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A few months ago, | attended an
informal and friendly meeting of
‘alternative media’ representatives
who were thinking of organizing a
summer coalition dance. Not a benefit,
just a good time down by the lake.
Names of bands were being solicited (a
women’s band being one of the
sponsoring pre-requisites) and soon
enough all those issues of art/cultural
production as someone else’s enter-
tainment came bubbling to the
surface. Though FUSE regularly
features the views of independent
progressive musicians, their work —its
production and distribution, we
haven’t attempted to clarify problems
of attitude and usage which plague
such musicians and bands.

‘Independent’ music in Toronto has
an unusually hard time (for a city of its
imagined zest) forming enough of a
hold so that it can flourish. Many of
the past ‘“failures’ of local musicians to
develop and sustain their own work
has often been economically affected
by the ways in which we, as members
of other production communities,
organize benefits or even ‘innocently’
enjoy a little cheap music-to-drink-by.
Though such developing music is
always there — as countless tabloids
who publish “what’s on” listings verify
— it’s more a result of entertainment
fodder, as new bands emerge
overnight to replace those who have
fallen, broke, in action. Most other
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artists would not willingly enter a
‘career’ span of two, maybe three,
years.

So what happens to bands like
Mama Quilla II, Truths and Rights,
TBA, The Government, 20th Century
Rebels — to name a few? What about
the ‘less-known’ music that the local
establishment and alternative media
ignores or sleights as being ‘art-music’,
or ‘intellectual’, ‘cliqueish’ or ‘politi-
cal’? Most musicians barely make it to
their first record and those who do are
usually at the end of a bad relationship
rather than at the beginning of a good
affair. In case you might think that
pre-popular music is still the ‘race to
the top” — and very little local music
journalism would ever lead you to
believe otherwise — let’s once and for
all ditch the band-for-fame-and-glory
bias. Instead let’s look at comparative
functions of production and maybe
even ways that we can assist those
from whom — at benefit time — we
expect so much support.

It’s helpful to think of independent
audiocassette, vinyl or videotape pub-
lishing of contemporary pre-popular
music not as a commodity (that dirty
word that we batter each other with in
acts of marginal desperation) but
instead as the completion of a produc-
tion cycle: from community, to per-
formance, to dispersal. This not sur-
prising cycle, allows new material to be
developed, and, most importantly,

allows old material to be dropped. The
published recording (no matter what
format or how small the quantity) is
the obvious comparative link to other
forms of (non-commercial/corporate)
artistic production. And the cost of
getting there without the back-handed
‘generosity’ of a record company is,
more often than not, prohibitive. As a
further comparison, let’s not forget
that fine artists (performance, video,
sculpture, painting, — it has also
included improvisational musicians)
have gained certain subsidy recogni-
tion and ‘rights’, whereas pre-popular
music production is still incorrectly
seen as being connected to an
industrial and commercial base. And
the ‘excellence test’ for such audio
production is not whether it’s relevant,
representative, or challenging but still,
— whether or not it sells.

Back to benefits

When organizations within the artist
community put on a benefit, video and
performance artists and musician
friends are expected to pay their social
dues. For the video or performance
artist, the occasion can be turned into
a legitimate ‘event’ and quite likely will
end up on the C.V. and go towards
that potential funding application.
(Not to suggest, for one minute, any
guarantees). For the musician, the
benefit might mean a couple of drinks
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and the opportunity to be bathed in
literally a few more lights. It’s also
more social exposure, which for the
musician quickly becomes useless
currency and, in fact, eventually works
against their interests — as we are
particularly fickle when it comes to
enduring musical appetites.

When political or social groups or
organizations organize a benefit, and
quite often use ‘entertainment’ to
soften the politics (that old jam on
those crushed aspirins), we get more
artist-to-artist ‘equality’. When used,
the video or performance, poetry or
film, becomes the sort of up-stream
‘entertainment’. For the former,
inadequate 'physical contexts are
ignored for the chance to, “Reach Out
And T'll Be There” — to use acommon
lyric. The musicians, if they’re lucky,
may get a little money and again more
of that down home exposure.

Where is all this exposure leading
to? Working on their takings from
Queen St. bar gigs (which barely
covers equipment and rehearsal costs)
such bands have no time to produce,
and no money to follow through on
the responsibility of their own produc-
tion. They are marginal to the
industry, to the radio stations and, in
the end, marginal to those ‘inner
communities’ — artistic, social or
political to whom they are supposedly
connected. Should they be doing what
most of us refuse to do, which for them
would be to stand in line outside the
doors of the pay-your-own-way-and-
provide-our-operational-capital
record companies? What about ‘inde-
pendence’, and artist-control of the

means of production?

Sound solutions?

There are a number of partial
solutions.  Cultural organizations
should consider sponsoring (or
‘investing’ in) those bands whom they
identify with, by providing front
money for cassette or record pro-
duction. Benefits should be planned as
real social and cultural events, instead
of copy-cat venues with repetitive line-
ups (those committee discussions on
who “is going to draw the largest
crowd for the least money”). And
speaking of “draw”, go out and listen
to younger musicians. We certainly
can better spread our below-poverty
finances around.

To back this activity up, Toronto
still needs its own downtown co-
operative community-run radio
station. Musicians need it, as do play-
wrights and poets. So do gays, blacks,
women and labour groups. We all
need a radio station with a daily news
service that is more than jello pudding.
And if the fifty or so people that would
be necessary to form such a radio
station do so, let’s ensure that we
separate what will be seen as the free
political commitment from the
economic needs of those, particularly
musicians, whom we love to have for

free.
- Clive Robertson

Late, again . . .
This issue of FUSE is noticeably late.

The next (catch-up) issue should be
out by October 15th, and the deadline
for the following issue is November
Ist. Based upon the knowledge that we
must be doing something wrong, we
are surprised at the lack of Letters
confirming it. Please take the time to
let us know.

Joyce Mason

We are elated to announce that we
have a new business manager. Joyce
Mason comes to FUSE with a broad
range of administrative experience.
She has co-ordinated many indepen-
dent Canadian and feminist film pro-
grammes, including — more recently
— “A New Look: Women and Film
1982” at the last Canadian Images
Film Festival. She has also had an
intermittent history of infiltrating
federal cultural institutions such as the
N.F.B. (Atlantic Region) and the
Canada Council (Film Programme,
Visual Arts). Joyce is also a member of
the Toronto Women’s Cultural
Building Collective.

“I resettled in Toronto earlier this
year in order to broaden my involve-
ment with, and understanding of, the
independent cultural production
community and to work with other
socialist-feminists. I hoped to be able
to put my administrative and organi-
zational skills to work in the service of
the cultural and political goals with
which 1 align myself. Working at
FUSE is one way that | can pay the
rent, do what I want to do, and put
some of my skills and experience to
good use.”
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We need your written support to assist us in getting indexed by the Canadian Library Association.
Though FUSE has, in the past, been self-indexed, we need this service so that we can enjoy substantial
research access. FUSE is not available from most major libraries across Canada and we feel that
indexation could provide the necessary impetus to ensure, as a Canadian magazine, that we are justly

utilized.

(It would help, in your brief letter, if you would mention your specific interest in FUSE — and your

occupation.)

Please send to FUSE Index, 2nd Floor, 379 Adelaide St. W., Toronto, Ontario Canada M5V 1S5.

Deadline: November 30th, 1982.
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Passing motions

-+ While there is little to be gained (and
conceivably much lost) by prolonging
public discussion of recent upheavals
at the Ontario College of Art, certain
inaccuracies in your recent report,
“Fleck Strike 1I” (May-June, 1982)
should be brought to the attention of
your readers.

Dr. Fleck’s statement regarding
payment only slightly above the
minimum wage “as it was never
intended that people make a living at
these jobs” referred, not to models, as
reported, but only to student
monitors. This, because it has always
been the aim at OCA to spread these
monitoring jobs around to permit as
many students as possible to earn
some money. This policy emanates
from the Governing Council (on which
students themselves have voting
power), rather than from the office of
the President.

Regarding the meeting of
Governing Council, April 5: “It was
moved, seconded and passed that Dr.
Fleck dismiss his hired security
guards, Securicor” is not correct.
There was no such motion. As is
customary in prudent labour/manage-
ment relations, the Governing Council
retained legal counsel to represent the
College during negotiations, and it
was the lawyer, rather than the
President, who, in fact, was chief
negotiator until the later stages of the
process, when Dr. Fleck was brought
in, at the request of the Union.

Securicor was retained by Council
on the advice of this lawyer, without
prior knowledge of the firm’s previous
labour activities. When allegations
concerning these were made public,
the President suggested that they
should be replaced, and Council con-
curred.

Contrary to your reporter’s under-
standing, it was the President who
brought forward to Council proposals
for a modified form of job security for
models, prevailed upon faculty
members who hire models to accept it,
and obtained Council support for this.
These actions (carried through during
in-camera Council sessions), resulted
in the President’s return to the negoti-
ating table with the new proposals, on
the instruction of Council. This
Council, it should again be stressed, is
composed of government appointees
and members of both the faculty and
84

Letters

student bodies.

On the successful completion of
negotiations, this same Council moved
and passed @ motion of congratulation
to the President and his executive
assistant, Nancy Hood, for their
actions and success during negotia-
tions.

Almost immediately following
endorsement of a mutually satisfac-
tory contract by both Council and the
Union, the College community
presented one of its most successful
Open House and Art Week events,
attracting record crowds to see an
array of excellent student work. The
entire OCA community is settling
down to normal operations, a climate
in which creativity can be nurtured
and flourish as it has (with some docu-
mented interruptions) for the past 106
years.

We write only in the interests of
accuracy and not, as earlier stated, to
recreate an atmosphere of mistrust
and acrimony, which is the enemy of
that creative climate.

Ruth F. Hammond, APR, Director,
Information Services &

Alumni Affairs

Ontario College of Art

Insinuations and
innuendos (?)

The May-June 1982 issue of Fuse
devoted a good deal of space to an
interview with me and a review of my
recently-published book, Stage Left:
Canadian Theatre in the Thirties. You
also contributed a short piece, Histori-
cal Sources of Workers’ Theatre,
which dealt mainly with the German
Piscator theatre and its relationship to
the political developments there at the
time. I must say I can’t see the parallel
to Canadian conditions at all.

I am, of course, grateful for your
interest in my book and beyond that in
the importance of theatre in the society
it reflects.

I must, however, take issue with the
final paragraph of your review of
Stage Left. There is the distinct insinu-
ation that I have not told the whole
story of that theatre of the Thirties;
that political affiliations of members
are left out; that I avoid “the failure of
ideological struggle upon which
Workers” Theatre was based”; that,
finally, Stage Left is a “source book

littered with clues to be followed by
others.”

Frankly, 1 resent all those
innuendos of things allegedly hidden
or covered-up. Stage Left is an
authentic memoir of the left theatres in
Canada during the Thirties and also at
a later stage, during the Fifties. They
were all theatres, not political parties.
No member who joined those groups
was asked about political affiliations
or to subscribe to any ideology.

Of course, as in all organized
groups, there were probably people
who belonged to other organizations
or even a handful affiliated to political
parties. What is important, however, is
that membership in our theatres was
determined purely on the basis of each
individual’s participation and contri-

WAGE CUTS HELP
WIDOWS AND ORPHANS!

i

This is Mrs. Ipperwash.

She is a widow. Her

husband died 2 years

ago in a curling accident

at the Granite Club.

Her escort is Conrad Fisk.

He is 68, he is an orphan.
They have extensive holdings
in the auto and appliance
industries.

Profits are up.

They are about to order
another tub of caviar

and another bottle of Mumm'’s
Cordon Rouge.

Profits are up.

They're eating your caviar,
they're drinking your champagne,
but they won't forget you.
They're going to toast

the wage cuts!
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bution in a theatrical endeavour with a
clear program. People who joined us
knew what kinds of plays we were pro-
ducing, knew our dedication to build-
ing skilled stage collectives commit-
ted to high theatrical standards which
would appeal to the broadest possible
spectrum of audiences. These plays
spoke to the conditions prevailing in
Canada at the time: unemployment,
repressive laws, deportations, life in a
society which had no answers for its
youth — and on fascism, the danger of
war, the need for union organization,
and the general grinding down of
ordinary people by a society which
could offer little hope to the majority
of its population.

There are no hidden “clues”, no
subterfuge regarding the work and
commitment of the left theatres in this
country, to which all members contri-
buted freely and with skill.

Any suggestion to the contrary puts
my integrity in question and I resent
that most of all. Afterall, I was there. I
was an active participant, organiza-
tionally and artistically. The book also
contains over thirty interviews with
people who were also there and who
speak about their exciting experi-
ences in those theatres.

Is it possible for anyone who was
FUSE September 1982

not around at that time, and can only
write theoretically about it, to add to
that record, or to question all of us
who participated? I think not.

I wrote Stage Left: Canadian
Theatre in the Thirties to record the
existence of a popular, vital and
unique theatrical endeavour of its
times as a contribution to the history
of theatre in Canada — about which
little was known. In the process, I had
hoped also to clear up some distorted
ideas that have from time to time
surfaced regarding those activities.

Your review of Stage Left would,
however, much better have served
contemporary readers had you more
sensitively caught the spirit that
inspired our theatre movement of the
Thirties, instead of faulting both book
and theatre by applying stock
political-academic-theoretical criteria
to conclude that Srage Left is
somehow a failed and even evasive
treatise. It was never intended as such.
It is a personal memoir, not a history.

You are right when you say that it is
“necessary reading.” 1 hope your
readers will confirm the fact that the
story has been told as it really was, in
Stage Left.

Toby Gordon Ryan, Toronto

Clive Robertson replies:

Toby Gordon Ryan’s letter points to
some serious misunderstandings. I did
not in fact question Stage Left as “an
authentic memoir of the left theatres in
Canada during the Thirties . £
Perhaps being ‘greedy’ after reading
the memoir / did crave for a composite
history which would include the
political and economic conditions in
which workers’ theatre and the other
arts developed. Such histories, analyti-
cal rather than theoretical, do exist as |

found when researching German

workers’ theatre.

My open objective in writing the
series of articles on worker’s theatre
and agit-prop was to point to a
Canadian history of collaborative and
innovative cultural production that
was both politically informed and
socially accessible and successful.
FUSE, as a magazine produced by
cultural producers, is not, I suggest,
that much different in its own time

from Masses, (if I read correctly what

the artist-editors of Masses were
attempting to achieve critically.) As
cultural producers, within our own set
of social conditions, we clearly are
interested in following the footsteps of
artists like Toby Gordon Ryan, not
biting at her heels.

While I still endorse Stage Left as
“necessary reading”, and further have
demonstrated support for Toby
Gordon Ryan’s desire that artists’
should attempt to have control over
the writing of their own history, I am
concerned with her implied desire to
‘own the subject’. She asks: “Is it
possible for anyone not around at that
time . . . to add to that record?” Of
course it is possible and not only
possible but essential! If responsible
historians had written about the
artistic practice and culture of that
period — which they haven’t, which
they didn’t — the influential work
done by Toby Gordon Ryan and her
contempories would not have been so
well buried for so long.

The shared grievance is not only her
rightful place in history, but equally
our right to have access to our own
cultural history written by those who
are ideologically sympathetic, and
willing to attempt both ‘complete’ and
‘objective’ depictions of the events as
they occurred. When finally that
history is compiled, Toby Gordon
Ryan’s memoir will provide, as I
suggested, a “source” of references
(“clues”) that “others” (historians)will
sensibly follow.
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CHANGE OF PERMANENT ADDRESS

Yes, this is our final move. Please update
your records so that your mail
doesn’t have to wear itself out just trying
to find us.

615 CLINTON ST.
£

31 DUPONT ST.
&

|

AN

CALGARY \ ey o d

7 7 Ko
\ 217 RICHMOND ST. W.
k]

379 ADELAIDE ST. W.

All correspondence, accounts payable,
editorial enquiries and distribution
returns for Centerfold magazine,
FUSE, Arton’s Publishing Inc., and
Voicespondence should be re-directed
to: 2nd Floor, 379 Adelaide St.W.,
Toronto, Ontario, Canada 1S5
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LISA STEELE

The Judy Chicago Paradox
“After the Party’s Over”

On June 22, 1982, the Women’s
Cultural Building Collective
(Toronto) presented their first public
event — a panel discussion of Judy
Chicago’s Dinner Party called “After
the Party’s Over”. Organized by a
group within the collective which
included Rosemary Donnegan, Joyce
Mason, Tanya Rosenberg, Kerri
Kwinter, Sandra Janz, Carlyn
Moulton, Carole Conde and myself,
the panel represented the collective’s
first attempt to “place women’sartina
critical context”, a starting point for
dialogue within the feminist
community as a whole about women’s
cultural production.

For the collective, The Dinner Party
was an ideal place to begin these
discussions. First, and most appealing,
was the show’s unexpected arrival in
Toronto. Judging from the response in
other cities, Chicago’s work would be
well-attended and it is rare that a
women’s event enters what could even
vaguely be called “mass conscious-
ness”. But more important, was the
divergence of opinion within the col-
lective itself about The Dinner Party
which became evident in our first dis-
cussions of the piece. Some of us,
myself included, were very critical of
the work, questioning Chicago’s
choice of venue, her form of produc-
tion, her aesthetics and her politics.
Others were supportive of the project
because of its very nature — as a
monument to women — which they
saw as important in order to establish
female role models. They pointed to
the broad cross-section of audience
which The Dinner Party has attracted
as evidence of Chicago’s ground-
breaking work.

These intra-group talks continued
within the collective right up until the
panel took place. What resulted was
not so much a “pro and con” kind of
debate as it was a critical discussion,
with panel members Kay Armatage,
Carlyn Moulton, Varda Burstyn,
Carole Conde and myself (with Joyce
Mason acting as moderator) present-
ing often divergent opinions but
focused around an issue or set of con-
cerns which The Dinner Party

- suggested to each of us personally.
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Chicago/San Francisco Tapestry Workshop

Taking feminism
as a given

Joyce Mason introduced the panel
with a little background on the collec-
tive and our activities, pointing out
that “the basis of tonight’s discussion
is feminism.” As a basis rather than an
end-point, this precluded any notion
of being ‘politically correct’ and
opened the way for interpretation and
theorizing which characterized the rest
of the presentations. Kay Armitage
spoke about the impact of feminist
theory on aesthetics. She outlined
several responses possible to the
question “why are there no great
women artists”, including the idea that
there have indeed been great women
artists but they have just been omitted
from male-written art history. While
acknowledging this as true and citing
some recent examples of ‘rediscover-
ed” women, Armitage placed more
emphasis not on the re-writing of
history to include women, but on “the
redefinition of criteria or standards of
judgement (of art) so that class, race
and sex can be accounted for.” She
referred specifically to The Dinner

Party in its insistence on the use of
women’s work (i.e. needlecraft, china
painting, etc.) to discuss female forms
and methodology.

Carlyn Moulton talked about the
iconography, the symbols and the
“story told by The Dinner Party”.
Stressing the overwhelming religious
symbolism of Chicago’s work, she
criticized the “bloody sacrifice” form
which it takes, a form, Moulton says,
which is too dependent on hungry
gods who need appeasement to ever
allow self-determination or fulfill-
ment for individuals. She found
Chicago’s presentation ahistorical in
the extreme, bringing together women
from all periods of history with no
regard for the effect that this bringing
together has on the participants (the 39
women presented) or on the audience,
concentrating as it does on “the
vertical thrust” of history’s progres-
sion.

In defense

Despite specific criticisms, Varda
Burstyn’s presentation on the panel
was basically in defense of The Dinner
Party. Applying Freudian interpreta-
tion, she discussed the continuing pre-
sence of phallic symbols in our phallic
culture and went on to describe the
generally negative response to the
female genitalia and their symbolic
representation in western culture,
giving The Dinner Party credit for
granting power to the vagina. “Itis not
easy for people socialized in our
society to gaze upon the source of our
own life and of female pleasure
without feeling deeply disturbed by all
the associations with it churning away
below the surface.” Burstyn said that,
more importantly, Chicago did not
simply present the vaginal form as
‘nature’ but by linking it to specific
periods of history, imbued it with
cultural meaning also, thus challeng-
ing the tired categories of male equals
active equals vs. female equals passive
equals nature. She also argued for the
necessity of women producing on a
large-scale such as The Dinner Party
and then having that work displayed in
public institutions, saying that rather
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Status of Women
In Canadian Theatre

This report has been shortened and edited for publication.

CHARTS BY JOSS MACLENNAN

During the past twenty years we have witnessed the beginning of
the development of a truly indigenous Canadian culture, and, in
particular, the flowering of Canadian theatre. We have also
witnessed in Canadian society as a whole a growing confidence that
the sexual barriers, restrictive sexual roles, are disappearing, that
women are on an equal footing with men in terms of their
participation in the public sphere: in politics as well as art and in
business as well as culture. The climate of confidence and increased
expectations of the opportunities for women have given rise to
such assertions as the following with which theatre historian Anton
Wagner concludes his 1979 anthology:

The removal of some of the barriers of this century has combined
since the late 60’s with the growth of Canadian professional
theatres to create a situation that now provides women
dramatists with most of the same opportunities as their male

counterparts to analyze almost all aspects of the human
condition.

Such a perception is, in fact, dangerous. The reality of Canadian

women has, as this report will show, fallen far short of the rhetoric.

1. The Undernourished: Women, Theatre and
The Canada Council

It was Massey whom Louis St.
Laurent’s government asked to
chair the Royal Commission on
National Development in the
Arts, Letters and Sciences in 1949.
Massey and his fellow commis-
sioners toured the country, heard
1,200 witnesses, and delivered a
report that stated the problem
clearly: Canada had an under-
nourished cultural life.
Robert Fulford, Saturday Night,
March 1982

In the nine-year period between 1972
and 1980, the Theatre Section of the
Canada Council disbursed some
$3,172,648 to individual Canadian
artists. This support took the form of
996 awards and grants ranging greatly
in the dollar value and prestige each
carried. They included the relatively
small and specific Project Cost Grants
and Travel Grants; Short-Term
Grants which support artists at work
on a project for a period of up to three
months; and the prestigious “A” and
“B” Grants which allow recognized
artists to devote themselves to their
work for a full year, without interrup-
tion.

As Table 1 illustrates, women were
awarded 327, or 33% of these grants.
The total value* of the grants to
women was $960,348, a figure which
represents 309 of the total funds
disbursed. Using the 519% of the popu-
lation which is female as a guideline
for parity, these figures indicate a clear
disproportion in the Canada Council’s
disbursement of financial support
(and the professional recognition
which accompanies it) to men versus
women in the Canadian theatre.
Isolated in this way, however, these
figures reveal very little beyond this
surface disproportion.

Women are a minority among
appllcams for Canada Council fund-
ing. Table 2 illustrates the ratio of
female to male applicants for all cate-
gories of individual grants from the
theatre section of the Canada Council
between 1972/73 and 1980/81. While
we can see a slight increase in the per-
centage of women who applied
through the early part of the period,
overall there is a gross disproportion
of female to male applicants: of 2,106
*Note that the grant value figures are based on
an average, not the actual figures.
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applicants, 683* or less than one-third
were women. (Table 3.)

Obviously such a disproportion
goes a long way in explaining why so
few women were awarded grants: a
primary factor in the relatively low
female recipient rate for Canada
Council grants was the failure of
women to apply. In this light, a 33%
recipient rate for women may seem to
take on a new, even benign appear-
ance. The conclusion easily drawn

from these two sets of figures is that,
with a 30% applicant rate and a 33%
recipient rate, women are more than

*The number 683 refers to the total number of
applications by women and not necessarily to
the total number of different women who

applied. We can safely assume that the actual ‘
number of different women represented by these
figures was much lower, based on the likelihood ‘
of repeated applications over the 9 year period. )
It would be most valuable for future research to

know the recidivist rate on applications.
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2. Theatre Training: The Chicken and the Egg

Though the men and women did
not differ in the quality of their
work as rated by the faculty, there
were differences in the way they
perceived their work and future
careers. To the question, “Do you
think of yourself as an artist?”
most of the women said “no”
(67%), but most of the men said
“yes” (66%). While 40% of the
men thought their work superior,
only 17% of the women thought
their work superior.
- Sharron Corne, Women Artists
in Manitoba, 1981

In her study Women in the American
Theatre, author and scholar Helen
Krich Chinoy brings a new perspective
to the litany of traditional explana-
tions for the absence of women from
the professional theatre (women are
conditioned to be passive; the theatre
iIs an active medium; “women can’t
write for the theatre. period.”; “women
are overprotected from the experi-
ences of life from which drama is
drawn”; “generic female inability,”
etc.). In a chapter entitled “Where are
the women playwrights?” Chinoy
points out that the very phrasing of
this question is misleading: this is not,
she says, a question the women
dramatists themselves would pose;,

The women writers themselves see .
things differently. They wonder
what there is about the theatreas a
medium that has kept women
from full participation. Theatre,
as a highly public expressionand a
risky investment, they realize, has
been outside of what has been
defined as women’s sphere. Play-
writing is a skill that can only
really be learned as part of a group
working together in a highly
technical physical plant, and they
know that women have not
usually had access to the camarad-
erie of the professional theatre.

O.K. Who Forgot To
Bring The Women?

This shift in emphasis is crucial to
understanding the nature of the
problem. Chinoy’s emphasis points up
the critical fact that one simply cannot
be a playwright without the consent of
the theatre community. And obviously
this applies equally to the field of
116

directing. For neither a playwright nor
a director can practise her craft in
isolation from the complex of human,
physical and technical resources which
constitute the basic materials of the art
of theatre. This constitutes a practical
conundrum: one cannot be employed
by a theatre until one is qualified; and
one cannot become qualified until one
has had the theatre experience.

Admittedly this is a problem faced
by every inexperienced theatre artist,
male and female; but in view of the
extreme disparity between demonstra-
ted interest of women in theatre and
their employment levels, it is obvious
that women as a group suffer far more
acutely from this problem.

The worst sources, not only of dis-
crimination, but of the tragic
feelings of inferiority so common
among women artists, are the art
schools and college art depart-
ments . . . most of which have few
or no female faculty despite the
plethora of unknown male names.
- Lucy R. Lippard,

From the Centre

The difficulty of the crucial transition
from the role of student to the role of
professional should not be underesti-
mated. Apart from the new competi-
tive pressure which stems from the
simple fact that there are far fewer
professional opportunities than there
are aspiring artists, the actual work of
advancing one’s fledgling career is very
different from that of studying. Not
only must one continue to develop and
apply one’s skills, but one is now
required to find or create the precious
situations in which to do this.

The key to making the transition
from student to professional lies in
establishing credibility. Until such
time as talent is perceived as existing, it
does not exist; it is an intangible.
Credibility is established through
recognition and recognition can come
only through the current community.

This transition is frequently accom-
plished through the assistance of a net-
work of introductions, recommenda-
tions, contacts composed of former
classmates, teachers, and their pro-
fessional colleagues: that is, the “old
boys’ network.”

One appeal of the theatre to
writers has been the relative
camaradie it provides; the play-

wright puts words on paper alone,
but the work is brought to fruition
in company, with the help of
actors and directors. Male exclu-
sion of women from this camara-
derie, perhaps more than any
other single factor, has been res-
ponsible for the lack of a female
tradition in playwriting similar to
that which exists in both fiction

and poetry.
- Judith Barlow, Plays
American Women: The Early
Years, 1981

Needless to say, women in general
have been alienated and excluded
from this system of validation. There
are a number of reasons for this, not
the least of which is the previously
cited minimal presence of female peers
and colleagues who might help bridge
the gap between the world of school
and that of the professional theatre.
This “invisibility factor”, the relative
absence of women from the power
structure of the profession, has
practical ramifications for women
beyond the considerable psychologi-
cal obstacles which result from the
impossibility of (literally) seeing
themselves in the roles to which they
aspire.

In a country that has long wor-
shipped British ‘and European
drama at the expense of its native
drama, and that has consistently
relegated fine women novelists
and poets to the lesser ranks of the
literary pantheon, it is not
surprising to find . . . women play-
wrights viewed as a curious aber-
ration. In fact, women have made
a significant contribution to (our)
theatre. Women writing for the
stage in this country today are
heirs of a neglected but not negli-
gible tradition.

- Honor Moore,
The New Women’s Theatre, 1977

This negation of the contribution of
women is reflected in every aspect of
professional training. In spite of the
numbers of strong female dramatists
in Canada, there is little likelihood
that students will read and perform
plays written by women. And this is
the case in spite of the fact that plays
by women tend to offer more and
varied roles for actresses and thereby
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provide a simple solution to the con-
tinuing “problem” of too few female
roles. Moreover women students
must content themselves with waiting,
hoping and competing for the very
rare rich female roles which might be
assigned. In fact they’re forced to settle
for the more typical fare of female
stereotypes: women-according-to-
men. Nor are the texts they are
assigned to study likely to contain the
records of the contribution of women
to the history either of the inter-
national or the Canadian theatre.

Given this context, it is not surpris-
ing that for anyone who chooses to
study at either of Canada’s two con-
servatories, there is less than a 15%
likelihood that they will be taught by
women. (And no possibility, at
present, that their schools will be
directed by women.) If they choose to
pursue their theatre training within
university programmes, their chances
“shoot up” to about 25%. At best, the
ratio of women on faculty tends to be
the inverse of that of women in the
student body. What’s good for the
gander, apparently, is good for the
gander.

One isn’t just up against one’s own
feelings as a woman. One is up
against a whole external estab-
lishment of a man’s world created
for men, by men where the rules

are entirely theirs.
- Quoted from a Canadian
director

A great many of the profgssional
theatre women I interviewed in con-
junction with this study attril?uted
their first professional opportunity or
primary source of professional
support to other women. A
comparison of employment levels in
the national survey and in theatres
directed by women supports this
experience, contradicting the stereo-
type of women as natuyal antagonists
in professional life. While there are no
doubt significant individual examples
of the opposite, (that is, of particular
women finding great encouragement
and artistic support from men), the
picture as a whole is best presented by
the employment figures: where a
woman is the artistic director of a
theatre, the probability of a woman
being hired as playwright or director is
two to three times (depending on the
position) greater than in the national
survey. (See Table 12). This support'of
women by women does not necessarily
reflect an active or conscious pro-
gramme of support or solidarity, but
simply, in my opinion, a remission or
FUSE September 1982

reduction of sexism. One example may
help to illustrate the subversive effects
of this perceptual handicap within the
educational system:

At a small open meeting held in con-
junction with this study, two theatre
students were present. They were
moved by the presence of overa dozen
professional theatre women, and they
shared with us some of the difficulties
they were experiencing as students.
They told us that concern was raging
in their department about the
“problem” of the enrollment of such a
large proportion of women students.
At the time of the meeting, the chair-
man was proposing, in what he
apparently considered to be in the best
interests of his female students, that
female enrollment be limited to a per-
centage which would reflect the real
possibilities for their eventual employ-
ment.

We must wonder just how wide-
spread such thinking is in our theatre
schools, and whether this is typical of
the “mind set” encountered by female
theatre students during their pro-
fessional training. This incident
illustrates the unquestioning
acceptance of limited employment
possibilities for women as being
somehow axiomatic. The wrong
questions are being asked. Sucha view
successfully removes any responsi-
bility for altering the state of affairs.
Viewed in this way, as some sort of
natural law of the theatre, the status of
women in the profession can never
radically improve. o4

A recent study on theatre training
prepared under the aegis of }he
Canada Council betrayed a similar

degree of gender blindness. The 1977
Report on Theatre Training in Canada
had no questions nor comments to
offer concerning the training or pro-
fessional needs of women. Though the
research involved a survey of
Tanadian theatre training pro-
grammes and 710 questionnaires to
Canadian theatre artists (493 male,
307 female), in none of the 70 pages
was there any analysis of the findings
on the basis of gender. You can’t find
what you don’t believe exists. But this
is not surprising given the fact that the
chair and all committee members were
men. Predictably enough, the
committee’s researcher, that tradition-
al low status, work-intensive position,
was held by a woman.). On the subject
of the difficulty of providing adequate
training for directors, for example, the
authors of the report offered the
following neanderthal comment:

The neophyte director is in an
unenviable position. He is
expected to assume leadership of
the group, but he may be woefully
unprepared for this position at the
helm. The fact that some have
succeeded in this situation proves
only that leaders are born not

made.
- Report on Theatre Training in
Canada, 1977

Such a statement provides little
encouragement to women who might
be more likely to feel confident in their
own leadership potential were they
provided by their theatre schools with
the valuable example of women
teachers/leaders/ directors.

TABLE 12
Theatres with Women Artistic Directors

Ratio of Female / Male Employment .

Of 140 productions at 15 theatres where women were

artistic directors between 1978-1981.

Playwrights

collectives
17%

OO0~

Directors

s
i
-

Canadian Content

men
56%

)

collectives
6%

felele)
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We can best begin to describe
some of the conditions
affecting the employment of
women by comparing the
national survey group, the
Group of 18 and the youth
theatres, in several respects,
over a three year period from
1978-1981.

Women Artistic Directors

In the national survey of 114
theatres, 11% had female

artistic directors. In the group
of 18 theatres, only 6% or
slightly more than half this per-
centage had female artistic
directors. In the youth
theatres, a relatively impres-
sive 34% of the theatres were
led by women.

Women Playwrights

An average of 10% of the plays
produced in Canada between
1978 and 1981 were written by

TABLE 7

Artistic Directors
Female/Male Ratio

men

men
55%

women
34%

National Survey Group of 18

Youth Theatres

TABLE 8

Playwrights

Female/Male Ratio

National Survey

Group of 18

N

ol
gl

=

Youth Theatres

women. Among those plays
produced at the Group of 18
theatres, however, only 7%
were written by women. At the
41 youth theatres surveyed
during this period of time, 25%
of the plays were written by
women. (One might have
expected the presence of the
Stratford and Shaw festival
theatres in the Group of 18 to
bias, unfairly, the percentage
of plays written by men. After
all, it is the mandate of these
theatres to produce works of
Shakespeare and Shaw. Yet
removing these two theatres
from the sample seems to have
little effect on the ratio of
female to male playwrights
whose works are produced by
the remaining 16 theatres. Of
298 productions staged at
those theatres, 265 or 88.9%
were written by men, and 23 or
7.7% were written by women.)

Women Directors

A similar pattern describes the
employment of directors at
these three groups of theatres.
Based on the national survey,
Canadian audiences might
expect to see theatre pro-
ductions directed by women
an average of 13% of the time. If
they attended the Group of 18
theatres exclusively, however,
this likelihood dropped to only
9%. On the other hand, if they
attended youth or children’s
theatre they would have a 30%
chance of seeing theatre
directed by women.

Canadian Content

An average of 50% of the plays
produced at the 114 theatres
comprising the national survey
were written by Canadian play-
wrights. However, the produc-
tion of Canadian works, like
the employment of women,
was not evenly distributed
among Canadian theatres. At
the Group of 18 theatres, only
26% of the plays produced
were by Canadians; that is
barely half the national
average. On the other hand, an
impressive 82% of the plays
produced by youth theatres
were written by Canadians.
(Here again, one might have
expected the presence of the
Stratford and Shaw festivals to
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Gentlemen’s Choice

Theatre boards will rarely admit
publicly to prejudice against
employing women as directors,
but the experience of younger
women points to strong
resistance.

- Michelene Wandor

It is normally the artistic director who
selects the plays his theatre will pro-
duce that season, and the director who

will cast and direct them. Sometimes
this is done in consultation with a
board of directors, or with the
theatre’s administrator; sometimes
not. For financial reasons as well as
aesthetic ones, the artistic director
himself will (if he is a director) direct a
number of the productions himself,
saving his theatre the considerable
expense of additional freelance
salaries. This fact, then, will influence
the employment rate of female
directors at any theatre. So in the

Group of 18 theatres the very low
employment rate enjoyed by women
directors is related to the low rate of
female artistic directors at this
category of theatre.

The relationship between freelance
employment and artistic directors is
more complex than this, for in spite of
the fact that artistic directors are rarely
writers, there is a visible relationship
between the gender of the artistic
director and the gender of the play-
wrights whose works are produced.

unfairly bias the proportion of
Canadian Content produced
by the group as a whole. Yet,
removing the productions of
these two theatres from the
group has surprisingly minimal
effects on the proportion of
Canadian works produced by
this group of Canadian
theatres. Of 298 plays
produced during this period at
the remaining Group of 16
theatres, only 29% were written
by Canadian authors.)

Canada Council Subsi-
dies: The “Most Favour-
ed” and the Rest

In its first year, the Canada
Council spent $749,000. In
1981, it spent $43.7 million.
During the 1980-81 period it
disbursed $8,089,500 of these
funds to 120 Canadian theatre
companies. The mean subsidy
to each theatre company was
$26,500. The Group of 18
theatres comprised the top
15% of theatres funded by the
Council, sharing among them
almost 57% of the total funds
($4,591,000) for a mean
subsidy of $235,000 per
theatre. Clearly, these theatres
enjoy “the most favoured
status” in terms of subsidiza-
tion at the federal level. The
remaining 85%, or 102 theatres
on the Council’s rolls shared
the remaining 43% of the funds
($3,498,500). Of the 41 youth
theatres whose employment
patterns we have been examin-
ing (that s, those youth
theatres whose seasons are
reported in Canada on Stage),
only 22 were funded by the
Canada Council in this funding
year. These theatres received a
total of $497,000 (or 6% of the
total fund) for a mean subsidy
of $17,000.

TABLE 9

Directors
Female/Male Ratio

men
83%

National Survey

[e0
S NS,
B 80
a_—

Group of 18

men
89%

Youth Theatres

TABLE 10
Canadian Content

National Survey

Group of 18

Youth Theatres
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Vive la Compagnie

The stories these charts and figures
convey is staggering. Women are
under-represented in the Canadian
theatre in terms of numbers and in
terms of power. They are also under-
subsidized, both on an individual basis
and in terms of their presence at
subsidized theatres. The same can be
said of Canadian content in our
theatres. In fact women tend to be
present in a theatre in inverse propor-
tion to the money to be found there,
and in direct relation to the presence of
(a) Canadian content, (b) children,
and (c) other women.

Employment by Women

There is one other category of theatres
whose employment patterns and
content selection must be examined to
complete our comparative study. The
15 theatres led by women reported in
Canadian On Stage between 1978-81
are by no means a homogenous group.
They range from Yvette Brind’
Amour’s Theatre du Rideau Vert, one

of the Group of 18 theatres, to the
Newfoundland Mummers; from
collective to traditionally organized
theatres; and include play develop-
ment centres, like Vancouver’s New
Play Centre. Despite the diversity in
aesthetics, politics and the extent of
their federal subsidization, they
present a particularly interesting
profile as a group. We are referring
here to those theatres in the National
Survey (11%) which are led by women.
(They are drawn from this category
only and readers should note that this
therefore excludes from our present
discussion all youth theatres.)

On the basis of 140 productions
staged between 1978 and 1981, these
theatres produced works by women
playwrights 17% of the time. This is
considerably higher than the national
average, and almost 2!4 times as
frequent as the incidence observed at
the Group of 18 theatres. However, it
is not quite as impressive as the 25%
record at Canadian youth theatres.

In their employment of directors,
this group of theatres had the highest
proportion of women of any of the

groups examined; 37% of the plays
staged at these theatres were directed
by women, a figure which would
corroborate the especially close
connection established above between
the gender of the artistic director and
the likelihood of employment for
women. Audiences attending theatres
led by women artistic directors could
expect to see plays written by
Canadians 57% of the time. Though
not as impressive as the 82% likeli-
hood at youth theatres, this is nonethe-
less much higher than the national
average of 50% and well over twice the
proportion of Canadian plays pro-
duced at the group of 18 theatres.
Given the fact that Canadian plays
because they are outside the historical
range of “classical theatre”, represent
something of a financial risk to
theatres, it is significant that this
diverse group of theatres with a mean
subsidy of $37,500 annually demon-
strated such a high level of commit-
ment to Canadian content. With the
added consideration that the presence
of women constitutes an additional
economic “risk” in the current climate,

The Playwright and the

Performer

In a recent informal survey
conducted by playwright and
performer Patricia Carroll
Brown, there was found to be a
strong correlation between the
lack of employment for women
actors and the production of so
few plays by women in Canadi-

an theatres. As the table below
illustrates there is almost twice
the likelihood that plays will
have either a balanced cast
(equal number of roles for
women as men) or more roles
for women if the playwrightisa
woman, than if the playwright
is a man.

It would seem obvious, then,
that the production of greater
numbers of plays by Canadian

TABLE 11A

Canada Council Subsidies:

Mean subsidies for 1980-81
Group of 18:
$235,000
All Theatres:
$26,500
22 Youth Theatres:
$17,000

women is a more appropriate
solution to the perennial
problem of inadequate oppor-
tunities for women actors than
the quota system for women
students considered at one
Canadian theatre school.

Of 496 plays listed in Playwrights
Canada 1981 catalogue, and
current supplement:

All plays with balanced casts or
(more female characters)

by Men - 354; 94 (30%)

by Women - 142; 74 (52%)
Children’s Plays

by Men - 30; 9 (30%)

by Women - 58; 28 (48%)
Adult Plays with balanced
casts or (more female roles)
by Men - 324; 85 (26%)

by Women - 84; 46 (55%)
Note:

1) 28% of plays published in
this listing were written by
women.

2) only 27% of plays written by
Canadian' men (according to
this listing) feature equal
numbers of male and female
characters or more female
characters.

3) Of 88 children’s plays, 66%
(or 2/3) were written by
women.

122

FUSE September 1982

the achievement is doubly impressive.

Economics and the
Status Quo

A theatre led by a woman is a rarity in
this country. Indeed, they are
becoming almost an endangered
species. In the 1978 Canada On Stage,
15 women-led theatres (General
category) were listed; by the 1980/81
listing, only 13 were included. In the
weeks it has taken me to write the
pages of this report, two women-led
theatres have closed their doors; in
each case difficult economic condi-
tions were cited as the central factor in
the theatres’ closing.

In their submission on behalf of the
Guild of Canadian Playwrights to the
Federal Policy Cultural Review
Committee (Applebaum-Hebert),
Susan Feldman, administrative
director of the Guild and Ken Gass,
playwright and former artistic director
wrote:

. . . in the past few years we have
seen a levelling off of the
production of new plays, which
has been coincidental with the
general economic recession and
government spending cutbacks
and freezes. In the past few years
we have seen some theatres close,
fewer theatres that are willing to
produce new works, and certainly
fewer theatres willing to produce
experimental new work or take
what they consider to be risks.
There is clearly a spiral effect at
work where the economic
situation of a theatre controls the
economic situation of the play-
wright, which in turn controls the
artistic quality and nature of plays
being produced which in turn
leaves the public with less access
to the Canadian theatre and
damages the cultural life of the
country. . "

This conclusion was reinforced and
echoed in the findings of the investi-
gation into the condition of freelance
writers conducted by Brian Harrison
for the Directorate of Communica-
tions. The playwrights in the survey,
were asked to list the most important
factors in the limiting of their success:

The two factors identified most
often both pertained to the dearth
of production facilities, outlets or
theatres and the fact that theatres
produce established plays rather
than attempting new works.

- Freelance Writers in Canada
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Nature/Nurture

In the light of all this data, it is
increasingly obvious that the employ-
ment of women in the Canadian
theatre, like the development of a
Canadian tradition in theatre, is the
result not of any arbitrary law of art or
nature, but rather of particular
conditions and factors which are, toa
great extent, within our control.

The next generation of Canadians
will inherit a body of dramaiic works
and the beginning of a theatrical
tradition which was born of a period of
fierce national consciousness and
fuelled by extensive government
support. It was nurtured, by chance,
under a more benign economic sun
than we currently enjoy.

If Canadian women are to achieve
equal opportunities to participate in
the creation and protection of their
culture, the conditions influencing
cultural activity in Canada will have to
come under serious public scrutiny
and we will have, as a nation, to
commit ourselves to nurturing of
women’s works with the same degree
of commitment evinced a few years
ago in the support of Canadian men.
We will require the same means:
substantial and unequivocal govern-
ment subsidy.

If any further evidence is needed to
illustrate the fact that the poor status
of women in the Canadian theatre is
due to no “natural law”, one need only
compare the record for the
employment of women from province
to province. Obviously, as the great
disparity in employment rates
indicates, the status of women is
conditional. Even now, with the same
weight of history influencing the
practices of theatres across our
country, the employment picture
differs radically from region to region,
province to province. (See Tables 13,
14, and 15).

Why have women been more
successful in finding employment in
certain provinces, most notably
Newfoundland and Quebec, than in
others? How have we permitted whole
provinces to exclude women from
participating in professional,
subsidized theatrical activity? We can
no longer continue to reward, with
precious, critical and limited govern-
ment funds, the practice of such dis-
crimination against Canadian women.

Conclusions and Recommendations
All of us have a stake in the future

direction of Canadian cultural
policy: the quality, the vitality, the

very meaning of our lives, and of
our children’s lives, will be influ-
enced by it one way or another.
Therefore, all of us should have a
say in what that direction should
be. What kinds of cultural oppor-
tunities, facilities, and products
do you look for that you now
lack? What are the problems or
drawbacks of those you have?
What are the challenges for your
community and your country in
the coming decades? These are the
kinds of questions, among others
which to the (Federal Cultural
Policy Review) Committee invites
your answers:

- Speaking of our Culture, 1981

Sexism refers to the systematic
ways in which men and women are
brought up to view each other
antagonistically, on the assump-
tion that the male is always
superior to the female. It is con-
sequently necessary for women
themselves to internalize this
ideology and believe themselves to
be inferior if they are to accept
their given roles. The struggle for
feminists was therefore not only to
challenge male power, but to
encourage women to counteract
their own passivity. . .

- Michele Wandor

Deus ex Machismo:

In the final analysis, the problems of
women in the Canadian theatre are
systemic in nature, and the exclusion
of women from every individual
branch of the Canadian theatre
industry strengthens her exclusion
from the system as a whole. Outside
this system, or more precisely, outside
its positions of authority, women are
permitted to contribute their labour to
the activities which sustain and
perpetuate the Canadian theatre; but
within the hierarchy of professional,
institutionalized, adequately subsi-
dized and culturally legitimized
theatre, we are effectively excluded.
Their removal from the positions of
responsibility and authority within the
cultural hierarchy effectively excludes
women from the definition @f artist,
and as the role of artist is defined as
something alien to her identity, the
creation of art has come to refer to
something which occurs outside the
realm of her experience. It is here, in
the fierce constraining of the substance
and potential of cultural activity that
the Invisibility Factor — the absence
of women from significant roles in the
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Starring:
The Black Liberation, Women’s, Gay, Student and
Anti-war movements. With Rank and file, commun-

ity and cultural activists and a cast of thousands. ““It definitely contradicts the rewriting of the last two
decades,’’ JD, Cleveland.
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What the critical masses are saying:

““A must for all acivitists if we are to understand the

\
ou!
re near y roots of our movements,”’ RP, Los Angeles.
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Coming ‘“‘A political and cultural collage that couldn’t be

more timely as we fight threats from the Right and
compromise from the Left,”” GB, Atlanta.

Available from: Radical America, Box F , 38 Union
Sq., #14, Somerville, MA 02143. $3.50 postpaid plus
50¢ for postage and handling. Bulk orders: Inquire.
Subscriptions: $15 year (6 issues). RATED: AR
(Anti-revisionist)

an EL PEBLO VENCERA PRODUCTION
in association with the editors of RADICAL AMERICA







