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At the beginning

of the year, the United States
withdrew from the United Nations
Educational, Scientific and Cultural
Organization {UNESCO), and has
since persuaded Britain to give notice
of its departure at the end of this
year. The UShad contributed 25 per-
cent of UNESCO’s budget of $187
million. Britain's share is currently
4.67 percent. (Canada's is 3.08 per-
cent; these assessments are derived
from a population/GNP formula.
They apply uniformly throughout the
UN system and correspond, in a
rough way, to the number of posts a

nation may expect within it.) The US

withdrawal says something about
changes both in recent US foreign
policy, and, more generally, in inter-
national power relationsin the last 20
years—a development that's usually
talked about in terms of the emer-
gence of the third world. In the
1970s, UNESCO came increasingly to
_identify itself as a place where subject
peoples could conquer the speech of
colonialism-—if all too often still
through aliberal intermediary, in this
case the UN,

Western objections to UNESCO
should maybe come out of the mouth
of the State Department itself:
'UNESCO has extraneously politiciz-
ed virtually every subject it deals
with, has exhibited hostility toward
the basic institutions of a free socie-
ty, especially afree market and a free
press, and has demonstrated unre-
strained budgetary expansion.’ A vir-
tual new right manifesto, consonant
with the rhetorical attacks on the
welfare state we've come to expect
from those nominally in power. Con-
troversy is hardly new to UNESCO.
What is new is the hypocritical lan-

guage used inthe attacks: let’s cut the
fat, the mountains of paperwork, the
expense-account junkets; after all,
we're living beyond our means.
These are the same audacious meta-
phors we find used in the targetting
of social services and public bodies
herein Canada. The CBC and Via Rail
are accused of mismanagement—as
an excuse for removing their work
from the public sphere. What are
dismissed as junkets in the Canada
Council used to be calied juries—a
mechanism for attenuating the im-
peratives of the state.

The Canadian government is sym-
pathetic with the American with-
drawal, as with so many other things
these days. Two letters have been
sent to the Director-General in the
past year (one under the Liberals,
another under the Tories) pressing
for a ‘zero-growth’ budget, and an
end to programming that's ‘too
poiitical'. An example? Major Pro-
gram 13: on Peace, International
Understanding, Human Rights and
the Rights of People. External Affairs
saysit’s the wrong time for education
programs in these areas; they're too
contentious and time-consuming,
and besides, they should be talked
about in the General Assembly. The
Canadian government is more inter-
ested in ‘solid programming’ that In
many cases corresponds to the earl-

ier foreign-aid model of the organ-
ization: technology transfer, literacy
campaigns, and so on.

UNESCO was founded by a small
number of Western governments in
1945 with these words: ‘Since wars
begin in the minds of men, itisin the
minds of men that the defenses of
peace must be constructed.” The
organization was of course political
from the start. Throughout the early
50s, UNESCO supported US policy in
Korea and Taiwan, and the US con-
vinced UNESCO to replace its inde-
pendent executive with government
appeintees, thus ensuring the kind of
irrelevant politicization it was to
complainabout fifteen yearslater.

Under the I3-year tenure of René
Maheu, power was centralized in the
Director-General's office. As the
organization’s membership was
broadened toinclude the many newly
independent states of Africa and
Asia, its mandate shifted from one of
coordination of research to out and
out development. Large-scale (and
often capital intensive) projects were
faunched all over the piace, and the
Paris headquarters became increas-

ingly bureaucratized. In late 1974,
UNESCO adopted a number of
resolutions that the USinterpreted as
an attack on Israel: the intensive ur-
banization of Jerusalem was criticiz-
ed, and concern was raised about the
fate of Palestinian culture in the occu-
pied areas. In that same year,
Amadou-Mahtar M'Bow, a muslim
and the education minister of Sen-
egal, became Director-General.
UNESCO's work—and budget —again
expanded to encompass programs in
oceanography, agriculture, educ-
ational reform, refugee settlement,
hydrelogy, third world student
scholarships, antiquities reclamation,
desertification and communications.

It was a struggle around this last
issue-—-communications—which pre-
cipitated the US withdrawal. In the
late 70s, UNESCO commissioned a
report on the possibility of reorder-
ing the entire global information net-
work. The report was published by
chairperson Sean McBride in 1980,
under the title Many Voices, One
World. Its call for a 'New World In-
formation and Communications
Order’ (NWICO) summarized
UNESCO’s trajectory from a
research institute to an active
geopolitical agent. It also signalled its
entry into American demonology. In
brief, the UNESCO communications
initiative attempted a critique of the
ideclogy of freedom of information.
Calls were made for a redistribution
of news resources and information
technologies, international under-
standings on satellite placement and
usage, the encouragement of auto-
nomous media production in the
hird Id, the devel t of the

ed in the Western press; reactionary
and liberal alike. ‘Censorship!” *was
the univocal response; none-of the
other aspects of the debate were
taken seriously—when they were re-
ported at all. The NWICO debate
hasn't been entirely consigned to the
paper-shredder, however. UNESCO
has set up another commission, this
one called the International Program
for the Development of Communi-
cations (IPDC). Its aim is to work
toward communications self-reliance
for member states. This is a project
Ottawa looks more favourably on,
for reasons that are maybe not hard
to understand given its own penchant
for interfering in US communications
initiatives in Canada. The IPDC is
cited by External Affairs as one rea-
son Canada will stay in UNESCO—at
least until the General Conference in
Sofia this fall. (I should mention here
some of the other UNESCO projects
I've found interesting: a critique of
tourism, a discussion about what
constitutes ‘cultural development’,
and the establishment of cultural
heritage areas, such as part of the
Haida lands in the Queen Charlotte
Islands that the Socreds are now of-
fering to MacMillan Bloedel.)




The crisis at UNESCO is
symptomatic of a general global crisis
that can be read in 2 number of ways.
Most obviously, it's part of a
challenge to UShegemony by most of
the rest of the world, Secondly, it’sa
function of the contradictory mis-
sion of the organization: independent
institute and intergovernmental
agency. It's also to do, | think, with a
struggle around how to interpret
post-war history. The balance of
power at the UN shifted in the 60s as
a result of decolonization, It was the
moment, in Sartre’s words, when the
natives became human beings. A new
politics of resistance emerged
everywhere in the world, not least in
the very colonial nations themselves.
The attack on UNESCO today ought
to be read, in part, as atrashing of the
60s, and as an attempt to reverse the
cultural and political gains made here
and elsewhere in those years. To be
fair, those liberatory moments were
often accompanied by systematic
corruption and militarization, as well
as by the entrenchment of neo-
colonialist institutions like the
International Monetary Fund.
UNESCO by no means stands outside
of this ambiguous and paradoxical
history. It is a centralized, hierar-
chical and bureaucratized institution
too often committed to large-scale
projects that do little other than rein-
force dependence on first world
capital and expertise. There's not
much attention given to what’s
sometimes called the fourth world—
nations within nations, tribal and in-
digenous cultures. Neither is there,
as far as | can tell, any recognition of
the limitations of development and
growth themselves, '

But then again, UNESCO is pro-
bably not the place to look for the
kind of autonomous politics I'm talk-
ing about. | still think it's important to
defend the tatters of liberal institu-
tions (and states) that remain, to
refuse the language of the market-
place (if only, Reagan must be think-
ing, UNESCO could be made to turn a
profit, like the Los Angeles Olym-
pics). At the same time we have to
continue to invent other public sites
of political struggle altogether. What
i liked about the information and
communications debate at UNESCO
was that it named a terrain of
resistance that doesn't recognize na-
tional boundaries—ijust like capital
itseif.

Alexander Wiison

is a Toronto jeurnalist, broadcaster
and horticulturalist. He works on
the coliective at border/lines,
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Artists and cri-

tics tend to assume that meanings and
intentions can be simply ‘read off' a
work or its description. But to
ascribe to David Tornas' recent work
Behind the Eye Lies the Hand of William
Henry Fox Talbot such a univocality of
intention would be to contradict the
work itself. Tomas' exhibition can be
understood as marking 2 moment of
uncertainty for such a collaborative
position, a position that would leave
unsolicited the relation of the work
and its ‘criticism’. | will therefore
consider in some detall the problems
and issues that his work raises in
order to try and draw out a few of
the unchallenged assumptions of the
dominant view on art and photo-
graphy. If | now proceed to do that
which | have prefatorially warned ag-
ainst—describe the work—it is be-
cause, like Tomas, | too wish to con-
taminate the very thing that {am deal-
ing with. For after all, to review a
work, like reading a dream, is always
to try and give it a sense and place—
a secondary revision that Tomas’
work would seem to want to ob-
viate, or at least to defer. But if l am
to move at all, | am, despite my suspi-
cions as regards the interest of such
an operation, cobliged to employ a
descriptivemodel.

Moving in and out of the galleryisa
(child's?} train on tracks: a bridge that
joins the inside of the gallery to its
fenestered extremities. There are
video and photographic cameras, TV
screens, a strobe that flashes inter-
mittently and mirrors that are placed
on opposite sides of the gallery. A
variety of texts are inscribed on the
walls and mirrors and there are
others on the window which can be
read from the street. Historical char-
acters and anonymous and imaginary
personalities mingle freely in this
dense intertextual space: onone text
Mayakovsky and Vertov exchange
views on the Kino Eye, addressing me
as third term, as cinematic spectator
perhaps. There are impossible
meetings, not to mention readings:
Fox Talbot 'sits' next to Vertov; !
read about ‘Talbot the man’ from a
text that is letraset onto one of the
mirrors. This text is taken from a
coffee-table book on Talbot by Gail
Buckland who took an early calotype
of Talbot's hand to a palmist in order
to gain some insight into Talbot's per-
sonality. Here and elsewhere in the
exhibition there seemstobeatroubl-
ing insistence that the faith we have in
our readings of images is problematic
and blinding, an insistence that runs
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Photo: Alex Neumann, S.L. Simpson Gallery

absolutely contrary to Buckland’s
hermeneutical optimism {(a faith in
both the transparency of signifying
practices and in the presence of the
artist behind his or her images—
hence the notion of a genius quite
literally inscribedin the artist’shand.)

Tomas sits in the middle of this
multi-media installation with a calo-
type photograph—of another
palm—in his lap. The pencil that he
holds in his hand marks a line on the
image each time the train travels past
where he is sitting. By the time that |
had visited the exhibition a good deal
of the image had been obscured, giv-
ing Tomas’ operation the quality of an
erasure. Tomas’' eyes are concealed
behind mirrored glasses. Behind and
in front of him is the inscription: ‘IF
ONLY YOU COULD SEE (WHAT I
HAVE SEEN) WITH YOUREYES', aline
attributed to Roy Batty, an android
from the film Blade Runner. What
seems to be suggested here is that
though we see, we are in effect blind-
ed by the familiarity of ocur object.
Photography is normally experi-
enced as an environment—we see it
everywhere: in books, magazines, on
the streets—and as such is unlike
many other forms of imagery which
require a conscious choice if they are
to be seen. In this instance we do
make a choice to see an exhibition on
photography but Tomas fails to
deliver the object as such; rather he
presents it to us in its absence ‘in a
new semantic row,; a row of con-
cerns which (seemingly) belong to
another category’, to make, as
Shlovsky would say, the familiar seem
strange.

If§ wish to make coherent sense of
ali this non-sense | quickly realize that
this is an impossible desire: every
time | think of something, | am forced
by memory and asscciation to think
of something else, carried along ver-
tiginous and uncontrollable routes.
How else to think of Tomas’ work
except as a metaphor for the uncon-
scious of art production, specifically
photography! For Freud describes
the dream—the ‘royal road’ to the
unconscious—as a type of rebus
where images and words mingle free-
ty and where meaning is produced via
the mechanisms of condensation and
displacement,
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By entering the gallery | pass a
photo-electric cell and begin the
train's repetitive passage across the
gallery. The train’s movement mimics
my own as it passes another photo-
electric cell starting a process that
culminates in a line of erasure/cover-
ing of the calotype in Tomas' lap. The
train and the calotype were develop-
ed more or less contemporanecusly
at a time when there were massive
new productions of knowledge of
the human subject. It was also a
period, as Foucault has suggested,
that involved a commensurate pro-
duction in the forms of control and

surveillance. For Foucault, all
knowledge is at once a knowledge of
power and in this respect photo-
graphy isno exception. We have only
to consider its seminal rolein the pro-
ductions of the modern institution of
the prison, the police and the psychi-
atric hospital, in order to understand
how photography's claim to a truth-
ful representation of the world is
overdetermined by questions of sur-
veillance and control.

The Panopticon—a utopian
machine designed by |eremy Bent-
ham—is used by Foucault as a meta-
phor to describe the organization of
gazes in the modern institutions of
power. One of the interesting as-
pects of the Panopticon is that a sub-
ject need not actually be under sur-
veillance in order to behave as if sthe
is—the threat is enough. Tomas sits,
his eyes obscured by mirrored
glasses. Behind and in front of him is
the inscription: ‘IF ONLY YQU
COULD SEE (WHAT | HAVE SEEN)
WITH YOUR EYES'. Is Tomas wat-
ching me; am | watching him? The am-
biguity is terrifying. We both im-
agine, | assume, that we are being
watched and therefore behave ac-
cordingly.

There is a sense in which the work
asks to be read in terms of a history
of Museum works (Michael Asher,
Daniel Buren et al), works that would
make claim to a deconstruction of
the gallery space. Certainly Tomas’
exhibit performs some of the opera-
tions that have characterized this
type of work: his train ‘breaks
through’ a glass wall that separates
the gallery space frem the corridor
and some of the texts and a video
screen can be seen from the street,
But for me this is the work’s least in-
teresting reading. In fact, the preten-
sions the work has to such a decon-
struction tend to distract us from
what | believe to be its more radical
achievement.

If we continue to use the metaphor
of the unconscious, then the work
can be understood as an attempt to
locate another pleasure, a pleasure in
the sense of experiencing a loss in
centrality, coherence and univocal
meaning. Tomas's work hints at—al-
ways partially, never conclusively—
other histories of photography and
art that have necessarily been
repressed in order to maintain the
solid-arity of the subject of western
representation. These other
histories can be glimpsed in those
manifestations such as Vertov's
radical notion of montage, Dalton's
composite photographs, and in the
question of alterity posed in the fic-
tional Batty's imperative. However,
they are more than just histories of
‘other representations’ for there is
also a history that would include con-
siderations of the relationship bet-
ween photography and power, of the
former’s role in the emergence of
the mechanisms of control,
surveillance and discipline that char-
acterize the modern state,

Dalton’s composite photographs,
produced at the very birth of
photography, and Vertov's Man with
a Movie Camera, produced at asimilar
moment in the history of cinema,
suggest that if ‘dominant’ production
had developed along these lines of in-
vestigation and experiment, we
might today be enjoying entirely dif-
ferent productions of subjectivity.
The Lie Behind the Eye is above all else
the repression of these subjectivities,
these -other histories of the artistic
subject.

Thinking on art and photography
has been characterized by its fetishis-
tic quality: it lays stress on the obfect
at hand as self-sufficient and there-
fore denies that there is anything
facking or absent in the visual field;
andin so doing it guarantees the foun-
ding centrality of the artistic subject,
The fetish is that which stands in for
absence (of the Mother’s imagined
penis) in order to deny that absence,
that lack of coherence and whole-
ness. Both Greenbergian Modernism
and the recent affirmation in painting
of the heroic artist’s unique trace cel-
ebrate the fetish in order to deny the
very loss that would provide the rep-
ertoire for that other pleasure which
Tomas’ work attemptsto locate.
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To move against fetishism, as Bur-
gin reminds us, is to move ‘beyond its
fragments’, In other words, in order
to disrupt dominant subjectivity and
to produce others, it is necessary to
work to undermine the “awfully’ in-
scribed divisions of our culture: word
andimage, form and content, mascu-
line and feminine, inside and outside,
theory and practice, etc. | read
Tomas's work as an attempt to ne-
gate some of those fetishisms in
order to open up the art/photgraphic
space to other histories, to other
readings: readings of desire and the
unconscious and readings of the
social and the political, in short, read-
ings that are no longer separate, out-
side and divided. In an earlier work,
Notes Towards a Photographic Prac-
tice, Tomas repeats many times the
words: ‘TO BEGIN OVER AGAIN'.
This statement should not be read as
a myopic and humanist plea for a
clean sweep of the tabula rasahistory
of photography; rather it seems to
me to represent a desire to re-
inscribe these other histories in
order to pollute and contaminate our
extant subjectivity. Behind the Eye
Lies the Hand of William Henry Fox
Talbot continues and extends some of

_the more interesting recent work on

representation that a number of ar-
tists have been undertaking—Bar-
bara Kruger, Victor Burgin, Olivier
Richon, Sherrie Levine, etc. iIn this
respect the work can be seen at times
to repeat familiar strategies whilst
failing to confront the crucial prob-
lematic of sexuality, the spectre of
which is raised both by the choice of
objects in the exhibition—trains,
electronic gadgets and, of course,
the camera itself!—and also Tomas’
own physical presence in the work.
This would constitute another his-
tory, another reading of photo-
graphy and as such could have been
productively developed in the con-
text of Tomas’ project. For instance,
it could be crudely argued that the
camera as the quintessential voyeur-
istic tool is the perfected invention of
masculine desire,

This quiet and thoughtful work
poses the problem of the discursive
formation of art and the construc-
tion of subjectivity; and thisat atime
when so much of the work being ex-
hibited here in Toronto is busy re-
cycling everything and anything at a
hyperbolic rate in order to re-affirm
the authority of the salon and the in-
tegrity of the artistic subject. Tomas'
work resists the temptation to look
south to the marketplace of art in
order to remain very much at the
heart of local production and
therefore it allows us to reflect on
the uncritical climate that prevails
both in practice and in criticism; and
herein liesitsurgency.

Mark Lewis
is an artist who works in London,
England and Torento.
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FOR/PLAY/CLOSURE

Laura Mulvey on the confer-
ence, ‘Well, | look at it as a
form of entertainment.’

Ifwords there be, or body there be,

somewhere there is a desire for
dialogue, intercourse, exchange.

Jane Gallop

The Daughter’s Seduction:

Psychoanalysis and Feminism

p.Xiit

Like the Sphinx we are outside the
gates, the archetypal feminine
position: our position is mediated.
However, weareinextricably lock-
ed in this circuit of pedagogical
relations. The institutionalization
of knowledge: possession, acquisi-
tion, consummation, consump-
tion, lures us away from this
feminine border. We give up our
liminality, ourstate of crisis.

‘How does woman evolke an

image of herselfl’ Pacla Mel-
chiori, conference partici-
pant.

But what s not tight, what is open,
unattainable, and thus infinitely
desirable, are the films themselves.
The feminine textual bodies of Ack-
erman, Duras, guoted throughout
the conference. The slippery hetero-
geneity of these texts, which exceed
critical discourse, mastery, closure.
Our good objects, the desired bodies
oh which, the ftalians claim, we re-
five our unconscious atavistic bond
with the mother.
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whether they want to be transform-
ative intellectuals and fight for
schools that allow them to act in that
capacity, or whether they want to
function so as to serve the status quo
and maintain a safe position within the
dominant traditions of schooling.

The point is that progressive
educators can offer alternative
discourses and social practices in our
universities and public schocls so as
to provide the opportunity for
students to rethink the nature of
their own values and how they might
operate through the conditions of
their work. This does not simply
mean that radical educators should
write books and articles, it also
means they should construct alliances
with other progressive educators
and fight collectively where possible
to establish schools as democratic
public spheres whose intent is to
foster the ideals of critical demo-
cracy and civic courage; moreover, it
means radical educators should
develop organic links wherever
possible with the communities and
neighbourhoods that have a vested
interest in public schooling.

critical and rad ucators face in the
future?

I think that criticat and radical intellec-
tuals need to develop amore dialecti-
cal notion of power and schooling.
They must go beyond analyzing
schools merely as agencies of domin-
ation. This suggests advancing
beyond the discourse of critique to
the discourse of possibility. One con-
sequence would be that the notion of
power and agency would take on a
more strategic importance in analyz-
ing the foundations for a critical
theory of schooling. For example,
power would no longer be defined as
an exclusive instance of domination,
it would also be seen as an affirmative
and productive force. Posing power
in a positive and critical way points to
the need for radical educators to
work actively within teacher educa-
tion programs, with teachers in the
field, with administrators and with
parents so as to develop philosophical
and programmatic changes in educa-
tion in which we can imagine a public
sphere where alternative changes in
school organization, curriculum and
instruction are seriously considered
and proposed.

| want to stress that the language of
critique loses its emancipatery
character when it fails to embody the
politically imaginative, the vision of
what could be, a faith in people to
remake their world, i.e. alanguage of
hope and possibility. Vhat this
strongly implies is that radical and
critical educators need to specify
what schools as democratic spheres
might look like. We need to link
theory and action in the service of
making, as Phiip Corrigan has
argued, despair unconvincing and
hope more practical. This may seem
like a utopian task, but it is a
necessary precondition for any viable
educational reform endeavour.

Peter McLaren

is 2 teacher at the College of Educa-
tion in St. Catharines, Ontario,
author of Cries from the Corridor
{Methuen, 1979) and the forthcom-
ing Schooling as a Ritual Activity
(Routledge and Kegan Paul, to be
published in Fall, 1985).
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Habit easily makes us unaware of profound dif-

ference between language as a system of signs

and fanguage assumed into use by the in-
dividual.

E. Benveniste

‘The Nature of Pronouns’

Strategies of writing and of reading are forms of
cultural resistance. Not only can they work to
furn dominant discourses inside out {and to
show that it can be done), to undercut their
enunciation and address, to unearth the ar-
cheological stratifications on which they are
‘built; but in affirming the historical existence of
irreducible contradictions for women in
discourse, they also challenge theory in its own
terms, the terms of a semiotic space con-
structed in language, its power based on sociaf
validation and well-established modes of enun-
ciation and address. So well-established that,
paradoxically, the only way to position oneself
outside of that discourse is to displace oneself
within it—to refuse the question as formufated,
or to answer deviously (though in its words),
even fo quote (but against the grain).
Teresa De Lauretis
Alice Doesn’t; Feminism, Semiotics, Cinema

The juxtaposition

of image and text in New York artist Barbara
Kruger's recent works demonstrates the ‘profound
difference’ of which Benveniste writes. Her work
challenges our unawareness of how fanguage forms
the way we understand and perceive the world. In
her photo-montage pieces photographs are setected
from magazines, books and other sources, then
reproduced, cropped, collaged, covered with text,
enlarged and framed in red. The size of the works is
significant; as large as eight by twelve feet, they ef-
tectanimmediate response. Tha grainy textures and
hold typeface bring attention to the fabrication of the
image and provoke questions about the traditional
values of fine art and photography and about our
ways of perceiving their abjects and contexts. Using
the techniques acquired from design and layout
work in magazine publishing, Kruger addresses
how language and cultural imagery function in sup-
porting and reinforcing social structures and sys-
tems of power and control.

The text varies from work to work, ‘I am your
almost nothing’ is lost in a sea of hair and hands and
one can harely discern image from text, while “Your
comfort is my silence’ cuts boldly across a silhouette
of 2 hatted head gesturing to be silent. The pronouns
invite and address the reader but in an ambivalent
way: by refusing a definitive subject-positioning of
gither addressor or addressee, the works openup o
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multiple readings. The viewer is invited and pro-
voked into the work in a way that demonstrates
her/his own significance as a site where the produc-
tion of meaning occurs. This recagnition of the ef-
fects of subject-positioning inscribed in any reading
suggests that such positions do not actually exist
outside of discourse or social constructions.

Sexuality and capital, the power of patriarchy and
the economic as determining factors, and the dis-
courses of science, history and art are thus turned
into points of attack; women’s oppression, econom-
ic oppression, the subjection to.gendered position-
ing, as well as the fetishization of works of art and
other objects, can be understoed as symptoms that
must be problematized.

Kruger's work tampers with those signs active
within these discourses that parade as ‘nature’ and
‘reality’. By addressing stereotypic imagery and
clichéd language, Kruger disrupts our usual rela-
tionships and responses to.given meanings, and
positions the spectator as an integral part of the
work. No longer a receptacle of identificatory and
programmed respanse, she/he is forced to re-think
the meaning of these familiar images and words. In
eflect, detached from their usual contexts, assumed
meanings hecome suspect. By inciting the spectator
to re-think her/his presence within that ‘social reali-
ty’ she effects a disturbance in those constructions
that work at keeping us allin our ‘proper’ places.

o b P S

conversation with Barbara Kru8er

a

Monika Giagnon: Could you tell me how you came to do your photo-
montages?

Barbara Kruger: When 1 first entered the art-world [ was pro-
ducing paintings. | chiselled out a career for myself and
was quite successful from 1969 to 1974: | showed at the
Whitney and | had a gallery here in New York, but | had stop-
ped painting because | was becoming alienated from my
own production. | was writing at the same time and this
became far more pleasurable for me, When writing | was on
the tip of a very particular decision-making process,
whereas it took me ten weeks to do each painting and it was
all manual labour. Painting was an excellent career for the
woman down the block, but not for me. As | proceeded, |
realized a preference for combining my writing with photo-
graphs. | had studied photography with Diane Arbus and
had always been aware of how images work.

| then [eft New York because | had no money and took a
series of visiting artist jobs in California, Ohio and lllinois
that lasted about five years. It was when | was at Berkeley in
1976 that | took the photographs that are in Pic-
ture/Readings. At Berkeley | read a lot (Barthes, Benjamin,
etc.)andwent tothe movies all the time.

Right before | left New York | was part of AMCC (Artists
Meeting for Cultural Change) which was composed of ar-
tists, writers and Art Language people who had become
disenchanted with the art-world. It was a group that met
every week for about two and a half years. For a woman it
was an impossible context: we were totally absent interms
of speech—it was a situation that disallowed difference
completely.

About five months ago, Artist's Space had their tenth an-
nual show and they invited many artists who had exhibited
there to show both old and new work. | exhibited a huge
painting from 1974—an irregularly-shaped acrylic—and
then made a small photo-work of a picture of a woman
painting that said, “YOU PRODUCE AN INFINITE SERIES OF
ORIGINALS' and | hung it right next to the painting. Most
people didn't know that | used to paint and | thought it was
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important to show it because after all, | wasn’t born with a
pair of scissors and a photograph in my hands. 1 wanted o
show how artists choose a way of working from an assort-
ment of sanctioned modes.

In Laura Mulvey’s article ‘Kruger and Burgin’ in Creative Camera, she
talks about your and Burgin’s work being at a juncture between aesthetics
and politics. She also writes that both your works demonstrate that pro-
duction at this juncture need no longer he as difficult or didactic as it was
during the 1970s. Although one needs a theoretical background to read
some of your work, a let of it is quite accessible. Was this a conscious
decisionthat you made?

People say that | came out of conceptualism, but by the
time that conceptual work had peaked, | had only just
caught sight of it since | was working in magazines and was
totally intimidated by the art-world. When | did see concep-
tual work, it seemed like a pataphysical grammarian
mania; this language that | didn't understand, it wasn’t ac-
cessible to me at all. But now that | have learned the
ianguage, | appreciate and support this work. After doing
the Picture/Readings photo-text work, | did the work with
the black and white images which have one word over them:
‘perfect’, ‘natural’, which | showed at PS 1 in Long Island
City. | think I'd reached a point where my relationship to the
art-world had become very problematic. My need to be
critical had become such that i really needed to be more ex-
plicit in how my language was being used with these im-
ages. That’s when | started doing the work that’s evolving
now— late 1979/1980. It was also a time when | stopped

working for a while, curated some shows and wrote more
criticism. My workis mainly informed, not only formally, but
intellectually, by my job as a magazine designer for eleven
years. The original paste-up stuff which is later blown up is
exactly the same as the pages of Mademoiselle. As a de-
signer, the type l used was mock-type, ABCD, and when | did
layout it didn’t say anything. | see my enterprise now to
make meaningful precisely what those words did not say,
to displace those dominant depictions. That's really the
basis of my work.

in England, work on representation is dealt with much
more critically than it is here. American work (my own in-
cluded)is not textually informed in the same way. | have an
interest in theory and I'm not defensive about it the way
most American artists are. | think it's just some ridiculous
Stanley Kowalski complex, this noble savage trip.

In Abigail Solomon-Godeau’s ‘Playing in the Fieids of the Image’, she con-
cludes her piece by calling your work that of the artist as ‘operater, pro-
ducer, scripter and pasticheur’. The ‘I’ in your text, aithough frequentiy
engendered and emotional, manages to maintain an anonymous and col-
lectivized character. Why, considering the distinct subjectivity of a lot of
feminist work, does your ‘I’ remain so impersonal?

The reading of the work has to do with the construction of
the subject. If | say that 'm interested in ruining some
representations, it obviously doesn’t mean that I'm only
addressing women; or that the ‘YOU’ is always a man,
either. It does mean, however, that there is an aliowance for
an Other, for different readings. The collectivity which you
ask about has to do with the ‘WE’ which I'm using a lot more
inmy work. Inthe show that | did here in New York this year,
all the work in the front room of the gallery was addressing
some aspect of the economic. interestingly, many people
loved the back room about ‘seeing and ‘looking’, but
somehow, the front rcom became a bit too much forthem. It
was important for me to show that it was possible to do
critical work about financial expenditure in the midst of a
dense market set-up. It was important to acknowledge and
address this. Many viewers think that work is either about
looking, sexuality or money. But | want to address a broad
field, which is inclusive of all these issues and doesn’t
engageinrepressive categorization.

What do you mean by saying it’s difficult to do critical work in the midst of
adense market set-up?

Economic context determines production. In New York
work becomes spectacular, taking on powerful accoutre-
ments: huge scale, expensive production procedures, etc.
In this way, it enters the market and the discourse. My work
is for sale! And that’s how | and a number of other women
working have and will become present in an arena that
we've been absent from; we’re entering that particular
discourse.

Cindy Sherman is getting a lot of exposure with her book; it's all over New
York!

And the more places the book is the better as faras 'm con-
cerned. I don’t have any romantic ideas about the artist be-
ing pure. That's ridicuious, especially for artists who are
working within forms that make broad distribution pos-
sible.

Doesn'tittame the work in a way? For instance, when a piece like ‘YOU IN-
VEST IN THE DiVINITY OF THE MASTERPIECE’ gets appropriated by the very
structure of the museum you're criticizing?

Let me tell you a story about that piece. The only time that |
go to the Museum of Modern Art is to see the movies. One
day i went to see this Werner Schroeder movie and | was
standing waiting for the elevator for a long time. Right by
the elevaior, written on the wall, it said, ‘masterpieces from
the collection’ and 1 thought, God, that’s really calling a
spade aspade. Sol did 'YOUINVEST IN THE DIVINITY OF THE
MASTERPIECE' and was very pleased that the Modern
bought it! If | had the money at the time and if I'd known that
MOMA was going to buy it, | would have made it a much
larger work—it’s 48 inches by 72 inches, it definitely should
be much bigger. MOMA is exactly where the work shoulid be,
where it is the most effective in interrupiing conventional
art-viewing procedures.
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The role of the critic is one which contributes to the exposure and
legitimacy of certain artists and their work. You write as a film critic; what
is your sense of this task and why are you writing about film as opposed to
your own figld?

I think that television and film are the way that images con-
stitute social life. I'm more interested in the way that those
pictures work than | am in categories of painting and
sculpture. 1t doesn’'t mean that | don’t think that critical
work can be done in painting. | think it can, but I'm not parti-
cularly interested in writing about it. | like to write for cer-
tain films that | support. | write for ArtForum which is the
only largely distributed art magazine that covers modern
films at all.

| read a lot of newspapers and | watch the news every
night because it enables me to understand how, for in:
stance, the American electorate has become the dumbest
electorate in the world; how the spectacle itself turns peo-
ple into lobotomized, totally unthinking beings...how
Ronald Reagan can be president! In short, how images
work. Now | feel | can address this more effectively through
how a film works than through a painting. And ’'m not going
to sit around every month writing about art and saying, ‘I
hate it! | hate it That’s not the kind of criticism | want to
write. In actual fact, | don't write criticism, | write reviews.
It's basically journalism, which is a very neglected form. It
can be incredibly powerful, but it's too often full of
mindiess, adjectival tirades. | guess reviewers have to be
that way because they have a weekly deadline to become
enthusiasts about everything.

Edward Said has addressed the power of journalism—how it is an area
where one can effect political ‘interference’ ata more secular stratumthan,
say, university literary studiss.

| would agree and add that the American public ‘sees’ what
they 'know’. Even reading has become a peripheralized ac-
tivity. All the more need for critical, transgressive work on
theimage.

Your work in poster form seems to be a move away from the tradition of
‘framing’ a work, keeping the work manageable and contained. Yetinthe
gallery pieces, you've framed the works in very bright red which makes a
very strong overture. Could you comment onyour use of the frame?

It’s a matter of degree, of course, but everything that is of-
fered up to the spectator and is retinally perceived has {o
have some notion of a semblance of beauty, of whether it
works or doesn’t work—Walter Benjamin talks about that. |
wasn’t going to hang the work up with pushpins because I'd
been through the alternative space circuit and been invisi-
ble for long enough. The question was, how was | going to
become visible? | had spent so much time and effort and
pleasure in picking and cropping the photographs which
had a lot to do with how things look. The frame was a device
that allowed the worktoenterthe marketinaparticularway.
| could have used plexiglass, but it wasn’t the same sem-
blance of beauty, it wasn't as powerful. If | was going to mix
that ingratiation of wishful thinking with the criticality of
knowing better, | had to somehow engage these twoissues
inthe work. I wasn’t going to make work that people weren’t
going to look at, what good is that? | felt that it was anin-
gratiating device that made it a package and it was also an
enfrance, a franchise. | wanted the work to be shown in
places where the most people would see it, so that it would
enter the discourse in the most visible way, where it would
bethe mosteffective, becauseiflcouldn’tbeintheseplaces
| wouldn’t show in galleries. | would just do the posters,
which would get covered up in two minutes, | would borrow
some money to do the billboard, do the movie and write
criticism. Luckily,thegallery did work out the way lwanted it
to, but lwasn’tlooking foragallery. When I found a gallery it
was when | had decided to stop looking. Consciously, | was
getting tired of artists complaining about waiting to be
‘done o’ by adealeror‘done to’ by a critic. | realized that you
have to understand some of that power and use that know-
ledgetodisplacethatdominance.

That's how it works in film, too. You don't walk into the of-
fice of some barracuda at Fox or MGM in Holiywood and
talk ideology. The failures and divisiveness of the left are all
too often theresult of its investment inits own ineffectivity.
I'm sick of work that is all effect and no cause (grandiose
mythic painting, Spielbergian polytechnics). But / know
that it's important for work to be both effective and critical.
Togo backto American politics: the difference between the
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Republicans’ commercials and the Democrats’, for exam-
ple, is that the Democrats do not understand how to make
negativity generative, which is what 'm trying to do in my
work. There are ways of being negative which encourage
thought, encourage criticality, encourage change. It’s not
some negative, cynical, self-righteous preaching that says
‘this is the right way’, but work that engages people. | think
that is really important, and | certainly hope that my work
conflates negations with moments of movement.

Monika Gagnon is a member of the border/lines collective and is currently pursu-
ing graduate studies in the Department of Social and Political Thought at York
University.
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years ago Maclean’s magazine ran a contest in
which readers were invited to complete the
phrase ‘As Canadian as...” Entries ranged from
the mundane ‘As Canadian as maple syrup’ to
those which tilted at political icons or iden-
tified and lampooned our national character
and foibles. Third place was taken by *As Cana-
dian as John Diefenbaker’s French’; second
place was awarded to ‘As Canadian as a Royal
Commission’, but the first place went to thein-
cisive 'As Canadian as possible...under the cir-
cumstances.’

Indecision and compromise are perhaps not
the two most useful characteristics to be
possessed by a people struggling to create a
sense of identity and forge a spirit of na-
tionhood. Canada faces unique problems in
this regard. It is fragmented both linguistically
and geographically and has as its neighbour a
dynamic, culturally aggressive English-speaking
country which outnumbers it by a ratio of ten
to one. If English-speaking Canadiansare to ac-
quire a distinct sense of identity, to formulate
their own images of their nation and the
regions which comprise it, they must do sc on
their own terms, not in a cultural vacuum, but
in a cultural environment protected in some
measure from the onrush of attitudes, beliefs,
values, and myths emanating from outside its
borders, and principally from its great
neighbourto the south.

The process of building a sense of national
identity is slow and uncertain. Its success
depends on the ability of anation to maintaina
vibrant popular culture which furthers the
development of a sense of place and fosters
the evolution of those myths and images which
are at the base of the identity, loyalty, and na-
tionhood of allnation states.

This has not been lost upon the guardians of
Canadian culture. The role of popular culture
as a vehicle for the dissemination of attitudes,
values, and images which all contribute to the
building of a Canadian identity, was clearly
acknowledged in [968 when the Federal
government moved (once again) to obtain
control of the broadcasting media. Under the
terms of the 1968 Broadcasting Act it was
stated that ‘the Canadian broadcasting system
(public and private) should be effectively own-
ed and controlled by Canadians so as to
safeguard, enrich, and strengthen the cultural,
political, social and economic fabric of
Canada."' _

This act established the Canadian Radio-
Telecommunications Commission (CRTC) as
an agency to menitor and regulate the amount
of non-Canadian material broadcast by any
Canadian radio or television station. Power to
regulate the amount of non-Canadian material
was bestowed through the control of licences
to broadcast. Since 1970the CRTC hasinsisted
that granting of new, or renewal of existing,
licences be tied to the attainment of Canadian
content goals which it has established. In 1971,
when the rules were last revised, the Canadian
content requirement for AM radio stations
was fixed at 30 percent of all broadcast
material; for FM stations, each of which is
treated separately, the percentage may be
higher.? At present these regulations are
under review and may berevisedupwards.

To reduce the impact of American gener-
ated material and to increase the propogation
of material originating in Canada, the CRTCre-
quired that 30 percent of all recorded music
broadcast by AM radio stations meet the defin-
ition of *Canadian’ by satisfying any two of four
criteria: a) the instrumentation or lyrics were
principally performed by a Canadian; b) the
music was composed by a Canadian; c) the
lyrics were written by a Canadian; d) the live

As POSSIBLE...
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performance was wholly recorded in Canada
or broadcast live in Canada. It also required
that either the music or lyrics of at least five
percent of the music broadcast by a station
between 6:00 am and midnight be composed
by a Canadian.?

To ensure compliance, the CRTC requires
that every station must furnish broadcast logs
and tapes which it spot-checks for infringe-
ments of its content rules.®

Canadian content regulations in the broad-
casting media are frequently justified on
economic grounds. It is claimed that these re-
quirements ensure that Canadians in the
entertainment industry would be assured of
exposure to the Canadian market. There
would thus be a direct employment benefit
plus incalculable spin-off benefits for Cana-
dians at all levels: singers, musicians,
songwriters, recording technicians, and
recording studios. Nevertheless, it is abun-
dantly clear that the CRTC was also motivated
by a concern to nurture a fledgling Canadian
culture. In 1970, Pierre Juneau, Chairman of
the CRTC, asserted that:

Cur mandate and our purpose is to en-
sure that Canadian broadcasting
develops as a system for us to com-
municate with one another about our
problemsand the problemsofthe worid;
about our ideas and our views of the
world; about our past and our hopes for
the future, about our environment,
about the quality of our lives, about cur
role in this area of the universe... There
should be wide and free expression
through song and drama...of our feelings
of our joys and sorrows, of our worries,
and our enthusiasms, of our angers and
our generosities, of our hopes and our
dreams.’

The aim was to further national identity, and
as Alan W. Johnson, then president of the
Canadian Broadcasting Corporation, clearly
thought, to erect a cultural barrier to hold
back the waves of material spawned in the
United States which reflect and propagate the
values,images,andmythsof Americansociety:

We are in a fight for our soul, for our
cultural ‘heritage and for our nation-
hood. Without a culture there is no
political survivaland we are not a nation.
It is impossible to calculate, or even
describe, the devastating, cumulative ef-
fects of the self-invited cultural invasion
of Canada by American(s)... We simply
are different from Americans in our
history, traditions, institutions and
values... The timeless objective of sur-
viving has been given a new imperative
by the sudden awakening of the contem-
porary version of our Canadian crises of
identity and nationhood.*

If there is one genre of popular culture which
stands to be influenced by the Canadian con-
tent regulations it is that of country music.
Modern commercial country musicisa popular
cultural form which has strong folk ante-
cedants and distinctive regional origins and
associations. lts lyrical content is rich in en-
vironmental, social, and spatial images; and,
unlike many other popular musical styles, lyrics
are important in country music. They serve
more than to accompany the melody; they are
the focus of attention in the vast majority of all
country songs. In the same way that the true

-




folk (traditional) music of times past offers in-
sights into the social and environmental at-
titudes of the common non-literate folk from
whence they sprang, modern commerical
country music through its lyrics similarly
reflects the Weltanschauung of the functional-
ly, but not actively, literate ordinary people of
our presentsociety.

If the proliferation of country music stations
and their estimated market share of the listen-
ing audience is any guide, country musicis now
an extremely popular musical form through-
out Canada. According to the Country Music
Association’s |982 figures there are now 147
radio stations broadcasting country music in
Canada, 41 of them on a full-time basis.® Over
the past decade the audience for country
music has expanded, partly as a result of
demographic factors, since it tends to appeal
to a more mature {25-55) population, and
partly as a result of the erosion of the image of
country music as the preserve of rednecks and
country simpletons. All of this makes country
music a potent agent for the reflection of the
regional images and myths with which it is so
frequently concerned. Itis a powerful medium
for the creation, dissemination and populariza-
tion of images of places, geographical
stereotypes and regional myths. For, as Aida
Pavletich has noted, song carriesamessage and
it influences the thoughts of peopie far more
than many are prepared to acknowiedge:
‘Songs may express a chic mentality of what
people believe they are supposed to think.
Song expresses also what people feel, which

may giffer from what they may admit to think-
ing.”” Furthermore, music, even without
words, has the power tocreate, orto capture,
a sense of place and to bestow special at-
tributes to otherwise unremarkable places.

IrabioBrOADCASTS

To assess the effect that the CRTC's Canadian
content regulations have had upon the spectra
of geographical images and settings referred
to in the lyrics of country songs broadcast in
Canada, | randomly sampled 24 hours of music
broadcast by two Manitoba country music sta-
tions—CKRC 630 in Winnipeg and CFRY 920in
Portage la Prairie—over an eleven-month
period from June 1981 through April 1982,
Eachrecord played wasanalyzed astoits Cana-
dian content, lyrical content, references to
places, environmental inferences, and action
settings.

The material broadcast by the two stations
differed in style, since CKRC is oriented
towards the urban ‘contemporary country’
market and CFRY directed towards the rural
‘traditional country’ market. For both stations
about 40 percent of all material met the
CRTC’sdefinition of Canadian.

The lyrical imagery of the broadcast
material was centred strongly in the south of
the United States, principally in the states of
the Confederacy. References to ‘the South’,
‘Dixie’, the Appalachians, and the Ozarks
were common and uniformly positive, In-
dividual states were frequently identified by
name and were attributed specific character-
istics; Texas emerged as a kind of easy-going
macho utopia; Tennessee was depicted as the
guardian of the basic values of rural North
America, a place of poverty maybe, but
rescued by adherence to family and kinship; a
place of tightly-knit rural communities, well-
establishedsocial order, andserenity:

In my Tennessee mountain home
Life is as peaceful as a baby’s sigh !0

Kentucky, West Virginia, Louisiana and, to a
jesser extent, Georgia, Alabama, and
Oklahoma, all served as spatial metaphors for
home, family, stability, and known trusted
values. In ali cases theirimages were strongand
complex. Despite the stress on family, securi-
ty, and order, there was a counterbalancing
distrust of the official manifestation of the ad-
ministration of the law clearly shown by the
open expression of approval of the manufac-
turing of illicit liquor, the flouting of excise
regulations, and of other perceived unwar-
rantedintrusionsinto personal freedom.

if the southern states were the sacred
world, the northeastern industrial states were
the profane. Portrayedascold, in both the en-
vironmental and social senses, the northern

states were depicted as a Scylla and Charybdis
for themigrantsoutherner:

Pve always heard a lot about the Big Apple

So | thought that | would come up here
and see

But all Pve seen so far is one big hassle... !

California occupied an ambivalent position
in country music imagery. On the one hand it
was portrayed as the promised land of ease,
wealth, and sunshine, whereas on the other it
was the home of Hollywood, regarded as a
latter-day Sodom, and used as a metaphor for
shallow pretention and ostentation, the em-
bodiment of all those values antithetical to the
hard-working, unpretentious and self-effacing
country folk of Tennessee. _

From the sample material it became evident
that country music reflected and perpetuated
regional images and myths. In certain cases the
regional images were sufficiently strong to
function as surrogates for value statements:
New York—profane; Tennessee—sacred;
and the equally common country—sacred and
city—profane dichotomy, the spatial embodi-
ment of the prostitute-madonna syndrome so
commeon in the portrayal of womenin country
music. '

There is thus a strong vision of North
America purveyed to at least 20 percent of
those Manitobans who listen to theradio. Itisa
distinctive set of geographicalimages whichin-
fluence the way in which North American
regions, cities, and towns are perceived by
those who are exposed to country music radio
broadcasts in Canada. It is a view distorted to
some extent, it must be remembered, by the
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fact that at least 30 percent, andnearly 40 per-
cent in the sample, of this material is con-
sidered to be ‘Canadian content’ and, as such,
should reflect our view of Canada and
ourselves. However, a consideration of the
view of North America using only Canadian
content material reveals that the basic struc-
ture of the mythology is little different. The
same regions predominate, as attention is still
focussed south of the border. Canadian con-
tent material accounts for practically all the
references to Canadian places. Nevertheless,
the balance is weighted strongly in favour of
imagery drawn from the entrenched
mythology of the regions and towns of the
United States.

’.'CANADlAN'CONTENT AND

N _,PLACE IMAGERY

This preponderance of imagery centredin the
United States found within Canadian material
is caused partly by the structure of the CRTC
regulations, partly by the origins of country
music, and by the existence of a body of en-
trenched images basic to country music
songwriting.

Since the CRTC’s definition of Canadian con-
tent may be met by having a song with non-
Canadian music and lyrics recorded in a Cana-
dian studio by a Canadian singer it is quite possi-
ble for lyrics promoting strong images of the
United States to be classified as Canadian. The
case of ‘When | Die Just Let Me Go to Texas’
by Ed Bruce, Bobby Borchersand Patsy Bruce,

is an excellent example. This song, recorded
by American country-rock singer Tanya
Tucker, enjoyed considerable popularity in
the early 1980s. A ‘cover-version’ of this by
the Canadian singer Tracy Lynn, producedina
Canadian recording studio in 198!, met the
CRTC Canadian criteria and thus when broad-
cast was listed as Canadian. While the subse-
quent broadcasting of this version of this song
no doubt contributed to the sale of Canadian
manufactured records it is questionable
whether Canadian self-images were much ad-
vanced:

When | die, | may not go to heaven

| don’t know if they let cowboys in
If they don’t, just let me go to Texas
Texas is as close as I've been. 13

It seems évident that the promeotion of
distinctive images of Canada will come from
Canadian writers and not from Canadian
singers who rely upon American material. In
this regard it is also evident that the structure
of the Canadian content regulations as are
presently in force cannot prevent the promo-
tion of material with a cultural impact inimical
to the philosophy of cultural nationalism
espoused by the government from whence
the CRTCderivesitsmandate.
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One of the realities facing the Canadian
government in its attempts to influence the
type and content of material broadcast within
its borders is that a large proportion of the
material from which Canadian recording ar-
tists may draw emanates from the United
States. In country music the situation is ex-
acerbated by two factors: thestronginfluence
of a few powerful record producers who
determine what is marketable and hence, by
controlling access to the mass market, deter-
mine the direction of country music; and the
strong regional dominance in country music
writers and performers. The latter prefer to

deal with their subject in terms and in images

familiar to themnselves and the bulk of their
potential audience, and the producers, with an
eye to market potential, tend to select songs
with appeal to the mass country music market
inthe United States. '

Identification with place can be animportant
aspect of the success of a country music song,
or any song, for that matter. In the early
1970s, for example, a Canadian country musi-
cian, Rick Neufeld, composed '‘Moody
Manitoba Morning’. He was pressed to change
the title to ‘Moody Minnesota Morning’ to
guarantee easy acceptance in the USmarket. '
To his eredit he did not do so, but although his
song enjoyed success in Canada it did not
become popular scuth of the border. Neufeld
missed the chance to earn thousands of
dollars. The importance of place identification
in market acceptance is also well-illustrated by
the rewriting of the now standard‘f've Been
Everywhere', popularized by Hank Snow.
Written by an Awustralian, it celebrated
Awustralian places; for the American market
the lyrics were redrafted to centre upon
North Americanplacenames. _

Concern for market acceptance and the
financial rewards which attend popularity in
the United States market thus acts against a
Canadian writer employing Canadian imagesin
song lyrics. Certainly the CRTC Canadian con-
tent regulations do not address the problem
and the CRTC presumnably rests content that
unimaginative lyricists should promote an im-
ported mythology lauding Texas and Ten-

nessee.

Despite this failure of the CRTC regulations to
actively promote the building of a Canadian
identity of place, in the lyrical content of Cana-
dian country music over the past decade there
hasbeenastrong sense of regionaland national
identity emerging in the work of some of
Canada’s most talented songwriters. Most
notable are Ray Griffand ian Tyson.

Griff, a former Albertan now living in
Nashville, consistently celebrates Canada,
Alberta, and his native town of Winfield in
Alberta, in his compositicns, His ‘Canadian
Pacific’, which has been recorded by many
established country music artists, centresona
three thousand mile journey from the
Maritimes to Vancouver and democratically
mentions each Canadian province. But though
Griff's work is avowedly Canadian it lacks the
powerful imagery of the songs of lan Tyson,
who, in his music, deals extensively, but not
exclusively, with Canadianimagery.

Tyson has a rare feeling for sense of place
and an unusual ability te evoke strong images
of the settings he selects for his songs. In his
earlier work ‘Four Strong Winds' he wrote the
first popular song which captured the vastness

and melancholy of the Canadian West. He
later gave a graphic and emotionally-charged
depiction of Vancouver, British Columbia, in
‘Summer Wages’, a song which reveals a deep
understanding of the way in which physical and
social attributes combine to create a unique
geographicalambience:

I all the beer parlours all down
along Main Street,
The dreams of the seasons are all spilled
down on the floor,
Of the big stands of timber, just waiting
for the fallin’
And the hookers standing watchfully
waiting by the door,
So il work on the tow boats with
my slippery city shoes,
Which [ swore, | would never do again,
Through the grey fog-bound straits
Where the cedars stand watchin’
Pif be far off and gone, like
summer wages, 'S

More recently Tyson has focussed upon the
grasslands of the great basin and the Rocky
Mountain foothills, seeking images of ranching
life from Alberta to Texas. A product of this
was what many consider to be the quintessen-
tial rodeo song, ‘Someday Soon’, and others
which are less well-known but equally effec-
tive in their use of strong direct spatial im-
agery.

Thenaturallines of communicationin North
America run north-south, not east-west.
Tyson's music reflects this, for it stresses the
natural geographic linkages between Western
Canada and the states of the Western Interior
of the United States. The international boun-
dary is artificial; politically significant, but ir-
relevant on a socio-cultural level. The West,
to Tyson, is a region; within it are variations of
climate and behaviour, but it retains a strong
regionalintegrity:

Well, them of boys down in Texas

chew Copenhagen
Wash i¢ all down with that Coors
Air't a bit bashful about speakin’

their minds
They'll tell you what's theirs and

what’s yours
There's Waylon and there's Willie,

they own about half the state
And sing of her glories all in song...

Well up north it's saddle broncs and
its hockey and honky tonks
Old Wilf Carter 78s
Dumb stuff like chores when it's 2§ below
They're the thingsa
country boy hates...!7

Here Tyson is formulating a distinctive Cana-
dian approach to regional imagery in writing
music. The Nashville approach is to emphasize
the north-south, industrial-rural regional
model which fits the poor southern white
migratory experience. This is inappropriate
for Canada since the geographical relation-
ships differ. In Canada real regional contrasts
are intra-national—east-west—not inter-
national—north-south.

Furthermore, the direction and form of the
migratory experience basic to country music

differs markedly between Canada and the
United States. The mode! celebrated by
United States’ country music lyrics is that of
the poor white rural southerner seeking

eccnomic benefits by migrating to the urban-

industrial complexes of the northeastern
states. In Canada the rural urban drift has been
less focussed in a spatial sense. The recent
migratory movements of the 1970s, spawned
by the growth of the hydrocarbonindustriesin
Alberta and Saskatchewan, saw a-movement
fromtheurbanareasof central Canadaandthe
small towns of the Maritimes te the resource
frontiers of the West. For many of those in-
volved this entailed leaving a major
metropolitan centre such as Toronto, On-
tario, and moving to a smaller urban centre
such as Edmonton, or to the resource towns
of the Rocky Mountain foothills, te the Peace
River district, or to the boreal margins. The'
migration path was east t6 west and principally
urban to urban, although the movement can
also be seen as one from the metropolitan
heartland to the provinces of the largely rural
hinterland.

All of this is succinctly expressed by Tyson,
who identifies the major components of this
migration, creates new metaphors to convey
its dynamism and social character, and builds
towards the establishment of a regional myth
of Alberta as wide open rural ranching fron-
tier. Like all good country music images
Tyson's image of Alberta is highly selective,
with a blurred division of reality and fiction:

It's wall to wall pickups in the parkin’
lot tonight

That ‘Oh thank god it's Friday’
feelin's here

They got a line-up at the back door,
they got three deep at the bar

Just knockin’ back the shooters and
drinkin’ beer.

S0 gas up your old Chevrolet and
head’er way out west

To the land of golden opportunity

You'll get a first-hand education of how
the cowboy rocks and rolls

With that old Alberta Moon thrown
in for free'?




Not only is the feeling of rural small town
Alberta captured but, with startling economy
of words, the major socio-geographical
regional differences between Ontario and
Alberta are portrayed by the use of simple
socio-spatial imagery. The implication is that
Toronto is the urbane metropolitan centre
but that Alberta maintains a sense of adventure
and freedom:

Toronto may be Rhythm and Blues, but
if you migrate here

You'll be howlin’ at that
Oid Alberta Moon.'?

Put more simply, the image is Alber-
ta—sacred, Toronto—profane.

Canadians have similarly made considerable
contributions to the evolution of the imagery
of country music in the United States, where
they have been instrumental in fabricating
some of the most enduring regional myths
perpetuated through the genre. The image of
the US southwest, for example, resuits partly
from evocative country songs such as “Tumbl-
ing Tumbleweeds’ and ‘Cool Water’, both
regarded by many as the definitive western
songs, and both written by Bob Nolan, a Cana-
dian from New Brunswick. Canadians are
equally capable of creating similarly powerful
and lasting images for their own country. In-
deed, abrief presented to the Federal Cultural
Policy Review Committee in 1981 by the
(Canadian} Academy of Country Music enter-
tainment argued that there is no shortage of
Canadian-oriented country music written,
performed, and recorded by Canadians.?® Yet
if the sample of broadcast material examinedin
this study is at all representative, there is not
yet a distinctive Canadian exchange of images,
analogies and metaphor being broadcast on
the airwaves of Canadian radio stations, de-
spite their adherence to the Canadian content
rules of the CRTC. Clearly these regulations
are ineffective in controlling the substance of
the material broadcast within the nation. If, as
Alan Johnson claimed, ‘we arein afight for our
soul, for our cultural heritage, and for our na-
tionhood,” the CRTC is fightin§ the wrong
enemy withthe wrong weapons. '

The CRTC doesnot appear to be concerned
about the neglect of Canada as a setting for
country music lyrics, yet many Canadian
songwriters do have misgivings. In an oral
presentation to the Federal Cultural Policy
Review Committee, the Academy of Country
Music Entertainment let Canadian songwriter
Wayne Rostad put their case for them:

We must look in our own backyards; we
must nhot be afraid to name our cities, our
towns, our people. We have to stop writing
for that American hook, stop prostituting
the art form, or the realism. In our own
backyard thereisawealth of storiesand hap-
penings to tell (of) that wili contribute our
own unique (identity) to country music, ??

Market demands may argue against Rostad's
exhortation. Commercial radic program
directors are interested in selling air time to
clients who wish to advertise a product or a
service. Advertisers, in turn, demand a large
audience which has specific demographic
characteristics, a demand which has a major
impact on the nature and content of music that
is played. Ryand and Peterson have argued that
apursuit of awider listeningaudience hasled to
changes in the nature of country music im-
agery, concluding that ‘the interests of Proc-
tor and Gamble, Burger King, and the local
drugstore impinge directly upon the aesthetics
of country music.’

In this Achilles heel lies the real opportunity
of the CRTC to effectively promote a sense of
nationhood within the country music field in
Canada. Since programmers may be wary of
songs with metaphors andimages that are new
and unfamiliar to their listening audience, and
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hence may prefer to rely upon formulaic
repetition of old familiar images derived from
south of the border, Canadian writers may
feel pressed to deal in such images, knowing
that market acceptance of their material is
thereby enchanced. A rewording of the Cana-
dian content criteria to acknowiedge the
significance of lyrical material treating a sub-
ject in Canadian terms might begin to counter
this tendency and encourage the broadcasting
of material by Canadian writers such as Tyson,
Griff, and Rostad.

Until Canadian country music songwriters
feelable to draw with equal facility for theirim-
ages, analogies, and metaphors from within
Canada as well as from the geographical
mythology of the United States, they can do
little to further the cause of Canadianidentity.
In the meantime, Canadian country music will
simply have to remain as Canadian as
possible...under the circumstances.
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The following is an excerpt from an interview with Steve
McCaffery which will appear in a forthcoming issue of the
Vancouver journat LINE, Much of the discussion focuses on
agroup of writers who were publishing in a magazine called
L=A=N=G=U=A=G=E during the late 70s/early 80s.
While these writers form a very heterogencus group, they
have shared for the most part an interest in the question of
reference, of reference seen not merely as an aesthetic
concern, but as a political one as well. In their essay
‘Repossessing the Word, L=A=N=G=U=A=G=E
editors Charles Bernstein and Bruce Andrews characterize
thisconcernin thefollowing way:

One major preaccupation of L=A=N=G=U=A=0G=E has
therefore been to generate discussion on the relation of writing
to politics, particularly to articulate some of the ways that
writing can act to critique society. Ron Silliman’s early essay,
‘Disappearance of the WORD{Appearance of the World', ap-
plies the notion of commodity fetishism to conventional
descriptive and narrative forms of writing: where the
word—words—cease to be valued for what they are
themselves but only for their properties as instrumentalities
leading us to a world outside or beyond them, so that
words—language—disappear, become transparent, leaving the
picture of  physical world the reader can then consume as if it
were a commodity. This view of the role and historical func-
tions of literature relates closely ta our analysis of the capitalist
social order as a whole and of the place that alternative forms of
writingand reading might occupy in its transformation.

This concernwith reference led these writers to an active
engagemnent with both the corpus of late American literary
modernism {Charles Olson, Louis Zukofsky, John Cage,
Jackson MacLow) and with a number of French theorists
writing in the wake of Althusser (Jacques Derrida, Philippe
Sollers, Gilles Deleuze).

L=A=N=G=U=A=G=E produced fourteen issues
{not including two supplements, Volumes | and 3) the last
of which appeared as aspecial issue of Open Letter (Wiriter
1982). More recently, Southem lllinois University Press
produced an anthology called The L=A=N=-
G=U=A=G=E Book. A forthcoming issue of LINE will
also be publishing correspondence between several of
these writers,

borderlines would ke to thank both Steve McCaffery
and Roy Mikifor permission to print this excerpt.

Andrew Payne

othing is forgotten
But the talk of how to talk

Steve McCaffery

Steve McCaffery: ! think it imperative not
toinstitute amodel exteriorto the evidence of
the texts themselves and what I've stressed
throughout is anintense heterogeneity among
the so-calied L=A=N=G=U=A=G=E
writers, a heterogeneity that possibly reflects
the current ‘Philosophy of Difference’
(emerging on both sides of the Atlantic) and
which Foucault announced in his introduction
to Deleuze's and Guattari’s Anti-Oedipus back
in 1972." Its theoretical and methodological
thrust can be traced back to the pioneer
deconstructions of Nietzsche and Marx (the
latter of whose status as a ‘deconstructionist’
albeit limited and with strict reservations
would nevertheless make the subject of a
wonderful interview!), to the concerted de-
mythologizing of numerous concepts to show
their covertandirreducible basisin figuration.

The early works of Silliman, Andrews, Bern-
stein, and myself were overtly political and the
Politics of the Referent issue of Open Letter
(1977) still stands as a diverse position paper on
our work and conclusions up to the middle of
the seventies. The political thrust there was
quite clear: towards a foregrounding of the
reader-writer relationship as both a diachronic
{hence changeable} relationship and as a fun-
damentally socio-political configuration. From
this we worked by way of analogy and homo-
logy towards an exposure of fetishism as an
operation within the domain of representation
and reference and we attempted to return the
scene of readership to the realm of semantic
production. (How can weinvolve the readerin
the making of meaning?)

Inhindsight, 1 can admit to certain naivetiesin
that approach. This writing was all produced
before any of us had discovered Baudrillard’s
seminal work The Mirror of Production® which
challenged with anincontrovertible conviction
the subliminal valorization of production and
use value as a privileged positional opposition
to consumption and exchange. In the light of
the Baudrillardian ‘proof’ that use value isbuta
concealed species of exchange value, | would
say now that the gestural ‘offer’ to a reader of
an invitation to ‘semantically produce’ hints at
an ideological contamination. I've also come to
feel that the majority of L=A=N=G=U=-
A=G=E texts yield great rewards from a dou-
ble reading, that firstly announces them as a
political gesture within the literary text, offer-
ing this inward sited-ness as a linguistic analogy
to the political, which in itself matures as a
statement somehow ‘across’ a distance; and
secondly, from a reading that indicates their
status, not as forms or structures, but as
operative economies. Here, the notion of ex-
penditure, loss, the sum total of effects of a
general economized nature, would emerge to
relativize the more 'positive’ utilitarian
orderedreading.

| would deny throughout, however, the ap-
peal to a ‘semi-aphonic corporality’ or of any
kind of nostaigic return to a pre-socio-
symbolic matrix. Ifany area of recent text pro-
duction is susceptible to such criticism | would
say it is that variant strain of sound poetry that
anchors itself in performance, supports the
relegated status of the written text asaninert,
secondary figuration of the ‘breathed instant’,
and which draws as its ideological defence a
certain strain of 19th century vitalism that per-
sisted through dadaism and futurism up to the
early work of The Horsemen and Owen
Sound.

Among L=A=N=G=U=A=G=E writers
there was a common feeling that the return of
‘meaning’ as a post-philosophic operation
within the activity of discourse to a productive
rather than consumptional zone of action, en-
tailed a political gesture of the deepest and
most contemporaneous urgency; that it ef-
fected a diachronic change in the reader-
writer relationship (which, as a change per se,
seemed to entail a political assertion of both
roles being history specific) which opened up
the possibility (appealing at the time and still ap-
pealing to many) of a rehumanization of the
linguistic sign.

As to your point regarding a resistance to
the symbolic. At no point do | feel that this has
occurred orisoccurring. Whatisresistedisthe
integrated, syllogistic momentum of the sym-




bolic when that momentum is reinvested into
compound meaning(s). And even further, the
resistance restrains at the philosophic (meta-
physical) notion of an unmediated, transparent
connection with ‘reality’ at the other side of
language. This, more than anything, has been
the philosophical restriction upon language for
thousands of years and whose complicity with
the capitalist mode of production is evident in
countless philosophic texts from Plato
through Descartes to Searle and Austin. So the
presence of a Politics of Discourse is
everywhere present in L=A=N=G=U=-
A=G=E writingasatext-by-implication.

But what emerges strikingly in the work of
Sitliman, Bernstein and Andrews among
several others is not the Politics of Discourse
but politics as discourse. If there is to be a
rhetoricalimposition on all of this, itisto effect
a political implication and not imply a political
effect. As regards Kristeva’s mention of truth
in the citation, | would stress that the intention
of contemporary writing must always be to-
wards an utter dismantling of the notion of
TRUTH as anything exterior to the signifying
practice, and to suggest by this that truthisnot
the destination of a referential function in
ianguage, but a writing production, a writing
effectperse,

The subject of history (its dictates and its avail-
ability to the act of writing) is a complex one
with Olson. There is first that obvious sense of
history at work in his poems, of history as
fact’, as document, to be worked with and
turned over. This gives you the strong Com-
teian, strong positivist strain in his work. Doc-

ument, in Olson (and perhaps more so in

Pound) operates as a kind of syllable, a unit of
unmediated plenitude, reconnecting with a
displaced present. This is decidedly not history
in the way that Gibbons, Hegel and Marx are
history. Olsonian history, this documentary-
syllabic history traces back to Herodotus, the
most notoriously ‘unreliable’” of Greek histor-
ians, whose sense of history was the transcrip-
tion of ‘hearsay’. Olson’s attraction to Hero-
dotus is an attraction to that same mechanism
that Derrida exposes in Plato: metaphysics’
appeal to a double standard of writing, to the
lower, debased, materialist sense of marks on
a page, which (in Plato) was submitted to a
metaphoristic aufhebung that recast it as a
‘purist’ writing of truth’s marksin the ‘soul’ and
‘heart’.

Herodotian history is history that aligns its-
elf ‘innocently’ with speech. | would say, in

fact, aligns itself identically with the syllable, as
a species of Plato’s metaphoric ‘writing’. But
history’s other presence, should | say, the
other history's presence, is experienced
through those grammatological notions of
space, gap, deferral and trace structure. And
this history locates in writing’s debased profile,
within the graphesis of its temporality and spa-
cing. This space is the radical other to the syll-
able; it constitutes history’s blank side,
history’s mutism, and precisely because it
resists any logocentric appropriation.

Olson’s affinities with certain theoreticians
of German Romanticism has so far gone unre-
garded, but the following brief passage from
Frederick Von Schelegel's Lectures on the
Philosophy of Language could have prefaced
any anthology of projective verse:

Properly syliables, and not letters, form the
basis of language. They are itsliving roots, or
chief stem and trunk, out of which all else
shoots and grows. The letters, in fact, have
no existence, except as the results of a
minute analysis; for many of them are diffi-
cult, if not impossible, to pronounce. Syll-
ables, on the contrary, more or less simple,
or the complex composites of fewer or more
letters, are the primary and original data of
language. For the synthetical isin every case
anterior to the elements into which it ad-
mits of resolution. The letters, therefore,
first arise out of the chemical decomposition
of the syllables.®
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We will trace this organicist metaphor, this
appeal to aborescent analogues through Ham-
ann, Herder, Humboldt down to Olson’s
‘dance of the intellect’ and ‘the HEAD, by way
of the EAR, to the SYLLABLE/the HEART, by
way of the BREATH, to the LINE'. There are
rich deconstructive pickings here in this par-
ticular style of reasoning which involves, as its
underlying matrix of assumption, the privileg-
ing of all anteriority as a positive value and a
binding of various satellitic terms and notions
to this matrix: syllable-synthesis-origin-
cause = speech-breath-presence-immediate-
being-as-truth; set in opposition to the com-
pound matrix of writing: letter-analysis-
posteriority-mediation-imprint-corpse-as-
death.

We would not wish to deny the intense and
revolutionary polyphony of The Maximus
Poems (Olson) nor The Cantos (Pound). But
what needs address in these great worksisthe
radical blind spot around the issue of vocaliza-
tion per se, a primary absence of rigour at the

conceptual collision of text and voice. Behind
his Essay of Projective Verse and the letter to
Elaine Feinstein® is a sense of communication
as still being exchangist in nature. Something is
transmitted and received, and writing's ‘nega-
tive’ relation to outlay and death is never ad-
mitted nor received. Olson seems oblivious to
writing as a fundamental trace structure in
which each ‘syllabic instant’ must always be a
breached presence. For the presence that wri-
ting institutes is always a presence that an-
nounces an irreducible absence within the very
system of thesign. Thisisthe crux of represen-
tation and its current historical obliteration,
that whenever a term (X) stands for (or
represents) another term (Y}, then neither
term can be present. X is always standing for
something else and so is never there, whilst Y,
in being stood for, is always delayed, postpon-
ed and deferred from being there. After Of
Grammatology’ (of which the above is an ab-
surdly simplistic reduction) thisirreducibility of
the space, the gap, the breach, assumes a far
more fundamental status than any pure idiom
of the syllable.
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The deepest implication in Freud, and the one
which Lacan has best elucidated, is the radically
textual nature of the psyche. We both inhabit
and inhibit an unconscious that is structured as
a language. This projected emergence of a
post-Freudian ‘textual’ subject seems to be of
critical importance. It putsthe very notion of a
‘subject’ in doubt and, at best, poses that sub-
ject on the ruined concept of a Self. Thelatter
being no longer tenable as a unitary whole, nor
even as a memory/science bifurcation, | think
we best look for a viable notion of subject in
something like Kristeva's notion of a subject-
in-process within an instinctual and symbolic
economy. Part bound, part articulated by a
verbal order (the self of the proper name, the
name of the Father in the Son) and yet in-
cessantly striated and (as you aptly put it) rup-
tured by instinctual drives that surge through
the linguistic order and are felt in (but never
identified as) rhythm, intonation, this Subject

as plurality will haunt, repeat and delete
simultaneously the numerous eschatographies
that inhabit and (at this historic moment) des-
cribe the act of writing as thanatopraxis.
Against the post-modern valorization of pro-

cess it would offer the notion of a complete
dispensibility of procedures. The subject in pro-
cessis not to be identified then with the textas
process. In the death of Modernism via Olson
there has been a murder denied.

And to finally revert this to the sexual. Let
us remember that the high priest of the syliable
makes no mention of the woman in The Max-
imus Poems:

Being of language? it even calls on me to
represent it. ‘P’ continually makes itself over
again, reposits itself as a displaced, symbolic
witness of the shattering where every entity
was dissolved. ‘I returns then and enun-
ciates this intrinsic twisting where it splitin-
to at least four of us, all chailenged by it. '
pronounces it, and so ‘I posits myself—T7
socializes myself.

Kristeva

With the subject set in process (jouissance,
death) we have lost the traditional sense of Self
but gaineda Text. And Textisabody.

Let me end this with a final quotation from
Kristeva:

Remember Artaud’s text where the black,
mortal violence of the feminine’ is simultan-
eously exalted and stigmatized, compared
to despotism as well as to slavery, in a vertigo
of the phallic mother—and the whole thing is
dedicated to Hitler. So then, the problem is
to control this resurgence of the phallic
presence; to abolish it at first, to pierce
through the paternal wall of the superego
and afterwards, to re-emerge still uneasy,
split apart, asymmetrical, overwhelmed
with a desire to know, but a desire to know
mere and differently than what is encoded-
spoken-written...

The other that will guide you and itself
through this dissolutien is a rhythm, music,
and within language, a text. But what is the
connection that holds you both together?
Counter-desire, the negative of desire,
inside-out desire, capable of questioning (or
provoking) its own infinite quest. Romantic,
filial, adolescent, exclusive, blind and Oedi-
pal: it is all that, but for others. it returns to
where youare, both of you, disappointed, ir-
ritated, ambitious, in love with history, criti-
cal, on the edge and even in the midst of its
ownidentity crisis.®
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I sn’t it funny how people keep things?

People keep many things but one thing that creates a lot of
peculiar moments is the keeping of secrets.

Secrets of thinking and feeling are catalysts for drama.

Many people like drama.

Paul and Karen like drama and so they keep secrets.

It’s best that one of two holds the secret so the other can try to
find it out.

He held the secret.

She wanted to know.

She asked him what it was.
She asked him to speak.
He told her that he had to leave soon and he didn’t have time
to figure out what she meant.

This is best for dramatics.
If a secret is being kept then it must be with-held for the
purpose of dramatics.

Of course one can always change the mood to change the
action.

Moody people are often dramatic.

A sudden change of mood is all a person needs to put
themselves somewhere else.

They suddenly had the feeling that what was happening
between them was unreal.
They had to get out, go for a walk.

Did she forget about the secret?

She almost did because the change was so powerful and
seemingly magical.

She remembered the secret. She thought he might speak of it
while they walked.

They went for a walk.
He did not forget the secret.

Would he tell her?
Maybe.

He wanted to walk.
He wanted some air,

This is something many people will say during a dramatic
moment.

Is getting air dramatic?... Perhaps...but what was important to
him was that the air was outside and he wanted to be outside so
he could walk. He knew that if you are outside walking it is casier
to conceal a secret.

He wondered why he felt he couldn’t tell her.

Drawings by Eric Miller

She asked him suddenly if he was afraid to tell her.
He told her he wanted to walk and not speak.
She did not understand.

Well, she did really, but never-the-less she still wanted to know.

She became angry and yelled at him to Speak! Speak! Speak!
She said that he couldn’t fool her with that innocent act.

That has been said many times, but often the question has been
raised of the possibilities of innocence and it would seem that it is
a hard thing to achieve, so it might seem an odd thing to say.

He thought so.

He thought it was an odd thing to say because he did not
understand what it meant, although he knew why she said it.

He was like that.

Sometimes he separated the intention of a sentence and focused
on the particular meaning. This is one of the reasons why he was
easily distracted from drama.

They walked.
They walked casually and quickly at first, but after a bit they
slowed down.
When they reached a park they walked around in it for awhile
and then he told her his secret.

Often the telling of a secret can stop drama. Especially if the
secret is not what is expected. If people are dying to know a
secret, it is usually because they think it may concern them. If it
does then the possibilities for further drama are many.

The telling of a secret is usually exciting for all involved, but it is
always exciting for one who has it.

To release a secret is to make a space available and
simultaneously fill it up.

He told her his secret.
Tt was not about her.
She was not disappointed because she had not thought it would
be directly about her but she thought it would concern her, in as
much as she was concerned about knowing him,

The secret was about himself,
He told her the secret, but he had many others he did not tell her.

He wondered why she didn’t have any secrets. He could not
believe it could be true. He thought everyone had secrets.
He wondered if it were possible to have a secret and not know it.
She told him that she tells him everything.

He didn’t believe that she knew what a secret was because other-
wise he was sure she would say she did have one.

He said he would tell her his secret but first he wanted to know
what she thought a secret was.

Although it usually annoyed her to hear him say something like
that, she was too anxious to know the secret, so she sat down.
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She said a secret is him.

She said a secret is something unknown by her.

She said a secret is a tempter.

She said a secret is a daring-tease.

She told him that a secret is something half-told.

A secret is an invitation that has a condition of difficulty for
being received.

She did not make invitations to him because she had received him
and never given a dismissal.

Maybe she was wrong.

He said a secret was a separation.

He was afraid to tell secrets, he said, because he did not want to
expose himself.

He said he did not feel he was concealing absolute truths about
himself; the truths were only fleeting and so ultimately irrelevant.
He said that to speak even a transient truth about himself was to
create an image that struck into the minds of others like a small
incision that leaves a prominent scar. To tell a secret is to make a
cut; to create a division, and yet also a binding. But the binding
was a deception, he said, so the telling of the secret was futile, it
gave nothing to the hearer but the opportunity for a response in
that moment, it did not give a perception of an unchanging truth
that could function as a landmark in the relationship.

She said the response was the important thing. She said the
fear of the cutting could only repress the need for the division if
the fear was in control. She said ‘i’ because she felt that the fear
was a response that was not invalid, in spite of the problems it
could produce, She knew that as a response it was important. The
response of the moment was the catalyst of movement; the agent
of the gesture. That was her opinion.

She said that although she was aware of the temporal weakness
of the secret she felt that he should know the secret was a strong
medium for the expression of the sentence. The sentence and the
gesture are very hard to make. The telling of the secret was
almost always a gesture. She knew this. She said she knew it. She
said a secret is a separation of the self for the sake of the
communicative gesture. The nature of the gesture was the nature
of the secret. Speak your secret to me, she asked.

She felt somehow that in all that, she had somewhere said a
sentence. She felt excited and intensely attentive,

She felt in relation,

He spoke his secret.
His secret was about people who are mad.
He said he believed that speaking with people who are mad is a
very exciting and important experience.
His secret was about how it came about that he spoke with a
madman.
He said he saw a man walking in a circle. The man was walking
around in the park, the same park they were now sitting in. It was
a week-day, so there weren’t many other people there. But there
were some who passed by and laughed because he was speaking-
out very loudly, '

People don’t necessarily laugh if they see someone walking in a
large circle, (maybe for a small one), but they usually laugh if
they notice someone talking very loudly when they are alone.

When he noticed the madman he thought at first he wanted
to speak to him. He was on his way to do something else so he
only glanced and took minor note. But then he began to listen,
and as he listened he thought about social commitments. He

. heard the madman addressing someone or everyone and he saw

that no one was truly listening. So after he heard the madman say
something about syringes in oranges, he called out ‘Hey!’ The
madman stopped talking and walking so he asked him who he
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was speaking to. The madman said he was speaking to nature and
anyone who wanted to listen.

The madman started walking and talking again.

He watched the madman and decided to join him and listen. He
had decided but he hesitated, and as he hesitated he grew excited.
He walked towards the madman feeling very nervous and
anticipating something great to happen.

When he joined the madman, he heard him say ‘Hi?’, and as the
madman turned and said ‘Hi!’, he was shocked to discover a
madwoman.

He wondered if people are more inclined to laugh at madwomen
than madmen.

As he walked and talked with the madwoman he discovered her
speech becoming centralized.

This can happen when you are addressing a large group of people
and then you address a single person.

He said the experience was amazing but the thing that really
struck him was a sentence she had said. She said that people are
afraid to be real. This struck him because he was thinking this
earlier and it was the reason he went to join the madwoman. He
thought that it was important to follow some impulses and
intuitions.

The madwoman said many things to him about different topics.
She spoke about sex, ecology, education and politics, but he felt
that none of her opinions were so important as the fact that she
had no fear in expressing them, and he felt that she did more than
express opinions; he felt she exposed a lot of her true being. He
knew that was a scary thing to do.

When he had said this about the madwoman he did not feel he
had really told a secret about himself.

He wondered if he had told a secret or a story.

He wondered if there was a difference.

He was not sure, but he did feel empty. So in order to feel as if he
really had told a secret, he said that he was afraid to show his true
being.

She was mesmerized during the secret, but when she heard him
speak of his fear she felt like responding. She was not sure what
she should say so she hugged him and said that she loved him.
This made him feel something he could not quite define but he
thought he expressed it to a degree by saying he felt centred.

He was not sure what it meant to be centred, or rather how he
could articulate the notion of being centred because he chose the
word so quickly.

No, he thought, he did not choose the word. But he wondered
how he could describe the feeling further to someone else making
the word ‘centred’ the pivoting notion.

Did words distract from feeling, he wondered? No, he thought,
words create and are feeling.

Then he wondered if the description of the feeling invoked the
feeling for the other.

In order to see if this could be the case he told her that he felt
centred, and then he asked her if she knew what he meant?

She said she wasn’t sure.

He asked her if she felt anything when he told her about being
centred.

She said she did.

She said she felt like she was looking at something without
focusing on it. She said her shoulders relaxed, but they tightened-
up again when he asked her if she knew what he meant.

She said she was tense now.

She said the feeling changed when she tried to think what it was
he meant by the expression.

He said that if he heard or spoke the name of a feeling he could
feel it,

He wondered if thinking the name would invoke the feeling.

He asked her if she thought that one can think things as well as
about things.




She was confused so he rephrased the question.

He said that he wasn’t sure whether one could only think of
something or could also think something.

He said that one could speak of love or speak love, that is, speak
love as a noun or verb, but could one think love?

Could thinking be a direct action, he asked?

Of course, she said.

She said that thinking was speaking.

He agreed with her, but then asked if she thought one could feel
of something.

She said she felt that he was asking not so much becaue it was a
concern as much as he wanted to raise issues.

She said that she suddenly saw the social aspect of what was
happening and that the issues weren’t important to him; the
conversation was important. The conversaion had a specific style
and thus the feeling of it was specific. The style of the speech was
the feeling of the speech, she said, and she could now see it as the
relationship between them. She said she knew there was no other
way of expressing that style in the exact way that they were now
doing and she felt aware that one had to take it seriously in order
for the relationship to do itself. She said the individual meanings
of the words were not so important as was the speech asa
complete gesture. She said the gesture was a situation and that
the situation embodied feeling. She said one could not have
feeling of feeling because that would require one to feel
something other to the feeling. She said that feeling could not
stop and experience non-fecling because to experience was to
feel. She said that feeling is consciousness but it is not reflective
of itself, However, she said, when we think about a feeling, that
is, when we think of the significance of its name we invoke the
feeling, so that the feeling is reflected by the linguistic thought.
She said that this was apparent because the thinking was an
action that took place while it ignored the present movement of
the world. In this sense, it made no gesture towards the world,
only to itself, but it was betrayea by itself because the world
could still see the body despite the fact that one had made the
world invisible, so because of its stilted mobility, the thinking did
not do the feeling but merely reflected it. This is the closest the
body came to reflecting feeling upon itself. The feeling can’t be
done twice, she said, it is thought of once and it then echoes;
reverberating in a semi-presence. She said isn’t it funny that the
linguistic can speak and speak of itself and then she fainted.

He was amazed.

He suddenly remembered he had to be somewhere soon and at
the same time he quickly went to her aid.

This simultaneity of intent created in him a great stress.

He was primarily concerned for her, but he felt the other
commitment nagging him.

Heignored it.

She could not wake up so he picked her up and started to walk.

To be or not to be.
Sometimes one must invoke the familiar to deal with the strange.

This is what he did.
He said to be or not to be.
He said it again and again.
To be or not to be.
It did not make things sharp, but it did make it easier to walk.
He felt himself carrying her and he thought that it wasg as if she

Michael Boyce is a musician, a graduate student in Social and Political Thought at
York University and a member of the border/lines collective. He has a book of prose-
poems out entitled Hit by a Rock, published by Proper Tales Press.

were dead. He wasn’t thinking about what she had said.

He was thinking to be or not to be and he was feeling that she was
not there except as a weight.

He could feel that she had been there,

He said to himself she was present like a name in a book after

it had been read.

He did not say she was present like a character in a book

because he did not think that characters existed.

He believed that books conveyed meaning but not characters.

Not very many others agree with him on that point.

A friend of his thinks something similar.

His friend thought that books personified meaning.

He did not agree with his friend but he like the thought of
meaning becoming a person and he felt it was better to speak in
these terms than in ones concerning the notion of characters.

He remembered a woman who thought he was a character in
a book she read. She went out of his life because he could not
live up to the character,
He wondered who could live up to a character.
Although he felt Karen becoming heavier he still could not feel
that she was there.
Her name was there,
What’s in a name, he thought.
A rose by any other name is still a rose.
There is something wrong with that, he thought.

He had a friend who said that all the time. He used to write things
while looking at paintings and when someone would ask him
what he was doing, he would say that he was remaking the
painting. They would ask how it was he could write the painting?
How could he make the same thing is such a different way? Then
he would say that a rose by any other name is still a rose. They
would not think of the reply as a satisfactory answer but because
of the power of sayings like that they would not say anything else,
although they would think he was strange.

Artists like people to think they are strange.

Sayings are powerful but he always questioned them.
He was suspicious of sayings.
He suspected that his friend did not know the nature of his own
art.
He wondered if she were still she by any other name.

He wondered if it was good to control oneself. He imagined
her replying that it was obvious that some inclinations had to be
controlled, specifically physical ones. He said words can
sometimes be as brutal. She said of course, that’s right, but she
felt that verbal expression should not be repressed unless it was
absolutely necessary, in fact she thought this was the case for all
expression. He said there are no absolutes. She said but there are
social standards. He said yes.

He stopped imagining this conversation and thought that he
didn’t realize she had so much power.

Her words’ strength seemed to be too much for her.

Did she know she had such power? She seemed to be looking for
the power of a sentence for a long time. She was always reflecting
on sentences. Senfences are very important because they are
meaning; deep expression. It wasn’t just the sentence. The
sentence was in tune with her expression.

Her intention was the power,
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Ex Emo nals; we solicit opinions, critiques and submissions. Note (hat this literature hegan to be
G

recogrized abroad, precisely at a time
when it ceased to define itself in terms

READING DIFFERENCE: Views Of/From Québec

of norm and distance. The recent re-
ception of our literature, however,
shows that exoticism is stifl expected of
it. A whole study could be done on
‘Europeanreadings of Québécois liter-

ature,’ (p_48)
‘The Novel of (Juebe¢’ The study of Canadian and  inthe Yale French Studies’ Quebec In turn, Joseph Melancon con-
Lesprit créateur Quebec literatures is perenially ac-  issues wearing a different hat, as cludes his study of “The Writing of
XX1II, No.3 (F il 1983) cused of being parochial. While  French scholar, in a study of Differencein Quebec’:
» : a comparative studies of either of  Aquin’s revolution which he per- . . .

them in connection with other lit-  ceives as staged within the confin- w'ﬂ; ftew erg:c_:tptlons, ‘?“rilfemt“‘: ha;

eratures havebeen few, mostofthe  ed space of aroom withinaroom, e, SIS O 118 OWE sinee its mode o

‘The Laneuace of . . X 1.3 existence is French. Nor can ouy litera-
; guag navel-gazing has been the conse-  Inthis guise, Jameson exhibits the tare have a French status since France
Difference: Writing in quence of a lack of international  otheropeningoftheborderswhich  cannot see its Québécois distinctive-
QUEBEC(OiS)’ critical interest in them. Things  has occurred in recent years as a ness. To write difference is to write this
. have been changing of late on all  result of the very active promotion contradiction and fo inscribe it in the
Yale French Studies, sides of therelevant borders. of Canadian and Quebec culture  form of writing used. The absurdity of
65 (1983) The title of a special issue of  abroad by the Minstry of External it all is that this writing still reveals

‘Sociologies de la

Mosaic edited by Robert Kroetsch
int 1981 bore aloft the title ‘Bevond
Nationalism’, echoing the stan-
dard raised in a 1977 issue of Stud-

Affairs and the Quebec delega-
tions. The Association of Cana-
dian Studies in the United States is
a flourishing affair. Equally active

beneath the surface that it has been
borrowed. Perhaps one day a literary
work which accepts this absardity and
the consistency of derision will thus

eyyr . : .
littérature . ies in Canadian Literature, ‘Minus is the North East Council of Que- comeinto existence.

Etudes frangaises, Canadiar’ in the fight for litera-  bec Studies whose members have But what are we to make of the
19, 3 (hiver 1984-5) ture qualiteraturethat wouldleave  contributed both to the YFSissue  absurdity of this difference erased

Barbara Godard

A FACELIFT?

behind a preoccupation with Ca-
nadian specificity. Notablein both
cases was the introduction of
structuralist and post-structuralist
approaches to literature. And it is
theimpact of this newest of critical
strategies that has also prompted
the opening up of Quebec’s literary
frontiers. This happens from with-
in in the issue of the Université de
Montréal periodical, Etudes
francaises, devoted to literary
sociology, for here we find a num-
ber of contributions in translation
from anglo-Canadians, even an
article on the literary sociology of
English-Canadian literature
which, giventhestated mandate of
the periodical, constitutes aborder
violation of the first order. So too
does the presence of Frederic
Jameson represented by an article
on mass culture which focuses on
American culture, Heappearsalso

andto L’Espritcréateur.

Both issues are designed to in-
troduce Quebec literature to Am-
ericanreaders, thoughthefactthat
all the Yale articles are translated
into Bnglish will make its impact
broader. A quick glance at them
reveals that this opening of bor-
dershasoccurred under thebanner
of post-structuralism, contempor-
ary critical discourse making it
both possible to see Quebec for the
first time and consequently mak-
ing its literature subject to the ap-
propriation of criticism. The may-
pole around which the narrative
strands of all three reviews weave
themselves is the question of ideol-
ogy and literature. Most brightly
coloured of the streamers are those
of feminism and of deconstruc-
tionism—two modes of differ-
ence. Strangely, though, giventhis
optic, there is an unfortunate lack
of attention to the present occa-
sion, that is to the ironic situation
of publication within an American
periodical.

Indeed, the whole issue of Am-
erican imperialismisleft totheside
in articles which address the differ-
ence that Quebec writing inscribes
in itself with respect to that of
France. OQccasionally, there is
some discussion, especially in the
many essays on Hubert Aquin who
emerges as the most important
Quebec writer from these collec-
tions, of the power reltionships
with Anglo-Canadian culture. But
of the United States, nothing. No
essays on the American-ness of
Quebec literature, on her lost son,
Kerouac. These, however, as the
teachers of Quebecliteratureinthe
United States will tell you, are the
reasons that students flock to their
courses, toreclaim their own Fran-
co-American heriiage. This atav-
ism is deeply buried here, visible
only in the geographical locations
from which these Quebec issues
haveemerged, namely fromtheca-
jun stronghold of Louisiana, and
from New Haven, Connecticut,
home of the factories that made
‘les Btats’ into a 19th-century El-
dorado for poor ‘habitants’. At
this juncture, I should like to
reshape the paradox enunciated by
two of the contributors to ‘The
Language of Difference’, and turn
it back on the.irony of the present
instance of enunciation. In her
study of the language of Quebec
writing, Lise Gauvin concludes:

: J. Samuels

in translation into English? These
guestions are not addressed within
the essays in the way Gauvin has
pointed her finger at her European
audience, listening to the first ver-
sion of the essay. The study of the
European reception of Quebec lit-
erature she advocates has been
completed, and reveals the fact
that the books published by Laf-
font and Seuil sell only a couple of
hundred copies in France com--
pared to the thousands sent over
for the Canadian market. ! Plus ¢ca
change, plus ca reste pareil... Such
a study now deserves to be made of
the American reception of Que-
bec/Canadian literatures. Unfor-
tunately, I shall not be able to ful-
fill such a mandate here. Several
newspaper commentators (I'm
thinking especially of Norman
Snider in The Globe and Muail)
have played the game of the Em-
peror’s clothes and denounced the
flimsy fabrication of the critical
vestments in ‘The Language of
Difference’, calling loudly in
moral indignation against the Am-
ericans who have so distorted the
literature of Quebec through their
critical discourse as to make it un-
recognizable, But his majesty’s
real nakedness has only been
covered with yet another layer of
insubstantiality. For the real truth
of the matter is (at least in the ver-
sion of the story I'm telling.and T
could expand it with notes on the
family or academic relationships
of the authors) that most of the
contributors to theseissues are Ca-
nadians and Québécois, and not
Americans at all. What we learn
from these issues tells us more
about the current critical scene in
the Quebec/Windsor corridor
than it does about American views
of the north. Though it does per-
haps indirectly tell us something
about the United States. Despite
the banner of deconstructionism
being sent out from Yale, launch-
ed with the title of différance,
there are no ideological Iances left
in its army once it has crossed the
Atlantic. The pointed shafts are
outside its borders, directed in,
albeit very obliquely in the present
case. The imperialist power hasno
ideology, it would pretend, ideol-
ogy being the preserve of anti-im-
perialists. For, as analyses of the
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discourse of power inform us,
authority is maintained through
singularity of perspective, while
all that it excludes on its way to the
unique point of view has the possi-
bility of multiple perspectives,
since this encompasses both the
view of power and the excluded
view.

What I have just defined is
Bakhtin’s concept of the monolog-
ic and the dialogic. And Bakhtin is
the éminence grise hovering
behind these three collections, ex-
plicitly brought into play in André
Belleaw’s contributions, ‘Carni-
valisation et roman québécois:
mise au point sur Pusage d’un con-
cept de Bakhtine’, in Etudes fran-
caises and ‘Code social et code lit-
téraire dansleroman québécois’ in
L’Esprit créateur, and in Yale
French Studies by Maroussia Haj-
dukowksi-Ahmed’s ‘The Unique,
Its Double, and the Multiple: The
Carnivalesque Hero in the Qué-
bécois Novel’. For what Bakhtin
has done through his concepts of
the ideologeme and the carnival-
esque is to introduce a vocabulary
to handle the ‘question of the in-
teraction of the text, the author
and the society’, an epistemo-
logical problem that Iucie
Brind’Amour, guest editor of
L’Esprit créatur, raises as the con-
tribution of the general articles on
Quebec literature in that special
issue. However, Bakhtin’s identi-
fication of specific literary devices
for encoding ideological positions
also replies to many of the critic-
isms raised by Marcel Fournier in
his introduction to Etudes fran-
gaises, ‘Littérature et sociologic an
Québéc’, regarding the methods
of literary sociology practised by
earlier sociologists like Lucien
Goldman. The deep structures
sought by the latter that would
link literary artifact and society
need to be transposed into the rele-
vant codes: his system founders on
the question of homology, of iden-
tity intuitively perceived. A
typology of codes is necessary to
extend Bakhtin’s work to Quebec
fiction, something Belleau does in

his article where he explores the
conflicts of codes through close
textual analysis which ieads him to
study the dissociation of the
knowledge to speak, the duty to
speak, the power to speak and the
desire tospeak in Quebec fiction.

But as well as developing
Bakhtin’s theories, Belleau, like
many of the other contributors to
these issues, draws heavily on
work in semiotics. As Ralph Sar-
konak comments in his editor’s
preface to ‘The Language of Dif-
ference’, despite his own orienta-
tion of the problem evident in the
title and the contributions of
Melangon and Gauvin, already
discussed, traces of Derrida and
Foucault are less frequently in-
scribed in the texts than are those
of Bakhtin and Barthes. And here
the hegemony of Yale give way to
that of Queen’s and Toronto, The
former hosted an international
conference on Bakhtin in the fall
of 1983 and will organize another
in 1985, Toronto, in turn, is home
of the Toronto Semiotic Circleand
the International Summer School
in Semiotics. Representatives of
both are included in these issues:
Pierre Gobin on the intertextuality
of Michel Tremblay’s drama and
prose, Renée Leduc-Park on repe-
tition in Ducharme, Gerard Bes-
sette on his own writing—all in
YFS—and Agnes Whitfield on the
changing role of the narratee in
post-1960 fiction in L’Esprit
créatur; all hailing from Queen’s:
The Toronto group is represented
by Janet Paterson on Anne
Hébert’s discourse of the unreal,
Paul Perron on language and wri-
ting in Bessette’s fiction, and Had-
jukowski-Ahmed on the carnival.
Bessette is a key figure here. As
Sarkonak explains it, a semester
Bessette spent at Yale in 1982
would seem to be the originating
moment of the special Quebec
issue. Its trace is to be found in the
contribution of Jadwiga Seliwo-
niuk, ‘Gerard Bessette and His
Dream of *“Generration”’ an es-
say for his course and one of the
two American contributions to the
issue, There is of course a great
irony here for Bessettetobecomea
major Quebec novelist when, asan
intellectual, he haslong livedin ex-
ile from Quebec in order better to
foster a critical attitude to its dis-
course. Is this also Sarkonak’s aim
as a Canadian exile in the US, to
establish his perspective through
an emphasis on norm and dis-
tance?

Concentrating on closereadings
of the texts in question and identi-
fying the literary codes, none of
these contributions heads for the
jugular and tackles the issue of
transcoding, an essential element
in the establishment of equivalen-
cies between social and literary
texts. Hope of such an undertak-
ing is raised in Etudes francaises
by Luc Racine’s title, ‘Symbolisme
et analogie: Penfant comme figure
des origines’, which in invoking
figuration, especially symbol and
analogy, promises to shed some
light on the problematic relation-
ship of author, text and society.
This is later dashed by Racine’s
statement of intent to the effect
that within his semiotic approach,
he will be descriptive. A much
more probing study of these issues

is that of Manon Brunet who, in
‘Pour une esthétique de la produc-
tion de la réception’, in FEtudes
Jrancaises, introduces reader-re-
sponse theory to respond to fun-
damental epistemological prob-
lems in existing definitions of what
reality is. Formalists and structur-
alists have understood the literary
work as a concrete totality in its
symbolic function. To recongile
the two, to bring together dia-
chronic and synchronic ap-
proaches, to conceive of the work
dialectically, is her aim. Rejecting
the efforts of both Goldmann with
his structural homology and Tyni-
anov with his theory of literary ev-
olution, Brunet finds a model in
Hans Robert Jauss’ reader-re-
sponse theory. In this, the literary
work is made concrete in the mo-
ment of the actualization of a dia-
logue intheinterpretation of signi-
fication. By adding to Jauss’ anal-
ysis one of literary practices, she
hopes to arrive at a history of the
production of reception. To do
this, one must explore the virtual
signification of the work, that is
‘the horizon of literary expecta-
tion’, and also the effect produced
by the work, ‘the horizon of social
expectation’, that is the history of
the different guestions posed by
readers at different historial mo-
ments and especially by those
superreaders or agents of legitima-
tion of symbolic goods found in
the literary institution, Through
comparative analysis of the mean-
ing offered by different groups of
readers she hopes to escape the
possible intuitive or subjective im-
plications of this hermeneutic.
This is a relatively complex and
flexible approach which takes ac-
count of the way individual read-
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ers are positioned by social forma-
tions and, by shifting the grounds
of the relationship between the
social and the aesthetic to the ac-
tivity of the historically-based
reader, avoids many of the pitfalls
of other sociologies of literature.
Brunet’s is the most forward-look-
ing of the contributions on literary
sociology, attempting to adapt the
newest mode of literary theory to
yet other uses, while most of the
contributions are historical evalu-
ations.

In tryving to make a seamless
whole of three different collec-
tions of essays, I have been doing
some complicated feather-stitch-
ing to put this crazy quilt together.
The order [ have been constructing
has its basis in the nearly simulta-
neous publication of these three
periodicals and of their different
implied readers. L'Esprit créateur
includes texts from a wide geogra-
phical range, including French cri-
tics of Quebecliterature, and more
contributions by American writers
than the other two periodicals.
Consequently, there are more
studies of specific works, fewer
general studies, these latter
presuming both a more know-
ledgeable audience, but more spe-
cifically, a more widely-read
critic. The introductory nature of
this collection is implied by the
first essay on ‘Nationalité et na-
tionalisme’, in Quebec literature
by Gilles Dorion which gives the
venerable, though very necessary,
periodization of Quebec litera-
tures into the national novel, the
nationalist novel, identity crisis,
quiet revolution, autonomy re-
conquered, This is material for an
introductory lecture on Quebec
literature for undergraduates, not
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intended for experts. The same is
true of Madeleine Durocqg-

Poirier’s ‘I.es romanciéres qué-
bécoises et la condition féminine
contemporaine’, which gives a
brief historical approach within
an outmoded images-of-women
analysis, identifying a persisting
image of alienated woman and a
new group of feminist novelists.
Happily this study is balanced by
Karen Gould’s analysis of Made-
leine Gagnon which gives sub-
stance to this feminist writing.
Here it surfaces in the archaic
language of the maternal body,
dream-like syntax and visceral im-
agery. While not as extensive as an
earlier essay by Gould on contem-
porary Quebec feminist writing
that appeared in Signs, ‘Unearth-
ing the Female Text’, would do
well in the collection ‘The Lan-
guage of Difference’, where it
answers the assertions made by
Gauvin and Melancon that it is in
contemporary feminist writing
that difference has best been in-
scribed, not backed, however, by
any concrete evidence within that
volume. The close textual analyses
of individual works in L’Esprit
créateur—one on Hébert, three on
Aquin, one on Ducharme—beg
the question of the relationship of
the aesthetic and the social by
focussing on the former with gen-
erally satisfying results. However,
Maurice Cagnon’s supposed ‘lec-
ture idéologique’ of Yves Beau-
chemin’s Le Matou is disappoint-
ing—merely a plot analysis of the
novel, lacking in critical sophisti-
cation on the question addressed.
The unevenness in the contribu-
tions, as well as the use of both
English and Frenchin this volume,
betray an ambiguous implied
reader.
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The issue of Eiudes francaises
on ‘Sociologies delalittérature’, is
diversified in the range of its con-
tributors and comparative in its
format, as befits its analysis of the
pluralist situation of sociological
perspectives on literature. As a
summary of the ‘state of the art’, it
aims at a general—and mainly lit-
erary—audience. It includes speci-
fic textual studies like those of
Jameson and Racine, as well as
one on the city of Montreal in the
novel of the seventies, ‘La
stratégie du désordre’ by Jean-
Francois Chassay, which treats
the interest in fragmentation and
the city as a new phenomenon of
that decade, ignoring the earlier
phases of accommodation to the
city sketched out in work by An-
toine Sirois and Barbara Thomp-
son published in the sixties. The
issue also includes a section of
position pieces attempting to
reconcile the traditional hostility
of formalist and sociological per-
spectives on literature by outlining
new infer-relationships between
them. Among these are Belleau’s
development of Bakhtin’s concept
of carnivalization, Brunet’s exten-
sion of reader-response theory
and Greg Marc Neilson’s ‘Esquisse
d’une sociologie critique’ in which
a model of ‘homologie multi-
dimensionelle’ is developed to ac-
count for interdiscursivity in the
interaction of cultural praxis with
the literary institution. By intro-
ducing the definition of the social
discourse as everything that is
said, ‘the narratable and the
argumentable in a given society’,
Neilson aims to move beyond
Lukacs and Goldmann’s fetishism
oftheclassics of aculture.

These new perspectives are plac-

ed in context by three introductory

essays, Raymond A. Morrow’s
historical overview of the critical
theory of the Frankfort school and
John D. Jackson’s review article
on the sociology of literature in
English Canada and Marcel Four-
nier’s comparable overview of ac-
tivity in Quebec. These latter two
should be translated into English
and published again as a diptych,
for the perspectives they offer on
their relative milieux are almost
diametrically opposed. Jackson
comments on the lack of interest
by Anglo-Canadian sociologistsin
the sociology of culture and can
cite only a collection edited by
Paul Cappon, a series of articles
by the Graysons—all shaped by
the mirror metaphor, so strongly
contested by formalist appro-
aches—and his own work with the
Concordia group on popular cui-
ture as a cultural practice con-
testing the social structure. Liter-
ary scholars following in the wake
of Frye and Mandel have taken up
categories such as the garrison
mentality, the frontier, etc.,
drawn from the socio-historical
context, and accepted asreal facts.
The question of why this particu-
lar option, why this debate, is
never asked. And as literary critics
have been crying out for a decade,
such descriptive criticism is reduc-
tive of the complexity of both liter-
ary and social structures.

Against this depressing picture
of activity in English Canadaisthe
extremely rich history of literary
sociology in Quebec in the last 20
years. Fournier’s article refers
back to the 1964 conference at
Laval published by Jean-Charles
Falardeau and Fernand Dumont
which, despite attacks on the
simplicity and rigidity of its em-

pirical approach, provided a-

wealth of documentation on the
material factors of literary pro-
duction in Quebec and stimulated
interest in the discipline, It had an
impact on literary critics as evi-
denced in de Grandpré’s L’His-
toire de la littérature francaise du
Québec, which avoided the ex-
tremes of a structuralist reading of
the work or a reductive sociologi-
cal one by placing the work of art
and the artist in context. Fournier
lists many examples of such anal-
yses before the 1974 publication of
‘Sémiologie et idéologie’ in the
review Sociolgie et sociétés an-
nounced another shift in direc-
tion, the development of greater
sophistication in both theory and
methodology, direction that has
marked critical essays in literary
periodicals such as Voix et images
and continued in the theoretical
speculation manifested in the cur-
rent special issue, marking a 20th
anniversary, Fournier himself
qualifies Belleau’s optimism about
the relationships of semiology and
sociology, changing his term com-
plementarity to complicity. In his
conclusion, Fournier sketches in
the grounds for evaluating the
divergence of interest and sophis-
tication in literary sociology in the
two Canadas when he underlines
the material conditions of Quebec
literary production, heavily sub-
sidized by the government,
whether this be in the form of
direct grants to artists or in the
form of government authorized
purchase of their works which
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have been placed on college cur-
ricula. The Quebec author knows
that the act of writing in French is,
as Hubert Aquin said, a political
engagement. His alternative is
silence and exile. But then, all
Canadian writers are subsidized
by the government. Why is this
engagement not universally recog-
nized as a political act? Echoing
from the past are the traditionally
different definitions of nation-
hood and statehood given by fran-
cophone and anglophone Cana-
dians. For the former, the nation-
state is perceived as the flowering
of a specific culture. Anglo-
Canadians, on the other hand,
have viewed culture as an activity
of the spirit divorced from the
state which is conceived in terms
of economic and political union of
divergent cultures. Obviously, a
much longer history could be writ-
ten on this subiect. But these two
articles offer an excellent starting
point for anyone interested in such
speculation.

‘The Language of Difference:
Writing in QUEBEC(ois)’, is, as I
have suggested, an inner mono-
logue by francophone Canadians
which, written down, may be over-
heard by a wider audience. This
dialogue with the self is ultimately
what makes an interesting anthol-
ogy, for the articles present
something that has not hitherto
been available to anglophones,
critical articles which reveal what
Quebec literary scholars think of
their own literature. Much of what
is published in English on Quebec
literature is intended for the neo-
phyte. Not this collection, which
can be read equally profitably by
the expert or the greenhorn in the
field. It does attempt a range of
coverage, by including essays by
Laurent Mailhot on the essay, by
Michel Van Schendel on ‘Refus
Global, or the Formula and His-
tory’, by Valerie Raoul on the
diary. While the focus is on con-
temporary fiction, Lise Gauvin’s
essay ranges back to Octave Cré-
mazie and Guy Lafléche writes
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about Ringuet’s classic novel,
Trente arpents. The theatre is
represented in Pierre Gobin’s
discussion of Tremblay which ex-
plores the difference in his work
between fiction and drama, while
Pierre Nepveu looks at those be-
tween poetry and fiction in ‘A
(Hi)story that Refuses the Telling:
Poetry and the Novel in Contem-
porary Quebecois Literature’.
Then there is the historical survey
Ralph Sarkonak offers as intro-
duction, All together, the essays
provide both range and depth that
make this publication one with
wideappeal.

But the impact it will have can
be measured also in terms of the
success with which it bridges inter-
nal and external approaches to the
novels, synchronic formalist anal-
yses with diachronic and/or social
critiques. And the whole anthol-
ogy does so effectively. Taken
alone, Janet Patterson’s study of
Anne Hébert’s ‘discourse of the
unreal’ is an excellent close anal-
ysis from a semiotic perspective of
Hébert’s range of techniques for
problematizing the ‘real’. In the
context provided by the opening
three essays, this becomes not just
a particular stylistic trait but one
of the mutations of writing involv-
ing successive saturations which is
a manifestation of contradictory
forces brought into play in literary
production itself. Like Melancon
the reader of Hébert follows the
trace of these contradictions in
which ‘difference is written as an
expressive device of the semantic
différend.” Hébert’s textual
subversion may also beread as an
ear]y attempt at the disconstruc-
tion of other cultural models—the
full assumption of derision and
absurdity—that is currently the
work of Quebec feminist writing.
Given the emphasis here, in Sar-
konak’s introduction, and Gau-
vin'’s general statements on lan-
guage and difference, about the
role of Quebec women writers in
assuming the contradictions of
writing against everyone else and
for the splendours of the Mother
Tongue, it is surprising not to find
more anatysis of women writers in
this collection. We can read Mary
Jean Green’s ‘Structures of
Liberation: Female Experience
and Autobiographical Form in
Québec’, but this is a study of the
‘classic’ women writers, Roy,
Guévremont, Claire Martin and
Marie-Claire Blais. Like
Paterson’s essay, this one is sug-
gestive, but stops too soon to il-
lustrate Melangon’s contention,
ending as it does with prophesy by
quoting the words of Nicole Bros-
sard about these writers: ‘How isit
that women have played such an
important part in our literature.
{...)With what collective schizo-
phrenia did their own phantasms
connect? On what oppression did
they throw light? To follow this
up with a study of Brossard her-
self, of her practice of dérive and
différence, would be a logical
development, But the ultimate
flaw in the argument constructed
by the anthology is that it fails to
take this step. The lucky possessor
of L’Esprit créafeur can turn to

gc::o o O .
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Gould’s essay on Gagnon’s female
text, though its celebration of an
archaic language is not the same
thing as Brossard’s careful decon-
struction of literary and social
norms and her assumptions of the
nonsense of paradox, writing
always acting out the adventure of
language itself, the game of
reading-writing-reading. In Bros-
sard’s work, a feminist critique of
patriarchal ideology is married to
a deconstructionist analysis of dis-
cursive formations and a Barthian
heritage of semiotics. The in-
terested reader of French can pur-
sue this question in the studies of
Brossard and La Nouvelle barre
du jour in Féminité, Subversion,
Ecriture, edited by Suzanne Lamy
and Iréne Pagés. But the one who
reads only English will be left with
her hunger, though many of Bros-
sard’s creative works are available
intranslation.

So, while many intersections of
approaches that emphasize the
symbolic function of a work and
those that emphasize its social
functions have been mapped in
these three collections, more work
is needed to fill in the outlines.
What can be perceived from them,
however, is that the Tel Quel pro-
ject of uniting Marx and Saussure,
marxism and structuralism, is far
from forgotten. It is alive and well
and living in Quebec, a repetition
with a différance that makes all
thesense.

1. Jacqueline Gerols. Le roman québéc-
ais en France. Cahiers du Québec, col-
lection Littérature {Montréal: Hur-
tubise, HMH, 1984).

Barbara Godard teaches English
and French Literature at York
University and Is in the graduate
program of Social and Political
Thought.
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FACING
THE DANGER:
Interviews with

20 Anti-Nuclear
Activists
by Sam Totten & Martha

Wescoat Totten

(Trumansburg, NY, The Crossing
Press, 1984)

A 1984 survey of Canadian writing
on disarmament and arms control”
shows a marked increase in public
concern, an increase which has been
accompanied by a shift of focus.
Where scholars and activists once
stressed technological con-
cerns—patterns, statistics and the
hardware of war-—they have turned
to examining the psychological,
medical and environmental impact of
the politics and technologies of war.

Here are three books that reflect
the same ‘'soft’ trends, concerned
with preserving sanity, the environ-
ment and the species. They encour-
age public participation and offer in-
formation about organizations and
resources.

Facing the Danger is unified by the
interviewers' search for the roots of
activism. The Tottens focus on ac-
tivist stars, although some names will
not be familiar to some readers. An
interesting alternative to the star
system is found in Pat Farren’s book
What Will It Take to Prevent Nuclear
War? Grassroots Respenses to Our
Most  Challenging Question (Cam-
bridge, Mass., Schenkman, [983).
Farren reminds us that ‘among the
contributors are very few famous
names' because his goal was to
discover anti-nuclear consciousness
from below. His book isintended asa
resource and a starting-point for
classroom and community discus-
sion.

Thereislittle surprise inthe revela-
tion that Dr. Ernest Sternglass
started with a‘concern for babies’ or
that George Mace’s witnessing of
‘over thirty-five atomic and
hydrogen bomb blasts’ stimulated his
interest in anti-nuclear action. (One
wonders why it took so many blasts
to activate his consciousness.} Like
their subjects, the Tottens work
hard for a nuclear-free future. Yet
their selection of activists makes me
wonder who is to create, and who to
enjoy, the future they seek. Of the
20 activists interviewed, eight are
womern. Given the consistent leader-
ship of women in the field, the
balance might have tipped in the
other direction. The choice of inter-
viewees does not adequately reflect
an international peace movement:
the activists all reside in the US, are
mostly middle-aged, male, white and
religious, with Christian religions
predominating.

For all its good intentions, Facing
the Danger misses the reality of who
faces the danger. As well, it misses
the vitality of the contemporary
peace mavement. It is directed too
much to the old guard among the
canverted. It lacks the energy, depth

* Arms Control and Disarmament: A
Bibliography of Conadian Research
1965-1984, by G. Kohler and V. Alia,
Second Edition (monograph), Arms
Control and Disarmament Division,
Department of External Affairs, Ot-
tawa, 1984,

GREEN
POLITICS:
The Global

Promise

by Fritjof Capra & Charlene
Spretnak (in collaboration with
Riidiger Lutz)

(New York, E.P. Dutton, 1984)

GIVE PEACE
A CHANCE:
Music and the
Struggle For

Peace

edited by Marianne Philbin
(Dedication by Yoko Ono)

{Chicago, Chicago Review Press,
1983)
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A poster by Shigeo Fukuda from Art Against War, by D.).R. Bruckner, Seymour Chwast, Steven Heller

(New York, Abbeville Press, 1934).

or breadth to inspire the newly con-
scious or the unaffiliated.

More successful is Green Politics, a
lively discussion of Germany’s Green
Party that attempts to link Green
consciousness on both sides of the
Atlantic. Spretnak and Capra provide
an intelligent and intelligible portrait
of Green politics and personnae.
They admire the Greens but are will-
ing to acknowledge conflicts within
the Party. They dont try to
whitewash the reality of the party.

The authors aim to demonstrate
the possibility of translating Green
politics to a North American setting.
They point to various non-German
influences. The Greens were influ-
enced by the 1974 Club of Rome
document Limits to Growth, by US
econamist E.F. Schumacher’s Small is
Beautiful, by Ernest Callenbach’s fu-
turistic novel Ecotopia and the works
of lvan lllich.

Teachers and religious leaders
make up a sizable portion of Green
leadership, in contrast to the
preponderance of lawyers in the US
political parties. The authors stress
the wide range of professions repre-
sented in the Green Party, but there
is little indication of a comparable
range of class interests. We are in-
troduced to young-to-middle-aged,

white, mostly Christian political acti-
vists who are often more concerned
about ‘spiritual impoverishment’
than about solving specific economic
orsocial problems.

The romantic attachment to na-
tive American spiritual/ecological
traditions is not linked to an effort to
incorporate the political concerns or
leadership of contemporary native
Americans into the Green program.
The authors do include native groups
in their roster of 'green’ organiza-
tions, but there is no indication that
these groups consider themselves
‘green’ or that the long history of
political and economic subjugation is
specifically addressed by Green pcli-
ciesin or out of Germany.

One of the. Greens’ strengths is
their media wisdom, something
North American activists could learn
from. They have not only mounted
effective grassroots campaigns but
major national advertising campaigns
in television and other media. Al-
though the authors are quick to point
out the abusive oversimplification
that has plagues US media coverage
of Green activities, they note that
the Greens have captured media att-
ention wherever they have traveled.
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Russian classics of folk or

musicians and party officials
contribution.

(a strategy, | might add,

may be the book’s more interesting
noise instead of music’;

swing of driving improvization,
editors argued that jazz's apparent

and syncopations to the framework
of nationalist modernism. Dance
bands quickly became the site of a
servative jazz orchestration and the
Jazz was associated with dancing,
with working-class entertainment,
and thus with popular emancipation;
ious’ compasers, and thus identified
with musical innovation and artistic
freedom. But it was also attacked
—at times with all the force the So-
strument of commercialization
Americanization and the corruption
points out) resonated with those be-
ing fought in the US: moral, sexual
and musical degeneracy was debated
by Americans with great intensity
tarian culture and the development
of socialism. While some musicians
The problem of defining what was
clearly a popular form in relation to
what was conceived as a proletarian

project was fought out in the Russian
canstruction of this debate among
within the Soviet Union. The high
touring or resident dzhaz bands as
part of the campaign to build morale
as recently as 1936 the journals Pray-
da(representing the Communist Par-
ty) and lzvestiia (representing the
Soviet government) had fought an
extended ideological battle over the
cow theatres were simultaneously

flaunting American costumes and
tern for subsequent struggle had al-
of popular working-class culture. To
through the 1920s. But the Soviet
orientation was different; it ques-
not only that, but American) form

and interrogated it intensely in terms
of its complicated effects on prole-
were powerful (musically and strate-
gically adept) enough to protect
themselves and their audiences from
periods, particularly in the late 30s
and the late 40s, when the state in-
tervened. Here the stories, not sur-
press for some decades. Starr's re-
dissemination of the music was dur-
troops were commonly treated to
Party’s position on jazz, while Mos-
purging their repetoire of ‘the objec-
defended [azz, incidentally—only a
couple of years after attacking Shos-
takovich for exploiting jazz to pro-
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headed by Anatol

ick Starr
Oxford University

*
1

1983)
1926 a young Len

set sail for New York on a cultural
mission. Not long after the first visits
of American jazz bands to Russia

Freder

ion

in
Un

by S.
{New York
Press,

In

the Sov

Leopold Teplitsky had been sent to
And so the stage is set. Meanwhile,
in Canada (this is very much off-
stage) no such emissary was needed.
This is the major distinguishing
feature of the controversial recep-
tion of jazz in the Soviet Union, ac-
Jazz wasintroduced to Russiain the
1920s by Russians who had travelled

the US to study the music
return to build a jazz orchestra for

the city of Leningrad. His sponsor
was the Commissariat of Public En-
lightenment

ences was a decadent bourgeois in-
sect in the side of Russia’s national
culture, or the seeds of a genuine
new popular form.

Washington in 1926, though. They
were trying to negotiate regulation

of radio broadcasting frequencies so
erican stations pouring into Canada.

While Canadian editorialists (and
cal to the national spirit of Canadian
citizenship, no one was in a position
to legislate whether such enjoyment
should continue. Russians, however
(we're back to Starr) would be inter-
history of jazz in Russia offers a
fascinating portrait of the conflicts
tural values and preferences, invari-
ably inflected with its Americanism
but also given life by the local plea-

sures and drives of musicians and au-
to Paris, or Berlin, and had heard

no comparative perspective, which |
think is significant) by the reception
century. American jazz symbolized
represented a whole complex of cul-
diences. That was true here, too.
But Russia was then, as now, the
United States’

ideclogical and cultural opponent. It's
hard to tell where that is more evi-
dent: in the stories, or in the story-
teller. We'll begin with the stories.
American groups touring Europe.
Valentin Parnakh, Futurist poet and
dancer, returned to Moscow in 1922
with a collection of instruments {sax-
ophones, being rare, were important
iconographic symbols for jazz; later
they would be restricted by the gov-
ernment}and began a press campaign
in praise of jazz music and dance. The
Futurists initially adopted jazz as

narcharsky, who had not yet decided
whether the jazz being enthusiastical-
ly embraced by urban Russian audi-
There were Canadian delegates in
that Canadian stations could broad-
cast over the interference from Am-
later, Royal Commissioners) ponder-
ed whether the entertainment thrill-
ing Canadian audiences was antitheti-
mittently paranoid, idiotic, totalitar-
ian and xenophebic enough to try.
They wouldn't succeed, however,
for they had nothing better to offer.
cording to Starr, a specialist in Soviet
history and amateur jazz enthusiast.
His detailed account of the musi-
cians, movements and ideological
controversies punctuating the long
engendered in one country (there is
of the United State’s foremost cul-
tural export in the first half of the
there, as elsewhere, more than a
rousingly new musical
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Russian classics of folk or

musicians and party officials
contribution.

(a strategy, | might add,

may be the book’s more interesting
noise instead of music’;

swing of driving improvization,
editors argued that jazz's apparent

and syncopations to the framework
of nationalist modernism. Dance
bands quickly became the site of a
servative jazz orchestration and the
Jazz was associated with dancing,
with working-class entertainment,
and thus with popular emancipation;
ious’ compasers, and thus identified
with musical innovation and artistic
freedom. But it was also attacked
—at times with all the force the So-
strument of commercialization
Americanization and the corruption
points out) resonated with those be-
ing fought in the US: moral, sexual
and musical degeneracy was debated
by Americans with great intensity
tarian culture and the development
of socialism. While some musicians
The problem of defining what was
clearly a popular form in relation to
what was conceived as a proletarian

project was fought out in the Russian
canstruction of this debate among
within the Soviet Union. The high
touring or resident dzhaz bands as
part of the campaign to build morale
as recently as 1936 the journals Pray-
da(representing the Communist Par-
ty) and lzvestiia (representing the
Soviet government) had fought an
extended ideological battle over the
cow theatres were simultaneously

flaunting American costumes and
tern for subsequent struggle had al-
of popular working-class culture. To
through the 1920s. But the Soviet
orientation was different; it ques-
not only that, but American) form

and interrogated it intensely in terms
of its complicated effects on prole-
were powerful (musically and strate-
gically adept) enough to protect
themselves and their audiences from
periods, particularly in the late 30s
and the late 40s, when the state in-
tervened. Here the stories, not sur-
press for some decades. Starr's re-
dissemination of the music was dur-
troops were commonly treated to
Party’s position on jazz, while Mos-
purging their repetoire of ‘the objec-
defended [azz, incidentally—only a
couple of years after attacking Shos-
takovich for exploiting jazz to pro-
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headed by Anatol

ick Starr
Oxford University
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1983)
1926 a young Len

set sail for New York on a cultural
mission. Not long after the first visits
of American jazz bands to Russia

Freder

ion

in
Un

by S.
{New York
Press,

In

the Sov

Leopold Teplitsky had been sent to
And so the stage is set. Meanwhile,
in Canada (this is very much off-
stage) no such emissary was needed.
This is the major distinguishing
feature of the controversial recep-
tion of jazz in the Soviet Union, ac-
Jazz wasintroduced to Russiain the
1920s by Russians who had travelled

the US to study the music
return to build a jazz orchestra for

the city of Leningrad. His sponsor
was the Commissariat of Public En-
lightenment

ences was a decadent bourgeois in-
sect in the side of Russia’s national
culture, or the seeds of a genuine
new popular form.

Washington in 1926, though. They
were trying to negotiate regulation

of radio broadcasting frequencies so
erican stations pouring into Canada.

While Canadian editorialists (and
cal to the national spirit of Canadian
citizenship, no one was in a position
to legislate whether such enjoyment
should continue. Russians, however
(we're back to Starr) would be inter-
history of jazz in Russia offers a
fascinating portrait of the conflicts
tural values and preferences, invari-
ably inflected with its Americanism
but also given life by the local plea-

sures and drives of musicians and au-
to Paris, or Berlin, and had heard

no comparative perspective, which |
think is significant) by the reception
century. American jazz symbolized
represented a whole complex of cul-
diences. That was true here, too.
But Russia was then, as now, the
United States’

ideclogical and cultural opponent. It's
hard to tell where that is more evi-
dent: in the stories, or in the story-
teller. We'll begin with the stories.
American groups touring Europe.
Valentin Parnakh, Futurist poet and
dancer, returned to Moscow in 1922
with a collection of instruments {sax-
ophones, being rare, were important
iconographic symbols for jazz; later
they would be restricted by the gov-
ernment}and began a press campaign
in praise of jazz music and dance. The
Futurists initially adopted jazz as

narcharsky, who had not yet decided
whether the jazz being enthusiastical-
ly embraced by urban Russian audi-
There were Canadian delegates in
that Canadian stations could broad-
cast over the interference from Am-
later, Royal Commissioners) ponder-
ed whether the entertainment thrill-
ing Canadian audiences was antitheti-
mittently paranoid, idiotic, totalitar-
ian and xenophebic enough to try.
They wouldn't succeed, however,
for they had nothing better to offer.
cording to Starr, a specialist in Soviet
history and amateur jazz enthusiast.
His detailed account of the musi-
cians, movements and ideological
controversies punctuating the long
engendered in one country (there is
of the United State’s foremost cul-
tural export in the first half of the
there, as elsewhere, more than a
rousingly new musical
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displacement of the classics {and of
the economic security of contemp-
orary classical composers and per-
formers, as jazz musicians were then
far better paid) didn’t justifiably
negate its power as a genuinely popu-
lar force and as a legitimate source
for musical innovation. The two
journals exchanged heated blasts; ex-
pressions of popular support for
Pravdd’s position woh some respite
from the government and helped to
legitimate the widespread political,
economic and popular support for
jazz during thewar. By 1947, that ap-
proval would be withdrawn entirely,
though later again the state effective-
ly gave up its attempts to intervene.

Starr’s accounts are fascinating to
read; they are replete with excerpts
from critical reviews, debates, let-
ters and more recent interviews and,
like other jazz writing, they tend to
focus on the careers and cavortings
of particular musicians whose work
opens up, and speaks to, a kind of
contemporary Weltanshaaung in a
way that no other art form can do
{or could do, unti! it was displaced by
other popular musical styles). This
makes for richly textured reading,
though every story seems to follow
the same structural plot (happy
genius meets underside of hammer of
Soviet regime} in the long run. The
‘plot’ suffers more from what is left
out. Thisis where the problem of the
storyteller becomes crucial.

In 1945, Americans were humming
to recordings (or visits) of the Red
Army Chorus, and learning the tunes
to ‘Meadowlands’ and other classics
of Russian folk and political music. By
1948, American musicians, perform-
ers and artists who had shown sym-
pathy to Russian culture had disap-
peared from the public sphere. In
1947 publication of the US's most
popular book of folk songs marks the
transition: readers are reminded that
the songs made popular by the Red
Army 'belong to no particular time’;
subsequently they will disappear
from the repetoire. And do you
want to talk about censorship?
Border crossings! Passports? Trials?

And so on. The ‘unfairness’ of
Starr’s account, which neglects this
time to mention the precisely paral-
lel, and similarly dramatic, rise and fall
of cultural reciprocity in the US, that
fountainhead of universal liberalism
(i.e. birthplace of jazz), is empirically
objectionable: there is no reference
to McCarthy in this text, But behind
this selection of facts hides (as al-
ways) an ideology whose perspective
suffuses the account as a whole,

According to Starr, the Commun-
ist Party's crackdown on jazz after
the war was due to the fanatical para-
noia of Stalin, who imagined Ameri-
can popular music to be the tool of a
deliberate conspiracy by the Ameri-
can government to weaken and dis-
perse its enemies and to colonize
their cultures. Starr can’t help being
amused by this xenophobic image of
that spontaneous, apolitical, popular
music and of the causes for its global
dissemination by the American corp-
orate empire. He thinks that such a
theory can only spring from the ter-
roristic paranoia inherent in 'the
structure of the authoritarian mind.
There may be something to this. He
also thinks that Russia’s real problem
was a failure to produce an equally ef-
fective popular music because of its
commitment to anachronistic and
authoritarian politics. There may be
something to this, too. Nevertheless
there is evidence that the massive ex-
port of music and films after the war
was part of a strategy of international
dissemination of American culture
that was officially sanctioned by the

US government, with strategic assis-
tance from the CIA. If the effective-
ness of this strategy (or the seeming-
ly politically independent economic
goals of the industries themselves,
which are absent actors here} appear
to absolve that government, this is
only another way of saying that the
American government, or rather
capital, is the agent for a different
kind of radicalism than that proposed
by the Soviet Union. This radicalism
continually produces (or rather ex-
propriates, since the American gov-
ernment has not been known until
recently for its kindness to popular
musicians!) new symbolic forms that
celebrate the destruction of those
being replaced. For this reason,
every political-geographic force ac-
tive in the war used jazz to solicit
popular support. None of this is ex-
amined by Starr, whose ‘educators’
were, of course coincidentally, staff

[::1 B EIIEE%

ing culture is no less partial than the
officially sanctioned myths Starr at-
tacks, and no less distorted in terms
of analysis, though by placing the
music within the contours of Soviet
historyitis all too easy to argue.

The analysis would be advanced by
two streams of investigation: first,
how jazz actually related to, built
upen, found a response in, took the
place of and in other ways affected
Russian music itself; Starr seems in-
capable of moving beyond the essen-
tially American concepts of ‘sweet’
and ‘hot’, and describes Russian syn-
theses and adaptations (or rather,
refers to them) with barely conceal-
ed malicious irony, except where
such adaptation are sanctified by the
rubric of art (rather than that of na-
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and the oppressive industrial in-
dividualism of western capitalism.
Wallis and Malm's Big Sounds from
Small Peoples (London, 1984} bril-
Hantly analyses the effects of western
music (and its technology and its
money) on the musical cufture of
receiving nations. We might begin to
surmise, on the basis of such re-
search, that the Soviet musical
‘vacuum’ referred to by Starr to
justify the increasing hegemony of
American music was itself produced
as an effect of the successful settle-
ment of jazz and rock in Russia as in
countless countries across the globe.

fin short, Starr’s account, while
useful and moving, suffers from a
radical lack of reflexivity. it repro-
duces a complex set of assumptions

% Q@O

members of the Voice of America
and the International Communica-
tion Agency, and who providesin the
ilfustrations, as sole exception to the
photographs of Russian musicians and
jazz posters, said Voice of America
representative.

These are important and indeed in-
dispensable issues; but they don't ex-
plain why jazz was so warmly embrac-
ed by Russian (and German and Japan-
ese and Canadian) citizens in that per-
iod, as rock was in a later era. Starr
draws his own explanation from the
work of the Leningrad philesopher
and jazz enthusiast Efim Barban, and
from Alexi Batashev's Sovetskii
dzhaz, neither of which have been
translated, and which Starr refrains
from translating as ‘'many things had
to be explained for Western
readers’. Starr suggests, rightly
think, that jazz's appeal fies in its
‘erotic and Dionysian efement’, its
universality despite claims to the op-
posite by American black nationalists
{though as | will explain this avoids the
issue), and by its major assault on
mainstream Western aesthetics and
form. His opposition of jazz's ‘indivi-
dualism’ to the bureaucratic mono-
liths of state-supported official cul-
ture is inviting, because it exposes
the attractiveness of ‘forbidden fruit’
to the spirit of oppositional culture.
But precisely there the missing link
might be pieced together; the myth
that jazz arises from a freedom-lov-

tional culture) which elsewhere he
seems to dispense with.

Secondly, Starr’s concept of jazz as
a cultural force is unbearably roman-
tic. It's difficuit to understand the
music without the social history. If it
became a flag-bearer for American
culture, it surely didn’t start that way
- American performers toured Eur-
ope because they couldn’t survive at
home, for one thing. But more fun-
damentally, the struggies between
different cultural practices that took
place in the arena of American
popular music actually began at
home. it is that struggle that makes
the music work as effectively as it
does, though the industry can be
thanked for making its global discov-
ery possible. Other views of history
can be found in a number of texts not
cited by Starr; for instance Francis
Newton (i.e. Eric Hobsbawm)'s The
Jazz Scene (1964), which offers a
poignant political analysis of jazz
within the context of American
racism and economic exploitation;
or, closer to the source, Jaros
Marothy’s Music and the Bourgeois,
Music and the Proletariat (Budapest,
1974), which attempts a Lukacsian-
Marxist analysis of musical history
(with varying degrees of success) and
which explains jazz as the product of
an imposed confrontation between a
historically collective black culture

There is evidence that
the massive export of
music and film after the
war was part of a strategy

of international
dissemination of

American culture that
was officially sanctiored
by the US government,
with strategic assistance

from the CIA

‘Image-rich poster’

about Western culture within which
the dismissal of others is built in
without even noticing—he even
claims Russian appropriations of
Mexican or Chicano songs as vic-
tories for American freedom and in-
dividual liberty. These assumptions
are even less capable of producing an
understanding of the traditions,
structures or impulses of other
cultures (i.e. the bad guys) than of
critically deconstructing those of his
own (the good guys). The reader is
left with a series of vivid portraits and
compelling tales. These remain to un-
settle the imagination but fail to
answer the important questions ex-
cept in the most predictable and self-
serving manner. The book alsc leaves
this reader wondering what the ‘In-
ternational Communication Agency'
or for that matter the CIA have on
file about the Massey Commission. In
1951 (in a spirit of obvious xenopho-
bia} the Commission expressed some
concern about the cultural and ideo-
logical effects of American imports,
and even deigned to talk about
borders.

Jody Berland

is teaching Cultural Studies at Trent
University, writing in Toronto and
playing music in the time that's left.
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NOW 36 born and raised

Michigan, living in Canadasince 1972,
Tom Sherman is a fairly high-ranking
official in the cultural branch of the
federal government. He heads the
Media Arts Section of the Canada
Council.

Sherman is also a productive artist
of some distinction within the orbit
of Canadian video and performance
art. How an artist gains distinction
there remains a mystery since we
have yet to read discussions of Cana-
dian video or performance art equip-
ped with the critical competence to
grant artisitic distinction. But that is
another problem. Let it suffice that
Sherman is respected by his peers and
has succeeded institutionally. Gallery
curators and journals devoted to art
approve of him.

Cultural Engineering is a retrospec-
tive gathering of Sherman’s writings
between 1974 and 1982. The book is
notintended to stand asawork of art

onits own, like a novel or aplay. Itis
an anthology of texts accompanying
Sherman’s video and performance
pieces accompanied by bits of critic-
ism and some highly prescriptive es-
says on the destiny of Canadian video
art, Most of the texts are a pleasure
to read, frequently both diverting
and amusing. It is useful to mention
these impressions, first because
Willard Holme's introduction is
heavy going, second because the
book comes dressed in the drab
cover of a government report or
policy statement and third because
the illustrations, taken from Sher-
man's art shows, are set out with
modernist pretension.

For as long as it can, Culftural Engi-
neering avoids the sinister topic
broached by its title. The arrange-
ment of the texts postpones colliding
with the idea that the traditional (i.e.
Romantic) artist is doomedin a world
of technological ‘information’ and is
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When playing SF dystopian ironist
Sherman still cannot abandon his in-
curable fascination with the techni-
ques of fiction-writing. This needs to
be qualified, but let it wait. The tra-
jectory of Cultural Engineering does
take the reader to the high-tech
frontier of ‘My Brand of Video Aes-
thetics No.2" and Sherman’s shop-
worn  exercises in ‘information
theory'. However, the book is not
schematic. In fact, mostly Sherman
dawdles and the real interest in the
texts lies in the importance dawdling
has for Sherman’s authorship. The
essays, like 'Video Aesthetics’ and
‘The Rabbitt Theory of Data Trans-
formation’ and *Videoactivity in Can-
ada Generates a New Breed of Time
Killers’ do get snappish when they
take on the velocity of logical argu-
ment. What is so interesting about
the fictive texts is Sherman's devo-
tion to a rumative rhythm, to depic-
tions of solitary, directionless voices,
to the mise-en-scene of aimless isola-

tion and the daily comings and goings
of a banalized but sensitive and often
witty persona. This persona, in equal
parts TV viewer and protagonist,
forms himself and reforms himself as
the central character, the digestive
presence really, through which Sher-
man’s narratives pass.

And they are narratives. On first
encountering ‘How to Watch Televi-
sion’, ‘Television's Human Nature’,
‘Picture Window View', sections of
‘What Channel Are Your Readers on
Tonight? and ‘Time-Sharing Be-
tween Friends’ {to mention the best
things in the book) the reader might
imagine Shermar is another autobio-
graphical video artist. This is not the
case. The voice that speaks ‘' here
and the author are as distinct as they
would be in Dickens. The fictional
voices throughout Cultural Engineer-
ing, just like the book's economy of
incident and metonomy of descrip-
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CULTURAL
ENGINEERING

by Tom Sherman

Edited and with an introduction by
Willard Holmes

{Ottawa, The National Gallery,
1983)

tion, are those of short-story writ-
ing. But the style in which these con-
ventions are executed, Sherman’s
flat, literalist prose, is not that of a
‘creative writer'. We are back again
at the question of Sherman’s literary
writing. Let us sample some of this

writing .
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quent in Sherman—the poor guy has
to eat his lunch alone. The previous
paragraph has just detailed his aban-
donment and looked to the past.
Now ' locks forward to his after-
noon. Suddenly, at ‘Parc La Fontaine’
the tense shifts to the present, at
first apparently a ‘frequentive’ but,
by the end, a specific present of the
ball game score. By that point, the
character has almost vanishedinto an
impersonal list of descriptions. The
shifting point comes just after ‘exhib-
itionism and voyeurism’ and their
tone of sexual resentment soon to
be replaced by the presence of radios
and ‘a few portable TVs'.

Apart from the whining, some-
times a feature of Sherman when he
wants to inject some ‘psychology’ in-
to his protagonist, the prose here
belongs to a diarist or essayist or plain
note-taker. The composition, how-
ever, the structure, traces the action
of afiction.
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S herman makes
him/her out to be an
artist, a painter.
Amid a shower of

- one-sentence stories,
- listings of the

= objects, etc.,

. Sherman proves

- she/he cannot

« possibly be an artist
but goes on asserting
she/he is an artist.
The joke is, of
course, that the very
idea of an artist is
beyond Sherman’s
method of literal
accounting.

Stills from Cultural Engineering
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In this way, Cuftural Eng
manages what Young could not sus-
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this

man mark out the contours of that

contemplation-within-routine.
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When they try they whine, wheedle
and cannot do their work. Sherman
has the good sense to say simply they
needto be inlove, and to be at work.

be what they want to be

th

‘More Dead

The later texts, like

Artists',

ion in Sher-

tion

iminu

mark a d

man’s Cultural Engineering and it is no

wonder

that he so long postpones

them. The style of the book changes
to clumsy parody. ‘More Dead Ar-

A
ian ar-

rehearses

tists’, for example

Modest Proposal’ using Canad

ift.

tists for the Irish babies of Sw

‘TBDF is a fair but unremarkable im-
itation of |.G. Ballard on a bad day.
Sherman’s critical essays, a thorough
discussion of which would take a

whole other review, may be consid-
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AS Charles Altman pointed outin
his article “Towards a Historiography
of American Film' (Cinema Journdl,
16, 1977) the chronic problem
regarding the history of Hollywood
is paradigmatic periodization. How
do we understand the history of that
form of cultural production in terms
of time and (simultaneously) in terms
of a particular approach—pro-
duction {technology, technique, per-
sonality, film in relation to the other
‘arts’, chronicle, social, studio,
auteur, genre, ritual), or distribution
(legal, industrial, sociological)? That,
to be sure, does not exhaust the pos-
sibilities, as knowledge of Ciné-
Tracts, Cinéaste, Screen or After-
Image would show. However, the
problems do not stop there—for
some years now certain neat defining
divisions between 'documentary’ or
{a real joke this!) ‘factual’ film and
Hollywood have come to be seen as
convenient fictions which carry for-
ward the machinery of curriculum,
pedagogy, criticism and the rest—a
disciplining of the forms of film to suit
non-filmic purposes, Finally, in
almost alf of this there is a erushing,
crippling absence —what of the au-
dience! Marketing/trade ‘demogra-
phy’ and silence! All these comments
could apply to any and to all forms of
cultural production.

Cagin and Dray produce a text
that belongs in a particular genre
{both historical and filmic) which has
to do with the spatialization of time.
Its time to say clearly that decade
thinking {itself highly selective, based
on one version of the Christian calen-
dar standardized by certain imperial-
ist nations in the [880s and now
adopted as a world standard by the
International Standards Organiza-
tion) is fictional, not factual. It’s ex-
actly like writing political history in
terms of the periodization of elected
assemblies/ruling monarchial reigns.
Itis also, in terms of psychoanalysis, a
good version of phenomenal symp-
tomology: take a spurious spatial
container (the ..ies) and from it
select half a dozen (or 2,000)
‘events’ and say these comprise that
box of time. Things then get messy
when people can turn around {on this
silly box of tricks) and make com-
parisons from one fiction to another
—‘Oh, yeah, that’s a sixties thing' or
‘The seventies are different from the
fifties'. Who, whom!

Apart from the recent book-
length version of Social Text, The 60s
Without Apology (Minneapolis,
University of Minnesota Press,
1984), consider Gerald Howard

(ed.) The Sixties: The Art, the At-

titudes, Politics and Media of Our Most
Explosive Decade (New York, Pocket
Books, 1982)—which opens with an
extract from Wordsworth's The
Prefude! Or better compare Cagin
and Dray with the much preferable
Peter Biskin's Seeing is Believing: How
Holtywood Taught Us to Stop Worrying
and Love the Fifties (New York, Pan-
theon Beoks, 1983). This last com-
parison is not without special point.
Uniike Jody Berland's vastly superior
work on replaying the fifties (for-
thcoming inParachute), what we find
in Cagin and Dray's book is simple
narrative discussion of films made in
the fifties and sixties. Chapters | and 2
are all about anticipations, in which
certain films—notably Dr. Strangelove
(1964) and Easy Rider (1969) are
given an honourary 1970s status! But
it then becomes a lot worse in subse-
quent chapters, Films like Easy Rider
come to operate like magnets, allow-
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HOLLYWOOD

FILMS OF THE
SEVENTIES

by Seth Cagin and Philip Dray
(New York, Harper & Row, 1984)

ing a clustering of ‘convincing dem-
onstrations’: so Alices Restaurant,
Medium Cooland Z {ail 1969) support
their contention of a ‘new move'.
Alas our old enemy/friend ‘the last in-
stance’ might well have been in-
terpellated here! Cagin and Dray
report Easy Rider's pre- and post-
budget to be $555,000 and its gross
profits world-wide to be $60 million.
Apart from the fact that David Pirie’s
Anatomy of the Movies (London,
Windward, 1981) says Easy Rider
grossed $33.8 million (allowing for
inflation, and during its initial release
period, by contrast Gone With the
Wind (1939) grossed $310 million
under the same criteria), there are a
few salient facts that might be added.
First, according to Ned Tanen, presi-
dent of Universal Theatrical Pic-
tures, ““Two films nearly destroyed
this industry”’, The Sound of Music
(1965) and Easy Rider since both pro-
duced a spate of copying, copying,
copying; most copies flopped
(Anatomy of the Movies, where also
Joan Didion talks of the ‘hangover
summer of 970"}, But as well, ignor-
ing Peter Fonda, some of these boys
were rather connected: the father of
Bert Schneider, co-organizer of Easy
Rider with Bert Rafeslon was chair-
man of the board of Columbia, and
his brother was president of the
studio. This kind of sliding across
significant phenomena continues.
Thus Bob & Carol & Ted & Alice (also
1969} is considered by Cagin and
Dray as ‘Immensely popular’;
Anatomy of the Moviesplacesit 41stin
all-time Hit Comedies, lower than
thirteen other 1970s movies!

The pace thins as it speeds—it is
not until around the 190s of this 290
page book that we have serious at-
tention to the mid-1970s! In fact, the
Epilogue begins with 1977 —called,
of course, ‘the late seventies’'. The
book splutters out with the most
superficial —well, par for the book as
a whole—treatment of Coming
Home (1978), The Deer Hunter
(1978) and Apocalypse Now (1979).

If times were not so hard (and fear-
ful) we might simply annotate this
book as charmingly innocent, but
since—in 1984 —this kind of spurious
texting of the serious subject of
representation can appear—it's long,
teasing subtitle being part, of course,
what it is ‘about’—there is cause for
some ascerbic criticism.

Innocence in these times is a
simpering plea of guilty to the
rightful, mindful accusations of ig-
norance. Apart from one (largely
useless) footnote on a ‘short-lived
phenomenon’'—every liberal’s heart-
threb, of course--the ignoring of
Afro-Americans in Hollywood films
(p.116) and some—why not!—
slovenly writing about class and some
even more gratuitously inadequate
words about the original ‘Native
Americans’, the way in which
Hollywood's image-repertoire works
is hardly mentioned. How many
years will it be before the specificity
of the cultural production we know
as cinemg—far more than film—
comes to be taken seriously? It is not
about how it makes use of other
forms (notably the textualimusical),
it is about its own aboutness which is

not that of narrativity (as in that ludi-
crous cul-de-sac comiparison ‘the
classic realist text') but of diegesis.
How do movies move! How do they
organize spaceltime? How do they
catch us up, move us? Which par-
ticutar ‘us’ did you have-in mind,
Philip? - The marketing categories—
‘the’ audience! Or. those doubling
and yet fragmenting social identities
that produce that compléetely new
{on this, yes, | insist!).separation
which can also belove and hate, plea-
sure and pain, fearful dread and pleni-
tudinous joy. That combinatory. is
what cinema is and hardly anyone is
prepared to face the degree of this
new kind. of social difference. In
cinrema we find a separation that is
qualitatively different. In ordinary
social refations, love and hate desire
proximity,  whereas . separatien in-
volves distance and-loss. Cinematic
separation is'a place to'enable a cer-
tain-1' to see, be seen, play, gamble.
All cultural productions are like this,
of course, their real subject is the
subjectivity who . constructively au-
dits, watches; waits, being there and
not being there. But this js all about
difference, and Cagin and Dray are
guiltily innocent of that con-
sciousness. They paste films like
wrapping—or better wallpaper onto
some specific- (also inaccurate)
‘history’ in which the male possessing
heterosexual can alone be pictured.
It'sabadtript .-

Apart from: Peter Biskind's book |
mentioned, | urge everyone to read
John Berger’s And Our Own Faces, My
Heart, Brief .as Photos (New York,
Pantheon, 1984) and—even'more so
—George Trow's Within the Context
of No Context (Boston, Toronto, Lit-
tle, Brown, 1981)(for knowledge of
which | thank Elizabeth Asner). To
understand films/cinema, aside from
these glancingly sparkling tangential
sources for hope, read Annette
Kuhn's Women’s Pictures: Feminism
and Cinema (London, Routledge &
Kegan Paul, 1982), Teresa de
Lauretis’ Alice Doesn't: Feminism,
Semiotics, Cinera (Bloomington, In-
diana U.P., 1984) and Screen. Don't
bother to read, certainly to buy,
this—let's be charitable—pitiful
book.

Philip Corrigan's

forthcoming book (with Stevie
Bezencenet) is Photographic
Practices: Towards a Different Image
{London, Comedia).
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ongratulations on a fine new
magazine! | wish | could restrict
myself to praise and encourage-
ment—but unfortunately | was
disturbed by your choice of Alex
Wilson's article (“The Anti-Porn Road-
show: Feminism as Law and Order’) as
the main article on sexual politics for
the first issue. My reservations are as
follows: :

1) | was puzzled as to why Alex
took up so much space to comment
on the pornography symposium held
in Toronto in early February 1984,
Varda Burstyn's detailed, excellent
piece in Fuse (Summer 1984) had
covered much of the same ground,
also from an anti-censorship perspec-
tive. The failure to acknowledge that
others, and especially feminist oth-
ers, had already done thorough crit-
iques of both the symposium and the
anti-porn movement in general
strikes the feminist reader as insult-
ing. Alex thus presents himself as the
omniscient male above the heads of
emotionally overwrought feminists.
Abadstart.

2) Alex would have us believe that
Toronto feminists hailed the sym-
posium as our deliverance, writing
that ‘these interventions were hailed
as victories in the Toronto feminist
press’. And then he quotes from an
article by Susan Cole in Broadside.
Now, it's well known to most of us
that Susan’s views are merely one
opinion among many (and incidental-
ly, she wasn't even asked to speak at
the symposium). Alex’s reductionism
fits right in with the bourgeois press’
construction of a mythical Feminist
Bogeywoman, speaking with a single
voice to ask for state protection.
That is a stereotype, and one which
we unfortunately see in The Body
Politic every month—I| was hoping for
something a little more accurate
fromborder/lines.

3} Having dismissed anti-porn
feminists as dupes of the state, Alex
goes on to dismiss ‘cultural feminism
in general'. Yhat the hell does he
mean by ‘cultural feminism'? He only
says, enigmatically, that said cultural
feminists do ‘nothing to challenge the
power of the state’. Well, I'm con-
fused. The state sure does a lot to
challenge cultural feminists—cf the
censoring of both Born in Flames and
Not a Love Story. | would suggest that
we feminists be left to make our own
pronouncements on feminism, cul-
turaf or otherwise,

4) Violence against women and
children is completely trivialized.
Alex ridicules atternpts to stop male
violence by rhetorically asking what
the targets of an anti-viclence cam-
paign might be—‘Men? Terrorism!
The police! Competitive sports?
Hurricanes? That's not very funny,
Alex. Just because the reactionary
US Surgeon General claims to de-
plore violence against women and
children, it does not mean that aff at-
tempts to curtail male violence are
misguided. And no, violence is not
like 2 hurricane, and no, we don't
need men to point this out, thank
you. Alex says something about vio-
lence being a part of life in primitive
societies; are we to understand that
we should therefore accept it! Is
queerbashing a .fact of nature?
Women have very good reasons to
be concerned about viclence, and
the manipulation of this concern by
the right wing should lead the left to
try to come up with real answers,
real strategies to combat male vie-
lence. For male leftists, gay or
straight, to write cute little sen-
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tences ridiculing women’s exper-
ience of violence is surely both in-
sulting and politically misguided.

5) Every time that the word ‘fem-
inist’ is used in the article, beginning
with the title, it is in a negative con-
text. By contrast, when Alex wants
to refer to that small part of femin-
ism that he happens to agree with, he
subsumes it under the larger fabel of
‘sexual liberation movements'. This
is manipulating language to disem-
power the oppressed. Feminism is
much larger than sexual liberation: it
includes a call for the radical reorgan-
ization of the economy and the fami-
ly, as well as the subversion of sexand
gender roles. Men cannot take a few
crumbs of the feminist critique of
gender, assimilate that into a male-
defined .sexual liberationism, and
throw out the rest of feminism into
the garbage. That sort of thing is not
just the manipulation of feminist dis-
course: it also expresses a fundamen-
tal contempt for the integrity of
women's experience. This contempt
comes across in the supercilious tone
used by Alex throughout—he does
not see that there’s something a bit
warped in treating all feminists in the
same way as we treat the ideclogues
of the FBI or the morality squad. | can
only hope that this sleight-of-hand,
which begins with a reasonable critic-
ism of some aspects of the women's
movement but turns into a complete
dismissal and distortion of feminism
per se, is not an ongoing aspect of the
politicsof borderl/lines.

Mariana Valverde
Toronto

Alexander Wilson responds:

I'll try to be brief. In the first place, |
didn’t mean my article to by an attack
on feminism. My title—The Anti-Porn
Roadshow: Feminism as Law and Or-
der’--was meant as a critique of o wide-
spread (and hegemonic) social move-
ment within ferninism that, to put it
crudely, sees pornography as da primary
cause of sexism, and even rape. | think
that andlysis is mistaken, and naive,
and dangerous in its political ramifica-
tions. | also think, as many women do,
that it has nothing to do with feminism.
But here’s the problem: many people in
the anti-porn movement call them-
selves feminist. All of us are going to
have to figure out how to deal with
what’s obviously a changed political
moment and a fragmented social move-
ment. Feminism is in crisis both because
of challenges from within and because
it has had to accommaodate itself to a
social agenda increasingly defined by
the right. Now, we can either respond
with our own dogma, or insist on open-
ing up in a theoretical and tentative way
the debate about sex, representation,
desire and pleasure. Let’s face it, we
also need a new strategy, for by this
time I'm sure it's as abvious to Mariana
as to anyone that the few advances
women and gay people have made in
the past decade are being avenged to-
day by the conservatives who hold
power.

But you see, this debate has already
been going on within the women's
movement itself, and I'm a little amaz-
ed at Mariana’s dishonesty about that.
'm sure we read many of the same rags
and journals, but nowhere in her letter
does Mariana take seriously the much
good work—and bitter struggles—by
women who are critical of the anti-born
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movement (her mention of Varda Bur-
styn notwithstanding). I'm thinking of
the writing of Ellen Willis, Pat Califia,

Amber Hollibaugh, Alice Echols, Lisa

Steele, Chris Bearchell, Deirdre English,
Thelma McCormack, Sue Golding,
Gayle Rubin, Carole Yance and many
others. The formidable challenge of the
lesbian $/M mavement has been silenc-
ed, as has the pioneering work present-
ed at the Barnard Conference several
years ago, now published in the book
Pleasure and Danger: Exploring Fe-
male Sexuality. This is the kind of work
I mean when | talk about sexual libera-
tion movements, a term I'm afraid |
don't use perjoratively. For one thing, it
puts pleasure on the agenda, some-
thing regrettably lacking from anti-porn
{and much leftist) politics today.

I want to object, too, to Mariana’s
uncritical  reproduction of dominant
cultural assumptions about gender. Her
letter is littered with references to ‘male
omniscience’, ‘the male left’, ‘male
violence’, etc. Mariana does in her work
precisely what she accuses me of doing
vis-d-vis feminism: conflate under one
heading everything ‘male’. What kind of
assumptions underlie this language?
What's it supposed to mean? What are
the other terms here: ‘female non-
violence’? female ignorance’? What
became of the early feminist insistence
on abolishing gender as a meaningful
category? How has it come to be so
easy, within hegemonic feminist dis-
course today, to make an essential and
inevitable connection between g biolog-
ical state and a complicated set of be-
haviours? Where is there any recogni-
tion on Mariana’s part of the consider-
able opposition within feminism to this
position?

¥'m sorry that Mariana doesn’t treot
seriously what for me were the key
theoretical issues when | sat down to
write this piece a year ago: Why does
the anti-porn movement privilege sex-
ual representations over alf others?
What is consent? What are the causes
of sexudl violence? More generally,
what's the nature—actual and ideologi-
cal-—of violence in this society, and
what kind of language do we use to talk
about it? What is the status of sexual
fantasy? Why aren't we talking about
the availability of sex education (end the
possibility of sex) for kids?

Women have much to fear in this
society, and that danger coalesces
around sexuality. Yet the anti-porn
movement makes no distinction be-
tween sex or violence or domination and
their representations. Images get ad-
dressed as if they were the equivalent of
social relations. This is a problem, it
seerns to me, and os | suggested in my
article | think it has something to do
with the peculiarly privileged status of
photography in this culture, and the ex-
tent to which the image (and the com-
modity) has penetrated our social rela-
tions—and our bodies. | don’t see any
agreement about the ambiguous rela-
tionships between these images and
practices. | do see alot of people getting
onte an escalator—legitimated by the
truth claims of science—that begins
with something like fmages influence
attitudes’ and ends up with images in-
struct people to commit criminal acts’.
{And smoking pot leads to heroin.)
There'’s a lot of work to be done here
that would clearly want to say some-
thing about advertising, TV and other
popular cultural forms, as well as the
public relations/public opinion poll ap-
paratus, the scientific establishment,
ideologies of objectivity—and yes, vio-
lence and hurricanes and S/Mtoo. There
is also the very basic work of developing
a political economy of the sex industry.

I'm sorry, but [ can't accept the data
we have as truth. | still have a lot of
questions. The anti-porn movement,
however, doesn't seem to. They talk in
absolutes: about gender, representa-
tion, the nature of ferninism, and so on.
They also seern to know good porn from
bad, where I can't tell the difference. |
realize that if | don't think in absolutes
about these things | run the risk of
sounding liberal or anti-feminist. But if
we can’t be critical of feminism—or
socialism for that matter—then | give
up.
Unlike Mariana, | don’t think these
things are settled. | know all kinds of
feminists who are trying desperately to
air in a speculative way some of the
issues I've schematically mentioned
here. As for border/lines, { hope we
can make some contribution to moving
the debate forward—or at least out of
the rut we’re in at present—and to
building a sexual oppositional com-
munity. To this project, we welcome
contributions of any sort.

A listing of academic, political and cultural
events, compiled by Kieran Bonner and Peter
Firting.

This section aims to bring together the various
events, particularly in Canada, which are not
generally publicized.

- POLITICAL AND

_CULTURAL EVENTS

For political and culfural events we want to pro-

vide a publicizing opportunity for those events
which, for financial or ideological reasons, do
not haveaccess to the major media outlets.

®AFTER THE TRIUMPH: MICHAEL
MITCHELL—Feb 22-Mar 17, Commanity
Galiery, Harbourfront, Toronto. Commission-
ed by the NFB, this work chronicles life before
and after the Revolution and speaks eloquently
of fife in Nicaragua. Info: Victor Coleman, 74
Hilisdale Ave E, Toronto, ONM4S 1TS.
®FLIGHTS OF FANCY: NEWFOUND-
LAND YARD ART—March 1-April 14 at the
London Regional Art Gallery.

©THE ARTISTS' NETWORK OF AMNES-
TY INTERNATIONAL—meets every month
in Torondo: the first Monday of the month at 7
pm at 10 Trinity Square, behind the Eaton’s
Centre.

®PHOTOJOURNALISM IN NICARA-
GUA—Feb 22-Mar 31, Loft Gallery, Har-
bourfront, Toronto. This show, coordinated by
Artnica, features photographs focussing on the
November elections. It shows how the elections
were conducted under war conditions and how
the election was portrayed by the Nicaraguan
media. Info: Judy Whalen, 74 Hillsdale Ave E,
Toroato, ONM4S1T5, (416)486—0898.

@ CONFERENCE ON COMMUNITY ECO-
NOMIC DEVELOPMENT—Mar 14-16,
University of Waterloo. Community-based
economies, appropriate technology and the
future. Keynote address by Murray Bookchin.
Info: Waterloo Public Interest Research Group,
{519)884-9020.

®NEW MUSIC AMERICA 1986—The
Eighth Annual Festival of New Music, Apr

5-13, Houston, Texas. Info: New Music ~
Anmerica, 1964 West Gray St, Ste227, Houston, -

TXTT019, USA. :
©SPOKESPEOPLE—A conference on bicy-
cle advocacy, Apr 26-27, Toroato City Hall
Council Chambers. Info: Kate Sutherland at
Energy Probe (416)978-7014.

A series of recent developments in Toroato
makes me nervous about the continued pos-
sibility of an oppositional culture: the renova-
tion of Queen Street, the pressure to extend ex-
pressways, intensified land speculation, the
megadome itself. This is happening in cities
everywhere, What kinds of urban culture are
threatened by this capital expansion, and what
sortof politics can wemake to undoit?

Here’s a conference that begins to think aboui
how to effect social change today. The objective
is to bring together a range of social movements
now working in isolation around one goal: the
transformation of urban space and social organ-
ization away from the private automobile. Paz-
ticipants will be drawn from commaunity health
groups, anti-expressway coalitions, community
gardeners, provincial cycling groups, architects
and [andscapers, municipal cycling committees,
environmental organizations, planners, etc.

The Friday evening session will open with a
talk by urban theorist Jane Jacobs that will sug-
gest ways forward for grass-roots urban politics.
Saturday morning sessions will identify com-
mon goals and strategies. Afternoon workshops
will focus on the integration of specific tasks

sach as media work, fundraising, lobbying, -

educational programs, direct action, commun-
ity projects, etc.

Bicycle advocacy has traditionally been based
on a kind of voluntarism that never sees the big
picture. By this time, surely we can draw on a
rich and variegated history of urban social
movements, as well as the specifically ecological
politics underway in much of the rest of North
America. Bicycle advocacy is a good example of
a politics that is both local and decentralized,
and broad in its cultural implications. It’s also
something achievable.

Alexander Wilson
@ INTERNATIONAL PEACE COLLO-
QUIUM—May 8-10, Moncton. L'Université
de Moncton organise un colloque international
sur la paix. Les participants étudieront notam-
ment: les moyens a prendre pour servir la paix
dans ¢ monde, les politiques des Etats et des in-
stifutions internationales, les relations entre les
superpuissances, la contribution de [a politique
extérieure du Canada 4 1a défense de la paix, le
role des etablissements éducatifs et culturels,
particulitrement cefui des universités, le réle et

Iinfluence des media. Pour obtenir de plus
amples Tenseignments, on voudra bien s adres-
ser & M. Khaled Belkhodja, professeur titulaire,
Faculté des arts, Université de Moncton
{(Nouveau-Brunswick} E1A 3E9.

eTHE FIRST TEN YEARS:
1975-1985—May. A ten-vear retrospective of
the work of the Off Centre Centre gailery of
Calgary.

& THEATRE FESTIVAL OF THE AMER-
ICAS—May 22-June 4, Montreal. Two weeks
of theatre from around the world, to be run
simultancousty with the 16th FESTIVAL
QUEBECOIS DU JEUNE THEATRE. Info:
Theatre Festival, Box 119, Sta N, Montreal, PQ
H2X3M2.

® AMERICAN FILM FESTIVAL—May
27-Tune 1, Roosevelt Hotel, New York City.
27th annual showcase of documentary and short
films. Categories include: Art and Culture;
Contemporary Concerns; Education and Infor-
mation; Feature-length Documentary; Film as
Art; Mental Health and Guidance; etc. Info:
Educational Film Library Association, 45 John
St, New York, NY 10038, USA.

@CIVIL RIGHTS EXHIBITION—May-
Aug, Saskatoon, An exhibition deating with the
development of civil rights in Saskatchewan at
the Diefenbaker Centre. There will be a special
focus on the rights of native people, particularly
of nativewomen,

@ POPULAR MUSIC TODAY—June 24-29,
Montreal. The International Association for the
Study of Popular Music is an interdisciplinary
association working since 1981 for the develop-
ment and the promotion of studies on popular
music. The Third International Conference will
gather researchers from different countries, pro-
ducers, journalists, DJs and musicians under the
theme ‘Popular Music Today’. On the pro-
gram: Jazz, Video, Semiotics, Technology,
Music and National Cultures, Current Issues in
the Politics of Popular Music, Mainstream Pop,
Canadian Music Now, Papers, workshops,
video sessions, musicians panels and shows are
scheduled. The official fanguages of the con-
ference are French and English; simuftaneous
interpretation in French and English will be
available. Info: Dr. John Shepherd, Depart-
ment of Music, Carleton University, Ottawa,
ONKIS 3B6.

®CREATING CHOICES THROUGH
FEMINIST EDUCATION CONFERENCE
—June 19-23, Seattle, Washington, The Na-
tional Women's Studies Association (NWSA) is
holding its 7th annual convention at the Univer-
sity of Washington. The conference coincides
with the fifteenth anniversary of the University
of Washington Women Studies Program. The
convention will include interdisciplinary, cross-
cultural and practical sessions on all phases of
feminist education and research. The emphasis
at the convention will be on the choices created
through feminist education in both the
classroom and community. Session categories
include: Feminist Education; The Arts from a
Feminist Perspective; Feminist Research in the
Humanities/Social Sciences, andfor Natural
Sciences; and Feminist Practice and Theory.
The conference will also include a Plenary Ses-
sion and workshops on andabout poor and
working-class women, both white and of colour.
Proposals are needed. Info: Sydney Daplan,
Director of Women’s Stadies, Program GN-45,
University of Washington, Seattle, WA 98195,
USA.

&SEX AND THE STATE: THEIR LAWS,
OUR LIVES—July 3-6, Toronto. An Interna-
tional Conference on Lesbian and Gay History.
From July 1 to July 7, the annual International
Gay Association (IGA) conference will be taking
place in Toronto, with delegates and observers
from around the world, In association with this
event an international lesbian and gay history
conference is being organized to be held at the
University of Toronte. The proposed theme of
this conference is *Sex and the state: their laws,
our fives’ and it hopes to be able to bring lesbian
and gay historians together from around the
world for this important event. The topic ‘Sex -
and the state’ is scen as encompassing the
various ways inn which the law, state policy and
morality have restricted and controlled lesbian
and gay behaviour as well as the ways in which
leshians and gay men have resisted these restric-
tions and controls in their daily lives. The con-
ference is intended to be an important forum for
new research and historical discoveries, as well
as for the sharing of information and research.
There will be an opportunity for historians from
Burope, Australia and New Zealand to par-
ticipate. Papers and ideas for panels, discus-
sions, slide-shows, films and other presenta-
tions at the conference are solicited. The basic
format of the conference will be papers and
presentations of approximately 45 minutes in
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