual artist and the 
coordinator of Powerhouse Gallery in 
Montreal. 
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and performance art were included. 
Canada was represented by Marion 
Barling of Women in Focus, Van
couver, and myself. 

The usual assumption that in
stitutionalized art has little if 
anything to do with political activi
ty was, at least on the surface, rein
forced here. The art events were 
physically separated from the pol
itical events. The main Festival ac
tivities took place in the Ny 
Carlsberg Glyptotek Museum, a 
bus ride away from the Non-Gov
ernmental Organizations (NGO) 
Forum where a number of events, 
workshops, and unofficial en
counters were taking place daily. 
This "official alternative" to the 
UN Conference had also happened 
in Mexico City in 1975 and seemed 
to be where a lot of the real action 
was going on. Participants in the 

art Festival had access to the NGO 
forum but not to the official UN 
Conference. 

The Glyptotek activities - panel 
discussions, slide/talk presenta
tions, literary readings, music, and 
continuous international slide 
shows - were attended for the 
most part by other Festival par
ticipants and passing tourists. But 
they were supplemented by several 
workshops held at the NGO 
Forum, artists' activities within 
"Vivencia" (Spanish for "an ex
perience that becomes part of life," 
an open-ended program of events 
under the auspices of the Forum), 
plus nightly showings of feminist 
films, some performance and 
theatre presentations. These ac
tivities had a less insular feeling. 

This Festival was essentially an 
American initiative sponsored by 
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~ "Gathering of the Mermaids", Ann Mavor's performance in Copenhagen. 

the New York City based Coalition 
of Women's Art Organizations, 
which represents 95 women artists' 
groups in the U.S. The CW AO was 
organized so that a delegate could 
be sent to represent women artists' 
groups at the 1977 National 
Women's Conference in Houston, 
Texas. In retrospect, this seems 
like a healthy sign of emergence by 
women artists' groups from the co
coon of the gallery system. The 
Houston delegate, Susan Schwalb, 
was the American Proiect Directo:r: 
of the Copenhagen Festival. 

It became apparent through the 
Festival workshops that I attend
ed, and also through visiting some 
European women's art groups, 
that alignment of women's art pro
duction' with a broader feminist 
movement is for the most part 
regionally or nationally determin
ed. It depends on such overlapping 
factors as state involvement in the 
arts, the social climate vis-a-vis 
feminist political activity, the 
historical role of art and the artist 
in the society. Western European 
countries such as Denmark and 
Holland have the most in common 
with North America in this res
pect. Government programs are 
slowly increasing support of their 
activities on both an individual and 
collective level, through cultural 
funding agencies and/or social pro
grams aimed at women. The latter 
usually have as a criteria some ex
tension of programming or produc
tion into the realm of services for 
women, informational or educa
tional in nature, thereby encourag
ing a feminist position. Besides the 
women's art organizations that I 
visited in Copenhagen and Amster
dam, there are apparently such 
spaces in Vienna and West Berlin 
as well. 

The common problems faced by 
women artists were aired in one 
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workshop, and by now they read 
like a well-known litany: isolation, 
economic survival, responsibility 
for childcare, lack of role models, 
etc. But when one of the Danish 
organizers mentioned as a problem 
the lack of use of artists by 
political groups, and another the 
exclusion of women from (pres
umably male-run) artists' groups, 
the uniqueness of each national 
situation seemed like a more useful 
perspective. An artist from 
Cameroon in Central Africa, white 
and obviously foreign-educated, 
spoke about the traditional in
tegration of artists in her country 
into the social order, how they are 
trained through their families and 
are by definition politically involv
ed. They express the life of the peo
ple and are supported by their vil
lage. On learning that women art
ists · in African countries are 
restricted to textile design for 
clothing, how can western artists, 
steeped in the notion of individual, 
personal expression, begin to for
mulate a position of solidarity? 

Though a woman artist from 
Mongolia showed some slides of 
very traditionally-crafted work il
lustrating state ideology, there 
was virtually no Third World rep
resentation in the Festival. Ob
viously, women in developing coun
tries have more pressing problems 
than art production. But the urge 
to establish links with unfamiliar 
cultures is there. Within the of
ficial UN Conference and NGO 
Forum, the craving expressed by 
the western Women's Movement 
for international solidarity was 
consistently thwarted on several 
occasions by political reality. One 
of the more publicized instances 
was the walkout of the PLO and 
African National Congress delega
tions when Egypt's Mrs. Sadat 
rose to address the Conference. In 

one Forum workshop I attended, a 
group of women from six African 
countries expressed their disaffec
tion with western involvement in 
the question of genital mutilation. 
Their message of "hands off our 
issue" to American Fran Hosken, 
author of a report which she des
cribes as "the first comprehensive 
work" on the subject, was met 
with some confusion by those of us 
who consider this a compelling 
issue. If there is to be an interna
tional feminist art, the limits to 
commonality in references and 
traditions have to be taken into ac
count. In the introduction to the 
catalogue of the International 
Feminist Art Exhibition that is 
currently touring Holland (For a 
review of this exhibition, see FUSE 
Vol 4, No. 2, Jan. 1980), the 
" 'traditional creativity' of the 
women among primitive people" is 
described as one source in the 
search for a feminine aesthetic, 
particularly the abstract-geometric 
elements used in decoration. While 
this search has been an important 
development, it's more likely that 
it reinforces a sense of female 
history among western women art
ists than that it provides any 
potential link to Third World 
women artists. 

This catalogue introduction 
raises other questions that were 
present but never really confronted 
at the first International Festival 
of Women Artists: the existence of 
a specifically female visual ;diom, 
or form language, i.e. the formalist 
approach to the issue of feminist 
art; the importance of video, per
formance and other new media in 
expressing feminist ideology; the 
isolation of visual artists from the 
larger feminist support group. 
Without any real overview from 
which to start, and working with 
restricted budgets, the organizers 
of the Festival can't be faulted for 
ending up with a rather haphazard 
product. At this point it can only 
be considered encouraging that the 
subject of art and feminism is com
plex and becoming wider in scope. 
The Danish organizers are plan
ning to develop an international ex
change of the slides that they gath
ered for the Festival, and another 
meeting of women artists is plan
ned for Vienna in 1983. In Canada, 
Festival '81: A Celebration of the 
Arts by, for and about Women is 
being planned for June 1981 in 
London, Ontario. • 
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THE 
STORY 

BEHIND 
ORGANIZED 

ART 
THE NEW MUSEUMS• PAR,T 2 • BY CLIVE ROBERTSON 

Of all the recent recessional lay
offs and shutdowns in Canada, one 
example sheds strong light on the 
disposable value of human labour. 
When two hundred union members 
recently occupied Houdaille Indus
tries, an Ontario auto-parts plant 
due to be closed on October 31st., it 
was reported that 38 of the work
ers had more than thirty years ser
vice with the company. Under a 
collective agreement, those over 55 
with more than thirty years service 
could collect pension benefits of 
$605 per month. One maintenance 
worker would have been eligible 
three months after the plant is due 
to close. He will now have to wait 
until he's 65, ten years later before 
he can get a basic pension of about 
$350. Another employee would 
have been only six days away from 
retirement after working for 34 
years. Bill Newman told the Globe 
and Mail: "We've never had a 
strike since I was hired in 
November, 1948. We gave the com
pany more production and now 
we're given this treatment." 
Houdaille Industries received more 
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than $500,000 from the Federal 
Government three years ago for 
experimental work on a chrome
plated aluminum bumper. 

Houdaille illustrates a failure of 
long-term labour "partnerships", a 
fact that artists, particularly art
ists who work in artists' organiza
tions could and should look at more 
closely. In Canada, the state 
through its various federal, provin
cial and civic funding agencies is 
often the "partner" for such organ
izations. Some of these artist-run 
spaces have already reached the 
first ten years of their service. Dur
ing that period of time the funding 
agencies have themselves grown as 
they have received fresh validation 
from a younger labour force that 
has provided endless educational 
services and almost costless re
search. Some funding agencies, 
notably The Canada Council have 
prudently developed one-to-one re
lationships with these new artists' 
Since 1971, Clive Robertson has 
worked within artist-run organiza
tions as an artist, curator, pub
lisher, producer and director. 

organizations and their representa
tives. And, because the visible art
ist community is small, informal 
negotiations have developed be
tween artists' organizations and 
the funding agencies that could be 
said to be in place of union-manage
ment discussions. Of course there 
have been no real 'contracts'. 
Grants to artists' organizations 
could be seen as 'Public Tenders' -
you make a competitive bid for 
funding and promise maximum 
service. And like all arts organiza
tions this process is repeated 
annually. 

For artists' organizations it is a 
very demeaning process and no 
matter what is presumed, there are 
far too few alternate funding 
sources either from the private, 
business or educational sectors. It 
is essentially a one-company town, 
and you take what you can get. I 
The new cultural 'industry' in 
Canada which is being 'exported' 
to Europe and the U.S. as a shining 
example of state generosity and 
creative invention has largely been 
possible through cheap labour and 
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self-exploitation from within Can- ' plain handles like writer, painter, 
adian artists' organizations.2 musician, sculptor, or dancer. 

In this second of a series of ar- Many artists now call themselves 
ticles on "The New Museum" I in- 'independent producers' which is 
tend to show an evolution that be- another term for "self-employed", 
gan at the end of the Sixties, with stil_l other~ prefer 'cultur~l-worker' 
community artist groups and com- which agam suggests paid laboll;r. 
munity-based social service groups But there has also been a change m 
as an aspect of counter-culture that what artists_ do, an_d whil~ twenty 
developed into a problem for the years ago _this multi-functional_ ro~e 
government in Canada at the be- was considered avant-garde it is 
ginning of the Seventies. This now ordinaire. This 'new' work is 
youth crisis was sedated by heavy not always so new. It is an admix
government make-work funding. ture of older expressions with 
On this wave of 'experimental' pro- (often) new technologies. An artist 
jects many artist-organizations may make video/audio tapes, write, 
were born and as the make-work build props or tools, give public 
programmes dropped, a select performances and lectures, work 
group of artists' organizations both collaboratively and independ
survived with funding from The ently, self-organize exhibits, pub
Canada Council. The new arrange- lications etc.. While all 'new' art
ment as I will attempt to demon- ists don't do all of these things, 
strate was politically weak for many do most of them. As can be 
those organizations from the be- seen many of these functions in
ginning. When an association of volve both distribution as well as 
artists' organizations was formed production which should be re
in 1976 there was an opportunity membered in the following defini
to formulate a common strategy tion of artists' organization. 
and strength based upon the con- So what are artists' organiza
siderable achievements of the in- tions? Like the above broader def
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inition of artist, artists' organiza
tions tend to be multi-functional. 
They are primarily shared produc
tion, display and distribution facili
ties, begun, organized and admin
istered by artists. They could be as 
specialized as a video access cen
tre, a· photo-gallery, a women's co
operative or a film distribution 
centre. 

The major impetus for the 
growth of artists' organizations 
was the failure of those public in
stitutions that had been establish
ed supposedly to "encourage the 
development of the arts". The 
pre-1970 history of artist groups in 
Canada is badly documented. But 
there were a number of such groups 
who set out to replace the function 
of an inadequate public gallery, a 
stagnant art magazine, inaccess
ible funding sources, or to make 
the various (media) tools of produc
tion more available. This move by 
artists who saw the need to 
develop collectively has often been 
described as being necessary 
because the traditional institutions 
were not prepared to accommodate 

0 
34 39 :i::: dividual structures and their con

stituent artists. What was possible 
and what factors prevented the de
velopment of a new· artist-public 
structure that could have perman
ently changed the production and 
distribution of art in Canada? 
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► ARTISTS AND ARTISTS' 
ORGANIZATIONS 

Historically artists, unlike arti
sans, have continually been linked 
with patrons, be it the church, the 
wealthy, or the state. Needless to 
say this historical relationship has 
coloured the social image of the art
ist as a quasi-intellectual bum, a 
perpetual adolescent, an opportun
ist and so on. The patrons and val
idators in turn have over-valued 
and mystified the social role of the 
artist within recent history. Much 
is said, most of it negative, of the 
'privileged' position of the artist 
within society. While this 'privi
lege' could be said to occur in very 
special instances e.g. within instit
utionalized educational structures, 
for the most part artists' labour is 
unprotected. There is no privilege 
in being "self-employed" if that 
term is used to cover-up a state of 
being unemployed/underemployed. 
For many artists the self-descrip
tion 'artist' is so associated with 
historical decay that tney prefer 
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In 1977, 18 artist-run spaces received $412,100 in Canada Council 
funding while 18 public galleries got $1,069,800 for programming alone. 
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"experimental" activities. This 
explanation, while not being entire
ly false, does conveniently omit the 
need for structural and social 
changes. As these artist groups 
developed they discovered that 

.:i::i many of the intermediary func
gs _tions of gallery, critic, museum, art 
~ market magazine, were to put it 
~ simply, "in the wrong hands." Or, 
~ more directly: "It is surprising 
d that so many uninformed and inex-
~ perienced agents (of the arts) can 
~ have so many prejudices and state 
:i::: them with such strong 
u conviction. "3 

► GOVERNMENT MAKE
WORK STIMULUS 

Despite the counter-culture in
spiration of early Seventies artist.s' 
spaces in Canada, much of which 
was idealistic if not bohemian, con
versational if not inarticulate, 
there was still recognition of the 
need for a radical change. This 
challenge did in many cases grow 
into replacement not only of func
tion but also of structure, with art
ists' organizations developing their 
own separate 'alternate' facilities. 
It was also realized that permanent 
access could be created by forming 
an alternate network that was in 
theory quite separated from the es
tablished cultural hierarchy. Of 
course many critical opponents of 
such a movement sat back and 
waited for that thrust to self-instit
utionalize and then proceeded to 
co-opt its purely aesthetic inven
tions into their larger cultural 
'palaces'. 

But artists were merely one part 
of the counter-culture. Concurrent 
with the development of small com
munity-based organizations in the 
early Seventies, the Federal gov
ernment initiated temporary em
ployment programmes: LIP (Local 
Initiatives Projects) and OFY 
(Opportunities for Youth). OFY 
was begun in 1971, to provide jobs 
and "meaningful activities" to 
some of the more than 2.4 million 
university and high school stu
dents who would be out of school 
during the summer. OFY received 
$24. 7 million (of the total package 
of $67.2 million) which was to be 
dispensed to "community-orient
ed" projects initiated by and em
ploying youth. 4 In practice both 
programmes were interchangeable: 
LIP projects ran through the win
ter and could be sustained through 
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The Canada Council's video funding. 

the summer by employing the 
youth (under 25) component of the 
project. A number of existing art
ist groups received their initial 
funding from LIP or OFY and a 
large number of artists' organiza
tions (here meaning alternate 
theatre co-ops, music groups, artist 
spaces, dance groups, etc.) cut their 
administrative teeth on such em
ployment programmes. As Martin 
Loney documents in his essay, "A 
Political Economy of Citizen Parti
cipation",5 "the evaluators of the 
first year of OFY noted that, 'prior 
to 1970 (the government) has been 
forced to the recognition of a varie
ty of potentially critical problems: 
summer employment among stu
dents, youth discontent, transien
cy, alienation and rebelliousness, 
the fear of revolution in Quebec, 
and the sudden increase in the de
mand for action on such issues as 
drugs, pollution, social welfare, 
poverty, discrimination against 
women, Indians, Eskimos and 
Blacks, and the Americanization of 
the culture and the economy'." 
(The federal government was so 
concerned about the volatile state 
of Quebec politics in 1971 that 40 
percent of all OFY funding in the 
first year went to Quebec.) Stu
dents were the target group for 
these programmes that covered a 
wide range of social and cultural 
projects. The priority for OFY, 
Loney states, was not to alleviate 
employment or poverty. As he has 
documented, the real reasons for 
the programmes were neither dis
guised nor hidden: "There is noth
ing startling or even controversial 
in the claim that OFY was in many 
ways no more and no less in its con
ception than an elaborate strategy 
for social control and the incorpor
ation of dissenting youth into the 
great liberal pluralist framework." 

In talking with OFY staff workers 
Loney also confirms that "OFY 
was successful in employing a dis
proportionate number of activist 
youth since they were likely to be 
the ones with the 'good ideas' for 
projects and the initiative to get 
the project organized and funded." 

► MORE POLITICAL 
OPPORTUNITIES? 

To frame artists' organizations 
within their actual political context 
in Canada presents a useful if load
ed juxtaposition. What was the re
lationship between The Canada 
Council's funding at the beginning 
of the Seventies and the federal 
(and provincial) government's con
cerns of a 'youth revolt'? The Can
ada Council repeatedly claims that 
it is at "arms-length" from the 
government, but Brenda Wallace, 
former Arts Officer (responsible for 
public art galleries, museums, and 
artist-run spaces) has admitted: 
" ... my greatest disillusion with the 
Council was to discover that it is 
extremely involved in politics, pol
itics that too often had very little 
to do with the real needs of 
artists. "6 Quebec has been an in
separable aspect of such politics. 
The Canada Council's video pro
gramme chose to fund Video
graphe, Montreal (a pioneer com
munity video access centre) after 
the NFB (National Film Board) 
had supported this progressive 
organization. In fact from 1971-7 
Videographe was the major recip
ient of the new video programme's 
funding for organizations, and the 
sole recipient for the first two 
years. It is notable that the video 
programme developed out of The 
Canada Council's film programme, 
that the NFB in Quebec under the 
Societe Nouvelle programme decid
ed to use video instead of film, and 
that Videographe was a recognized 
centre for social action produc
tions. From the outside much can 
only be speculated. Was The 
Canada Council involved in more 
than just setting up a new pro
gramme? If so, was this used to 
demonstrate that despite The War 
Measures Act (1970) the federal 
government through The Canada 
Council supported cultural diver
gence in Quebec? Coincidentally, or 
not, there was a venue in which to 
get this message across in no less a 
place than France. 

In 1973 at Canada Trajectories, a 
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large Canadian exhibition held at 
the Musee d'Art Moderne, Paris, 
Videographe set-up a free video 
workshop/demonstration: Le Mini
Videographe. "Most French critics 
agreed it was video which had the 
greatest impact," wrote Joan 
Lownes, reporting the event. 7 
Lownes also quotes Le Monde 
critic, Jacques Michel's review: 
"The Canadian government ... even 
runs the risk of liberally subsidis
ing artistic 'research' without be
ing sure of what will be found or 
whether it will actually agree with 
its views. You will be surprised to 
discover an atmosphere of social 
challenge throughout the works. It 
is institutionalized creative chal
lenge ... at public expense." Was 
there - is there - such a "risk". 
Of course not. Once artists' organi
zations switch to government fun
ding and are allowed and encourag
ed to grow and depend upon such 
an economy, pulling the plug, or 
even cutting back can and usually 
will eliminate all such risk.8 The 
control mechanism used is the 
maintenance of marginal status. 

► TO REPLACE OR 
RUN PARALLEL? 

Of less importance, but still 
significant was the transformation 
of some artists' organisations to a 
status of being 'parallel galleries' 
when The Canada Council, also in 
1973, picked up some of the artists' 
project threads from both OFY 
and LIP. The term 'parallel 
galleries' originated from the 
Canada Council. 9 The programme 
for these galleries was initiated by 
then-Arts Officer Philip Fry who 
"foresaw a national network 
developing."10 While there were at 
that time three or four artists' 
spaces requesting funding, by 1976 
this "national network" member
ship had been created by The 
Canada Council. This 'creative' 
tendency further manifested itself 
in 1976 when The Canada Council 
summoned the then 22 artists' 
organisations that were funded 
under the programme to Ottawa to 
form an Association of Parallel 
Galleries. (Such artists' organisa
tions have many self-terms: ar
tists' space, artist-run centre; alter
nate space, multi-disciplinary cen
tre.) The drawbacks of accepting 
the definition of parallel galleries 
become clearly apparent: it im
mediately defused the notion of 
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Directory from Video Inn, Vancouver. 
replacement. Chantal Pontbriand, 
editor of Parachute (a bi-lingual 
contemporary art magazine) and a 
former member of Vehicule, Mon
treal says: "Parallel galleries ex
posed the importance of ephemeral 
art but because of their marginal 
status they haven't been able to 
validate such work to the level that 
more durable institutions can ... all 
we seem to be able to do now is 
keep the traditional large institu
tions going and they can hardly be 
said to be even absorbing new 
roles."11 

The artist-run galleries since 
1973 have, as one part of their 
function, curated and displayed or 
presented over a thousand exhibits 
and an equal number of combined 
music, dance and literary perfor
mances. In 1977 alone 17 centres 
held 222 exhibitions/installations, 
280 music concerts/events, 115 art 
performances/actions, 101 dance 
performances, 150 video workshop 
productions, 82 original video pro
ductions, 19 artists-in-residence, 
plus 7 regular publications and 64 
lectures.12 In that year 18 artist
run centers (parallel galleries) 
received a total of $412,100 an 
average of $22,894.00 per space. 
This money included salaries, fees 
to artists, exhibit costs, rent and 
other overheads. This money came 
from the Canada Council's Pro
gramme of Assistance to Art 
Galleries & Artist-Run Spaces. In 
the same year, 18 public galleries 
received $1,069,800, an average of 
$72,316 per gallery. Unlike the 
artist-run spaces these funds were 
only for programming, that is ex
hibit costs. And it is probably no 
exaggeration to suggest that all 18 
of those public galleries combined 
did not provide the same amount of 
original programming as the most 
productive of the artist-run cen-

tres. The artists know this and so 
do the funding agencies and yet the 
disparity has remained the same 
over the last five years. The artist
space funding from The Canada 
Council has increased 53 percent 
from $330,400 in 1975 to $506,000 
m 1980, whereas the public 
galleries funding has increased 
37.5 percent from $1,126,400 in 
1975 to $1,637,600 iIJ. 1980.13 They 
are indeed running parallel with a 
three-to-one ratio in favour of the 
unproductive public galleries. As 
we will see later this abundance of 
programming and underfunding 
places the artists who work with 
and in these organisations in a con
tinual position of labour exploita
tion, and potential collapse. 

► ANNPAC: FALLING AT 
THE STARTING GATE 

In 1976 (at the Ottawa meeting 
convened by The Canada Council) 
when ANNP AC (Association of 
National Non-Profit Artist Cen
tres) was formed, most of the for
mative aesthetic directions had 
gelled.Video, performance, ex
perimental music, alternate pub
lishing were the still-devefoping 
but well established focii. What 
was left to do in 1976 was to 
develop the social structure, the in
dependent production capability, 
the educational programmes, and 
most important - the develop
ment of a common strategy that 
would necessitate the political re
structuring of funding policies and 
programmes. The accomplishment 
of replacing traditional structures 
and functions has not been suffi
ciently used by ANNP AC as an 
argument for ongoing funding. In
stead weaker and more spurious 
arguments have evolved such as: 
ANNPAC's "Living Museums" 
Proposal14; the potential expor
tability of new Canadian art; and 
government use of artists' 
technological works as an il-

. lustrative tool to demystify new 
technologies to the public! In other 
words instead of sticking to basic 
economic issues which were vir
tually uncontestable, ANNP AC, 
with encouragement, began to 
drift. 

► ANNPAC: THE 
COMMON LINKS 

The formation of ANNPAC in
itially was of equal convenience for 
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both artist-run spaces and The 
Canada Council. For the Council it 
streamlined administrative tasks, 
and established a certain amount 
of funding competition where 
before, little (if any) had existed, by 
intrqducing smaller regional 
spaces to their larger urban 

rn counterparts. For ANNP AC, pro
Ji gramme exchange became more 
8 feasible encouraged by the in
'3 troduction of Parallelogramme, a 
~ monthly programme news publica
;,; tion. The publication is the only 
~ common link that ties all of ANN
"§. PAC's 34 member organisations 

together. ANNPAC has one annual 
general meeting a year and a 
number of regional meetings and 
yet regions do not define substan
tial similarities between these 
various artists' organisations. AN
NPAC's members could be divided 
into four groupings. The first 
would include organisations like 
Niagara Artists Association, St. 
Catherine's; Photographer's 
Gallery, Saskatoon; and Latitude 
53, Edmonton who each maintain 
strong regional support for their 
artists. A second grouping would 
include Ed Video, Guelph; Women 
in Focus, Vancouver; Powerhouse, 
Montreal; and Direct Media 
Association, Port Washington who 
share specialised functional 
strengths. A third group might in
clude Artspace, Peterborough; 
S.A.W. Gallery, Ottawa; Eye Level 
Gallery, Halifax; and Off-Centre 
Centre, Calgary, who with a 
regional base have altered their 
programming as input from ANN
p AC and elsewhere has become 
available. The fourth group is more 
definite, and is the power base 
within ANNPAC. This core group 
was self-established on a mandate 
of both size and seniority. 

► ANNPAC: THE CORE 
A Space, Toronto; The Western 

Front, Vancouver; Video Inn, Van
couver; The Music Gallery, Toron
to, and Art Metropole, Toronto 
maintain perhaps the closest rela
tionships with The Canada Coun
cil. A Space, The Western Front, 
The Video Inn and Art Metropole 
command this position within AN
NP AC (although Art Metropole 
has only had peripheral involve
ment) because of the size of their 
'constituencies,' their age, but also 
as a result of their past or present 
productivity. A Space began in 
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Al Mattes, ANNP AC spokesperson. 

1970, The Western Front in 1973 
(many of its artist-directors have 
been active in earlier artist groups 
since the late Sixties), The Video 
Inn in 1972, and Art Metropole, 
197 4 (again its artist-directors 
have a longer group history). 
Though the Music Gallery only 
opened in 1976 it has been a pro
ductive and loud voice for ex
perimental music. The Music 
Gallery's Allan Mattes is the cur
rent ANNP AC spokesperson. 
Apart from Mattes the other two 
most consistent representatives 
for ANNP AC have been Glenn 
Lewis, The Western Front and Vic
tor Coleman, formerly of A Space. 
Lewis has written "The Value of 
Parallel Galleries. "15 Coleman has 
prepared two reports: "A Brief 
Concerning The Status of Parallel 
Galleries, Interdisciplinary Artist 
Centres and the Role of Individual 
Artists in the Management of their 
Art" (197?) and "The Living 
Museums Report" (1979). 

► OTTAWA: NO 
ROOM FOR REFORM 

ANNPAC has used three major 
strategies in dealing with The 
Canada Council and other funding 
agencies which in turn the artist
centres themselves also employ. 
The first is co-habitation, a tactic 
based on the premise that friends 
don't hurt each other. The second 
method is confrontation - in this 
case largely based upon personal 
aggression rather than political 
strategy. The third is based upon 
statistical lobbying. Lewis tends to 
choose the first, Coleman the se
cond and Mattes the third. Which 
is not to say that each separately 
or that a combination of any have 
not produced results in the past. 
But now the federal government is 
not giving increased funding to 

The Canada Council which means 
that the Council is working with 
frozen budgets. Since The Canada 
Council itself has proved that it 
cannot reform its existing pro
grammes - it can only create new 
programmes (as it has done in the 
past) - presently it has no room to 
proceed. Rather than reform its 
Assistance to Galleries and 
Museums Programme the Council 
introduced an additional section 
for Parallel Galleries. Rather than 
overhaul its Music, Theatre, 
Publishing, Film and Dance Sec
tions it first introduced an Ex
plorations Programme (which in
cluded Heritage projects) and then 
an Interdisciplinary Section. Most 
of The Canada Council's amended 
programmes which were made to 
accommodate both.cultural growth 
and change are mere stop-gap 
measures. To suggest that further 
support must come from the 
private sector (which in effect 
means more donated artist labour) 
or from the corporate sector (which 
refuses to risk its public reputa
tion) is highly impractical. And 
though there have been a few ex
ception, the provinces act as if a 
national culture (that is beyond 
regional) is in the federal jurisdic
tion. 

► ANNPAC'S PAPER PARADE 
Since 1976 all of the funding 

agencies that have dealt with AN
NP AC have profited more from the 
Association than the individual 
artist-spaces have gained in service 
from the funding agencies. And the 
more research studies that ANN
p AC provides the more that im
balance will grow. Such studies 
serve to extend the 'make-work' 
ethic with short-term advantages 
of providing several salaries. Sure
ly ANNPAC can look around at 
other similar Canadian associa
tions and see that few major issues 
have been won to support in
digenous culture and so much 
federal lobby money (provided by 
the government for the purposes of 
lobbying the government) has been 
squandered that is badly needed 
for simple day-to-day production 
operations? 

Al Mattes believes that some of 
these problems could be solved if 
and when the federal government 
formulates a cultural policy. He ad
mits that "ANNPAC's victories 
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have been small, but they are 
nonetheless victories." Currently 
ANNP AC is conducting what Mat
·tes terms "a data base for long 
term use; if you are going to deal 
with the government you need to 
define ground zero. "16 ANNPAC is 
working on five research projects. 
The first was a Toronto study to 
research the economic effects of 
the artist organisations on Queen 
St.W. "We don't just take money, 
we generate a lot of money," Mat
tes says quoting StatsCan who has 
documented that every dollar that 
is given for cultural funding is re
used ten times. Historical models 
such as Greenwich Village; Gas
town, Vancouver; Old Montreal 
were looked at. Of course such re
development doesn't assist the ar
tist community (except for artists 
who become landlords) as the real 
estate prices soar and the artists 
are then forced to re-locate. 
Another study sponsored by the 
Ontario Arts Council, who is ap
parently looking towards setting 
up a Parallel Gallery Programme of 
its own, researches the "ideal" 
artist-run centre. What does an 
artist-run center cost for staff, fees, 
programming? how much program
ming? what audience statistics 
could be expected? are some of the 
questions. Mattes says there are 
sixteen artist-run centres in On
tario. The Ontario Arts Council is 
using ANNPAC to document a de
mand that they know already ex
ists. Again the transfer of a 
bureaucracy from, in this case a 
large administrative complex (The 
Ontario Arts Council) to a small 
association is in itself an arrogant 
move. It points clearly to the fact 
that artist-run organisations 
(whether in publishing, video, or 
project programming) service The 
Ontario Arts Council, which is a 
dexterous piece of role switching. 
ANNPAC's other projects include 
a Standard Video Fee Contract and 
a Performance catalogue that is be
ing prepared as a tool for both ar
tists and programmers. Perhaps 
the only study which is of direct 
use for ANNPAC is a research pro
ject on provincial funding policies. 
The thirty-five page bi-lingual 
questionaire will provide com
parative statistics and could pro
vide a better base for artists' 
organisations who are currently be
ing visibly ignored by their provin
cial funding agencies. 

AA Bronson, Manager of Art 
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AA Bronson, Art Metropole/ A Space. 

Metropole (and Chairman of the 
Board of Directors of A Space) 
finds ANNPAC "a bit of a 
mystery." He concedes that "for 
the less sophisticated spaces it 
gives them a chance to mingle at 
the meetings and find out what 
everyone's doing, find out how peo
ple do things and learn from other 
people's experience.'' 17 Many of 
the spaces who perform that 
'mingling' role have been annoyed 
with ANNPAC's avoidance of 
ideological debates, and, as impor
tantly the lack of defence that the 
Association provides for its 
members. The organisations that 
are not in large urban centres have 
less power and are accordingly 
mistreated by The Canada Coun
cil. There are numerous instances 
of this continuing practice and one 
illustration should suffice. Brian 
McN evin recently left the Centre 
for Art Tapes in Halifax. McN evin 
suggests that what ANNP AC cur
rently defines as a 'network' is no 
more than a promotional device, 
and that the Association is a ten
tative formation where the rule 
still is 'survival of the fittest.'18 
McNevin has spent two years run
ning Art Tapes on a budget of 
$14,000 a year. His administrative 
salary of $7,000 (curator, book
keeper, maintainance man) will 
now be split among three persons 
(the requested budget for Art 
Tapes was $31,000). It was a video 
centre that operated without any 
equipment. The equipment it need
ed was loaned for two years by 
Video Theatre, Halifax. Both 
organisations had different man
dates but maintained a good work
ing relationship. Recently Video 
Theatre experienced an internal 
crisis - a condition common in ar
tists' organisations where labour 
demands are high, and wages 
(where they exist) are low. The 

Canada Council, according to 
McNevin, took 25 percent of funds 
allocated for Video Theatre and 
transferred them to Art Tapes so 
increasing Art Tapes' grant to 
$24,000. Though the gesture could 
have promoted competition and 
split the video community in 
Halifax, both Video Theatre and 
Art Tapes are determined to pre
vent such a move from creating its 
effect.19 

AA Bronson from his vantage 
point at Art Metropole and A 
Space feels far more secure. He 
says: "The government's been real
ly crucial in its support of the arts 
in the last ten years, but my feeling 
right now is that they are not 
crucial for the next ten years. 
They've laid a groundwork and 
hopefully they'll continue to pro
vide the funding that keeps the 
groundwork solid, but the next 
transformation whatever it is has 
to be generated in some other way 
and at our initiative. "20 Art 
Metropole, a specialised artists 
space, is unique within ANNP AC 
in that it has its own tangible 
economic base with last year's 
sales of $30,000 in books and 
$30,000 in rentals and sales of 
videotapes. 

► SO WHO REALLY PAYS? 
Up to this point I have ignored 

the inherent contradiction of state 
funding for the arts. The common 
impression would be that it is both 
naive and foolish to complain 
about the inadequacies of such a 
situation which is after all under 
state control. This view of funding 
implies that the artists and their 
self-run organisations are passive 
charities. However the actual 
economic function of State funding 
(How does it economically benefit 
the state?) should be briefly looked 
at. So must the value of artist 
labour and the serious desire for 
self-government. 

As Victor Coleman outlined in 
his report: "Artist Fees ... Currently 
the artist absorbs all the produc
tion and exhibition expenses incur
red in the mounting of a visual arts 
exhibition or in the production of 
performance pieces. The artist 
must pay out of pocket expenses: 
material costs, transportation and 
shipping costs, studio rental and in 
some cases even gallery rental. It 
seems unacceptable for the artist 
to live on an income far below the 
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poverty line, while the pressures 
from the arts agencies is for more 
professionalism, higher public accep
tance, media recognition and the 
like. We live in a very expensive 
culture. Baseball and hockey are 

~ multi-billion dollar operations. The 
i1 art bureaucracy on the other hand, 
< is secure, even comfortable. No 
~ 
.£ amount of academic training or ex-
;§ perience will afford the artist his 
C) success - he must work con
~ sistently, unhindered, at his com
-g_ mitted task; and he must produce 

works of art that will receive 
recognition from the purveyors of 
official culture - and he must con
sistently do it on a shoe-string. "21 
While I don't doubt Coleman's 
emotional argument he knows as 
well as I do that artists' organisa
tions often stimulate massive pro
gramming by using unpaid artist 
labour. A Space, which Coleman 
directed, has been notorious for 
building its programmes and its 
somewhat overblown reputation on 
the same promises of validation 
common to larger public institu
tions. Though A Space dramatical
ly changed hands (see Center
fold/Fuse, Fall, 1978) the current 
administration still has not 
prevented artist-labour abuse. 

►AND WHO REALLY GAINS? 
In a brilliant but numbing essay: 

"Art and accumulation: the Cana
dian state and the business of 
art"22 Robin Endres points out 
who benefits from state financing 
of the arts. Not only do we learn 
that the state benefits from direct 
and indirect taxation, direct and in
direct accumulation, but also that 
board members of large performing 
arts organisations have access to 
economic advantages. ''Members 
of boards of museums and galleries 
are able to profit even more direct
ly ... they can influence acquisitions 
in such a way as to increase the 
value of their own collections ... they 
can purchase art works cheaply; 
and by making donations of their 
own collections they can pass .the 
sometimes very high costs of in
surance and upkeep on to the tax
payer." Endres reverses the 
economic weapon that is normally 
used to defame artists by stating: 
"the artists themselves are the real 
subsidizers of art in this country," 
followed by "the public as excluded 
audience is also the real subsidizer 
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Robin Collyer, artist and curator. 
of the arts." (emphasis in original). 

In a commissioned independent 
study on A Space made by ten 
Toronto artists (published June 16, 
1978) the following appears in their 
report to the Board of Directors. 
"Future Administration: ... A com
mon problem of grant-supported 
systems is a tendency towards pro
gramming overkill in an attempt to 
justify the spending of public 
money. The situation is intensified 
when the funding is for programm
ing and more programming and 
not for programmers." 

The following account should 
again, by illustration, emphasise 
one specific aspect of the labour 
problem as it exists within artist
run centres. A Space is run by a 
board of directors, all but one of 
whom are artists. It has two full
time paid staff both of whom are 
not artists, both were hired as pro
fessional administrators. The 
senior staff member is Peggy Gale, 
who in the past has worked for the 
Art Gallery of Ontario; the nascent 
Video Section of The Canada Coun
cil and was the Video Director of 
Art Metropole before moving to 
become the Administrative Direc
tor of A Space. This year there 
have been three major production 
projects guest-curated by artists. 
Television by Artists, curated and 
produced by John Watt. Radio By 
Artists, curated and produced by 
Ian Murray, and 222 an installa
tion, performance and video 
festival curated and produced by 
Robin Collyer. The first two pro
jects have an extended function; 
their producers not only worked on 
the series but also have to 
establish distribution by getting 
each series on the air - a feat that 
is difficult in itself for independant 
programming. Murray's fee from 
A Space was $1,000 for eighteen 
months work. Watt's fee was also 
$1,000 for an unfinished twelve 
months work. Robin Collyer work-

ed daily on his project for six 
months and was paid $2,000. All 
three have voiced dissatisfaction 
with A Space's current staff, 
Peggy Gale and Jane Purdue. Gale 
is a frequent traveller on the inter
national art circuit and while A 
Space's domestic programming re
mained understaffed, Gale has oc
cupied her time largely organising 
two prestigous projects. The first 
is a north American visit by five 
German performance artists who 
will be working at A Space as well 
as visiting nine other institutions. 
(Apparently Ms. Gale is the overall 
co-ordinator.) The other pro
gramme is an exhibition of Gerry 
Schum tapes. 

John Watt submitted his objec
tions to A Space in writing, many 
of which have yet to be resolved. 
Robin Collyer is equally vocal: 
''They have stamped .these (artist
curated) programmes without any 
clear idea of what it means in terms 
of a further commitment on their 
part. If you 're going to do a Radio 
Show or a TV Show whatever, 
there are more administrative com
plexities than just hanging an ex
hibition .. .it's really a learning pro
cess in this case for A Space's 
employees because they don't seem 
to know what it entails. If they're 
not willing to do the amount of 
work that's needed maybe they 
shouldn't do them - they just 
can't expect artists to keep putting 
out so much. The 222 Warehouse 
show probably cost me $2-3,000, 
stuff that comes out of your 
pocket: meals on the job, gas, 
transportation, maintenance, 
etc ... Between Ian Murray, John 
Watt and myself there was pro
bably $10,000 that came directly 
out of our pockets. The irony is 
that A Space originally didn't have 
to give a cent to the project (it was 
sponsored by Harbourfront and 
Art Toronto '80) - it does now 
because it went over budget. The 
show in aftermath reads 'A Space' 
rather than Harbourfront/Art 
Toronto and I did the majority of 
the work."23 Collyer's problems ex
isted beyond A Space. He created a 
successful event despite being 
undermined both by Harbourfront 
and Art Toronto '80, a situation 
that should have been dealt with 
by the A Space administrative 
staff and not by the guest artist
curator. 

AA Bronson defends A Space's 
staff claiming that "all three of 
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them (the artist curators) were 
pretty hazy as to what was really 
going to happen - how many 
hours, what were the possible pro
blems. What was originally fore
seen as the administrative part 
was also much smaller because it 

:§ was not understood by either the 
o administration or the curators that 

C) 
Q) the projects were going to be as big 
~ as they ended up being. "24 The 
~ reasons that Bronson gives as to 
e> why the professional staff could 
"3. not cope with these three program-

mes is very reminiscent of the 
arguments used to defend large in
stitutional galleries which the 
artist-run spaces were supposed to 
replace! John Watt had said 
earlier: "They knew that they were 
doing this programme (Television 
by Artists) eighteen months ago. 
Right in my original proposal it 
states that on completion of the 
tapes they were to be distributed 
as TV broadcasts. It stated the 
percentages for the artist (65 Per
cent), the distributor (20 percent), 
the producer (10 percent) and A 
Space (5 percent)."25Watt's budget 
was $4800 to commission six artist 
-video programmes to be made for 
television. The artists received 
$225 for the production cost and a 
$250 fee. The artists had complete 
copyright on the work for closed-

John Watt produced TV By Artists. 

circuit use. Watt's estimate of the 
actual cost (labour, production, 
etc.) is $30,000 which amounts to a 
$25,000 donation to A Space. 

Collyer says after the experience: 

exploited artists' labour, we cannot 
afford to accept such a defeated 
and reversible position. Equally it 
must be said that those organisa
tions involved in collective produc
tion are the only models that effec
tively meet the needs of artists. 
Galleries, as a structure for 
distribution and public engage
ment, are not only anachronistic 
social models; they are unnec
cesary superstructures. This ap
plies as much to galleries run by ar
tists as it does to those that exist 
as public institutions. 

To fully answer the question who 
really gains, one could say that the 
state accrues validation through 
the mechanism provided by the fin
ding agencies and so the artist-run 
spaces involuntarily have joined 
the long chain of cultural organisa
tions that form the 'ornamentation 
of power.' ANNP AC must unders
tand that there are inherent class 
and capital barriers between 
themselves and their public fun
ding, and insist on better service, 
from their government, for their 
legitimate economic demands. 

"As artists we know that this pro
gramming should happen, the ma
jority of larger public galleries 
won't rise to the occasion and spon
sor programmes of this type." The 
illustration of how a large artist
run space like A Space works, sug
gests that professional ad
ministrators may be suitable for 
the funding image (A Space has a 
budget of $120,000) but less adap
table when challenged by- the ac
tual work to be done. 

Lastly, I must admit that it is 
easier for me to construct this 
analysis in retrospect than it was 
five years ago when such an over
view would have been of substan
tial use. • 

While it is true that through the 
process of institutionalization ar
tists' organisations can and have 

Footnotes 
1. There are perennial examples of artist-organisations be

ing underfunded. More importantly there are no work
able mechanisms for appeals. 

2. While not drawing attention away from individual ar· 
tists, the activities of video and performance have taker.. 
place within communities often centering around ar
tists organisations for the technical (or polemical) ser· 
vices that have been available. 

3. This anonymous comment was specifically directed at 
the arts administration at the Ontario Arts Council. 

4. From Martin Loney's "A Political Economy of Citizen 
Participation" an essay published in The Canadian 
State: Political Economy and Political Power, edited by 
Leo. Panitch, University of Toronto Press, 1977. This 
book is invaluable for a more thorough political analysis 
of the Canadian state, its economic, employment and 
cultural strategies. 

5. ibid p. 460. 
6. "Brenda Wallace on Parallel Galleries" interview by 

France Morin, Parachute, Montreal, No. 13, Winter 
1978, p. 51. 

7. "The Canadian Presence in Paris," Joan Lownes, art
scanada, October 1973, p. 78. 

8. Cut-backs here mean 'underfunding' as well as 
eliminating grants. Underfunding creates a continual 
focus, leaving little time for 'subversities.' 

9. "The Value of Parallel Galleries," Glenn Lewis. 
Parallelogramme Vol. 3 No. 2, February 1978. 

10.see footnote 6. 
11.Interview with Chantal Pontbriand, August 5th 1980. 
12.see footnote 9. 
13.I have not included $56,000 here from The Video Sec-
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tion for artist-run centres (1980) as there already is such 
a disparity between the public galleries funding only be
ing for programming while the artist-run centres fun
ding also has to cover operations. 

14. The Living Museums project includes a network of 
computer terminals to connect each space to assist 
administration and programming. This development is 
premature considering that funds have yet to be found 
to actually pay for the programming. "The Living 
Museums" proposal is pro!Jably the best example of 
how off-track ANNP AC is in terms of basic economic 
demands. 

15.see footnote 9. 
16.Interview with Allan Mattes, August 7th 1980. 
17.Interview with AA Bronson, August 13th 1980. 
18.I do here mean ANNPAC. Within cities where there is 

more than one member gallery there are many attempts 
to co-operate and avoid the implicit competitive sur
vival instinct. 

19.Conversation with Brian McNevin, August 10th, 1980. 
20.see footnote 17. 
21. "A Brief Concerning The Status of Parallel Galleries, 

Interdisciplinary Artist Centres and The Role of Indi
vidual Artists in the Management of their Art," Victor 
Coleman (197?). 

22. "Art and accumulation: the Canadian state and the 
business of art," Robin Endres. Essay appears in The 
Canadian State: Political Economy and Political Power, 
ed. Leo Panitch. University of Toronto Press, 1977. 

23,Interview with Robin Collyer, August 11 1980. 
24.see footnote 17. 
25.Interview with John Watt, August 13 1980. 
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An Interoiew with John Hanson 

Northern Lights is set in North Dakota in 1915. 
The action takes place in a country mostly populated 
by Norwegian-speaking farmers. Wheat is the crop 
and the small farms are subject to large Eastern
owned corporations which control the banks, railway 
and grain trade on which the farmers rely. In this 
bleak landscape live Ray Sorenson, a young farmer, 
John, his brother, and Inga Olsness, the farm woman 
Ray is about to marry. The couple's plans are thwart
ed when Inga's father falls into debt after an early 
blizzard ruins his crop and his farm is foreclosed. In
ga is then forced to move away. Searching for a way 
to resist the corporations Ray, at first reluctantly, 
starts organizing for the budding Nonpartisan 
League, a farmer-based, political movement. Though 
Inga is also active in the League, the two are pushed 
apart by distance and 'Ray's increased devotion of 
time to the League. Afte'~many arguments, Ray con
vinces his sceptical brot er to join in the fight for 
both their dignity and th ir land. 

Northern Lights was produced by Cine Manifest, a 
San Francisco based group devoted to making politi
cally progressive films. Northern Lights achieved 
world recognition when it won the 1979 Golden Palm 
award at Cannes for Best First Feature. The film 
costs a mere $300,000 and took four years from the 
initial conception to its world premiere in the North 
Dakota town of Crosby. The movie was directed by 
John Hanson and Rob Nilsson, two filmmakers with 
roots in North Dakota: Hanson's grandfather was a 
League organizer and Nilsson's grandfather was 
North Dakota's first filmmaker. I talked with John 

Richard Fung lives in Toronto. He is a member 
of the collective of the Asianadian Resource 
Workshop. 
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BY RICHMD FUNG 
Hanson in June, just before the Canadian premiere of 
Northern Lights in Toronto. (The following edited 
transcript was prepared by the author from the nine
ty minute interview.) 
Richard Fung: What do you feel about the Non
Partisan League? 
John Hanson: My perspective on the League is that 
it was a necessary reform movement that for a while 
did some crucial things to help farmers. Some of the 
laws they passed, like that preventing large corpora
tions from farming in North Dakota are still in the 
books. It's kept agra-business out there. But the 
League really didn't get at the real systemic 
problem ... a lot of band-aids. Ultimately I think it 
gave the farmers some hope. This is partly from talk
ing to my grandfather who was a member of the 
League. It gave them a sense of power for the first 
time. 
RF:What happened to the League and the people who 
were in it? What did they move on to? 
JH: We.11 the League was the victim of three different 
things: one was internal dissention. Another was red 
baiting during the first world war. League organizers 
were tarred and feathered and hung in effigy, the 
whole thing. The third thing, which is the most iron
ic, was the League believed that if a constituency 
elected someone to office they had the right to recall 
them. So they initiated something called the "Recall 
Election." If you got enough signatures on a petition 
you could hold a special election and recall the people 
in power. You didn't have to wait till the next go
around. So in 1921 there was a recall. They held pow
er for six years. They were recalled and they fell 
apart. In the Thirties it was revived in a little dif
ferent form and the Non-Partisan League stayed on 
as an entity until 1956 when it merged with the 
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Democratic Party. It also formed the basis for the 
Farmer L.abour Party in Minnesota which emerged in 
the Thirties. This finally became in the late Thirties 
the personal, political machine of Hubert Humphrey. 
So the League had a long life and it influenced mid
Western politics through all those Plains States. 
RF:Did the making of the film lead to a discussion of 
the way you saw the League and the way the farmers 
thought of it? 
JH: Yes it did and it brought out the old feuds and the 
way people were looking at their problems today. 
There was a lot of discussion. After a hard day of 
filming we'd end up in a bar or a farmhouse drinking 
together and we'd inevitably get into discussion 
about the problems of farming and the economy. 
That was what was on their minds. We would never 
·sit around and talk about the old days or something. 
We would always end up talking about "what's going 
on here and what are we going to do about it?" 
RF:What's the political climate in North Dakota 
now? 
JH: In general it's like the rest of the country. It's 
turning toward conservatism yet there're a lot of 
unhappy farmers, losing their farms and having a hell 
of a time keeping up because there's a drought in 
North Dakota now and the price of Durham wheat 
which is what they grow there is very high. But they 
have no crop. And the crop they stored from last year 
they've had to get loans on at three dollars a bushel 
or something and they're now selling at $6.50. 
They're screwed! The climate now is desperate. 
RF: How did the farmers like the film? Did they feel 
it portrayed a part of their his_tory that they lost? 
JH: Some did but it was more that they felt that we 
had told the truth about them. Once the film started 
that first night, there was this incredible attention by 
all the people in the theatre and there was standing 
room only in this town of 1,800 people. They came 
out of it and they were crying, they were laughing. 
They were feeling good about the experience, and 
after the film was over they rose up as a mass and 
gave a standing ovation to the film for five minutes 
straight. We were all in tears. It was a wonderful 
thing. 
JH: What sort of participation did the farmers have 
in the making of Northern Lights? A lot of the cast 
were farmers weren't they? 
JH: Yes there were only three actors, Ray, Inga and 
John. We went out there with an idea about the film 
and the script. After meeting the farmers they im
mediately embraced us. It was winter time and they 
didn't have much to do anyway. Half the characters 
in the film were introduced to us because of those 
original farmers we lived with. As time went on 
farmers would stand next to us as we were filming a 
scene and they'd say things like "You sure you've got 
this covered in close up?" ... To say nothing of their 
ability to just sit down and play a role in front of the 
camera in a completely naturalistic way ... absolutely 
unselfconscious. I can't describe how crucial this was 
for the film. 
RF: Yes I could sense that they were playing 
themselves. 
JH: All the lines were scripted. We improvised in the 
rehearsal periods but when it came time to shoot the 
cene everybody knew what they had to say. To me 
it's a testimony to their security about who they are. 
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RF: Is there any sort of revival of interest in the 
League? 
JH: Last summer there were meetings around the 
state to try to revive the League as a third party. The 
problem is there is no real focus now in the American 
agrarian movement. When it comes to local control 
farmers have no power because they're not taking 
any stands. To me farmers have to band together to 
take economic control before they take political con
trol. But not enough farmers participated so they 
didn't have enough bushels of grain to have any 
leverage. 

You see the problem is that the small farmer is 
still an independent cuss. He does not want to join 
with the other farmers to create collectives or com
munes or things that can in fact compete with the large 
corporations. He wants to hang on to his own in-

dependence. He's going to die with that independence. 
Not only that but he's probably going to vote for 
Reagan. I'm very frustrated with dealing with those 
contradictions. Every time you talk to somebody; 
wonderful people, rooted in the earth, love the land, 
want to grow crops and they're the most conservative 
people, racist people. you know? Aaaah ... 
RF: Did you intend this film to somehow deal. with 
these contradictions for the audience, for the farmers 
looking at it? 
JH: Yes. The way we tried to do that was to make the 
characters in the film real. Our intention was not to try 
to lead people by the hand to a different behaviour but 
to confront them with the contradictions in their be
haviour with alternatives. 
RF: It seemed to me that you were trying to say' 
something about how interpersonal relationships are 
set in an historical context and an economic one. Inga 1 
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ter with an emerging consciousness. It wasn't simple 
in those days. The League gave women the right to 
vote before the rest of the country in 1917. Yet at the 
time the film was set (1915-1916) there wasn't a tradi
tion to build on and a lot of the men were treating women 
like ''you stay home and take care of the kids, I'm go
ing to be gone for a week organizing." 
RF: Wouldn't there be a situation, especially among 
poor farmers, where women would be able to partici
pate more in actually putting bread on the table and 
therefore have more power? 

felt herself powerless but she also knew she had to do 
something. What kind of discussion went into develop
ing Inga's personality? 

JH: It was not necessarily that they had more power. 
They were expected to milk the cows and help with 
the thrashing but they were also expected to cook and 
take care of the kids. So they had no more power be
cause they were doing any of these things, except 
when the husband was a weakling or an asshole or 
dead. My grandmother was a very strong woman but 
she was completely under the thumb of my grand
father. What he said went. But when there was a 
problem she solved it and she accepted that kind of 
dichotomy. There wasn't then for most farm women 
the kind of anger that motivates a prairie woman to 
take control. At least in the Prairie at that time 
power was not a question. Some did consider it but 
they were the exception. I'm much more interested in 
creating a dilemma than creating some sort of role 
model. There are many women who were very 
disappointed in that role. They wanted Inga to assert 
herself and take a more active role in the organizing 
earlier. That was the Gorley-Flynn, the Mother 
Jones, etc. The real leaders who somehow leapt forth 
but it wasn't the ordinary woman. Ray's no leader 
either. 

JH: It was an attempt to not try to make a heroine out 
of Inga. But to treat her dilemma in a very realistic 
way and make it common; not the exception but the 
rule that women in those times did not have much 
power. We talked to many, many farm women about 
how they felt in those days and what their frustrations 
were. What did they do? What were their strengths 
and all that? There was a common theme: " The men 
would not let us participate to the extent we wanted to 
and we didn't know that we could've if we'd done it." 
We wanted to prepare a role for the woman as a charac- RF: A film that's in black and white and has subtitles 

When I first saw Northern Lights I 
knew nothing about North 
Dakota's agricultural history and 
had never heard of the Nonpartisan 
League. Now I do - I suppose this 
is the strength of the film, not that 
it told me all that much directly, 
but it did spark my interest to read 
and discuss with other people some 
of the issues. 

Hanson follows the filmmaking 
tradition of pure "realism": show
ing people -as they ,are. Northern 
;Lights reflects this. The film is 
slow, following the pace of farm 
life. And except for three profes
sional actors as the main 
characters, the cast is composed of 
actual farmers from the region. 
Their naturalism gives the film a 
near documentary atmosphere. 

But Northern Lights is not a 
documentary. Its "reality" is very 
carefully contrived: conceived, 
written and acted. We see and hear 
the director's intention. The film
makers are responsible for their 
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subject matter and how they repre
sent it. This is a political as well as 
an aesthetic choice. 

According to Hanson, Northern 
Lights attempted to reconstruct a 
mirror image of North Dakota 
farmers so they could be "con
fronted with the contradictions in 
their own behaviour." But the film 
doesn't really deal with contradic
tions other than those between 
farmers and Eastern business. In 
many ways the film is a formulated 
success story. There is a hero and 
cause who eventually find each 
other and do great things. 

I found in talking with Hanson 
that he felt the League's potential 
for change was limited since it 
didn't confront capitalism - the 
heart of the farmers' problems. 
There is no hint of this criticism in 
Northern Lights. In fact the 
League is portrayed as the end in 
itself. It seems that Hanson and 
Nilsson sacrificed political debate 
for a pleasant, easily understood 

story. 
The relationship between Ray 

and Inga also lacks dialectics. 
Their playful hide-and-seek among 
the trees is lyrical and romantic. It 
suggests asexuality and a lost 
innocence that we often imagine of 
our parents and grandparents (and 
which they often present of them
selves) but was seldom true. 

The main male/female contra
dication is between Ray's commit
ment to organize and Inga's need 
to a stable family life. Ray feels 
guilty and Inga is counselled by 
other women to accept. This might 
have been a common enough sit
uation, but why choose it as the 
main contradiction? In Northern 
Lights all the women other than 
Inga (there are four altogether in 
the cast credits of twenty-four) are 
seen either cooking or doing some 
other household chores. In their 
commitment to a passive 
"realism" the directors show a 
division of labour but not its con-
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is not the kind of film that one would imagine to be· a 
mass-audience-getter in the U.S. Did you make this 
strictly for a regional audience? 
JH: I have to say we were very naive. I'm glad we 
were. If we decided, "God we better not shoot this in 
black and white because no one will see it" or "We 
better use name actors,'' the film would have been a 
disaster. We were just saying "We're going to make 
the film that we want to make and then we're going to 
bring it to people." 

content into a comedy form. But a lot of people I 
respect are European filmmakers. Neo-realism in Ita
ly, the Brazilian cinema, Bergman of course and the 
first couple of Bertolucci films. And well of course the 
old Russians: Eisenstein and Pudovkin. 
RF: Now that you've won the Camera d'Or award at 
Cannes do you find it easier to raise money for your 
next film? 

RF: What sort of reaction did the film get from the 
established filmmaking world? 
JH: It's mixed. Some of the established film world re
ceived the film with open arms, particularly older di
rectors like Frank Capra and King Vidor and Martin 
Ritt. But I speak up against Hollywood a lot. I don't 
like it. So they feel pretty defensive. They write us off 
as a couple of iconoclasts who are going to go on mak
ing a lot of low budget films which they complain 
don't have the acting quality or the pacing quality. 
But I reject those yardsticks. I can't tell you how 
many distributors said "this film isn't commercial." 
The film's reached five million people now. 

JH: No. It's just as hard. Particularly with the state 
of the economy people are very tight with their 
money. I suppose if I were doing a film which people 
could say was more commercial or if I had a star in it. 
But I'll be in a little corner of the country that no
body's ever heard of writing a film about a woman 
mineworker. The way they're going to have to put 
their money in it is if they really believe in the film. 
That's the way I want the money to be put in. I want 
a human connection to my work ... and that's hard to 
come by. 

Produced, directed, 
written and edited by John Hanson & Rob Nilsson 
Director of Photography Judy Irola 

RF: The film seems to follow more the tradition of 
Italian neo-realist films or say Bergman. How do you 
feel about the artistic tradition of American filmmak
ing, not just the relations of production in Holly
wood? 

Cast 
Ray Sorenson 
Inga Olsness 
John Sorenson 
US agent 

JH: I have two thoughts on that. One is that in 
general, the American cinema tradition is something 
I don't feel very close to. You know, the Western, the 
slap-stick comedy, the musical. But there is an Amer
kan tradition that I do relate to and that is someone 
like Flaherty, Cassavettes or to a certain extent 
somebody like Capra who tried to put some sort of 

Canadian Distributor 

Robert Behling 
Susan Lynch 

Joe Spano 
New Front Films, 

1409 Willow Street, 
No. 505, 

Minn., Min., 55403 
D.E.C. Films, 

121 A venue Road, 
Toronto, Ontario 
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BY RICHAilD FUNG 
tradictions. I'm not even sure of 
the historical accuracy of this ac
count. Where is the Women's Aux
illary of the Nonpartisan League? 
Where are the lone women farm
steaders? When the crew of this 
film interviewed North Dakotan 
women they found the common 
theme in their experience was that 
"men wouldn't let us participate." 
But Inga never discusses politics 
which seem to be men's business. 
We know that she's involved with 
the League but shows little in
terest in farming, in fact she seems 
more at home in the store than the 
farm house. It's notable that in the 
film all the women are first to 
desert the farms. 

In the scene where Inga gets to 
bare her feelings about Ray's 
absences, Susan Lynch fumbles 
with some very cliched lines which 
sound like a bad Liv Ullman or a 
three o'clock soap opera. In this 
scene, unlike the rest of her ex
cellent performance, she is just not 
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convincing. 
Aside from the issue of historical 

accuracy I don't think an audience 
would find the portrayal of 
women's roles at all challenging. I 
can't picture farmers leaving the 
cinema and examining their own 
sexism. For me this is a test of a 
political film. Ironically Northern 
Lights had great crew participa
tion from women. Judy Irola's 
cinematography is always compe
tent and often striking. But these 
women seem to have little impact 
on the product's content. 

The farmers of North Dakota lik
ed this film, I suspect because it 
deals seriously with their pro
blems. The film tells something of 
their history, they way they 
remember or would like to have it 
remembered. The film's use of 
Norwegian dialect increases its 
North Dakota audience but 
together with its black and white 
format the film would be 
characterized as an "art film" in 

other places. This is unfortunate 
since the one advantage of a nar
rative feature film is that it can 
gather a larger audience. 
The makers of Northern Lights 
seem to be unclear who the film 

·was made for. A film about the 
L~ague for a general aµdience 
should be instructive about the 
specifics of the organization and 
the period. Such a film for purely a 
North Dakota audience would have 
to concentrate on the contradic
tions in the League itself, taking 
into account contemporary condi
tions. Northern Lights attempts to 
reach both groups and suffers from 
its split focus. 

But this film must be seen within 
the context of North American 
filmmaking which seldom gives 
serious attention to any struggle 
against business or state. For all 
its problems Northern Lights is an 
important film, one which should 
giver further incentive to other 
progressive filmmakers. • 
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THROUGH HELL AND 
HIGH INTEREST RATES 

and Peters add the wrinkle that these 
controls should be imposed through 
the income tax structure rather than 
directly, presumably in the hope that 
nobody will notice them. (The fact that 
a study which advocates wage con
trols, which is funded by a former 

1---------------------------------; Liberal cabinet minister and which is 
The Monetarist Counter
Revolution 
Arthur Donner and Douglas 
Peters 
Lorimer and the Canadian 
Institute for Public Policy 
(Toronto), 1979. 
103 pages; $6.95 (paper). 
Canada's Crippled Dollar 
Lukin Robinson 
Lorimer and the Canadian In
stitute for Public Policy (Toron
to), 1980. 

. 204 pages; $6.95 (paper). 
Canada's Political Economy 
Grant Reuber 
McGraw-Hill Ryerson (Toronto), 
1980. 
308 pages. 
"Our Lagging Economy" 
Richard Needham. Series appear
ing in Globe and Mail, Toronto 
(August 4 - 8, 1980). 

By Tom Walkom 
The "science" of economics in North 

America is waging a fierce ideological 
war. As with most ideological wars in 
this continent, the power, money and 
heavy artillery are on one side. 
Monopolistic corporations (called "free 
enterprise") fund economists to tell 
workers to work harder (called "pro
ductivity") for less money (called "liv
ing within our means") and allow 
higher profits (called "incentives") to 
accrue to capital. 

Of course not all economists take 
orders from General Motors; most are 
as pleasant as anyone else - all of 
which demonstrates that the capitalist 
conspiracy takes place on a structural 
level rather than on the plane of in
dividual consciousness. What biases 
most economists - or at least the 
economists which one tends to hear 
most about - toward one side in this 
current ideological offensive is their 
belief that the market really works. 

While there are differences between 
the rabidly right-wing Fraser Institute 
and the moderately right-wing C.D. 
Howe Institute for instance, both -
and these are the two best-known 
economic think tanks in Canada -
operate on the assumption that 
capitalism is a stable, self-correcting 

Tom Walkom is a freelance writer liv
ing in Toronto. 
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and ultimately beneficial system. 
That's why two recent studies which 

challenge these assumptions are like 
the proverbial breath of fresh air in the 
fetid atmosphere of orthodoxy. Both 
studies, The Monetarist Counter
revolution by Arthur Donner and 
Douglas Peters, and Canada's Crippled 
Dollar by Lukin Robinson, are publica
tions of the relatively new Canadian 
Institute for Public Policy. The CIPP 
is chaired (and presumably funded) by 
Walter Gordon, aristocrat, former 
cabinet minister and nationalist. Don
ner is an economist with a regular col
umn in the very grey Globe and Mail 
Report on Business; Peters is vice
president and chief economist of the 
Toronto-Dominion Bank. 

Donner and Peters are ostensibly 
writing a critique of Canadian 
monetary policy over the last five 
years. In reality, their study is an at
tempt to slow the ideological jugger
naut loosed on the world by U.S. 
economist Milton Friedman. The 
monetarism of Friedman is based on 
the notion that the state should be con
fined to its 18th century role -
primarily war and imperial expansion. 

Domestically, except for limited tinker-_ 
ing with the money supply, it should 
withdraw from the economy; in par· 
ticular, it should withdraw welfare 
benefits so that capital may more effi
ciently discipline an uppity work force 
through the mechanism of recession 
and wage Cl}-ts. Donner and Peters look 
closely at the management of the 
money. supply carried out by Canada's 
monetarist central bank, and find, sur
prisingly enough, that it has not only 
not solved our economic problems - it 
has made them worse. They conclude 
that the problems are "structural" 
(which is a euphemism for saying that 
capitalism is not inherently self
stabilizing). 

Their solution for inflation therefore 
involves explicit state action: in par· 
ticular, the state should discipline the 
work force through wage controls 
rather than wait for the market to do 
so. Wage controls are ·a typical "struc
turalist" answer to inflation; Donner 

co-authored· by a bank vice-president, 
can be viewed as an attack on economic 
orthodoxy, tells us volumes about the 
ideology of this orthodoxy.) 

Lukin Robinson's study for the 
CIPP, Canada's Crippled Dollar, is 
another "structural" analysis of the 
ills of the Canadian economy. In this 
study, the author, who has worked as 
an economist both with Statistics Can
ada and the International Union of 
Mine, Mill and Smelter Workers, focus
es on the country's balance of pay
ments. 

The analysis behind tne focus is a 
familiar one - the 1980 version of a 
venerable opposition strain in Cana
dian economic thought, which has run 
from Harold Innis in the 1930's 
through to (yes) Walter Gordon in the 
1960's. Robinson, like Innis, argues 
that the Canadian capitalist economy 
is even more unstable .than others, 
primarily because of its excessive 
reliance on resource extraction and a 
concomitant reliance on foreign 
capital. Both express themselves in a 
persistent drain on Canada's overall 
current account balance with the rest 
of the world. (The current account 
balance is the net sum of exports, im
ports, services and dividend flows.) 
This drain seriously limits the govern
ment's freedom to manage the 
economy in any kind of rational 
fashion. 

Robinson's solution to this problem 
has the federal government making the 
current account deficit a priority when 
analysing all policies. What this seems 
to be is a veiled call for more national 
control of the Canadian economy - in 
order to avoid dividend outflows - and 
more explicitly, a call for heightened 
import controls. 

Both suggestions would make Grant 
Reuber's hair stand on end. Reuber, a 

· conservative even by the standard of 
Canadian economists, was deputy 
finance minister under the short-lived 
Clark government. He is now doing 
something else. If Clark had stayed in 
power, Canada's Political Economy 
could have been of some interest. Un
fortunately for Reuber, the whims of 
parliamentary democracy have 
relegated his book to the status of a 
collector's item - along with Brian 
Mulroney buttons and Edsels. 

Canada's Political Economy is useful 
in one sense though, in that it can tell 
us how most economists will view criti
ques such as Robinson's. Anticipating 
Canada's Crippled Dollar by six years, 
Reuber stated in 1974 that the current 

FUSE November 1980 

I 

account critique of foreign investment 
was a "common fallacy" based on an 
"irrelevant comparison." While the 
Reuber critique begs the question of 
whether his categories of relevance are 
relevant, it will undoubtedly serve as 
the basis, within the monolithic struc
ture of the religion known as 
"economics," for dismissing the 
CIPP's timid questioning of or
thodoxy. 

The front lines of the current 
ideological offensive are not in the 
think tanks, but in the press. Of all the 
media, The Globe and Mail gives 
perhaps the purest example of the way 
in which the press can translate the 
analysis of monetarist economists into 
self-justifying rote. Not only is the 
Globe pre-Keynesian, it is virtually 
pre-Adam Smith (Adam Smith at least 
acknowledged the existenee of social 
classes). 

Until recently, the senior economic 
theorist with The Globe was its former 
publisher, Brigadier-General R.S. 
Malone. To the Brigadier, the solutions 
to Canada's economic problems were · 
simple - a return to the virtues of 
World War II, when we all "pulled 
together," and a spanner in the money
printing presses of the Bank of 
Canada. 

Now The Globe has a new theorist, 
homily writer Richard Needham. 
Needham, who seems to be vying with 
Gordon. Sinclair for the "Most Irasci
ble Curmudgeon I Have Ever Known" 
award, has gone beyond the Brigadier 
in a series of articles entitled "Our Lag
ging Economy." 

The problem is not merely the prin
ting of money, says Needham, it is that 
workers are lazy, or lack productivity. 
Productivity may be improved only if 
we take a lesson from the Japanese (in 
.newspapers, the Japanese always 
signify or symbolize the idea of produc
tivity). This lesson includes getting rid 
of unions and replacing them with 
"quality circles;" a group of employees 
which regularly and voluntarily gets 
together to figure out ways of produc
ing better things faster." Moreover, 
Needham would better the Japanese 
by "allowing" 4.5 million students and 
old-age pensioners to work. This of 
course would increase the supply of 
labour, lower the wage rate and make 
workers more "productive." 

While The Globe's economic analysis 
sticks out because it is so rabid, it is 
not isolated, nor ultimately is it any 
more foolish than much of the material 
produced by the Hoover Institute or 
Fraser Institute. All are part of the 
same complex of ideology - a web 
which links the elegant mathematical 
abstractions of university economists, 
the tedious publications of the think 
tanks and ultimately that which is ac
cepted as common sense in barroom 
conversation. • 
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Soon To Be Born 
An exciting new novel, Soon To Be 
Born is richly peopled with rebels 
and rednecks from the tum of the 
century to the hungry thirties. 

· Gaby Lajeunesse, from Quebec 
farm country, and her Montreal
born husband Arthur Meller strive 
to escape the poverty of their past 
but are pulled by the political ideas 
of the time, urged upon them by 
their radical friend Fred Shaugh
nessy. 

The passions, dreams and 
struggles of Ryan's host of charac
ters are delicately woven into an 
epic narative which embraces a 
wide swath of Canadian history 
and geography. 

" ... a complete panorama of what the 
common people went through in Canada 
... one reads on with absorbing interest 
right to the end." -Dorothy Livesay 
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THE LAW: WATCHING 
THE DETECTIVES 

of FLQ lawyer Robert LeMieux, he 
leaves it at that; how interesting his in
quiries might have been, had he been 
aware of the evidence of an RCMP 
memo that the S.S. intended to 
"plant" the stolen documents on so
meone in the separatist milieu "so that 

i--~-----------------------------1 the theft could be attributed to a 

Men In The Shadows 
John Sawatsky 
Doubleday (Toronto), 1979. 
302 pages, $15.00. 

Deference to Aut.h.ority: 
The Case of Canada 
Edgar Z. Friedenberg 
Sharpe (New York), 1980. 
170 pages, $10.95. 

By Jeff House 
On July 24, 1979, Constable Robert 

Sampson, of the anti-terrorist unit of 
the RCMP Security Service, injured 
himself while planting a bomb at the 
home of a Montreal businessman. That 
bomb blew away the deep shrouds of 
secrecy which have enveloped the 
Security Service since its founding, 
riveting national attention on the Ser
vice for the first time. Both books 
reviewed here.are indirect fallout from 
that explosion. 

The Sawatsky book is an exceeding
ly informed, even intimate portrait of 
the S.S., Canada's 4,000 member 
strong, secret political police. In a 
country whose institutions provide the 
maximum degree of darkness in which 
the S.S. can operate, Sawatsky's his
torical section, and his painstakingly 
thorough information on structure, 
recruitment, chain of command, etc, 
are, on the whole, a formidable achieve
ment. The two chapters on harassment 
of government-employed homosexuals 
in the 1950's and '60's, for example, are 
a tour de force. Ironically, Sawatsky 
makes an overwhelming case for the 
proposition that the present Internal 
Security Branch, which utilizes ran
dom wiretapping and surveillance of 
today's Mounties to assure us that 
their home life does not stray from 
monogamous two-child-per-family, is a 
direct descendant of the the anti-gay 
unit. 

The book's discussion of S.S. anti
Communism falls short of the standard 
established in the "gay" chapters. 
Next to his scornful, withering treat
ment of anti-gay abuses, one notes a 
lack of similar vehemence concerning 
activities targetted at the Communist 
Party. A potted history of the Party, 
complete with allusions to Moscow 
gold (and no source for this allegation), 
leads to a discursive run through of the 
outlawing of the Party by way of Sec
tion 98 of the Criminal Code. Sawatsky 
opines that it was a mistake to jail par-

Jeff House is a member of The Law 
Union of Ontario. 
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ty leaders such as Tim Buck, for it 
made them undeserving martyrs. Pre
sumably it would have been o.k. except 
for that. This section ends with the 
Gouzenko allegations, and the in
teresting tidbit that the Canada Coun
cil Act was written by S.S. and MI-5 
operative Peter Dwyer, who later head
ed the Canada .Council for many years. 
Surprisingly, Sawatsky thinks it was 
quite normal for a security policeman 
to have run one of Canada's main 
cultural organizations. 

But the most serious flaw of Men in 
the Shadows is its methodology. In
credibly, the preface claims as a virtue 
the fact that Sawatsky did not consult 
the evidence produced by the McDon
ald or Keable Commissions. Instead, 
he chides fellow journalists for relying 
on "officially-sanctioned sources." 
This, with respect to the Keable Com
mission, Parti-Quebecois appointed 
and militantly determined, is a calum
ny of the first order. Even the Liberal
Party-lining McDonald Commission, 
while keeping the Federal Liberals out 
of the line of fire, has turned up and 
published important information. Saw
atsky' s "broader sources" turn out to 
be "personal sources in the security 
and intelligence community," who, as 
one might imagine, often provide a 
pretty rosy picture of what the S.S. 
may have been doing. Take, for exam
ple, the break-in by the S.S. at the 
Agence Press Quebec Libre. 
Sawatsky's account is so close-up that 
one would swear that his sources were 
involved in the night's action them
selves. One Inspector Cobb tries to 
find out from one Sgt. Pelletier where 
the warrants authorizing entry are.· 
"Montreal didn't get them," Pelletier 
replies. That, as far as researcher 
Sawatsky is concerned, is that. But the 
evidence of the McDonald Commission 
shows that there was more to it than 
that. RCMP memos clearly indicate 
that the object of the operation was the 
destruction of the political and legal 
defence organizations located there. 
"Removal of records would be of no 
strategic value if it could be traced 
directly to the police" states one 
Mountie memo. "The idea of a legal 
search was therefore abandoned." For 
the clearly illegal entry which the plan 
required, no warrant was likely to be 
forthcoming. Areas of fruitful inquiry 
are also closed off by lack of familiarity 
with the transcripts. When he men
tions the previously unreported fact 
that the S.S. took their stolen 
documents out of Quebec in a truck 
which they had rented using the name . 

specific person or group." 
Men in the Shadows has its words of 

criticism for the Security Service. Yet 
because he never confronts all the 
evidence, and relies too much on the 
security "community" for what are 
often exculpatory explanations of 
skullduggery, the overall moderate ap
proval with which he views the Service 
becomes, in consequence, disinforma
tion. 

Edgar Z. Friedenberg would no 
doubt call Sawatsky's book overly 
deferential to constituted authority. 
An American who came to Canada ten 
years ago as an act of moral witness in 
support of Vietnam draft evaders, 
Friedenberg uses the civil liberties 
abuses of the past decade as a 
jumping-off point for a thorough-going 
critique of Canadian society and in
stitutions from the point of view of an 
American left-liberal, albeit one with a 
solid knowledge of Canadian politics 
and culture. 

According to Friedenberg, Canadian 
society is deficient in the respect it ac
cords "liberty," by which he means a 
certain area of human activity, such as 
free speech, which ought to be ever im
pervious to government effort to 
penetrate it, or sully it with legislation. 
Canadians, he says, trust their govern
ment overmuch, because they have no 
tradition which identifies government 
as the source of oppression. For 
Friedenberg, the phrase "Congress 
shall make no law ... " is the very 
preface to any notion of a free society. 

It is a commonplace that Canada has 
been forever influenced by the decision 
not to rebel against the King in 1776. 
Yet Friedenberg is fluent and per
suasive as he draws out the conse
quences of that fateful decision. He has 

· no trouble in demonstrating that on 
paper, at least, Americans have far 
more liberty than we; on one side of the 
scale are placed writs of Assist, The 
War Measures Act, and The Official 
Secrets Act. On the other, the Bill of 
Rights, Freedom of Information, 
separation of powers. 

That is not to say, of course, that 
Americans are in fact freer. For the 
American theory, which calls for a 
truncated state, has little to counter
balance corporate power. Freedom 
belongs to the rich and the powerful. 
As a recent Supreme Court case held, 
no one can be denied an abortion, but 
those who cannot afford one ought not 
to expect the state to intervene in their 
favour; they are at "liberty" to do it 
themselves. Friedenberg is aware ---0f 
this aspect of American liberty, though 
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he does not stress it. Yet he does seem 
genuinely unaware of another of the 
possible objections to the American ap
proach; in making certain rights 
unalienable, the U.S. Constitution is in 
effect barring U.S. citizens from 
vesting those rights in government. 
They can literally not be "alienated" 
from their holder. A political pro
gramme of nationalization of property 
without compensation, for example, 
would offend the Bill of Rights, and 
therefore would be "unconstitutional." 
This makes imputations of treason 
easy to level against the left. 

The first chapters of Deference to 
Authority, which contrast the 
American and Canadian systems of 
state secrecy, civil liberties, and 
punishment, are easily the best in the 
book, and perhaps anywhere. As 
Friedenberg says, "Canadian and 
American practice are especially effec
tive in illuminating each other just 
because there are so many similarities, 
yet the differenc~s are fundamental." 
for example, the Canadian love affair 
with the Ombudsman is acidly sketch
ed by Friedenberg as particularly clear 
evidence of subservience of the 
populace to government. If people 
were asserting rights, he says, they 
would turn to lawyers. The Om
budsman can make public, bring moral 
pressure, criticize, and the like. But the 
institution depends on a citizenry will-

ing to accept Papa's definition of a 
situation, and Papa's resolution of it. 

Of course, a juxtaposition of the two 
systems is most illuminating if the 
details of the two are correctly laid out, 
and here Deference to Authority falls 
somewhat short. Friedenberg states 
correctly that the Canadian Bill of 
Rights has no application to Provincial 
law and practice. But he claims that 
the U.S. Bill of Rights has applied to 
the states since 1865, when the 14th 
Amendment to the Constitution 
became law. This is a view which is en
dorsed by Americanradicals, but which 
the Supreme Court has explicitly refus
ed to accept. While there has been 
some incorporation of the Federal 
Rights by way of the 14th, 
Friedenberg vastly overestimates the 
U.S. advantage over us in this respect. 
But he is not systematically wrong; for 
example, he thinks that Canadians can 
lose the right to a jury trial at the say 
so of a judge. The reality, which is far 
worse for civil liberties, is that the 
Crown has this discretionary power to 
decide whether or not a defendent is en
titled to a trial by jury in the case of all 
so-called "mixed" offenses - a 
category which includes up to 70 per
cent of serious offenses brought to trial 
in this country. 

Friedenberg writes convincingly 
about all this, and his anger that Cana
dians accept without protest the op-

pressive legislation and practice of 
government, is refreshing. Yet his 
argument goes seriously awry when he 
plunges on with the unicausal 
"Deference" explanation. His chapter 
entitled "An Economy of Deference" 
asserts that Canadians have a deep
rooted "propensity to yield to - in
deed to seek - economic domination 
by others." As with much other pop 
psychology, this assertion is backed by 
little in the way of evidence. The Cana
dian psyche serves, for Friedenberg, 
the same function that "the state of 
nature" served for 17th century 
political theorists; all one's preferences 
can be stored there, to be called up to 
fill chinks in one's factual argument. It 
is, indeed, hard to take this argument 
seriously. While some of our elites may 
fiqd it profitable to service foreign or 
transnational corporations, this is not 
out of deference, nor is the power of 
these corporations "authority." 
Friedenberg ought not to deduce "con
sent to domination" from the existance 
of domination; rape is not made con
sensual by its successful completion. 

In spite of weaknesses, Friedenberg's 
work repays study. At the very least, it 
will be read throughout the · United 
States as the decade's most authorita
tive study of Canada. Much of what , 
the American intelligentsia will be 
thinking about us for the next long 
while can be found within its covers.• 
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TRANSSEXUALISM -
A FEMINIST ISSUE? 

one of the more widely-accepted 
theories of gender dysphoria. Money 
thinks that an individual's personal 
history, his socialization, is one factor 
in causing gender dysphoria, but that 
it only augments a prenatal or 
biological disposition for its occurance. 

1----------------------------------------J These elements lock onto a specific 

The Transsexual Empire: 
The Making of the She-Male 
Janice G. Raymond 
Beacon Press (Boston), 1980. 
220 pages, $5.95. 

By Nancy Johnson 
Janice Raymond calls transsex

ualism a 'sociopolitical program,' 
whereby the 'medical empire' perpetu
ates the sex rules and identities gener
atd by a patriarchial society. For Ray
mond, transsexualism is a conspiracy, 
a conscious invasion into feminist ter
ritory. She quotes Mary Daly, the met
aethicist of the radical feminist move
ment, as saying that transsexuals 
whole presence becomes a 'member' in
vading women's presence. According 
to Raymond, the transsexually-con
structed lesbian-feminist not only col
onizes female bodies, but 'appropriates 
a feminist soul.' And in this case "the 
loss of a penis does not mean the loss of 
an ability to penetrate women -
women's identities, women's spirits, 
women's sexuality." 

Moreover, the factual existence of 
what is known as gender dysphoria ir
ritates Raymond. It offends her sense 
of "ecobiological integrity." Raymond 
feels that the single determining factor 
in establishing one's sex should be 
found at the chromosomal level - that 
is by the chromosome xx or xy found in 
every cell structure. Raymond believes 
that transsexuals can reject surgery, 
submit to their own form of con
sciousness raising, and reveal their 
revolutionary potential. In short, 
transsexuals should do what women 
are doing. 

Raymond will not attribute any 
characteristics to transsexuals or their 
situation that do not parallel the ex
perience of the feminist, and more 
specifically with the 'coming out' 
aspect of homosexuality. Gender 
dysphoria, like homophobia, can be at
tributed to sociological origins. Rather 
than unify feminists against transsex
ualism, I think her treatment will be 
viewed as unneccessarily intolerant to 
the point of severe paranoia, and self
serving to the point of gross distortion. 

First of all, female-to-male' transsex
ualism does occur - in a ratio of male
to-female transsexualism of 1:4. Ray
mond dismisses all females with 
gender dysphoria as objects of 

Nancy Johnson is an artist and curator 
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'tokenism,' designed to "promote the 
deception that transsexualism is a sup
posed human problem, instead of a uni
quely male problem." But this ratio for 
transsexuals approximates the ratio 
that visible gay women occur to visible 
gay men. Raymond has no right to say 
that the female-to-male transsexual ex
perience is not valid. 

Secondly, Raymond insists on ad
dressing herself specifically to surgical 
transsexualism rather than postulat
ing it in the broader term of gender 
dysphoria. In actuality, beginning 
with John Hopkins Gender Identity 
Clinic and followed by most other 
psychiatric institutions in North 
America, there has been a moratorium 
on transsexual surgery for over two 
years. These clinics have shown some 
ability to respond to the ambiguity of 

1 feedback on surgery and are at a point 
of reevaluation in their treatment of 
gender dysphoria. . 

Surgery is only a small component of 
gender dysphoria but by emphasizing 
it completely, Raymond can attack 
psychiatry for seeking "individualistic 
solutions" and transsexuals for com
plying with the role-playing of extreme 
social conformity. She seems to believe 
that the urge to trans-sex comes from 
the urge to leave one highly 
stereotypical role model in favour of 
another. There is an image of the male
to-female transsexual as becoming 
either the whore or the housewife. 

Raymond herself acknowledges the 
existence· of the lesbian-feminist 
transsexual and devotes an entire 
chapter legitimizing their purge from 
feminist groups. She is especially at
tuned to the fact that unless this 
transsexual makes an admission, she 
can rarely be identified. So 
presumably, some transsexuals have 
done more than trade their overalls for 
aprons. 

There is no role model that could be 
classified as strictly transsexual. It is 
not the intention of the transsexual to 
live in a community of transsexuals 
with its own transsexual ideology. If 
Raymond demands that transsexuals 
take on an identity that is neither male 
or female, then she is really asking that 
transsexuals live outside of the context 
of human society. Men who trans-sex 
to become female take on the 
possibilities for role behaviour that are 
open to women, and as the framework 
of women's lives expands so will the 
framework of the transsexual. 

John Money of John Hopkins 
Gender Identity Clinic has proposed 

core gender identity before the in
dividual is eighteen months old. 

She rejects Money's bio1ogical 
research in total because it uses what 
she feels are sexist categories. She re
jects his entire theory as deterministic. 
After all, the transsexual cannot be 
held responsible if part of the explana
tion is biological. Although Raymond 
does no biological research, no 
psychological research and has scant 
contact with transsexuals themselves, 
she says nothing which proves that 
there is not a biological contribution to 
gender dysphoria and to make her case 
that transsexualism is solely a 
sociological phenomena. 

Feminism is a much broader, in
tegrated ideology than to fear 'inva
sion' by transsexuals. Transsexuals 
neither have the numbers nor the ac
cess for such demonstrations of power. 
As a sociological group, male-to-female 
transsexuals overwhelmingly come 
from working class backgrounds, with 
a large percentile being from minority 
groups. Moreover, the transsexual 
must persuade a male hierarchical 
structure to give him a surgery that 
will allow him to leave the sanctity of 
malehood. Post-operatively the newly
female transsexual feels the oppressive 
forces against women much the same 
as any other female. In terms of the 
range of male privilege, the transsex
ual's access is not great. 

What is really at the root of Ray
mond's fears is the issue of whether or 
not to admit male-to-female transsex
uals into feminist groups. I think that 
specific feminist organizations have a 
right to work with whom they want 
and if they can or cannot support work
ing with a transsexual, that is their 
choice. But feminists have no right to 
broadly police against contact with 
transsexuals. 

More importantly, I think it is a 
misplaced analogy that presumes that 
feminist ideology or a woman's spirit is 
'invadable' material. Feminist 
ideolo~,. because it is a caste ideology 
(rather than a specific analysis or 
literature) will always maintain a 
multi-dimensional profile. Like any 
ideology, it is public and not owned by 
anyone, not even the women who make 
it. It is not in its range of possibilities 
to be tip for grabs. Feminism can 
withstand almost any kind of possible 
'so-called' political interference as 
short term. 

Janice Raymond calls herself an· 
ethicist and as such says that lesbian
feminists must have no contact with 
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transsexuals, and the whole issue of 
gender dysphoria. It is one thing to ra
tionalize working in isolation because 
you want to accomplish specific 
political goals. The feminist movement 
and the lesbian movement have 

repeatedly worked in this way. It is en
tirely different to rationalize a 
separatist position because of the 
possibility that one could be morally 
tainted by outsiders. Raymond does 
not acknowledge the difference. • 

QUEBEC/CANADA: 
FILM OF TWO CULTURES 

Self Portrait: Essays on the 
Canadian and Quebec Cinema 
Edited by Pierre Veronneau 
English edition edited by Piers 
Handling 
Canadian Film Institute 
(Ottawa) 1980. 
257 pages, with index, 
bibliography and filmography; 
$8.95. 

By Ara Rose Parker 
In the introduction to this present 

volume, Pierre Veronneau who dir
ected the editing, discusses the evolu
tion of the book: "In 1978, Cinemate
que Quebecois and Pierre Lherminier, 
Editeur, published the French version 
of this book. Intended for French aud
iences, it was entitled Les cinemas 
canadiens. In that book we wanted to 
talk about films produced in a territory 
- Canada - and the deep differences 
that we find there." Now with the pub
lishing of an English version allowing 
the inclusion of writings on film from 
English Canada, Piers Handling asks: 
"Has our cinema given us a national 
image that helps define ourselves, that 
illuminates our similarities and our dif
ferences as a country and a people?" 

This anchology of essays on film 
proves to be an educated and accessib
ly readable collection on the history, 
ideology, distribution and production, 
and literary analysis of films produced 
by the National Film Board, CBC, 
Commercial and Independent film
makers from coast to coast, from the 
beginning of the film producing years, 
in Canada and Quebec. 

As a resource book for filmmakers 
(there are lists of films and directors 
and a chronology of the cinemas at the 
back) and for those who question why 
our industry is at times as frustrated 
as it appears to be, Self Portrait 
thankfully does not protect a politesse 
in its academic perspectives. Instead 
the authors aim to clarify the often 
clouded Canadian film experience and 
point to the common and differential 
distinctions between the various 
regions and genres of film approaches 
attempting to encourage a greater ap
preciation of the work produced within 

Ara Rose Parker is an artist and 
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Canadian frontiers. 
Our industry cannot help but be 

compared to those in other film produc
ing countries; the questions raised in 
part by this anthology ask, to whom 
should we compare our work to, and, 
should we find ourselves in competi
tion with outside cinemas, on what 
grounds must our efforts be assessed. 

The various chapters include 
thoughts on the anatomy of the Cana
dian film audience, American cultural 
imperialism in the film industry, 
Canada as Hollywood of the North, 
politics and cinema, searching out a 
national identity through our cinema, 
and brief as it may be, some mention of _ 
alternative filmaking as an indication 
of our present explorations for a filmic, 
cultural identity. 

Peter Harcourt's article, "The Begin
ning of a Beginning" stands out in this 
anthology because he assumes the 
challenge of exploring the nature of the 
cinematic message which is culturally 
bound. There is an underlying theme 
throughout the rest of the book at
tempting to establish a labyrinth of 
relative factors - geographic, historic, 
economic, political and governmental 
- to explain the background out of 
which Canadian films have emerged. 
In Harcourt's writing, the focus of his 
questioning is directed to the content 
and stylistic differences of the films 
themselves. By comparing an English 
feature film, Don Owen's Nobody 
Waved Good-bye to the Quebecois film 
by Gilles Groulx, Le Chat Dans le Sac, 
both produced in 1964, Harcourt 
argues that despite their similar 
cinematic traditions and shared con
cerns in their narrative address to the 
problem of "disaffiliated youths," 
their respective film aesthetics 
distinguish themselves by their 
cultural origins as well. 

Perhaps because there is now a book 
available, the Canadian public will also 
finally be offered a festival of Canadian 
films, whose organizers might look to 
Self Portrait as a beginning of a begin
ning in the choosing of films. There are 
a few films however in Self Portrait 
which are mentioned in virtually every 
chapter, it is a pity that the choices for 
analogies are not more plentiful but 
then, that brings us back to the pro
blem of discovering and defining our 
Self Portrait. • 
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ROOTS OF STATE TERROR 
Language itself is twisted to serve the 
state, and we, often whether we want 
to or not, accept the twist. 

Leaving aside the despoiling of these 
countries by such regimes, the implica
tions for the citizenry of America itself 
are not pleasant: an over-inflated 

t----:--,--------------------------------l military apparatus, the gradually in
state torture, military or para-military creased domestic application of terror The Washington Connection and 

Third World Fascism 
(The Political Economy of 
Human Rights, vol. 1) 
Noam Chomsky and Edward S. 
Herman 
Black Rose Press (Montreal) 
1979. 
441 pages, with appendix of case 
studies and extensive Notes; 
$16.95 (cloth), $7.95 (paper). 

By John Duncan 

tactics tried out in the colonies - in 
massacres, death squads, and concen- fact, Chomsky and Herman ·see •a 
tration camps, that wind s its way potential Brazilionization of the U.S. as 
through the well-documented factual d · h 
sections of the book, makes that clear. th e economic collapse eepens m t e 

Behind this can be discerned the long latter part of the twentieth century. 
arm of American imperialism. Military So far, so good. Nothing startlingly 

d new, but extremely well documented 
aid, loans, public relations propagan a and conveniently pulled together in 
-:- nothing is too good for a ruling cli- one handy book. Although very little 
que, however corrupt and frightful, if it analysis is presented, Chomsky and 
will guarantee 'political st ability' and a Herman do raise interesting issues in 
'favorable investment climate' (for what are almost asides. How neo
American purposes, of course). Where fascist regimes differ from 'classical' 
such regimes are threatened or are not fascism, for example. (They have an ex
yet in power, America may intervene temal power base and very little inter-
more directly. First comes the CIA 1 1 ) Th b · t Chomsky and Herman want to make hin d na popu ar support. ey egm o 
with amongst other t · gs: mur er, d 'b h h all th "N t' al clear the disparity between a fact and a . escn e w at t ey c e a ion 
conspiracy with right-wing terrorists, S · D · " th d 1 · belief: the fact is the proliferation of ecurity octrme - e un er ymg 
bribery, propaganda, infiltration and 1 · 1 · 'f' · f th fascistic neo-colonial regimes in the ideo ogica Justi icat10n o ese 

Third World under the aegis of deStruction of friendlY organizations or regimes. (Briefly, a justification of 
American power; the belief is the parties. Last , if necessary, come th e military totalitarianism and the 
ideological piety of American foreign 1--tr_o_oc::.p_s_. -----,------,------,-.,.....,---,----,-----,--,---c-1 answer to the ever-present threat of 
policy that claims the spread of 'Communism,' either external or inter-
democracy and human rights. "Well," nal.) Yet it is not made at all clear how 
you may say, "so what's new about the horrors described are inextricably 
that?" Nothing, but Chomsky and bound up with the whole logic and 
Herman do it pretty well. Up to a structure of capitalist imperialism. 
point, anyway, But let me recapitulate Nor, for that matter, how these may be 
first. bound up with the logic and structure 

Despite most of the ballyhoo about of the state. This, I su~pect, is the 
"Communist suppression" and "left- underlying thread of Chomsky's 
wing terrorism" in the mainstream thought. He and Herman make clear 
American press (here, the authors in- that the socialist countries - and their 
elude TV, etc.), it appears that since client states - are not innocent in this 
World War Two, the growing trend in area, 'though we have been propagan-
terror is its systematic (and often dized to exaggerate their offences and 
flagrant) use as an instrument of state ignore our own. Their aim, in this book 
policy by American-installed or is to clear away the myth that 'our 
supported regimes in the Third World. side' doesn't perpetrate such crimes 
Why? Because ultimately such against humanity. That being said, 
regimes are instruments of American however, the deeper question is: Why 
foreign policy, which promotes does anybody? Chomsky, whose 
freedom only in the form of 'freedom of ideological tendency appears to be 
economic manipulation for multina- either libertarian-socialist or anarchist, 
tional corporations.' In any country has already implied his answer in a 
where this policy prevails, exploitation previous collection of political essays 
and degradation of the mass of citizens entitled For Reasons of State. In this 
is the inevitable result. The citizens current work, his argument is still only 
then must be suppressed. When even implied. This is unfortunate, as it 
minimal reforms would threaten the should be brought forward, if only so 
scope, or limit the ruthlessness, of this How, aside from sheer force, is this that one could know where the authors 
exploitation, even minim~ reforms are process carried out? Fraud, the authors stand. 
ultimately enemies of the state. The tell us. Clearly, newsis manipulated or An unresolved, tripartite dilemma 
governing minorities of such states, selected to emphasize the wrong- remains: Which of the problems and in
whose allegiance is primarily to their doings of America's nominal foes, equities of the world are outgrowths of 
foreign corporate sponsors, .use terror while downplaying or completely ig- capitalism? Which are the outgrowths 
both to remove 'dangerous' activists noring the actions of its friends. As if of any 'state' society? and which are 
and to keep the people at large in a that weren't enough, the very words the outgrowths of industrial society? 
state of disorganized subjection. Ter- used are biased. 'Left-wing terrorists,' This demands more answers, as well as 
ror, by the way, is probably the only for example, disrupt 'law and order.' It more facts. 
appropriate word. The grisly parade of is often not pointed out that, while the Altogether, the implication that can 
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terrorists may have murdered their be drawn from this book is: these 
dozens, the forces of law and order phenomena are inextricable bound up 
have thousands on their conscience. with the structure of capitalist im-
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perialism, represented in this case by 
American imperialism. But state terror 
and torture are not the exclusive pro
vince of capitalism (as witness, for ex
ample, events in Stalinist Russia) nor, 
indeed, of industrial society. The whole 
"National Security Doctrine" and its 
apparatus of terror stridingly 
resembles the organized persecution of 
witches in the 15th to 17th century 
Europe. The logics of 'anti
communism' and 'anti-satanism' are 
virtually identical: The state (church) is 
absolute; the state (church) is good; the 
state (church) is engaged in an endless 
crusade against evil (Communism), 
which would otherwise destroy man
kind; any dissension from the (church) 
state aids Communism (evil) and prob
ably results from an alliance with it; 
therefore any dissenters are Com
munists (witches) and must be sup
pressed; any means of suppression is 
justified so that the state (church) can 
triumph in its struggle against Com
munism (evil). Similar logics, and con
sequences, have occurred elsewhere in 
history, for example the Roman 
persecutions of Christianity. 

We must ask, therefore, not only how 
state terror and capitalist imperialism 
are interdependent, but whether the in
terdependence is one of terror and the 
state per se (which would include any 
authoritarian hierarchical bureau
cracy, i.e. the renaissance Church). Or 
does the spread of official terror signify 
the decline of those governing struc
tures employing it? Glancing at the 
historical instances above suggests 
this is so - cheering note for those who 
eagerly anticipate the collapse of im
perial capitalism and the rise of 
socialism. The other logic of Chomsky 
and Herman's book, however, requires 
some serious thought about the shape 
that socialism should take. 

To reiterate: state, or otherwise in
stitutionalized, terror has occurred in 
different historical circumstances, 
under various economic/political 
systems. The records suggest it occurs 
·when the system is either in decline, or 
being supplanted by another system. 
Who, however, writes the records? 
Apologists for the new system write 
retrospectively about the horror of the 
old, apologists of the old ignore or 
justify, as they always have. Here lies. 
the rub of Chomsky and Herman's 
work. Seeing the state, the multina
tional corporations and the media 
studiously ignoring or suppressing 
these facts, can we believe that any 
other historical society has behaved 
differently? Can we then go on to 
believe, automatically, that any 
historical move away from capitalism 
will automatically resolve the pro
blems? This is not to say that we 
should not move; but rather, that we 
should do a lot more thinking about 
our route. • 
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COLONIAL SUPERIORITY: 
the British and Americans and their 
surrogates here, Canadians in general 
have succumbed to expressing a per
nicious bigotry, symptomatic of 
colonial-status paranoia, toward 
'natural inferiors' in the hope of salvag
ing some self-esteem. Equals become 
the objects of groundless fears and 
"real oppressors," through the course 
of class direction, media manipulation, 
and the self-deception of the oppress
ed, become nominal equals. The im
aginary becomes the accepted truth 
while reality is opaqued. Or so it would 
seem. 

OUR ·sENSE OF SELF? 
The Imaginary Canadian 
Tony Wilden 
Pulp Press (Vancouver}, 1980. 
261 pages, $11.95 (cloth}, $6.95 
{paper}. 

By Robert Reid 
Jacques Lacan, the well-used French 

psychoanalyst, worked out, in the 
1950's, an interpretation of relation
ships which he derived from Freud 
with additions of aspects of the work of 
existentialist Jean-Paul Sartre and 
modern rereadings of the German 
idealist philosopher, G.W.F. Hegel. 
Lacan then conceived an in
dividualistic and competitive relation
ship between 'self' and 'other' which 
teacher and communications expert 
Tony Wilden states, he called 'Im
aginary.' 

For Lacan, the 'Imaginary' is a stage 
through which a child passes into 
language and thereby into the world of 
rules and authority. As a specialized 
tool of psychoanalysis, the 'Imaginary' 
has application in one instance to the 
treatment of paranoia in individuals, a 
state in which the aggrieved is largely 
the victim of his or her runaway im
agination. The sense of persecution, 
the fear, is real but the source of the 
distress is manufactured out of the 
unadmitted substance that it is the 
task of analysis to reveal. 

The "conservative" Lacan however, 
has an "individualistic and male
imperialist perspective" in Wilden's 
opinion. He failed to see the larger ap
plication of his own concept. Further
more, he could take no precautions 
against its use 'flaking-off' on the 
academic left. 

In The Imaginary Canadian, Lacan's 
'Imaginary' undergoes a hang-on-to
your-armchair transformation from 
relationships within personalities to 
relationships that are social and 
economic. The analogy is delicate but 
that is probably no less than can be ex
pected from the "nature" of the-hand
lin_g of a capitalized adjective with 
elements of information and com
munication theory, general systems 
theory, linguistics, Marxist dialectic -
in all, as Wilden claims, a "way of 
perceiving and analyzing social rela
tions which is not yet taught or 
discussed in very many schools." 
Under scrutiny, the smear on the 
specimen slide to which the 'Im-

Robert Reid is an Associate Editor of 
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aginary' is applied, is the Canadian na
tional identity. 

It is perhaps unnerving to imagine 
ourselves, as Wilden requires of Cana
dians, to be the denizens of a Third 
World country - this colony, our 
dependence, we who are exploited, our 
history misrepresented to us by others, 
others who are masters in our house. 
Freedom and independence are too rare 
to be treated lightly. Nonetheless, de
industrialization is a word that has 
crept into the Canadian vocabulary 
over the past decade and the Canadian 
standard of living has plummeted. 
These symptoms and the continuing 
flight of profits from the country on 
top of examples of social injustice suf
ficient to fill out any two books let 
alone this one, ought to be more than 
enough to convince even the most 

As a piece of descriptive literature 
The Imaginary Canadian actually 
displays a positivist's regard for the 
virtues of information. As prescription 
it remains curiously quiet about recom
mendations for that information's use. 
Presumably an informed state is its 
own solution. 

In one passage however, Wilden, in a 
contradiction of the empiricist's posi
tion that hasn't gone unnoticed, ex
presses a taste for proceeding eclec
tically. He speaks of an alternative 
method and point of vantage when fac
ing the dichotomies of pro-British and 

, anti-American, capital and labour, men 
against women, etc., when he says, 
"this is a position and perspective 
which allows us to take whatever we 
need from wherever we find it from 
whatever tradition ... to transform them 
in whatever ways we find most fruitful 
and most 1.1seful." 

skeptical, of the authentic status of 
Canada and_ Canadians. How, in the 
face of the\ October Crisis, RCMP 
criminality, the secret .trial of Peter 
Treu, the Riel affair, the unredressed 
grievances of francophones, and much 
more, can recognition of the fact of 
Canadian colonization and the 
systematic oppression of Canadians be 
avoided? Why does the imaginary 
Canada of the rule of law, British 
freedom and justice, and independence 
in the world community persist? In 
two tenuously connected theses 
Wilden attempts to reveal how the 
trick is concocted. 

Canadians don't know their own 
worth or so it seems. In Wilden's view, 
they are the victims of an entirely 
fabricated mass sense of inferiority 
common to colonials. Because of the 
historical imperialist efforts of both 

This would explain his appropriation 
out of all clinical context of Lacan's 
concepts. It explains too, his constant 
fiddling with the several uses of the 
word "imaginary" and his insensitivi
ty to indiscriminant shifting, back and 
forth, between the general sense and 
the particular case in terms of the con
cept of identity. 

What it doesn't explain is the om
inous, crypto-conservative message in 
a code when he writes, "we must be 
careful to distinguish between dom
inant Others who are necessarily op
pressive Others, and dominant Others 
whose dominance in specific areas is 
humanly and socially useful so long as 
they don't abuse it. This may be a 
dominance earned through special 
training, a dominance delegated by a 
particular group, or a dominance earn
ed by the exercise of special talents." 
This request for obedience before 
technical expertise should be viewed 
with serious concern when it is 
remembered that Wilden is a 'com
munications' expert. It becomes 
doubly disturbing when, in too many 
other ways, The Imaginary Canadian, 
an after-glow of the self-help manuals 
of the 1970's, appears as less of a con
tribution to the explanation of the 
workings of 'false consciousness' and 
more of an attempt to VlJ.lidate 'com-
munications' studies. • 
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AN OVER-EXTENDED 
METAPHOR 

Labirinto 
Achille Bonito Oliva 
Uni Editrice (Milano}, 1979. 
129 pages, plates; $16.00. 

By Martha Fleming 
Since Labirinto does not have the 

good grace to call itself a catalogue, I 
made the presumption that it was a 
book. 

But in fact, it is neither, in the way 
that vanity press publications are 
neither acceptable as books or as 
straight promotion. 

The money machine of intellec
tualism is at work in this publication, 
allowing author Oliva to add a major 
publication to his resume and bring, 
with the name he already has, another 
nod of recognition to the artists whose 
works are included. Both reputations 
appear to benefit from a solemn 
publication the intention of which is 
misty and which is steeped in a roman
tically intellectual text. 

I picked the book up because of a 
renewed interest in the use of this kind 
of icon - the labyrinth - by artists. I 
had seen some work recently of young 
Italians who had used the symbol, and 
had been working with an architect 
who had been using the form of the 
labyrinth to exemplify the intricacy of 
architectural drawings and their 
representative powers. 

However, the link between the form 
of the labyrinth and the work which ac
companies the short text is an oblique 
one. 

Oliva's essay, along with more than 
fifty plates in black and white, and col
our, attempts to use the myth of 
Theseus' 'journey' into the labyrinth 
and his slaying of the minotaur as a 
metaphor for the 'ordeal' of the artist. 
But a metaphor should clarify 
something, and this metaphor does 
nothing but mystify in its tenuity. In 
everything - from Oliva's claim that 
the minotaur is the embodiment of the 
duality of language to his assertion 
that Theseus' careful winding and un
winding of Ariadne's thread through 
the labyrinth is indicative of the craft
smanship of the artist - he bends his 
somewhat debatable 'truth' about the 
act of creation to fit an old and loaded 
myth. This kind of analysis is the kind 
which turns in on itself in it's search 
for motivations and clues. 

Oliva's presumption that the duality 

Martha Fleming is an Associate Editor 
of FUSE. 
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strength so overwhelming as to nullify 
that which it is trying to be metaphoric 
of. A myth itself is a metaphor: Oliva is 
trying to re-inform it. 

Further, the text's connection to 
mythology attempts to encompass in 
its universal appeal all the work of the 
artists represented. They are as 
disparate as Robert Morris, Gilbert 
and George, and the New Image 
painter Francesco Clemente. Some of 
the works are Ulustrative of labyrinths 
and others, one presumes, are il
lustrative of Oliva's theory of creation, 
since they are all 'art.' 

In the way that the use of the myth 
fails to exemplify a theory of creation, 
it also fails to tie together a group of ar
tists whom Oliva seems to have ar
bitrarily chosen. 

But Oliva has succeeded in doing 
two things. He has succeeded, in his 
use of something as pungent as a 
prehistoric myth, in historicizing all 
the work to which he is referring. And 
he has succeeded in perpetuating a 
dangerous romanticization of the role 
of the artist by associating him so 
directly with a mythological character. 
Two out of three is pretty bad. • 

Thinking About 
SEXANDLOVE 

J.F.M. HUNTER 
At a time of confused views about 

sexual behaviour, Canadian 
philosopher J.F.M. Hunter of the 

University of Toronto does a 
thoughtful, clearly-written and 

much-needed study for the 
layman. It is designed to help people 

develop a way of thinking that will 
allow them to sort out the moral 
dilemmas in their sexual lives. 

September 192 pages 
0 7715 9526 3 cloth 12.95 
0 7715 9527 1 paper 8.95 
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WHO IS THE OPPRESSOR: 
THE FAMILY, THE STATE? 
The Unmentionable Vice 
Michael Goodich 
Ross-Erikson (Santa Barbara, 
California), 1979. 
163 pages, with index and 
bibliography; $8. 75. 

Coming Out in the Seventies 
Dennis Altman 
Wild and Woolley 
(Sydney, Australia), 1979. 
312 pages; $15.95. 

Homosexuality and Liberation 
Mario Mieli 
Gay Men's Press (London), 1980. 
247 pages with extensive Notes; 
$8.95 (U.S.). 
(Available from Glad Day Books, 
4 Collier St. Toronto, Canada.) 

··By George Smith 
Gay life appears in the establish

ment media on those rare occasions 
when it counts as news: Anita Byrant's 
offensive; in Toronto, the police raids 
on The Body Politic, and a year later 
on the Barracks steam bath; and in 
Winnipeg, the arrest of a number of 
prominent men for allegedly buying 
sex from a well-organized group of 
young men and boys. (Lesbians, as 
might be expected, rarely make the 
news in a society committed to the ex
clusion of women.) 

What these stories do not report on 
is the enormous political change that 
has come about in gay life since the 
heyday of the gay liberation movement 
in the early Seventies. 

The early gay movement committed 
itself to the politics of personal libera
tion. For many gays this made it easier 
to come out to family and friends. But 
it also led to an unwarranted crusade 
against "the family" as the bastion of 
gay oppression. This kind of personal 
politics quickly reached . its limit, 
however. Today gays in Canada still. 
stand outside ·the social order - in 
spite of the criminal code amendments 
of 1969, and in spite of the inclusion of 
sexual orientation in human rights 
legislation in Quebec. The early gay 
movement, unfortunately, has had lit
tle, if any, effect on curbing the state's 
efforts to administer the sexual lives of 
people. 

The spread of the gay movement, 

George Smith is a PHD student in 
education at OISE. 
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moreover, has developed an ironic 
twist, expecially in recent years. Early 
gay liberation ideology was grounded 
in a kind of left-wing, critical-theory or
thodoxy (e.g. Marcuse) that held that 
the revolution would be a matter not of 
class, but of culture. "All power to the 
imagination!" It held firmly to the 
anti-imperialism of the U.S. anti-war 
movement and of Mao. It attempted a 
Rekhian integration of Freud and 
Marx (Reich's homophobia not
withstanding). And it took seriously 
the' sexual politics of feminism as a 
social critique. Overall, however, in 
terms of the everyday lives of gay peo
ple, what the movement has produced 
has been a spawning of gay businesses 
and the growth of gay religion. 

These developments are not peculiar 
to Canada. A new edition of an interna
tional gay bar guide for lesbians has 
just been published. And in the U.S., 
·the government has called upon the 
Metropolitan Community (gay) Church 
to help .with the sponsorship and settle-

■ 

ment of gays arriving with the recent 
wave of political refugees from Cuba. 
The left-leaning zeal of the early gay 
liberation movement has produced a 
strangely secular revolution. 

The rel1lization of this fact was 
brought home again this summer with 
the abolition of the Canadian Lesbian 
and Gay Rights Coalition in favour of a 
parliamentary lobby in Ottawa with 
strong ties to gay business. As the old 
order, in this fashion, gives way to the 
new, what is missing is any clear 
analysis or sense of direction. In 
France, there has been a revival of gay 
politics around writers like Michel 
Foucault and Guy Hocquenghem. In 
North America, however, gay intellec
tuals have been content to·lead ivory
towered existences mainly within gay 
academic unions - politics being the 
farthest thing from their minds. 

The same seems to be true in 
Australia. Dennis Altman's new book, 
Coming Out in the Seventies, is, as the 
title suggests, a return to the early 
politics of gay liberation. As a collec
tion of Altman articles, interviews, and 
other memorabilia from roughly 1967 
to 1977, it is a nostalgia trip: back to 
the days of the counter culture, back to 
the civil rights and anti-war move
ments, back to the debate about Freud 
and Marx. Like the period it repre
sents, these themes run through the 
book as an ever-present background to 
the emergence of Altman's "Gay con
sciousness." 

Typical of collections of this sort, the 
quality of the work is quite uneven. 
Some of the articles like "The 
Homosexual and the Family" (1974) or 
"The Homosexual Vision of E.M. 
Forster" (1977) are fairly carefully 
written. Others, like "Fear Loathing 
and Hepatitis" (1977), merely proclaim 
opinion as fact - the stock-in-trade of 
newspaper columnists. Overall, the 
book is more an autobiography of 
Altman than an intellectual history of 
gay liberation in the Seventies -
something not all that strange given 
the personal politics of the period. 

In an essay written as late as 1977 
entitled "The State and the New 
Homosexual," Altman does not go 
much beyond Marcuse's writings of 
the early Sixties. There is, consequent
ly, not even an inkling of Foucault's in
sight that it is the state, rather than 
the family, that organizes sexual op
pression in a class society. This failure 
to see the state as the source of gay op
pression probably led Edgar 
Friedenberg, in a recent review of the 
book, to wonder aloud how a gay writer 
could be so lacking in paranoia. 

Mario Mieli's book, Homosexuality 
and Liberation, is a cri du coeur of an 
effeminate gay man - in this case, a 
drag queen. It demands sympathy and 
support. Effeminent men often bear 
the brunt of gay sexual oppression. 
This places them, as in the case of the 
Stonewall Riot which began the gay 
liberation movement in America, in the 
forefront of the attack on the state; and 
makes of them, as they see it, a truly 
revolutionary force. 

What is important about Mieli's 
work is that it puts forward the view 
that homosexual desire is universal 
and, consequently, that it is the work 
of gay politics to liberate this desire in 
everyone - gay or straight! This posi
tion which is the theoretical 
touchstone of many gay liberation 
groups in Europe, especially Italy's 
Fuori, stands in marked contrast to the 
civil rights strategy of North 
American gays. 

But the book, unfortunately, is more 
rhetoric than argument. While it 
makes a number of useful and in
teresting points, its analysis is unable 

FUSE November 1980 

to bear the full weight of its politics. 
Its militant gay chauvinism, for exam
ple, comes off.as an ad hominem attack 
on heterosexuals, as though the op
pression of gays was somehow ground
ed in heterosexuality. 

Theoretically this w9rk, like 
Altman's, is located within the politics 
of the early gay movement. It has, con
sequently, a kind of Marxist gloss. 
Typically, the last chapter is entitled 
"Towards a Gay Communism" and 
throughout the book there is sporadic 
use of Marxist terms like 'capital' and 
'ideology.' But like a number of early 
gay liberationists, Mieli does not 
understand Marxism. Specifically, he 
does not understand that for Marxists, 
social phenomena - like gender, sex
ual identity or even "homosexual 
desire" - are produced historically in 
the activities and practices of people; 
and to understand these phenomena it 
is necessary to see them as being 
socially produced rather than as being 
"congenital" which is what he thinks 
they are. 

Michael Goodich's The Unmen
tionable Vice is essentially a history of 
the administration of sexual life in the 
Middle Ages. It begins with a short 
chapter on the incidence of _gay life in 
Europe between the 11th and 14th cen
turies , and ends with an account of the 
trial of one Arnold Veriolle. But for the 
most part the book is a compendium of 
medieval canonical and secular law 
dealing with sexual life. It concen
trates especially on the Gregorian 
reforms and on the work of the various 
Lateran Councils, particularly the 
fourth. 
· Goodich presents his material fac
tually and, consequently, without 
much attention to historiography. He 
appears, in fact, to know little about 
the writing of history. Apart from fail
ing to provide any kind of analysis, the 
chief problem with the work concerns 
what is to be considered historically as 
homosexuality - a: term invented 
in the later part of the 19th cen
tury. This problem is compounded by 
the fact that for the medieval 
authorities to distinguish same sex 
relations from other "sexual devia
tions" was not all that important .• A 
sin against nature could be defined as 
broadly as "wasting one's seed outside 
its normal vessel," which could even 
include nocturnal emissions. What the 
church was after was not just 
"homosexuality," but any form of sex
ual non-conformity, irrespective of sex
ual orientation. To organize an account 
of this period, as Goodich has done, in 
order to emphasize its homosexual (i.e. 
modern) features, inadvertantly in
volves a reconstruction of historical 
categories and therefore a reconstruc
tion of historical reality itself. 

The book, however, is useful for the 
light it throws on the organization of 
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sexual oppression in the Middle Ages. 
Clearly, 1t was not the nuclear family 
that was being defended by the sup
pression of sexual deviancy. Rather, it 
was something more like the social 
order, or better put, the social relations 
of medieval life and their management 
by the Catholic church. Attacks on sex
ual non-conformity, interestingly 
enough only really' began, according 
to Goodich,. in the 13th century. At 
that time they were closely linked· to 
the suppression of political non
conformity and to zenophobia. In some 
instances, in fact, legislative reference 
to sodomy appeared ambiguously to 
apply to "homosexuality," other fo,rms 
of sexual deviancy and to heresy. Even 
in the Middle Ages a charge of sexual 
deviancy was a popular form of 
political attack. The commie fag is not 
an entirely modern invention. 

Goodich's material, and not his 
analysis or lack thereof, consequently, 
shows that it is not religion or Chris
tianity, as such, that is against sexual 
deviance. Rather, it is the church as an 
administrative apparatus committed 
to the preservation of a particular set 
of social relations that is concerned to 
enforce sexual orthodoxy - hence the 
homosexual interpretation of the 
Sodom and Gomorrah story. What The 
Unmentionable Vice illustrates is how 
the church, with its committment to 
social order and its selective inter
pretation of the Bible, prefigures the 
modern state with its use of the "scien° 
tific" work-up of gay life (for example, 
in psychiatric accounts) as a means of 
providing a rationale for handling 
what, on other grounds, is seen as a 
social/political problem. Unfortunate
ly, Goodich does not make enough of 
this distinction between religious con
tent and administrative practice. As a 
result, on the one hand, homosexual 
oppression appears in the book to be 
grounded in religion; much the way it 
is grounded in the family for Altman, 
and in heterosexuality for Meili. On the 
other, the administrative similarities 
between the medieval church and the 
modern state are virtually lost. 

Faced with the challenge of forging a 
new political analysis for gays, none of 
these books really has much to say. 
They are, of course, more-or-less in
teresting in their own right. In terms of 
the new two-line struggle. emerging 
among gay politicos between those 
who view the family as the center of 
gay oppression and those who see it as 
a function of the state, Altman's and 
Meili's works fall into the former camp, 
while Goodich's provides some 
evidence in support of the latter. Until 
these issues are taken up more con
cretely, most gay activists - in Toron
to, at least - will probably continue to 
defend gay businesses against the 
state - be they small publishing ven
tures or steam baths. • 

WHY MEN RAPE 
If you've ever wondered why they do it, 

Why Men Rape, based on ten 
interviews with convicted rapists filmed 

for the National Film Board, will give you 
a unique insight into the rapist's 
perspective-his motivation; his 

background; his attitude towards women 
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and sexuality. 
September 176 pages 

0-7715-9524-7 paper 7.95 
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WORKING-CLASS HISTORY 

Voices of Discord 
Donna Phillips, ed. 
New Hogtown Press (Toronto), 
1979. 
220 pp.; $3.95. 

Dangerous Foreigners: European 
Immigrant Workers and Labour 
Radicalism in Canada, 1896-1932 
Donald Avery 
McClelland and Stewart 
(Toronto), 1979. 
204 pages with appendix of 
demographic information; $6.95. 

The Organizer: Kent Rowley, 
a Canadian union life 
Rick Salutin 
Lorimer (Toronto) 1980. 
163 pages; $16.95 (cloth), $8.95 
(paper). 

Indians at Work: An informal 
history of native Indian labour 
in British Columbia, 1838-1930. 
Rolf Knight 
New Star Books (Vancouver), 
1978. 
320 pages with appendix on 
historical background informat
ion; $13.95 (cloth), $6.50 (paper). 

We Stood Together: First hand 
accounts of dramatic events in 
Canada's labour past 
Gloria Montero 
Lorimer (Toronto), 1979. 
261 pages; $9.95. 

Soon To Be Born (A novel) 
Oskar Ryan 
New Star Books (Vancouver), 
1980. 
414 pages; $13.95 (cloth), $6.50 
(paper). 

By Karl Beveridge 

One of the more tired maxims of 
English Canadian life is that we lack 
our own sense of history, and it is 
history,ofcourse,thatisthesubstance 
of national identity. And so it goes as 
we find ourselves slouched in front of 
the TV munching tortilla chips and 
watching the heroic parade of 
American thuggery. 

Many a frenzied Canadian nat-

Karl Beveridge is an Associate Editor 
of FUSE. 
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ionalist has searched for the elusive 
Canadian hero, bemoaning the fact 
that we didn't have a bloody revolu
tion, ravaging civil war, or that the 
Mounties got out west first, thus rob
bing us of a good TV script. When a 
hero is dredged up, like Louis Riel, the 
CBC botches it, and we obediently 
switch back to Lou Grant. 

While Canada is being rapidly de
industrialized, Macleans runs a cover 
story on the new Canadian im
perialists. Now here's the meat of nat
ional pride, the very item we as Cana
dians lack - a history of aggressive 
home-grown big capital. We could have 
J .R. Ewing shot by Eph Diamond of 
Cadillac Fairview. 

The question of national identity is 
connected to the history of capitalism. 
As Macleans ruefully points out, Cana
dian capitalism hasn't been a major 
voice on the world stage of capital. Our 
participation in world affairs has been 
as a polite servant of foreign interests, 
which doesn't make for exciting 
reading. Unless we're satisfied with be
ing what some might call "the first 
post-nationalist citizens of the 
American world," we have to look for 
our history elsewhere. Where it ap
pears is in the history of opposition to 
big capital. It is here that Canadian 
history is an integral part of world 
history. National identity, rather than 
being a mysterious state of mind, 
becomes class determined. 

Canadian working class history has 
been receiving a healthy and extensive 
exposure in the past few years. Num
erous books on labour history, im
migration and immigrant life, womens' 
history, native history, socialist 
history, working class life and so on 
have appeared. The following are but a 
few randomly selected titles that do 
not pretend to represent all this 
material, but indicate its nature. 
These, along with other recently 
published books, including accounts of 
contemporary situations, are forming 
the basis of a uniquely Canadian 
history: the national expression of a 
world process of historical transforma
tion. 

We Stood Together by Gloria 
Montero, is a series of first hand ac
counts told to the author covering 
labour struggles from the Winnipeg 
General Strike of 1919 to the Quebec 
Common Front of the 1970's. As 
history these accounts lack a context, 
but this is offset by a strong feeling of 
involvement in the events themselves. 
One of the difficulties of oral history, 

however, is to distinguish between the 
lived experience of what is being 
described and the mediation of subse
quent political opinion on the memory 
of the speaker. This, in itself, con
stitutes a kind of history and often in 
the book there is a sense of bitterness 
and irony in each narrator's reflections, 
particularly in the sections on the 
Sydney Steelworkers, the Mine and 
Mill workers of Northern Ontario and 
the Canadian Seamen's Union. 

One of the most telling and in
teresting aspects of the book is the 
manner in which the radical political 
movements of the time, mainly the 
Communist Party (CP) in the 1930's 
and 1940's are down-played. It's hard 
to say whether this was the author's 
own intention, but it reads as if the nar
rators themselves, with the possible 
exception of Red Walsh describing the 
On to Ottawa Trek of 1935, shy away 
from a discussion of political cir
cumstances. It can be argued that the 
book is primarily concerned with 
labour history, but it demonstrates 
that the temper of our own times is far 
from open. 
· A less successful book is The 

Organizer by Rick Salutin on the life of 
Kent Rowley who was instrumental in 
organizing the V alleyfield Textile 
workers in the late 1940's and later the 
Confederation of Canadian Unions. 
The description of the organization of 
Valleyfield by Madeleine Parent in We 
Stood Together for example, is niore in
formative than Salutin's in The 
Organizer. This may be a quibble in 
that Salutin's main interest is in 
presenting Rowley's point of view. I 
have no objections to the approach of 
presenting a person's ideology, but it is 
hard to determine where Rowley leaves 
off and Salutin enters. 

As presented by Salutin, Rowley's 
obsession is with the creation of an 
autonomous Canadian union move
ment. This is not the place to enter into 
that discussion, but Salutin's presenta
tion so lacks in critical objectivity, to 
the point of admitted adulation (the 
last chapter is entitled "On the treat
ment of Canadian heroes") that the 
argument fails to convince. Salutin's 
nationalism leads him to ignore the 
broader political and social reality of 
Canadian life, and to build a Hol
lywood-type hero, casting Rowley as 
the lone voice of Canadian autonomy in 
the underbrush of international 
(American) sellouts. As history, it fails; 
as a polemic it is certainly passionate; 
as a description of the man it is com
promised. 

An excellent book is Dangerous 
Foreigners, European Immigrant 
Workers and Labour Radicalism in 
Canada, 1896-1932, by Donald Avery. 
It brings together three aspects of 
working class life which are most often 
treated separately; immigrant life, 
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labour history, and the history of 
radical political movements. It is, of 
course, an enormous field and the book 
can only touch the surface of its sub
ject. 

Fortunately the book does not 
idealize its topic which could happen in 
a short study. It deals with the con
tradictions and conflicts within the im
migrant community; the role of im
migrant labour agents exploiting their 
own people, the mix of homeland 
politics and Canadian issues within im
migrant socialist organizations, the 
conflicts between immigrant socialism 
and Canadian socialist organizations, 
etc. What emerges is a picture of im
migrant communities, particularly 
Ukr~nian and Finnish, struggling 
against the ruthless exploitation by 
Canadian resource capital and fighting 
for their own, cultural and social aspira
tions. It dispels the myths of both 
Anglo historical dominance and 
multicultural assimilation. A needed 
addition to this material is the history 
of the political roots of immigrant 
labour. For example, many Finnish 
radicals were the product of the Fin
nish civil war of 1917. Finnish history 
itself has only recently admitted that 
this was, in fact, a civil war, and not a 
repulsion of a Russian invasion. 

Indians at. Work, by Rolf Knight, 
also deals with a neglected aspect of 
labour history; the formation and ex
istence of a native proletariat. The 
main point, which the author con
tinually stresses, is that the myth of 
the un-skilled, work-allergic, noble 
savage is not only racist, but patently 
unhistorical. Concentrating on B.C. In
dians, the author details their role and, 
in some cases, prominence as workers 
in the development and operation of 
B.C. resource industries as well as their 
participation in labour struggles. He is 
careful to note that the fortunes of In
dian workers were apace with the 
general economic conditions of the 
region. Although Indian workers were 
victims of racial segregation this was 
more or less consistent with that of 
other racial minorities. The decline of 
Indian wage work from the 1930's on is 
only touched upon, and, as the author 
admits, needs an extensive study in 
itself. At times unevenly written and 
repetitive, the book, nonetheless, is an 
illuminating de-mystification of native 
Indian life. 

Voices of Discord is a collection of 
short stories edited by Donna Phillips 
from left magazines of the 1930's 
(Canadian Masses, New Frontiers, and 
Canadian Forum). It includes stories 
by Dorothy Livesay, Mary Quayle In
nes, Bertram Brooker, Sinclair Ross 
and others. The stories themselves con
stitute a better introduction to radical 
culture of the 1930's than some 
academic overviews, such as the book's 
own introduction. Beyond the fact that 
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they are competently written and in
teresting stories, they show a depth of 
radical culture in the 1930's that is 
often dismissed as politically 
simplistic and culturally naive. There 
is a noticeable lack, however, of stories 
revolving around industrial urban life. 
Most of the stories focus on rural life 
and poverty and, in a few cases, that of 
middle class conscience. If, in fact, it is 
the case that the majority of writing in 
the 1930's had this focus, as did much 1 

of the radical photography and film 
work, it is more a reflection on the class 
location of the authors who could more 
readily identify with rural desperation 
than with industrial alienation. 

Soon to be Born by Oskar Ryan is a 
recently published novel about the 
1930's. Set in Montreal, it depicts the 
lives of three characters: Gabrielle, the 
daughter of rural French Canadians 
who eventually marries Arthur, the 
son of Jewish immigrants, and Fred, 
the son of an Irish longshoreman who 
participated in the 1916 Irish rebellion. 
Effectively alternating between the 
hospital bed of Arthur who was shot in 
a demonstration in 1939, and the past 
lives of the characters, it climaxes in 
Arthur's decision to reject his middle 
class affluence and become politically 
active; thus his arrival in the hospital 
bed. Fred, who has joined the Com
munist Party acts, in part, as Arthur's 
conscience while Gabrielle represents 
the partially liberated woman. (A flaw 
in the book is the relatively inactive 
role of the women.) The book avoids 
political rhetoric, as its topic could well 
imply, and succeeds in developing a 
convincing portrait of the period, in
cluding short vignettes of real life 
characters such as Leslie Morris, 
Matthew Popovitch and others. Oskar 
Ryan, known for his plays in the 1930's 
(Eight Men Speak, New Hogtown 
Press) and for his political involvement 
then and since is one of the few active 
connections to that radical cultural 
history. The book has a subtle op
timism that is both refreshing and 
commendable given the subsequent 
history of suppression in the 1940's 
and 1950's: Indeed it would be in
teresting if he were to continue the 
novel into that period. 

As this field of historical material 
develops and expands, so too should 
the beginnings of a new political 
analysis emerge. As much as Canadian 
history has been submerged by that of 
foreign glamour, so too have its radical 
movements been dominated by im
ported strategies. In this regard one 
can sympathize with Salutin's passion, 
if not his objectivity. Indeed much of 
what is commendable about recent 
historical material is its political open
ness to radical solutions. As the crisis 
of the capitalist economy in Canada in-

I 
tensifies, a historical sense of ourselves 
becomes politically more crucial. 

AT THE GALLERY 

• The Singer or the Song: 
Performance '80 
lecture by John Howell 
editor of Live Magazine 
Thursday, October 30, 8:00 pm 

• Performance and the Voice 
lecture by Chantal Pontbriand 
editor of Parachute Magazine 
Thursday, November 13, 8:00 pm 

•Journies from Berlin/1971 
film by Yvonne Rainer 
16mm, colour/B&W, sound, 
120 min. 
Thursday, November 27, 8:00 pm 

• Putting Yourself Into It 
Lying Low 
two performance pieces by 
Rae Davis 
Wednesday, December 3, 8:00 pm 

• GEOMUSIC presented by 
The New Music Co-op 
with new works by David Mott, 
Miguel Frasconi, Marjan Mozetich, 
Phil Werren, Marvin Green, Jim 
Montgomery 
Thursday, December 4, 8:30 pm 
Friday, December 5, 8:30 pm 
Tickets: $3 members, $4 
non-members 

ART GALLERY 
OF 

ONTARIO 
Dundas Street 

three blocks west 
of University 

Information: 977-0414 
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MEDIA FOR THE PEOPLE 
repetitive - words like "meaningful" 
lose their impact when used twice in 
the same paragraph. The Canadian 
Study, assembled by alumni of OISE 
(Ontario Institute for Studies in 
Education), commences by pricking 
the over-rated National Film Board 

f------------------,---------------~ project, Challenge For Change. Begin
Blackfriars Photography Project, the ning in 1967, this project dumped 
WELD Photography Project. Through equipment and money in centers 
interview and statement, these pro- across the country and subsequently 
jects present their own self-criticism expressed genuine surprise when the 
and history. Yet the interviews are con- communities involved didn't auto
ducted exclusively with the organizers matically 'plug in' and start producing 
of the projects, and not with the public films and video tapes for social change. 
for whom the projects supposedly ex- Obviously, useful outgrowths occur
ist. What we get fs Maggie Pinhom of red, such as Wired World, a now self
the Basement Project heartily describ- sufficient alternative FM station. in 
ing the group of East London teen- Kitchener, Ontario. Although there 
agers who, under her guidance, made a were early successes, including the 
film about their lives and neighbour- famed FOGO Island community ac
hood. Similarly, the Blackfriars cess project, Challenge For Change 
Photography Project in South London seemed slow to learn that it's useful to 
is described by organizer Paul Carter, have an issue to-film before you plug in 
who tells us how it was formed, who the equipment. The rest of the Cana
uses it, and its emp_hasis on the prac- dian study includes a discussion of the 
tical uses of photography within the various innovative projects in Quebec 
neighbourhood. It is Carter who des- exploring cable and co-operatively 
cribes a pensioners group that, owned TV (Videographe, Montreal; 
through self-documentation of the con- CTVO, Hull; and TVC-4, St Jerome). 
ditions of their daycare centers, was The European section, following the 
able to secure better premises from the same case-study format, is similarly in
local authority. A few statements from formative and comprehensive. 
teenagers involved in the Blackfriars The U.S. study is the most in
Project shift the balance only slightly. teresting. Here, the examples are filler 

Community Media: Community 
Communications in the U.K. 
Heinz Higg and Graham Wade 
Regenbogen-Verlag (Zurich}, 
1980. 
269 pages, £3.95 (U.K.}. 
Access: Some Western Models 
Of Community Media 
Frances J. Berrigan, ed. 
UNESCO (Paris}, 1979. 
228 pages, $12.75. 

By John Greyson 

Both books begin with the same 
1970 quote from a long-time European 
media critic, Hans-Magnus Enzens
berger: "The open secret of the elec
tronic media, the decisive political fac
tor .. .is their mobilizing power." He 
rightly takes to task the "New Left's 
purist atitude towards the mass media 
(where) in their analysis, the whole 
media sector is reduced to the slogan of 
manipulation" and goes on, as many 
did, to make a case for "socialized" or 
"democratized" forms of the new elec
tronic media that were emerging then: 
educational and public TV, small
format video, community radio, cable 
TV. 

The optimism of 1970 has given way 
to increasing disillusionment as the 
theoretical assertions were not met by 
what came to be the practice. These 
two books pinpoint some of the con
tradictions inherent in the changing 
concepts of process, product, participa
tion, intervention, and of course, the 
key - access. Though at times the ex
amples read like a litany of what went 
wrong, the very scope and range of the 
community media experiments 
discussed and the number that can be 
deemed successes, provide valuable in
sight into an area that has lately 
become less popular. 

For a field that declares as its man
date: "Give the people the tools to 
speak for and to themselves," Com
munity Media by Heinz Nigg and 
Graham Wade, despite its virtues, has 
a glaring, condescending flaw. Model
ling itself after their subject's method, 
the authors choose to let six British 
media projects speak for themselves: 
West London Media Workshop, Chan
nel 40 (Milton Keynes Cable), Libera
tion Films, The Basement Project, The 

John Greyson is an Associate Editor of 
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Given this personalized, one-sided 
version of six projects, the two things 
this book does present are an ad
ministrative view of how a community 
media center can be run, and the cen
tral dilemma organizers face: the fine 
line between initiating a project and 
retreating to allow those involved to 
actually do it themselves. This role, 
sometimes dubbed 'social animateur,' 
is one the authors took on themselves; 
their error of going only to the profes
sionals for statements makes it only 
half the record it could have been. 

In contrast, Access: Some Western 
Models of Community Media, edited 
by Frances Berrigan, a communica
tions theorist for UNESCO, distances 
itself from the outset, providing a 
useful if brief overview of community 
forms of broadcasting and electronic 
media in North America and Western 
Europe. Both the Canadian and Euro
pean sections adopt a style of com
parative example that becomes 

around a central thesis that sees the 
practice of community media as the 
key towards the fusion of work and 
education. It convincingly argues that 
a society built on a mutually depen
dent cycle of work and 'lifelong learn
ing' (instead of their current cause and 
effect relationship i.e. learning a job, 
then doing it) would by definition de
mand a democratized media. The 
authors, Richard Kletter, Larry 
Hirschhorn and Heather Hudson, 
American communications theorists, 
work through their analysis of the case 
studies in a pragmatic fashion, pro
viding special emphasis on education 
experiments, expecially in the health 
and social services (e.g. the University 
of Mid-America, a multi-state cable TV 
project offering credit courses since 
1971). They cheerfully dismiss as in
adequate the American pluralist tradi
tion of the media which says that if all 
the special interest groups compete for 
the ratings, the relevant ones will sort 
themselves out from the chaff. They 
then conclude that a truly democratic 
media can only be achieved when "the 
fundamental categories of social life -
work, social services, and the daily 
time-budget (of work and leisure) -
also change." The plentiful examples 
throughout legitimize this larger 
discussion because they are both 
specific and responsible to their sub
ject - a guiding principle that typifies 
in tum most successful community 
media experiments. • 
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WOMEN IN THE LEFT: 
WHAT'S GOING WRONG? 

Beyond the Fragments, 
Feminism and the Making of 
Socialism 
Sheila Rowbotham, Lynne Segal, 
Hilary Wainwright 
Merlin Press (London}, 1979. 
253 pages, $7.95. 

By Gary Kinsman and 
Tim Guest 

Beyond the Fragments is a reap
praisal and a major critique of the 
socialist left's traditions of organiza
tion. It consists of essays by three pro
minent English feminists: Sheila 

· Rowbotham, Lynne Segal, and Hilary 
Wainwright. 

Significantly, the authors don't pro
vide a manifesto or an authoritative 
solution to the problem of organizing. 
Instead, they set out to simply explore 
the contradictions through comparing 
and combining their experiences in the 
left and in the women's movement. 
And as much as the book concerns 
itself with a history of the New Left 
and modem feminism, it is also a piec
ing together of anecdotes, inspirational 
passages, and personal visions. It is so 
vividly written, and so precise in even 
its most obscure formulations, that it 
breathes life into the customarily stale 
and rhetorical categories of Leninist 
politics. 
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Their objection is that the socialist 
left has failed to think critically about 
its methods of organizing, as well as 
failing to accomplish a solid understan
ding of feminism. The authors also 
claim that the women's movement has 
developed an alternate model, a dif
ferent method of organization which 
throws the methodology of the left into 
question. In particular, Sheila Row
botham describes the manner in which 
the left has divided 'sexual politics' 
from 'class politics' and discusses the 

Gary Kinsman, Toronto, is currently 
studying the sexual divisions of labour. 
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necessity of understanding their intrin
sic relationship. "An internal pull 
towards thinking about organizations 
has been experiencing a completely dif
ferent politics within the women's 
movement since 1969. The differences 
between this kind of practice and soc
ialist politics have seemed so great 
that it has been hard to compare them. 
I've increasingly felt this as a paralys
ing split. There is a danger that we 
may aquiesce to such a division, accep
ting one way of organizing for social
ism and another for feminism. Given 
the existing balance of power between 
the sexes in society as a whole this 
would undoubtably mean that our or
ganizing as feminists became ghetto
ized." 

She also describes a concept of 'pre
figurative change': "A problem we 
share with other groups of people who 
are not powerful, the ignoble, unknown 
people, is how to explore and reveal our 
experience in the moment of transfor
ming our culture.'' Her concept 
acknowledges the possibility, indeed 
the necessity, of establishing new 
kinds of social relations before their 
'material basis' has been achieved. In 
other words, social movements should 
not only fight for a transformation of 
society, but act as a laboratory for a 
new way of life, in themselves. 

Some may find this book a heretical 
revision of traditional doctrine. But 
those of us who have intimately 
travelled in the circles of organizing for 
socialism and for sexual freedom will 
find this a powerful articulation of our 
experiences. Beyond the Fragments 
mirrors, and at the same time, provides 
words for our thoughts. This is 
especially useful considering both the 
newness of the discussion and the 
necessity which lies behind it. And 
however much the book remains 'un
finished', it only sets out to be a work 
in progress. Most importantly, this 
book is about the process of developing 
our politics. Sheila Rowbotham: "The 
theorizing about organization remains 
in the quicksands. It is unclaimed ter
ritory still. I see what I'm writing as 
part of a wider claiming which is begin
ning. The words slither around and 
seem to slip onto the surface of my con
sciousness unless I make an enormous 
effort to remain with them. The dif
ference is that I know such huffing and 
puffing is not a personal eccentricity 
but a social experience and this 
knowledge is something felt, not just 
something I understand intellec
tually." • 

New Books 

Everywoman's Almanac 1981 
Now available! 
A day calendar, address book 
and information guide with 
original photographs, cartoons 
and interviews-all together in 
one easy-to-carry pocketbook. 
Only $5.95 pb. Sewn-binding. 

More Than a Labour of Love 
Three Generations of Women's 
Work in the Home. 
Meg Luxton $9.95pb. 

Hidden in The Household 
Women's Domestic Labour 
Under Capitalism. 
Ed. by Bonnie Fox $11.95 pb. 

-280 Bloor St. W. #313-
Toronto 
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MUSIC AND ITS INDUSTRY 

The Sociology of Rock 
Simon Frith 
Constable (London), 1978. In the 
Communication & Society Series. 
255 pages, with Notes, 
bibliography and index; $11.95. 

By Jody Berland 
Everyone knows these days that 

music is "big business." Bigger than 
sports, newspapers, TV or movies; pro
bably bigger than all of them combin
ed. Knowing it's an "industry" is as 
much a part of our culture as the music 
it produces - and probably helps to 
justify it to many people. But who 
wields the power, and how? How are 
record companies, radio stations, 
discotheques, instrument and stereo 
producers, promoters, and reviewers 
related? How does this actually affect 
the music, the. musicians, the au
dience? And how do they in turn affect 
the business? Frith's book doesn't talk 
much about the music - but it covers 
everything else. 

Frith's thorough documentation and 
careful analysis are due to his double 
career: as sociologist and as a critic 
writing for rock magazines, like Creem, 
since the Sixties. The story begins in 
the Fifties, when the combined forces 
of new recording technology and the 
development of a youth market with 
time and money to spend created an 
explosion in popular music. As young 
people discovered they could control 
their use of leisure time, a specifically 
youth-oriented musical culture (and 
business) arose. In the Sixties the 
earlier values, of showmanship and 
entertainment were transformed by 
new values of "revolution and sex and 
no respect"; business flourished, as 
musicians and audiences sought a new 
anti-commercial definition of rock 
culture more in harmony with counter
culture values of honesty and freedom. 
But this didn't diminish the star 
system or the power of the music 
monopolies. Although independent 
companies tried to form around 1970, 
Frith shows that these have mostly 
either disappeared or have neatly, if 
subtly, contributed to the reorganiza
tion of the record industry on a grand 
scale. 

The book begins with the music's au
dience. Based on extensive interviews, 
Frith describes the work (or lack 

Jody Berland is currently writing 
about popular culture, art criticism and 
music. She lives in Toronto. 
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thereof) and lives of working class and 
middle class young people, their uses 
of leisure, their values about rock. In 
opposition to "sub-culture" theorists, 
he contends that groups only use 
music consciously as symbolic of 
group values when rejecting their 
given class cultures. This could explain 
the number of British rock stars from 
art-schools. For the rest, music is most
ly ever-present "background" - to 
school, social lives, jobs, cars, free 
time. But while consumers may have 
different ideologies or needs for music, 
the industry has something for 
everyone. 

Finding out what that something is, 
producing it, publicizing and 
marketing it, are all described in the se
cond section of the book. Frith follows 
the production of music and profit 
through the A&R men, song writers, 
copyrighters and publishers, studio 
musicians, Musicians' Union, pro
ducers, studio technicians, record 
manufacturers, designers, distribu
tors, DJs, record stores, concert tours, 
agents, managers, the press. Each of 
these has changed with the increased 
importance of records (and decrease of 
live performances - though there are 
always plenty of bands who will never 
see the inside of a recording studio), 
technological sophistication, and econ
omic centralization. Producers, for in
stance, are shown to be a combination 
of technological whlz, entrepreneur, 
and psychiatrist. Not surprising, given 
the working conditions in the musical 
assembly line. One wonders how much 
of this is due to the economic cen
tralization of the industry - about 
which Frith provides abundant 
statistics - and how much to the in
creased technological complexity of 
studio recording (itself tied to more 
available capital, sophisticated equip
ment, ambitious musicians, and au
diences expectant of that "certain 
sound"). That is, how much alienation 
is really necessary? Just as musicians 
can expect about 6 percent of the final 
cost of a record (higher for stars), so 
they appear to have about 6 percent 
control. Legally they don't own the 

product, nor do they all receive wages. 
They are paid instead in royalties, 
which Frith calls "incentives" to musi
cians from companies who can't direct
ly control their creative work. 

The music industry's integration, 
both "horizontal" (buying up smaller 
companies) and "vertical" (merging 
with distributors, publishers, pro
moters, instrument manufacturers, 
etc.) leads to a mammoth mutual 
dependence. In some ways this allows 
them more flexibility. Whether you are 
buying an amplifier, stereo, concert 
ticket, music magazine, or esoteric 
record, the monopolies are pocketing 
the money. Frith's familiarity with the 
structure and temperament of the in
dustry is enlightening, particularly his 
detailed discussions of the legal and 
economic structure of record produc
tion, the music press' s history and the 
"independent" media such as Rolling 
Stone, and the balancing of radio and 
other media between commercial 
pressure and audience desires. 

While his analysis of the industry 
provides a comprehensive indictment, 
his approach is not irredeemably 
gloomy. In the last section he turns to 
cultural influences on rock, particular
ly black music. He compares various 
theories about rock as art, · as folk 
music, as mass culture, as popular 
culture. Finally, Frith says, popular 
music is precisely that: popular music, 
whose value is in direct proportion to 
its popularity. The industry can't total
ly manipulate audience choices, and 
that dynamic underscores the whole 
process. At present, it's doing its best 
to freeze the market into predictable 
sets of consumer tastes. But as its 
history shows, its schemes don't 
always succeed. Even the consumption 
of entertainment has its "civilizing 
moments"; the contradictions within 
what he calls leisure ideology will con
tinue to find expression not only in 
bland escapism and consumerism but 
also in idealism, dissatisfaction and 
revolt. Music will continue to supply 
fun, sexuality, power, joy, even 
rebellion - if radio stations wouldn't 
play the Sex Pistols' "God Save the 
Queen" it still hit the top of the charts. 

The book's weakness is its failure to 
go further in suggesting how these pro
blems of capitalist community and 
leisure might be resolved. The Sex 
Pistols didn't break the industry, 
though they with other punk bands did 
stimulate a wider critical con
sciousness of its power. Frith never 
makes clear enough what musical or 
political resistance can successfully 
challenge the monopolization that he 
describes. His analysis may not suffi
ciently justify his move from economic 
pessimism to cultural optimism but it 
does give us the necessary information 
about the present situation. Perhaps 
he thinks the rest is up to us. • 
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Exhibitions 

Gay Graphic 
Arts Now 
Part of the First American Gay 
Arts Festival, summer, 1980, 
New York. 

BY TONY WHITFIELD 
In a- recent conversation with 

John Raymond, the silk-suited 
huckster who directs GSF, "the 
world's largest gay/bi social con
tact organization," I was informed 
that being gay is not a political 
issue, is not an economic issue but 
an issue of sexual preference and 
the right to that preference. While 
on the most simplified in
dividualistic level this may be true, 
beyond that point Raymond's 
statement is a shallow paradox 
that demands that an oppressed 
minority view that oppression in 
isolation, and their lives in 
fatalistic dis-integration. If one 
were to assume that what was 
advertised as the graphic arts por
tion of the First American Gay 
Arts Festival accurately 
represented the concerns of gay 
visual artists working today, one 
would be inclined to give credence 
to Raymond's assessment of the 
situation. 

For all intents and purposes, 
(and not unexpectedly,) gay art as 
defined by the work in this festival, 
finds its most potent form in male 
i:tnage erotica. (By most potent I 
mean most immediately accessible 
to the gay community in terms of 
subject matter and frequency of 
public exposure.) As such the 
works in the various exhibitions in 
this festival illuminate particular 
aspects of the gay psyche that deal 
not with the nature of same sex at
traction, but with its visceral fact. 
The hot spot of its focus falls clear-

Tony Whitfield lives in New York 
and is a Contributing Editor of 
Fuse. 
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ly on the crotch while the rest of 
gay love's body and its surroun
dings fade into a half light. 

In Manhattan, at the moment, 
there are five galleries that deal ex
clusively in gay image art. They 
are: Leslie-Lohman Gallery, Robert 
Samuel Gallery, Hibbs Gallery, 
Stompers and the Rob Amsterdam 
Gallery. Each was listed as a par
ticipant in the festival. With the 
possible exception of Lynne Davis' 
photographs at Robert Samuel 
Gallery, the works.shown embrac: 
ed the traditional medi~ of paint
ing, drawing and sculpture, and 
occasionally photography as a 
means of depicting non-traditional, 
homoerotic subject matter. To 
underestimate the importance of 
this work as a serious challenge to 

Charles Leslie, one of the directors 
of Leslie-Lohman Gallery, stated 
that in servicing the gay communi
ty of artists he felt that it was his 
responsibility to, at times, place 
restrictions upon to whom he 
would advertise certain works. For 
instance, in the case of blatantly 
sado-masochistic work he would 
not go out of his way to make cer
tain that New York Times' art 
critics saw the show for fear that it 
would provide them with ammuni
tion for yet another homophobic 
barrage. The exercising of this pro
tective instinct is to be applauded 
as a gesture of solidarity. The ques
tion, however, arises - At what 
point will we open the closet doors 
that we are now constructing? As a 
gay person viewing these works, 

Lynn Davis' photos of bodybuilders and dancers: essays in physical power. 

the western art establishment 
which has systematically denied it 
the right to the public arena and 
economic validation on the open 
market would be to constitute a 
tacit agreement with the very 
moralistic value system that has 
oppressed gay people. To that 
establishment this work represents 
sin incarnate. In discussing 
homoerotic work one must not lose 
sight of the fact that this is the 
reaction it evokes among straight 
audiences and that in no way does 
it appeal to the masses. Its au
dience is found in those who share 
the desire it illustrates. It is for 
that audience that these artists are 
working and the galleries devoted 
to homoerotic work exist. 

In a discussion group on gay 
graphic arts in the Eighties 

would a negative response on my 
part result in my name being added 
to the enemies list? The nar
rowness of the apparent definition 
of gay art does make me wonder. 

Within the context of homoerotic 
art certain thematic devices appear 
with surprising regularity and 
cumulatively become issues that 
go beyond that of the usual notion 
of sexual desire. Perhaps most fre
quently used is that of the decapi
tated or dismembered body. In the 
"Pier Pieces" of Tava which were 
documented at Leslie-Lohman 
Gallery, twenty-foot-tall figures 
are severed at the neck and the 
knee. Impressive if for no other 
reason than their monumentality 
and their unexpected, but ap
propriate, location on the cruise 
piers of the Hudson, these works 
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pay homage not to the beauty of 
the male body, but to the male 
body as sex machine cranking 
through the motions of masturba
tion or intercourse. Similarly, the 
penis appears frequently as a 
disembodied entity. In the carved 
wooden sculptures of Yan Khur it 
becomes the material for oddly ar
chitectonic configurations, while in 
the works of Wheeler at Hibbs 
Gallery the phallus assumes a fan
tastic life of its own and in groups, 
like long-awaited gods, are received 
by beautiful young men. Implicit 
in this approach to the human 
body seems to be the desire to 
remove sex from intellectually, 
emotionally charged realities. It is 
interesting to note that this treat
ment of the male body by males is 
not unlike that of the female which 
we do not hesitate to call "sexist." 
How do we label it here? What does 
this fragmentation indicate about 
a certain state of male con
sciousness, be it homo- or 
heterosexual? 

As an even more obvious means 
of relieving sexual relations from 
the pressures of the everyday 
world numerous fantasies linked to 
mythology are invoked. Couched in 
the realm of Greek mythology, as 
were the turn-of-the-century 
photographs of young Sicilian boys 
by Baron Wilhelm Von Gloeden, 
(first shown in New York by Leslie
Lohman Gallery) the watercolors 
of Nuji, also images of autonomous 
cocks in fanciful arrangements, use 
as their titular context a fragment 
from Aristophanes' "Hymn to 
Phallos" - "O, PHALLOS! Revel 
roaming! Glad companion of the 
gloaming and of Dionysus! 0, lover 
of wives and young men!" At 
Leslie-Lohman Gallery, in the June 
Group show, the only group show 
on view during the festival, ex
amples of homoerotic take-offs on 
mythological themes, as well as 
half-animal, half-vegetable, half
crankshaft fantasies were in abun
dance. The problem that surfaced 
most often in the works that drew 
on ancient myths was the fact the 
contemporary art-viewing au
dience no longer brings with it an 
adequate knowledge of those 
myths and a single traditionally
rendered canvas is incapable of fill
ing in the details. Likewise, in a 
single fantastic work which im
plicitly proposes a new mythology, 
imaginary elements often remained 
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hermetic, incidental embellish
ments around genital couplings. 

Perhaps the most disturbing 
general characteristic of works in 
the festival is the underlying 
presence of a sensibility that 
avoids specifics and personal 
details within the context of sexual 
relations. Bodies become types, 
idealizations, interchangeable 
parts. Cultural details are few. Sur
roundings become neutral interiors 
or voids. Figures such as those in 
John Mack's drawings at Hibbs 
Gallery, which entice the viewer 
through direct eye contact or Vi
vienne Maricevic's photograph of 
the nude dwarf who lifts a curtain 
to meet your gaze, are rare. Self ab
sorption is too often the name of 
the game. When these absences 
begin to make themselves ap
parent, the fallacy of John Ray
mond's statement starts to ring 
out loud and clear. While our sex
uality rests at the core of the strug
gle to claim our places within socie
ty, it is through our dealings with 
that society, our definitions 
therein, both self and imposed (our 
political life) and our uses of the 
modes of exchange available to us 
(our, broadly-defined, economy) 
that this struggle will come to an 
end. A sharp focus on our affective 
preferences, although absolutely 
crucial to our understanding 
among ourselves of who we are, is 
just a beginning. Steps in our art 
must now be taken, it seems to me, 
out of the bedroom into the more 
dangerous, ambiguous zones where 
gay experience comes into play 
with both hostile and receptive 
worlds. Movement in that direc
tion has been made most notably in 
literature. The visual arts lag 
behind, not necessarily in the quali
ty of the work available but in its 
breadth of scope. 

Lynn Davis' photographs at 
Robert Samuel Gallery hold an 
anomalous position in this festival. 
In a one-person show, Davis was 
the only woman significantly 
represented. Given the fact that 
the work was installed in that par
ticular gallery one would assume 
that the artist is a lesbian. The 
work however does not make this 
clear. It does, however, reveal a 
very particular vision, one that 
searches for ambiguities in subject 
matter ranging from portraiture to 
landscape. Her photographs of 
female bodybuilders and male 
dancers are careful studies of well-

Order now 
for Christmas 

More styles of headboards and 
bedsteads available in all sizes 

20 Cumberland 
just off yonge 922-5683 

Latin America's outstanding center for arts, 
cratts, Spanish, writing, humanities. Both col
lege degree and continuing education pro
grams. Fully Accredited. 
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economical living costs. 
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CANADA 
COUNCIL 
GRANTS 

For multidisciplinary work; 
performance art; video activity 
other than a specific production: 

Arts Grants "A" 

Arts Grants "B" 

Short-Term, 
Project Cost and 
Travel Grants 

Deadlines 
October 15 

April 1 and 
October 15 

May 15 
August 15 
November 14 
February 16 

For information and application 
forms, write to: 
Arts Awards Service 
The Canada Council 
P.O. Box 1047 
Ottawa, Ontario 
K1P 5V8 
Tel. (613) 237-3400 

For production and post-production 
costs, including salary, crew, 
material, equipment rental costs, 
etc. (maximum $15,000): 

Video Production 
Grants 

Deadlines 
June 15 
September 1 5 
December 15 
March 15 

For information and application 
forms, write to: 
Video Office 
The Canada Council 
P.O. Box 1047 
Ottawa, Ontario 
K1P 5V8 
T~. (613) 237-3400 
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defined musculature balanced 
against painstakingly adjusted 
poses which become, in juxtaposi
tion, essays on physical power. 
Alone, however, these photographs 
do not hold up quite as well. A cer
tain formalism begins to dominate. 
In her portraits of the famous and 
not-so-famous this photographer's 
eye is most incisive. Often ex
hibited in pairs, these works in 
combination capture both the in
dividual's protective facade and 
the vulnerability and weariness of 
the personality that lies beneath it. 
They are about the fragility of the 
images we project. While they are 
not specifically about homosexuali
ty, they delve into that nebulous 
area between the illusion we create 

The Times 
Square Show 
Group show held in Times 
Square, June-July, 1980, New 
York. 

BY TONY WHITFIELD 
July 7, 1980. The hip-hop-boogie 

beat filtering through honking 
horns and the sound of water 
sloshing away the urine on the sub
way stairs from the night before. 
- I got ten carats here m'man. 
- No thanks. 
Thirty-five Swiss teenagers in ill
fitting American jeans coming up 
from the subway tunnel and a 
blonde model asking, "Sir, which 
way is Fifth Avenue?" I point her 
in the right direction. 
- Loose joints, black beauties, 
angel dust, ludes and dick. 
- No thanks. 

This is Times Square. All jive 
and hustle and business as usual. I 
am standing in front of the subway 
entrance. Behind me is a torn 
poster - "The end of a Superstar, 
a film from New York: Under
ground U.S.A., a film by Eric Mit-. 
chell." It is plastered on the wall of 
a rundown, vacant four-storey 
building on one of the busiest cor
ners in Manhattan, in the heart of 
Times Square, in the heart of the 
midtown business district, in an 
area known for its theaters, its pro
stitutes, its junkies. Two teenagers 
go to the glass doors of the 
building and tug at the handle, 
read the sign - "The show is clos
ed" - and walk away. 

around ourselves and the actual 
material from which it is culled: 
how in self-defense, we attempt to 
make our fantasies real. 

While homoerotica reigned over 
this festival, the keys to the castle 
were perhaps passed into those 
hands by default - default on the 
part of artists in their reluctance to 
identify themselves as gay and on 
the part of many galleries in their 
refusal to support gay theme 
works. Perhaps in the next decade 
this situation will change radically. 
For this to happen the general con
cession must be made that one's 
art is inextricably entwined with 
one's experience and that there is 
no true art which denies the truth 
of its <;:reator's life. • 

A week or so before this building 
had been the scene of a type of ac
tivity not usually found in thi"s 
area. The Times Square Show was 
in full swing. In what had been an 
abandoned massage parlour Col
laborative Projects, also known as 
Colab, had organized a four-storey 
exhibition which consisted of the 
works of more than 120 artists. 
The instructions given to any ar
tist who wanted to participate were 
very simple - "Do a piece that per
tains to the Times Square area.'' 
What resulted was a bizarre fun
house filled with the heavy over
tones of sex and violence found in 
both Visual Punk and on the street 
just outside the show's doors. On 
top of that was a good dose of the 
adrenalin needed to survive with 
the "stay hungry" philosophy that 
many of these artists have adopted 
and to which others have grown ac
customed. 

Several years ago the Colab 
group came together in an effort to 
solve the funding problems they 
were facing as individual artists 
working outside the mainstreams 
of the commercial art world and 
beyond the fringes that alternative 
spaces were willing to embrace. 
Since then they have mounted such 
exhibitions as The Dog Show, The 
Doctors and Dentists Show, The 
Manifesto Show, and The Super
man Show which were limited suc
cesses; the Real Estate Show in a· 
condemned building on the Lower 
East Side which was shut down by 
the city; and Red Curtain, the cable 
TV program which received con
siderable notoriety when it broad
cast Tom Otterness' Shot Dog 
Film. With the Times Square 
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Show, however, it seems that the 
timing and location were right and 
the artists' energy and commit
ment to dealing with issues 
presented by that neighborhood 
were so clear that funding agencies 
were more than eager to support 
the project. So were the press and 
the public; and what had hitherto 
only come into being through 
guerilla-like means was suddenly 
deemed legitimate. 

One of the major goals of this 
show was to present art that was 
accessible not only to the art
initiated New York audience but to 
anyone who happened to wander in 
off the street. For the most part 
this goal was achieved. The mes
sage behind Coleen Fitzgibbon and 
Robin Winters' "gun-empty plate
dollar bill" xerox wallpaper was ob
vious and the connections drawn, 
essential. Dick Miller's "Acciden-

has it were cancelled in crayon, at 
one point, by a well-known feminist 
art critic. 

As a show focusing on the nature 
of life in a densely populated urban 
area, appropriately, the presence of 
the human image was virtually in
escapable. Portraits, ranging from 
Klaus Nomi by Kenny Scharf to 
life-casts of Bronx residents to the 
bizarre "Hoof-head" paintings of 
Richard Mock, seemed to be stat
ioned at every turn. A life-size 
mechanized puppet of James 
Brown presided over the lobby, 
temporarily assuming the title of 
"the godfather of art." 

Breaking with yet another tradi
tion of the art world, or perhaps 
just revamping the concept of the 
art gallery, a souvenir shop with a 
window opening onto the street 
sold everything from pornographic 
hand-held fans and postcards to 

:----...,.~r'inii":P"'I.--T"lr11...--

The show was heavy with sex and violence, like Times Square itself. 

tal Death," a sculpture of a man large winged-pistols by Tom Ot
being struck by a falling air condi- terness at the cost of materials 
tioner, Susan Pitt's three paintings plus labor. Also unexpected at an 
for an animated film which depict a art exhibition was a fashion lounge 
woman terrorized by enormous filled with unwearable clothing. 
rats and Paulette Nenner's pain- (Semi-wearable clothes were model
ting, "Endangered" give form to ed however at a fashion show 
fears suppressed daily by New which was one event in the line-up 
York City dwellers. of evening festivities which also in-

While Mike Glier and Bill Korn- eluded films, bands and perfor
oski abstracted phrases from disco mance.) 
music commenting on the The fact that the Times Square 
manifestation of the macho male Show was labeled the first radical 
sensibility to incorporate into their art show of the '80s by The Village 
wall drawings, Jane Sherry, in a Voice is really not important. 
bordello-like installation lined with What is important, however, is 
bondage photos and playing cards that it was an artist-organized art 
of the Virgin Mary, speaks from show of such large scale which has 
the gut - "Pornography lies about succeeded in reaching a largely 
women." From the other side of the non-art world audience without 
camp Jimmy deSana installed out- losing sight of the show's original 
takes from his book Submissions in intention and managed to gather 
the form of photos of enemas and support as it actually came into be
people urinating, which, as rumour ing. • 
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A SPACE 
EVENTS 
FALL 1980 

Gerry Schum 

Exhibitions 
August 21 - September 13 

ALTERNATIVE SPACE 
Architectural drawings, thesis, model 
for contemporary art museum by 
Brian Boigon. Lecture by Boigon on 
September 10. 

November 3 - 29 

GERRY SCHUM 
RETROSPECTIVE 

Videotapes and documentation of col
laborat!ons between Schum and major 
American/European artists from the 
60's and early ?O's. Anselmo, Arnatt, 
Baldessari, Beuys, Boetti, Boezem, 
Brouwn, Buren, Calzolari, Dibbets, de 
Dominicis, van Elk, Flanagan, Gilbert 
and George, Knoebel, Kuehn, Long·, de 
Maria, Merz, Oppenheim, Rinke, 
Ruckriem, Ruthenbeck, -Serra, 
Smithson, Walther, Weiner, and Zorio. 
Organized by the Stedlijk Museum, 
Amsterdam. 

Performance 
October 

ELIZABETH CHITTY 
DAVID STEPHENS 
GENERAL IDEA 

November 

CLIVE ROBERTSON 

Publishing 
Late Fall Release 

A _BOOK WORKING 
Collection of six original artists books 
in one volume. Works include: "Au
dience Arrangements" (Bruce Barber), 
"Sleight of Hand" (Miles Decoster), 
''The Woman that No One Could Really 
See" (James Dunn). "Postal Workers 
on Graph Paper CUPW" (Michael Du
quette), "The Real Glasses I Wear" 
(Andy Patton) and "The Pegmatite 
Dikes" (Jo Percival). 

A Space, 299 Queen Street West, Toronto, 
Ontario, Canada M5V 119. (416)595-0790 
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BOOKS BY ARTISTS 
An exhibition of over 60 artists' books from 
the collection of ART METRO.POLE, curated 
by Tim Guest, will tour North America in 1981 
-82. Work is included by: 

ABRAMOVIC, Marina/ULAY 
ACCONCI, Vito 

ANDERSON, Laurie 
APPLE, Jacki 

APPLEBROOG, Ida 
ART-LANGUAGE 

BALDESSARI, John 
BARTOLINI, Luciano 

BEUYS, Joseph 
BOEHi, Allighiero 

BROODTHAERS, Marcel 
BROUWN, Stanley 

BURDEN, Chris 
BURGIN, Victor 

BYARS, James Lee 
CAGE, John 

CARRION, Ulysses 
CLEMENTE, Francesco 

DARBOVEN, Hanne 
DE JONG, Constance 

DUCHAMP, Marcel 
EL LISSITSKY 

ENGLISH, Rose/Jacky LANSLEY/S_ally POTTER 
FULTON, Hamish 
GENERAL IDEA 

GILBERT & GEORGE 
GREYSON, John 
HILLER, Susan 

KNOWLES, Christopher 
LE WITT, Sol 

MACUNIAS, George 
MERZ, Mario 
MURRAY, Ian 

NANNUCCI, Maurizio 
NAUMANN, Bruce 

ONTANI, Luigi 
OPPENHEIM, Dennis 

ROSLER, Martha 
ROT, Dieter 

RUSCHA, Ed 
SCHNEEMAN, Carolee 

SCHWARZKOGLER, Rudolf 
SNOW, Michael 
SWIDINSKI, Jan 

TOT, Endre 
ULAY / Marina ABRAMOVIC 

VOSTELL, Wolf/Dick HIGGINS 
WARHOL, Andy 
WILSON, Robert 

CATALOGUE AVAILABLE 
A catalogue, including critical essays and a guide 
to the exhibition, wi_ll be available from mid
November. Germano Celant's important 'Book as 
Artwork 1960/72' text, long out of print, will be 
reprinted here in French and English. 

For information on the exhibition or the catalogue 
contact Tim Guest, Art Metropole, 217 Richmond 
Street West, Toronto, Canada M5V 1W2. (416) 
977-1685 

AM 
ART METROPOLE. 217 Richmond Street West. Toronto 
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CLASSIFUSED 
FILM & VIDEO 
Women in Focus is a feminist 
art/media centre. Our distribu
tion library of videotapes and 
films document and explore is
sues of concern and interest to 
women. Available for rental or 
sales; write for catalogue. Wo
men Video producers interested 
in potential distribution with 
us, please write for our non
exclusive agreement. Women in 
Focus, No. 6 - 45 Kingsway, 
Vancouver, British Columbia, 
Canada, V5T 3H7. 
Feminist Films for social 
change. Free Catalogue: New 
Day Films, P.O. Box 315-M, 
Franklin Lakes, NJ 07417 USA. 
Video Programming? Organisa
tions or groups interested in 
video programming should have 
the new V/TAPE DISTRIBU
TION Summer 1980 Catalogue. 
To obtain your free copy, please 
write: V/Tape Distribution, 136 
Simcoe St., 3rd floor, Toronto, 
Ontario, Canada M5H 3G4; or 
call: (416) 967-9309. 
Trinity Square Video offers a 
full production studio for colour 
and black & white, which in
cludes a JVC KY -2000 Colour 
Broadcast camera, and various 
special effects. Call: (416) 
593-1332, Toronto. 

PHOTOGRAPHY 
Photographer. Portfolios, Com
mercial, Freelance, Portraits, 
Advertising. Quality Treat
ment. Ara Rose, Toronto. (416) 
485-0799. 

SERVICES 
Professional Moving Deliveries 
Competent art installations. 
Estimates. Call Earl: (416) 
225-3594, Toronto. 
Ryerson, RT A student, grad
uated 1980 seeks employment. 
Experienced in EMG, costing, 
studio, film, W-O, sound. 
Resume and EMG material 
available. Rob Ward, 273 Poplar 
Plains Road, Toronto, M4V 
2N9. 

LOST &FOUND 
Cash Reward for the return of 
two missing original artworks 
by Tom Sherman. 1./ A set of 20 
5x7" b/w photographs from the 

photo-narrative work "Pictures 
for Animals that Read"; and 2./ 
the 3/4" master-dub of the 
one/half hour colour video tape 
"TVideo". Call: (416) 363-7653, 
Toronto. 

FUNDS 
For almost three years, Ian 
Adams has been fighting a libel 
action brought by Leslie James 
Bennett, a former RCMP intel
ligence officer, who claims that 
the central figure in Adam's 
novel, S: Portrait of a Spy, is 
based on himself. This summer 
Ian Adams was ordered to 
reveal the sources of his infor
mation in researching the 
background to his novel. This 
marks the first time in Canadian 
history that a fiction writer has 
been held accountable for a pro
duct of imagination. The 
publishing industry united to 
produce a statement or pro
found concern. The legal costs 
of the Ian Adams case continue 
to mount. The Ian Adams 
Defence Fund has set a first
stage target of $25,000 by the 
end of October. Please send a 
donation today, to: Ian Adams 
Defence Fund, The Writers' 
Centre, 24 Ryerson Avenue, 
Toronto, Ont. M5T 2P3. 

BOOKS 
Community Bookshelf. Books 
on communal and cooperative 
lifestyles. For free brouchure 
write Community Bookshelf, 
R.R. No. 1, Enterprise, Ontario 
KOK lZO. 

EVENTS 
EARLE-BIRNEY 

SYMPOSIUM 
October 24-25, at Strong Col
lege, York University. 
Phone: 667-3055 

PERIODICALS 
Waves. Literary tri-annual, $6. 
Great Canadian Poetry, Prose, 
Interviews since 1972. 
Australian Issue, $2; SING
ING, Prison Women's Writing, 
$6; EXCUSES, FOR ALL OC
CASIONS, humour, $5; YET 
WOMAN, I AM, poems by Ber
nice Lever, $5; 79 Denham 
Drive, Thornhill, Ontario, L4J 
1P2 Canada. 

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

THE WASHINGTON CONNECTION 
AND THIRD WORLD FASCISM 
by Noam Chomsky and Ed Herman 
A book devoted to analyzing the forces 
that have shaped US neocolonial invol
vement, the nature of the client states, 
and the processes and rationales that 
have been used to maintain those re
gimes. The authors seek to understand 
why the US population is largely un
aware of the facts of this international 
"archipelago". 
Vol. I of The Political Economy of 
Human Rights 
Paperback $7.95 

AFTER THE CATACLYSM: POST
WAR INDOCHINA AND THE RE
CONSTRUCTION OF IMPERIAL 
IDEOLOGY by Noam Chomsky 

and.Ed Herman 
The myth and reality of the current 
situation in Cambodia, Vietnam, and 
Loas are discussed in depth. The ques
tions of refugees, postwar retribution and 
the Vietnamese/ Cambodia conflict are 
placed in their historic context. 
Vol. 2 of The Political Economy of 
Human Rights 
Paperback $7.95 
"This work is a major contribution to 
understanding the massive political re
pression inflicted by the CIA and its 
related services on millions around the 
globe and the economic requirements 
behind such repression. This is must 
reading for all those who would resist." 
Philip Agee 

CRITICAL TEACHING AND 
EVERYDAY LIFE by Ira Shor 
A book that asks: Why did the state send 
the working class to co'llege? What are 
the transcendent possibilities for a school 
system that stimultaneously stabilizes 
and disrupts social life? How do we teach 
for social change? 
A unique book that develops a peda
gogical theory side by side with a poli
tical economy of schooling and a phe
nomenology of consciousness. It offers 
teaching methods rooted in the reality of 
life, thought, myth and feeling. 
" ... powerful, passionate and politically 
straight forward ... one of the very finest 
in a new and burgeoning genre." 
Jonathan Kozol 
Paperback: $7.95 

COMMON SENSE FOR HARD 
TIMES by Jeremy Brecher 

and Tim Costello 
" ... An important teaching aid for those 
engaged in workers' education because it 
makes the question of economics, social 
relations, and history relevant to people 
who generally tend to be turned off by 
traditional academic treatment of these 
subjects. In fact, the real strength of the 
book lies in its ability to make sense out 
of what is going on around us, both on 
and off the job." Labor Studies Journal 
Paperback: $7.95 

Important 
Books 

far the Left, 
by the Left, 
an the Left ... 

THE ECONOMY OF CANADA 
A Study of Ownership and Control by 
Jorge Niosi 
The first comphrensive study of the Ca
nadian owned section of the economy. 
How it is controlled and who controls it. 
This book completely eclipses the study 
by Frank and Libby Park, "The Anat
omy of Big Business". 
Paperback $5.95 

SOCIAL AND SEXUAL REVOLU
TION 
Essays on Marx and Reich by Bertell 
OIiman 
The author of Alienation and editor of 
Studies in Socialist Pedagogy and in
ventor of the game Class Struggle has 
produced a scholarly and readable book 
which serves as an introduction to many 
important issues facing socialist thought 
and action. 
Paperback $7.95 

THE IMPOSSIBLE QUEBEC 
The Illusions of Sovereignty-Association 
by Pierre Vallieres 
The author of the contemporary classic 
White Niggers of America submits the 
P.Q. to a scathing critique since it took 
power in 1976. Vallieres who has fought 
for Quebec independence for nearly two 
decades, who was arrested many times, 
stood trial and went to jail for his beliefs 
writes forcefully and clearly on the drama 
in Quebec and about the referendum. 
Paperback $7.95 

NATIONALISM AND THE NATION
AL QUESTION by Jacques Dofny 

and Nicole Arnaud 
" ... a wide-ranging series of observations 
which is at the same time easy and 
satisfying to read .... this book is more 
than just a survey. It is a serious and 
commited work .... " The Ouawa Journal 
A work which makes a comparative 
analysis of the type of nationalism that 
has developed in various corners of in
dustrial societies, including Canada, 
Wales, Eusaki, Scotland etc. 
Paperback: $5.95 

all these books and 
many more published by 
BLACK ROSE BOOKS 
3981 St-Laurent Boulevard, 
Montreal, Quebec H2W 1Y5 
write for a free catalogue 

IS THE CANADIAN ECONOMY 
CLOSING DOWN? Fred Caloren, Paul 
Gingrich, Michel Chossudosky 
"This stimulating book is a very useful 
guide to Canadian economic problems. 
Its most admirable feature is that it deals 
with the issues of unemployment in the 
context of the whole problem of capital 
accumulation. It rightly sees that a dis
cussion cannot simply be confined to a 
specific problem of a specific time affect
ing only certain people. Rather, it deals 
with the logic of the problem and its 
functioning in the society as a whole, a 
process which necessitates reflection on 
ideology, political relations and utlima
tely its ramifications for the people." 
Canadian Forum 
Paperback: $5.95 

TRADE UNIONS AND THE ST A TE 
by Walter Johnson 
Five important strikes in our labour 
history are examined. The use of direct 
action is evaluated as an instrument of 
labour militancy. In the past few years, 
there has been a significant increase in 
wildcat strikes and plant occupations. 
These acts reflect the limits of existing 
trade unions. The type of rank and file 
insurgency described by Johnson is likely 
to spread." ... I recommend (this book) to 
anyone trying to understand strikes and 
lock-outs in Canada ... " Doug Fisher. 
The Ouawa Citizen 
Paperback: $5.95 

THE QUEBEC ESTABLISHMENT 
The Ruling Class and the Sate 
by Pierre Fournier 
2nd revised edition 
"Prior to the November 15 election ... 
Fournier's book would have been consid
ered an important contribution to our 
understanding of the structural and in
formal links between the Quebec corpo
rate elite and the state. Now it takes on 
additional value as a tool for observers 
interested in following the unfolding of 
events in Quebec, providing an inter
esting analytical framework and indicat
ing what to look for in assessing the 
relations between and the new govern
ment." The Globe and Mail 
Paperback: $6.95 

THE CUBAN REVOLUTION 
A Critical Perspective 
by Sam Dolgoff 

A books which sheds new light on the 
Cuban revolution. It also adds new di
mensions to the traditional way in which 
fundamental social and political changes 
take place. For the first time we have a 
book, the author of which is commited to 
social revolution, that gives a radically 
new interpretation of the history of mod
ern Cuba by drawing on new research 
material. 
Paperback: $5. 95 



THE PRESS OF THE NOVA SCOTIA COLLEGE OF ART AND DESIGN 
Editor: Benjamin H. D. Buchloh 

Dan Graham Video- Architecture - Telev1s1on Carl Andre - Hollis Frampton· 12 Dialogues 1962- 1963 

THE NOVA SCOTIA SERIES THE NOVA SCOTIA PAMPHLETS 

Source Materials Of The Contemporary Arts 

Bernard Leitner 
The Architecture of 
Ludwig Wittgenstein 
7½ x 11 inches (illustrated) 
128 pages $12. 00 paper 

22.00 cloth 

Claes Oldenburg 
Raw Notes 
7½ x 11 inches (illustrated) 
544 pages $12.50 paper 

Simone Forti 
Handbook In Motion 
6½ x 9 inches (illustrated) 
140 pages $6. 00 paper 

12.00 cloth 

Yvonne Rainer 
Work 1961-73 
7½ x 11 inches (illustrated) 
322 pages $11 . 95 paper 

$20.00 cloth 

Steve Reich 
Writings About Music 
7½ x 9 inches (illustrated) 
82 pages $4. 00 paper 

8.00 cloth 

Donald Judd 
Complete Writings 1959-1975 
8½ x 11 inches (illustrated) 
250 pages $14.50 paµer 

25.00 cloth 

Hans Haacke 
Framing and Being Framed 
8 x 1 O inches (illustrated) 
154 pages $9.95 paper 

17.50 cloth 

Michael Snow 
Cover To Cover 
7 x 8 inches (illustrated) 
360 full-page reproductions 
$12.50 paper 
20.00 cloth 

Paul-Emile Borduas 
Ecrits/Writlngs 1942-1958 
7½ x 11 inches (illustrated) 
140 pages $10.00 paper 

15.00 cloth 

Dan Graham 
Video-Architecture-Television 
8½ x 11 inches (illustrated) 
92 pages $9.95 paper 

17.50 cloth 

Carl Andre-Hollis Frampton 
12 Dialogues 1962-1963 
8½ x 11 inches (illustrated) 
160 pages $17 .50 paper 

27.50 cloth 

volumes 1-8 were edited by Kasper Koenig 

Gerhard Richter 128 De!ails From A Picture 

1 Martha Rosier 
THE BOWERY IN TWO INADEQUATE 
DESCRIPTIVE SYSTEMS (1975) 

2 Gerhard Richter 
128 DETAILS FROM A PICTURE (HALIFAX 1978) 

forthcoming pamphlets: 

JMOTIVATIONS FOR NEW MUSIC 
Edited by Peter Gordon 
With Contributions by Rhys Chatham, Peter Gordon, 
Jill Kroesen, Ron Robboy, Ned Sublette, 
and 'Blue' Gene Tyranny. 

4 Daniel Buren 
LES COULEURS (SCULPTURE) 
LES FORMES (PEINTURE) 

sDara Birnbaum 
ROUGH EDITS: POPULAR IMAGE-VIDEO 

Martha Rosier The Bowery 
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