
INFORMATION/ I U l'lj~ 

L~· ARTEXTE 



•TORONTO EVENTS•TORONTO EXHIBITS•TORONTO EVENTS•TORONTO EXHIBITS•TORONTO EVENT 
II) 

I-

CC 

::c 
>< 
I.I.I 

0 
1-
z 
0 
011:: 

0 
1-
• Vl 
1-
z 
I.I.I 

> 
I.I.I 

0 
1-
z 
0 
011:: 

0 
1-
• Vl 
I-
CC -::c 
>< 
I.I.I 

0 
1-
z 
0 
011:: 
0 
1-

• Vl 
1-
z 
I.I.I 

> 
I.I.I 

0 
1-
z 
0 
011:: 
0 
1-

• II) 

I-
CC -::c 
>< 
I.I.I 

0 
1-
z 
0 
011:: 

0 
1-
• II) 

1-
z 
I.I.I 

> 
I.I.I 

0 
1-z 
0 
011:: 
0 
1-
• 

-------~------------., 76 MCC/\Vl ST TO~NTO 971-5311 ~ ?.fol 

~ 

76 

IN A DIFFERENT VOICE 
A COLLABORATION BETWEEN 
THE FUNNEL FILM CENTRE & YYZ 
JANUARY 27 FEBRUARY 22 

PEOPLE, PLACES AND 
THINGS - A DRAWING SHOW 

FEBRUARY 24 MARCH 22 

HANG FIRE-SHEILAAYEARST 
MARCH 24 APRIL 12 

y y z 
116 SPADINA AVE., 2ND FLOOR., 
TORONTO, M5V 2K6, (416) 367-0601 
SUPPORT BY THE CANADA, ONTARIO ARTS, & THE TORONTO ARTS COUNCILS 

-ARTISTS 
TALK ABOUT 

__ TECHNOLOGY--
Edited by Elizabeth Chitty 

The articles, by Canadian artists, provide a context 

for discussion of issues concerning and surrounding the 

creative use of technology by artists: 
• David Hlynsky-"Technology Versus the Timeless Agenda" 
• Hubert Hohn. Gary Kibbins, Nell Tenhaal-"Delining the 

Issues" 
• Doug Back-"Technology and Audience" 
• Alayn Ouellet-"Art. Technology and Regionalism" 
• Sara Diamond-"Whose Vision Will Rule the Future? 

Women. Technology and Art" 
• Chris Cre,ghton-Kelly-"Artists. Technology and Cultural 

Production How is Social Meaning Made" 
• Elizabeth VanderZaag-"New Technology/Old Mythology" 

1 to 1 O copies - $2.00 each/1 Oto 20 copies -
$1.50 each/More than 20 copies - $1.00 each 
SEND CHEQUE OR MONEY ORDER TO: ANNPAC/RACA 

489 College Street. 5th Fl. 
Toronto, Ontario 
Canada M6G 1A5 
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Vol. 1 
Vol. 2 
Vol. 3 
Vol. 4 
Vol. 5 
Vol. 6 
Vol. 7 
Vol. 8 

Aug '76 - May/Jun '77 D 
Apr'78 - F13,II '78 D 
Dec '78 - Sept '79 D 
Nov '79 - Nov '80 D 
Dec/Jan '80/81 - Mar/Apr '82 D 
May/Jun '82 - Mar/Apr '83 D 
Summer '83 - Spring '84 D 
Summer '84 - Spring '85 D 

Check appropriate volumes above, 

$10 
$7 
$7 
$7 
$7 
$7 
$7 
$7 

or place individual orders here: ___________________ _ 

□ Enclosed is my cheque 
Name: 
Address: 
City: 

□ Please Bill Me. 

Province: ___________ _ Code: ___________ _ 

Individuals: □ 1 yr. $12 □ 2 yrs. $20 
Institutions: □ 1 yr. $18 □ 2 yrs. $27 
Outside Canada add $3 per sub per year. 

I • ,-

events and three week exhibitions at any time; Art 
forms ranging from visual, installation 
performance and film, video and music. Artists will 
be notified of results on a quarterly basis (end of 
January, 1986, end of April, 1986, end of July, 
1986, end of October, 1986). 
Call for entry: Drawing As Thinking. A regional 
show intended to provoke. Drawing to express a 
concept as opposed to descriptive drawing. 
Deadline for submissions is April 15, 1986. Please 
address submissions to the SAW Gallery Selection 
Committee. SAW Gallery pays artist fees. 

-- V i d /e O SAW V i d e O --

130 rue sparks street 
ottawa K 1 P 5B6 

(613)238-7648 

y 

Programs in 
CONTEMPORARY MUSIC, 
DANCE, FILM, THEATRE, VISUAL 
ART and FINE & PERFORMING 
ARTS 
(interdisciplinary studies). 

For admission, contact: 
Centre for the Arts 
Simon Fraser University 
Burnaby, B.C. V5A 1 S6 
(604) 291-3363 

l'T'I 
>< :c 
0::, --I -0 
z 
V, 

• 
l'T'I 

< 
l'T'I 
z 
""1 
V, 

• 
l'T'I 
>< 
:::c 
= 
""1 

0 
z 
V, 

• 
l'T'I 

< 
l'T'I 
z 
-I 
V, 

• 
l'T'I 
>< :c 
= --I -0 
z 
V, 

• ,,., 
< ,,., 
z 
-I 
V, 

• 
l'T'I 
>< :c 
= --I 
0 
z 
V, 

• ,,., 
< ,,., 
z 
-I 
V, 

• ,,., 
>< 
:::c 
0::, --I -0 
z 
V, 

• ,,., 
< 
l'T'I 
z 
-I 
V, 

EVENTS• EXHIBITIONS• EVENTS• EXHIBITIONS• EVENTS • EXHIBITIONS• EVENTS• EXHIBITIONS• 



•TORONTO EVENTS•TORONTO EXHIBITS•TORONTO EVENTS•TORONTO EXHIBITS•TORONTO EVENT 

= -::c 
>< 
1,1,1 

0 
1-
z 
0 
ci:: 
0 
1-• Cl) 
1-
z 
1,1,1 

> 
1,1,1 

0 
1-z 
0 
ci:: 
0 
1-• Cl) 

1-
CIQ 

::c 
>< 
1,1,1 

0 
1-
z 
0 
ci:: 
0 
1-

• Cl) 

1-
z 
U,j 

> 
U,j 

0 
1-z 
0 
ci:: 
0 
1-

• Vl 
1-
CIQ 

::c 
>< 
1,1,1 

0 
1-
z 
0 
ci:: 
0 
1-
• Cl) 

1-
z 
1,1,1 

> 
1,1,1 

Business Reply Card 
No Postage Stamp Necessary if 
Mailed in Canada 
Postage will be paid by: 
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IN A DIFFERENT VOICE 
A COLLABORATION BETWEEN 
THE FUNNEL FILM CENTRE & YYZ 
JANUARY 27 FEBRUARY 22 

PEOPLE, PLACES AND 
THINGS-ADRAWINGSHOW 

FUSE 
5th Floor 
489 College Street 
Toronto, Ontario 
Canada M6G 1 AS 

___ 1 lii,nnv•vv ■ 
Edited by Elizabeth Chitty 

The articles, by Canadian artists, provide a context 

for discussion of issues concerning and surrounding the 

.creative use of technology by artists 
• David Hlynsky-"Technology Versus the Timeless Agenda" 
• Hubert Hohn, Gary Kibbins, Nell Tenhaaf-"Defining the 

Issues" 
• Doug Back-"Technology and Audience" 
• Alayn Ouellet-"Art, Technology and Regionalism" 
• Sara Diamond-"Whose Vision Will Rule the Future? 

Women, Technology and Art" 
• Chris Creighton-Kelly-"Artists, Technology and Cultural 

Production: How Is Social Meaning Made" 
• Elizabeth VanderZaag-"New Technology/Old Mythology" 

1 to 1 0 copies - $2.00 each/10 to 20 copies -
$1. 50 each/More than 20 copies - $1 . 00 each 
SEND CHEQUE OR MONEY ORDER TO· ANNPAC/RACA 

489 College Street, 5th Fl. 
Toronto, Ontario 
Canada M6G 1A5 
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National Feminist Production 
and Distribution Centre 

* Films and videotapes by 
women about women 

* Sales and rentals 
* Previewing Service 

en 

#204 - 456 West Broadway, Vancouver, B.C. 
Canada V5Y 1R3 (604) 872-2250 

g a I e r i e SAW g a I I e r y 
55 byward market square 

second floor 
ottawa K 1 N 9C3 

(613)236-6181----
Sow Gallery accepts proposals for one-night 
events and three week exhibitions at any time; Art 
forms ranging from visual, installation 
performance and film, video and music. Artists will 
be notified of results on a quarterly basis (end of 
January, 1986, end of April, 1986, end of July, 
1986, end of October, 1986). 
Coll for entry: Drawing As Thinking. A regional 
show intended to provoke. Drawing to express a 
concept as opposed to descriptive drawing. 
Deadline for submissions is April 15, 1986. Please 
address submissions to the SAW Gallery Selection 
Committee. SAW Gallery pays artist fees. 

-- V i d /e O SAW V i d e O --

130 rue sparks street 
ottawa K 1 P 586 

(613)238-7648 

CENTRE FOR THE ARTS 
SIMON FRASER UNIVERSITY 

Programs in 
CONTEMPORARY MUSIC, 
DANCE, FILM, THEATRE, VISUAL 
ART and FINE & PERFORMING 
ARTS 
(interdisciplinary studies). 

For admission, contact: 
Centre for the Arts 
Simon Fraser University 
Burnaby, B.C. V5A 1 S6 
(604) 291-3363 
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Graham Baugh 
Murray Bookchin 

Cornelius Castoriadis 
Noam Chomsky 

J. Frank Harrison 
Marsha Hewitt 

Jorgen Pedersen 
Chris Southcott 

Thomas W. Simon 
Alice Wexler 

George Woodcock 
edited 

by 
Dimitrios I. Roussopoulos 

BLACK ROSE BOOKS 
ISBN: 0-920057-58-6 $12.95 

The Ontario Arts Council offers grants to professional artists who are residents of 
Ontario, working in the following media: 

PHOTOGRAPHY 
• Projects: assistance for new projects or work-in

progress. 
Deadlines: February 1, August 15 

• Exhibition Assistance: towards the cost of an 
upcoming show. 
Deadlines: February 15, April 15, June 15, 
August 15, October 15, December 15. 

VIDEO 
• to assist with the production of original video art. 

Deadlines: February 1, August 15 

ELECTRONIC MEDIA 
• to facilitate creation of works of art using 

electronic media; to facilitate research of potential 
significant benefit to the arts community into the 
creative possibilities of electronic media. 
Deadlines: May 1, December 1 

FILM 
• to assist with the production of documentary, 

dramatic, animated or experimental films. 
Deadlines: April 1, November 1 

For information and application forms, contact: 

Film, Photography and Video Office 
ONTARIO ARTS COUNCIL 
151 Bloor Street West, Suite 500 

Toronto, Ontario M5S 1T6 
(416) 961-1660 
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FJ>ITORIAL BOARD 
Don Alexander, Heatrer Allin, Jeff ~. Sandra Jara, 
; ~ ~ Kale lu.5hington (on leave), Chm R~. 

Oive Rooertson, Pat Wilson 

CONfRIBU'11NG FJ>ITORS 
Himani 8anmji (Ta-onto), B~ &rlJer (Halifax}, 

Sara ·Dianml (Varmrver), 

CONl'RIBUI'ORS 
Don Alexander, Himani Bannerji, Chm Beard!ell, 

, .Craig Condy-llet-p, Sara Diannld, Michelle Fillion, , 
Mjopn ~ Jeff Hoose, Gal)' Kmbim, Emma Kivisikl, 

. Jim Miller, Barb;iia Pavoc, Maitne Noorilese Philip, 
JJ&'i Slide, Pat Wilson, Troy 7.alin 

••' ;:; 

PHOTOGRAPHS & ILUJSI'RAUONS 
Salimab Ali, Craig C'mly-llergwJ!d, Judy Cavanagh, 

Mike Corotable, Alex Charleton, Andrew Del.i,qe, Jr., 
Nancy Farmer, G.1il Geitner, ~ de ~. 

Sandra Gregoo, Chu<x Kleinban\ Barbara Klunder, 
Tuli Kupferl)!!rg, Pacla Levine;· Cam Mooeiwitsch, 

Mill)' Pai51ey, l'fari Pruit, Troy 7!k1in 

• SfAFF COtu:CT1VE 
Don ~ (Adverming & Ailmirmira~) 

Heather Allin (Cirrulation), Sandra Janz 
{P!lxludion), Chm Re6I (Design & La}rot) 

PRODUCllON MSlSTANCE 
~ Grill<;, ~ $tollmeyer 

~G 
LynreFemie 

PRINI1NG 
Delta Web Graphic;, Scarborwgh 

PUBUSHER 
Arton5~ 

BOARD OF DIRECTORS 
Heather A\lin, Jeff Hoose, Sandra Janz. 

Kate Lushington, Oive Rooertson 

FUSE 1, publisbed five times a year (intludes one double issue) by Ar• 
ton's Cultural Affairs $Qciety and Publishing In<:., a non°profit arti1t 
organiM1ion. Our offices are towed a.I 5th l'loor, 489 College Street, 
Toronto, Ontario, Canada M6G IAS (416) 928-0914. All newsstand in
quiries should be sent to this address. ~nd Class mail registration 
No. 4455. Copyright© 1985 Arton'• Publishill$ Inc. All right,re$0ri• 
ed under lntern,tional Ci>pyrigltt Union. Ci>pyrigltt is shared equally 
between lbe authors and the publisliers. Any reproduction without 
permission 1, prohibited. Ario.n's Publishing assumes no responsibll, -
ty for UOSQ!icited matlll!cripts . .Manu!tripts not a<companled bY a 
stamped, sell-addressed envelope will no! be returned, Publi~tion ol 
an advertisement in FUSE dQes not include endorsement of the adver• 
tiser by magazine. Opinions expressed ouuide of specifically marked 
editorials are not necessarily held by eath and every individual 
~mber of the editorial group. 

Sub1eription rates; Individual lt2 per year; 1n,Ututions HS per year 
(in Canada only). For U.S. and elsewhtlre add 13.00. Decisions ttgard• 
ill$ who qualifies a> 'individual' ,ub!triber remain the right or the 
publisher. Printed In Canada. ISSN 0226-8086. 

FUSE acknowledges partial a>sistance Jrom the Canada Council, !he 
Ontario Arts C-Ouncil and the many hours of volunteer and partially 
paid labour which are provided by everyone ii,ted on our masthead. 
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REPORTS & COMMENTARY 

7 A Vancouver Conference: Women on Art and 
Sex by EMMA KIVISILD; A Community Based 
Recording Project by CLIVE ROBERTSON; 

Censorship in 8.C. by SARA DIAMOND; A Toronto 
Conference: The Politics of Pornography and 
Prostitution by CHRIS BEARCHELL; Lyell Island: A 
Clear Cut Case by SARA DIAMOND; The 
Independent Artists' Union goes Provincial 
by JIM MILLER 

COLUMNS 
19 Hurrying On Up 

Black and White: Notes From the Margin 
MARLENE NOURBESE PHILIP 

28 On Masculinism 
Snakes and Ladders: Feminism in the Media 
LISA STEELE 

31 And We Note ... 
Press Commentary: Breaking the News 
JEFF HOUSE 

FEATURES 
15 EXPO 86 

A Political Guide for Cultural Producers 
SARA DIAMOND 

21 The Re-Education of P.C. Gordon 
The Pages Trial (Part I) 
WOOMERS 

25 Sophie Bissonnette and Her Films 
Documenting Women in the Workplace 
An Interview with HIMANI BANNERJI 

33 The Making of Farmworkers, Zindabad 
Notes on a Labour Arts Production 
CRAIG CONDY-BERGGOLD 

REVIEWS 
3 7 Say It With Sprockets 

Book Review: Jumpcut and Show Us Life 
JOHN GREYSON 

39 Love Means Never Having To Tell a Story 
Video Review: Hygiene 
GARY KIBBINS 

43 Betrayal 
Exhibition Review: Hide & Seek 
PAT WILSON 

45 Prison of Images 
Native Arts Journal Review: Akwekon 
DON ALEXANDER 

Cover Design & Artwork: PAULA CORNWALL. Produced with the 
support of the City of Toronto through the Toronto Arts Council. 
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liitemationalist 
NEWS HAS NEVER 
BEEN LIKE THIS! 
SAVE 25 % off the newsstand price 
Each monthly issue of New Internationalist strips one major 
global subject down to the essentials and rebuilds it before 
your eyes. What's really happening in Latin America' What 
exactly is monetarism' We explain - precisely. Crisp 
graphics and colourful, controversial articles add up to a 
vivid presentation that puts you squarely in the picture. 

CURRENT ISSUES 
*Mental Health *Central America 

*Child Labour *Banking 

FREE! 
A startling new full-color map of the world 
Enclose payment with your order and receive, absolutely 
free, the most exciting advance in cartography this century, 
a dramatic new map by German historian Dr. Arno Peters. 
(Actual size 2' x 3"!) 

- lllternationalist 
Please send payment to New Internationalist, 
70 Bond St .. Ground Floor, Toronto, Ont. MSB 2J3 
U.S residents send to NI, 113 Atlantic Ave, 
Brooklyn, NY. 11201 

I want to take advantage of your special savings. And I 
enclose payment to receive my dramatic new world map. 

Nam"--------------
Addres,,__ __________ _ 
City _____ ~rov. ____ _ 

Postal Cod"-------------

D 12 issues for $18 (save $6 off cover price) 
D 18 issues for $25 (save $11) 
D Payment enclosed (Rush my free map!) 
0 Bill me 

Socialist 2 Etudes 
Studies Socialistes· 

Critical Perspectives on the Constitution 
-The Charter of Rights and 

Freedoms 
-Are the Courts Progressive? 
-Views from Quebec 

-Whose Constitution Is This? -Federalism and Representation 
-Justice for Women and -Referendum: Let the People Amend 

Native Peoples 

Guest Editor: Robert Martin 

Contributors: 
Christine Boyle 
Pierre Beaulne 
Yves B~langer 
Charles Campbell 
Harry Glasbeek 
Louise Mandell 
Michael Mandel 

Robert Martin 
Lynn McDonald 
Henry Milner 
Vincent di Norcia 
Norman Penner 
Gayle Raphanel 
Stuart Rush 

Stanley Ryerson 
Gail Starr 
Garth Stevenson 
Janice Tait 
Reg Whitaker 
Norman Zlotkin 

Discussion Section: Julian Sher on the NEP 

Price: $16.95 retail or from the publisher: 

4 

Society for Socialist Studies, 471 University College, 
University of Manitoba, Winnipeg R3T 2MB 

FUSE 

CRITICAL 
ARTS 

Published since 1980, Critical Art., is the only 
South African journal which offers perspectives 
on relations between the media and society. It is a 
cue for creating alternative dimensions to stereo
typed views on film, TV, performance, press and 
popular culture. Critical Arts challenges the 
existing social structure in South Africa, aims to 
develop radical critical approaches and is con
cerned with media in a Third World context. 
Published 3 times a year. 

R6.00 (S I0.00) for 4 issues 
R2.50 ($3.50) (£1.00) for individual issues 
Institutions add R4.00 ($4.00) (£2.00) 

Name __________ _ 

Address _________ _ 

A Journal for 
Media Studies 

Write to: Contemporary Cultural Studies Unit, 
University of Natal, King George v Avenue, 

Durban 400 I, South Africa 

OUR TIMES 
IN ITS FOURTH YEAR OF 

publication Our Times, 
published by a unionized co
operative, is a monthly 
magazine that provides an in
teresting and informative view 
of the progressive trade union 
movement in Canada and 
abroad. Read what union and 
community activists think and 
do - feminism, democracy, 
labour, culture ... just some 
of the issues found in Our 
Times. Make it your times ... 

SUBSCRIBE TODAY! 

OUR TIMES 
390 Dufferin St. Toronto 
Ontario, Canada M6K 2A3 
D $15 individual (1 O issues) 
D $25 institutions (10 issues) 
please allow 4-6 weeks for first copy 

FEB/MARCH 1986 

Blown Tube 

THE POSITION OF CURATORIAL 
Assistant of Contemporary Art 
(Video), held by Robert McFadden 
since November 1983, has been cut by 
the National Gallery in accordance 
with a recent directive from the 
National Museums Corporation to 
reduce personnel. The position was a 
term position, not subject to the pro
cedures governing regular staff posi
tions, and was one of several term 
positions not renewed by the Gallery 
as a result of budget cuts. Robert 
McFadden worked his last day on 
December 13, 1985. 

While the Gallery will no doubt 
offer vague promises of maintaining a 
video program despite the loss of a 
staff person to attend to such a pro
gram, the evidence of its history sug
gests otherwise. These are the statistics: 
Until the Gallery hired Robert McFad
den to fulfill the position as video 
curator in November, 1983, the Nation
al Gallery of Canada had held only 
three video exhibitions. This same 
cavaliere attitude toward video is 
repeated in terms of acquisitions. Before 
November 1983, the Gallery had pur
chased a total of only 98 videotapes, 
and these were overwhelmingly associ
ated with the exhibitions curated by 
Peggy Gale, 1977 and Bruce Ferguson, 
1980: 43 tapes from Another Dimen
sion, 12 tapes from Canada Video and a 
further 29 tapes purchased by Ferguson 
while assembling that exhibition. Only 
14 tapes were purchased by regular 
staff. In the period from November 
1983 to December 1985, there have been 
ten video exhibitions, seven of which 
were curated in-house and three by 
guest curators. Also during this period, 
a total of 169 tapes have been purchas
ed, and a further 36 are in the acquisi
tion process, all on the recommendation 
of Robert McFadden. 

It is clearly evident that, without a 
staff person in charge of this activity, 
video is not given adequate consideration 
within the regular curatorial activity of 
the Gallery. With only two curators of 
contemporary art on staff, both already 
fully committed within their normal 
sphere of activities, it _is inconceivable 
that this already overburdened staff will 
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have any leeway to attend to a video 
program, as they themselves stated in
formally. It is hardly surprising, then, in 
the forthcoming survey of Canadian 
contemporary art Songs of Experience, 
organized by these two curators and 
scheduled to open at the gallery in the 
spring of 1986, the video art component 

· has been dropped entirely. 
In terminating the video position, the 

National Gallery has de facto ter
minated the video exhibition and pur
chase program. We believe that it is 
essential for the video community to 
challenge this decisively backward step, 
which returns video to its status as "in
visible" within the National Gallery's 
conception and presentaton of contem
porary art and isolates video as an 'ex
pendable' art form, one which can be 
neglected until the Gallery opens its new 
quarters in 1988 - or later. Program
mes that have been cut are notoriously 
hard to reinstate. 

This withdrawal of commitment 
reveals how uninformed the National 
Gallery is regarding current interna
tional trends in art institutions. One 
has only to witness the expansion of 
video art activities across Canada and 
the U.S., i.e. the LC.A. in Boston, the 
Long Beach Museum in California, 
the expanded programming at the 
Museum of Modern Art in New York, 
as well as the widespread display of 
video art in the ANNPAC centres here 
in Canada. As for Europe, the Tate 
and the LC.A. in London have an ex
panding video programme, as has the 
-Steidlek in Amsterdam. In addition to 

DO TELL. 

a growing commitment to video in the 
major art institutions, video art 
theatres are opening up in a variety of 
European cities. In Japan, there is an 
enormous amount of video art display 
activity within the major institutions. 
Further, video art seminars and video 
art history courses are a regular and 
expanding component of Fine Art 
departments in universities and art 
colleges throughout Canada, the 
U.S., Europe and Japan. 

There is no question that the Na
tional Gallery is not in a robust finan
cial position. In comparing the 
Gallery with other major institutions, 
however, it is evident that the prob
lem is not simply one of funds but of 
exhibition priorities as well. The irra
tionality of the decision to terminate 
the programme is further evidenced in 
considering the discrepancy between 
the substantial benefits in programm
ing and prestige which have accrued 
to the Gallery from its video program 
and the relatively small investment re
quired _to attain these benefits. 

We demand that a clear allocation 
of dollars and person-hours be corn-· 
rnitted toward the maintenance and 
expansion of the video programme. In 
doing so, the National Gallery would 
be more accurately reflecting the 
status and visibility that video pro
duction has attained with the Inter
national art community. 

Renee Baert, Colin Campbell, 
Vera Frenkel, Kim Tomczak 

William F. Buckley, as good as his word, tells it like it is. 
from the Toronto Sun, Feb. 13, 1986. 

We hope that 
ordered self-rule will come to the Philip
pines, but whether or not it does, we have 
imperial responsibilities in the Western 
Pacific that have nothing whatever to do 
with civic progress in that country. 
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~-------------LETTERS-------------

In Defence of the 
Revolution 

CERTAIN NATIVE AMERICAN 
leaders, particularly Russell Means, the 
Native American Youth Council, and 
the editors of Akwesasne Notes h;ive it 
in for the left - and have had, for 
about ten years - and now have it in 
for Nicaragua. They are currently 
engaged in a media campaign to defame 
the Sandinistas and represent them as 
(depending on whom they are talking to 
and who is doing the talking) Marxist 
devils out to destroy the way of life of 
native peoples or as misguided non
Indians who are blunderingly doing 
evil. 

Although the relations between the 
Miskitos and the Sandinistas have not 
been smooth, they have hardly involv
ed the genocidal or even murderous 
agenda that these opponents suggest. 
And they are not graven in stone -
even the Sandinistas say they were too 
abrupt in their attempts to interfere 
with the lives and political allegiances of 
the Miskito and other peoples along the 
Atlantic Coast and are engaged in ef
forts to rectify them. But I am not 
writing so much out of the desire to "ex
onerate" the Sandinistas as to question 
the enterprise of vilification that Fuse 
has, wittingly or unwittingly, become a 
part of. 

The relationship between the Mis.,
kitos and Somoza, and the CIA, has not 
been adequately investigated in the 
journals that publish anti-Sandinistas 
attacks - although the relationship of 
former spokesman Steadman Fagoth, 
Brooklyn Rivera's predecessor (so to 
speak) to the CIA is generally acknow
ledged. What of the fate of another 
Miskito leader who, engaged in negotia
tion and rapprochement with the San
dinistas, was mysteriously killed? It has 
been suggested that he was killed for 
being too willing to reach a settlement. 
And what of the Miskitos who are un
willingly to play into the hands of the 
United States government and its 
mercenaries, the contras, such as Dr. 
Myrna Cunningham? Why are they not 
heard from in North American journals? 

The most troublesome aspect of all 
this is the failure of all the various jour
nals that print the attacks on the Sandi
nistas in "defense" of the native Central 
Americans not only to present a pro-
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Sandinistas Miskito view, or the. 
remarks of the Sandinistas themselves 
in response to the serious charges made, 
but, beyond that, to ask these native 
North American attackers where they 
have been while the government of 
Guatemala, to name only the worst 
case, has engaged in systematic geno
cide against its native populations for 
the past fifteen years, resulting in the 
greatest slaughter in the hemisphere? 
Even the most intensely anti-Sandi
nistas observers have been unable to 
produce more than forged documents of 
a campaign against Miskitos at the 
hands of the Sandinistas - may I re
mind you of the famous incident in 
which Alexander Haig waved doctored 
photos around for the sake of the press? 

I wish I were more in command of the 
facts beyond the questions I have sug
gested. But let me close by asking what 
this exchange in your interview with 
Alex Jacobs and Don Alexander is sup
posed to mean 7 

First, Jacobs compares the ideologi
cal apparatuses of the corporations, 
with their "millions of dollars" and 
"broadcasting companies" with "the left 
and the Sandinistas," saying "they have 
their organs and their support!" This 
pathetic comparison goes unchallenged 
by Alexander: 

Jacobs: " ... where the hell are the 
Miskitos going to go to get their point of 
view across? .. .I sure as hell wouldn't 
trust the U.S. in that situation, but with 
the Sandinistas, there's got to be some 
changes. There's thirty million Indian 
people south of the Rio Grande, and it's 
all in the Sandinistas' hands." 

In answer to Jacobs' first question the 
answer is, in every mainstream news
paper and journal in the U.S., and in 
many left ones as well, not to mention 
in the mouths of government liars and 
apologists. And as to the number of 
people "in the Sandinistas' hands," what 
was that figure again? 

The Nicaraguan revolution is "fight
ing for its life." Doesn't it deserve a little 
better treatment in terms of journalistic 
fairness than this? 

Instead of printing a letter such as 
mine or naive articles and interviews 
such as the Akwesasne one, you ought 
to take seriously your responsibility to 
probe for truth, not attitudinizing. 

Martha Rosier 
U.C.S.D. 

La Jolla, California 
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The Heat is On 

VANCOUVER - The Heat Is On: 
Women on Art and Sex, a conference 
which took place in the last weekend 
of November, 1985, drew more than 
250 people (women and men) daily to 
Women in Focus, a Vancouver wo
men's art gallery. Speakers and au
dience represented both the feminist 
and arts communities, creating a 
welcome and rare dialogue. Impor
tant ideas were exchanged and 
discussed during a weekend marked 
by tolerance and openness. 

The conference was organized by a 
group of local feminist activists and 
artists (Sara Diamond, Caffyn Kelley, 
Pat Feindel, Karen Henry, Kellie 
Marlowe), hosted by Women in 
Focus, and financed by The Canada 
Council. As Diamond (a lesbian, 
feminist activist and video artist) 
pointed out in her keynote address, 
the organizers saw the need for a con
ference on sexuality in general as well, 
but were leaving that for other women 
to take on. The narrower focus - on 
the creation and perception of sexual 
imagery-was probably advantageous. 

-

Ways of Seeing Sex 

Though discussion frequently broach
ed other issues, the complicated inter
face of sexual art and sexual politics 
began to come under scrutiny. If none 
of the contradictions were actually 
sorted out, at least they were addressed. 

Diamond's talk set the stage for two 
days of panel discussions that ex
plored women's views on art and sex 
from a variety of political and cultural 
perspectives. She outlined the range 
of debates within the feminist, gay, 
left, and arts communities. For once 
women's sexuality was viewed from 
outside the context of right and wrong 
where it could be examined and ques
tioned respectfully. Throughout the 
weekend, conference participants as a 
whole steered clear of personal or 
moral condemnation. 

Saturday's panels looked at the 
political implications of sexual im
agery. The first, "Coming Together or 
Coming Apart: The Social.and Politi
cal Meanings of Sexual Images" ad
dressed the context in which we live. 
It was followed by "The Objecting 
Object: Women and the Art of Sex" 

which looked at some of the ways 
women have found to fight back. 
Each of these panels incorporated 
three different approaches, loosely 
those of academic/critic, activist, and 
'sex radical.' 

The most obvious and distressing 
omission from all this analysis and 
discussion was that of women of col
our. The only woman of colour 
speaking at the entire conference was 
Toronto poet Himani Bannerji. Only 
three of the videos dealt with people 
of colour at all, one only in passing, 
and the other two in the larger context 
of the gay movement. Given the range 
and amount of feminist work by both 
Canadian and American women of 
colour, this was unforgivable. 

Bannerji's talk was a definite con
ference highlight, a powerful and in
cisive analysis of the politics of image
making. She discussed three types of 
images: proscription and ascription; 
description; and resistance. She stress
ed the importance of asking who 
makes each type of image, and spoke 
of the plethora of stereotypes (images 
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in the mind) which stand for visual 
images of women of colour. And she 
addressed the stultifying impact of the 
term "visible minorities" that robs 
people of colour of a voice, a history, 
arlci'an identity beyond visibility. It is 
difficult for the oppressed to feel 
desire, she said, in a society like this 
one. 

A different style of presentation 
came from the 'sex radicals'. Amber 
Hollibaugh (New York City) and Sue 
Golding (Peterborough, Ontario) 
gave personal accounts and elicited 
personal responses. Hollibaugh's dis
cussion of her experiences as a butch/ 
femme lesbian activist was both pain
ful and heartening. She has borne 
much of the brunt of the feminist 
backlash against fringe sexuality. She 
talked about women's fear of their 
sexuality, but also their curiosity, as 
well as the sheer lack of sexual infor
mation available to most women. 

One interesting statistic she cited was 
the fact that women constitute an 
estimated 60% of the viewers of video 
porn in the U.S. 

Golding showed slides that high
light the perennial ambiguities around 
the oft-used porn/erotica distinction. 
(She uses the terms transgression and 
indiscretion.) Overall, it was a bit dif
ficult to figure out what point she was 
trying to make. It seemed she was at 
times bringing out images that 
she/we found troubling in order to 
force us to ask ourselves what it was 
that disturbed us. 

One thing that became startlingly 
clear is that we are still more comfor
table analysing extant imagery, our 
political situation, or other people's 
sexuality, than we are at creating 
alternative forms of imagery. In this 
regard, the definite conference high
lights were Cindy Patton's reading 
from Bad Attitude, and Steele and 

TEARS WERE NOT ENOUGH 

If you felt uncomfortable watching Canadian record companies gaining 
political points while raising money for Ethiopia, here is a community
based recording project by full-time artist activists. 
"South Africa," written and produced by Xola (Truths and Rights) is one 
of several anti-apartheid songs now being heard on campus radio 
stations. 
Xola assembled a group of Toronto vocalists (singers, poets, actors) under 
the name, "The Maple Front." Participating were Afua, Lillian Allen, 
Diane Brathwaite, Carol Brown, Devon Haughton, Clifton Joseph, Ahdri 
Zhina Mandiela, Raffa, Ovid Reid, She Sherie a'nd Xola. 
Musicians on the session were Tony Campbell, Reggie Paul, "Chunky," 
Raffa, Mutadi, Rich Howse, Rupert, Darren Berret, Joe Allen and Xola. 
"South Africa" is currently available on cassette from Rebel Radio Pro
ductions, clo 433 Spadina Avenue, Toronto, MST 2G6. 
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Tomczak's performance, In the Dark. 
There has been much controversy 

regarding Bad Attitude. The magazine 
is still not sold at either the Toronto 
Women's Bookstore or the Vancouver 
Women's Bookstore, and at those 
women's bookstores where it is 
available, it has to be asked for at the 
counter. Amid the calls of "Read 
another story!" that followed Pat
ton's readings, one woman stood up 
and said, "But that's so tame!" 
Perhaps as we begin to bring our most 
feared fantasies out into the open this 
will indeed be the response: there 
isn't that much to be afraid of after all. 

In the Dark moved many women in 
the audience to tears. They called it 
'beautiful,' 'real,' and the first affirma
tion of their sexuality they'd seen. It is 
a sexually explicit video of Lisa Steele 
and Kim Tomczak making love, amp
lified by a powerful script. It has been 
banned by the Ontario Censor Board. 

Pat Feindel and Varda Burstyn gave 
all this a social and strategic context. 
Burstyn's talk, for example, was con
cerned with mainstream porn and ex
isting legislation pertinent to it. She 
brought up the fact that the Supreme 
Court has now banned dildos, arbi
trarily designating them a publica
tion. Burstyn seems to see the issues 
around porn not only in terms of the 
pro- and anti-censorship debate, but 
also about the confluence of fear and 
arousal, and how that is expressed 
politically. 

The evening screenings were packed. 
Some women evidently were expecting 
three nights of sex tapes. (Unfortunately 
we are a long way from that.) Instead 
most of the tapes documented and 
analysed various popular conceptions 
and misconceptions about women's 
sexuality. 

Criticisms of the conference from 
within the women's community gener
ally had two themes: a lack of pro
censorship speakers, and the attendance 
of men. Speaking for the organizers, 
Diamond said that these choices were 
deliberate. The pro-, anti-censorship 
debate was not a focus of the panels 
because it has been well debated 
elsewhere. She said, rather, the focus 
was to be a discussion of the creation of 
alternative imagery. Many expected the 
issue of censorship to be raised at the 
conference anyway, and it was, al
though it appeared that few pro
censorship feminists were in atten
dance. Men were allowed to the confer-
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ence on the grounds that many male ar
tists share an interest in the creation of 
anti-sexist imagery, and also because 
men are the primary viewers of the sex
ual imagery that exists. 

The conference did produce some 
resolutions. A Vancouver group to 
fight censorship was formed. There 
was a call to help the B.C. Teacher's 
Federation Women's Committee in 
their battle for sex education in the 
schools. One woman urged us all to get 
out there and make our own erotica. 
And there seemed to be agreement 
that what Vancouver now needs is a 
sexuality conference. 

Emma Kivisild 

More Censorship 

VANCOUVER, B.C. - And now, in
troducing yet another piece of Social 
Credit legislation: a new video censor
ship law. With the new year, B.C. ar
tists will face an imitation of Ontario's 
popular Censorship Board. B.C.'s legis
lation will require all existing video to 
be reviewed, classified and cut, and will 
require any new work to be submitted. 

Any tapes that depict sex between or 
with those under eighteen; "unnatural 
acts" (now what could those be?); ex
plicit sex and coercion, and dismember
ment or torture, will be banned in the 
province. Educational institutions will 
FEB/MARCH 1986 

be exempt from the legislation. Histori
cal footage and documentary may be 
exempt; as of yet there is no protection 
for tapes by artists or for artist-run cen
tres or galleries. 

Predictably, but sadly, many femi
nists, as well as the Christian right, sup
port the legislation. This despite the ter
rible record of the Socreds in dismant
ling women'_s services and services for 
child victims of abuse, their morality 
campaign against street prostitution, 
the letting out of Transition House to 
the Salvation Army and their crusade 
against sex education in the schools. 
Somehow, some women think that on 
this issue the Socreds will act in their 
interests. 

Resistance has mounted from the ar-

tists' community, recently from the gay 
and lesbian movement, from educators 
and from anti-censorship feminists as 
the legislation becomes an impending 
reality. The Vancouver Artists' League 
spoke out against the bill at a recent 
meeting with Brian Smith and received 
support from many in the audience. A 
petition is currently being circulated by 
women's groups opposed to the bill. 
Unfortunately, the resistance may be 
too late and feminist artists may soon be 
asking serious questions of their pro
censorship sisters as video dealing with 
lesbian issues or sexual imagery is 
classified or banned. 

Sex Speaks louder than Words 
TORONTO - At "Challenging Our 
Images: The Politics of Pornography 
and Prostitution," a conference 
organized by the Ontario Public In
terest Research Group (OPIRG) in 
Toronto November 22 to 24, the most 
common complaint was that there 
were too many interesting things from 
which to choose going on at once. 

The conference broke new ground 
by focussing discussion on these two 
inter-related issues within the same 
forum, providing an opportunity to 
discuss prostitution in a political, 
rather than a social-worker, context, 
and putting the issue of pornography 
into its proper context - as a part of 
the sex industry. 

But an opening statement by a 
disguised prostitute, "Cathy," 
graphically illustrated one of the major 
obstacles to organizing both women in 
the sex industry and those in the con
ference itself: pervasive external (and 
internalized) hostility that keeps sex 
workers "in the closet." "Cathy's" 
remarks hinted at some of the acri
mony that marred preparation for the 
event and that would raise hackles in 
the course of the weekend. 

Conference organizers explained in 
information distributed to participants 
that the event was a response to the 
Canadian Organization for the Rights 
of Prostitutes' (CORP) challenges to 
International Women's Day last year. 
A contingent from the CORP joined 
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the march because they believed it 
would focus on women's labour rights, 
an approach they felt might finally give 
them a chance at a fair hearing among 
feminists. 

They were naturally horrified when 
some of the literature for the event 
blamed pornography for the oppres
sion of women and a segment of the 
march stopped outside a Yonge street 
strip club to chant their disapproval of 
it. Not only did CORP members work 
that particular club, but they found it 
to be one of their more enjoyable and 
dependable bookings. The rights and 
needs of women workers in porn and 
prostitution clearly did not qualify as 
labour issues. 

The March 8 coalition listened 
patiently to CORP's complaints and 
- because of the strong and mixed 
feelings evoked by the discussions -
felt there was a need to broaden the 
discussion to involve other feminists 
and so approached OPIRG with a 
proposal for a conference. 

With the imminent passage of anti
soliciting legislation, the women in 
the business felt an urgent need to find 
support among potential political 
allies and to develop organizing skills. 
Sex-trade workers were initially 
drawn into the organization of the 
conference with the promise of input 
into the agenda and the content of 
conference sessions. Not all of their 
aspirations were to be realized. 
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The pressures of the moment - such 
as the risks inherent in assuming a 
public identity as a prostitute, and the 
inevitable problems of a young politi
~al. movement trying to establish itself 
in the face of crisis - forced them, as a 
group, to scale down their involve
ment in the conference. 

When the conference organizers dis
covered there were problems hamper
ing the sex-trade workers' ability to 
work with OPIRG to shape the con
ference, instead of backing off and ex
tending the time frame of the organiz
ing, they plowed ahead. 

From the perspective of the sex-trade 
workers, this project began with the 
goal of creating a forum in which the 
women most directly concerned with 
the outcome of the deliberations would 
feel comfortable enough to share their 
political concerns with feminists and 
others who were willing to listen. In
stead, they mostly ended up in yet 
another series of confrontations with 
some feminists whose politics on these 
issues are not open to influence by the 
experiences of the women whose lives 
and livelihoods they presume to judge. 

The agenda was distributed a week 
before the conference was to begin. All 
the local sex-trade workers were con
fined to a single panel. One of them, 
disguised by a veil, would be delivering 
a welcomlng address and there would 
be a couple of workshops led by women 
in various branches of the business. 
Some women had been consulted for 
the experimental theatre pieces that 
were presented as Saturday night's 
entertainment, while three strippers 
presented their own work for the occa
sion. 

All the other major (panel) discus
sions of the issues would involve 
feminist, legal, social-work and other 
"experts," while the women whose 
challenges had inspired the organiza
tion of the discussion in the first place 
were supposed to be adequately re
presented by American former-pros
titute Margot St. James and Marie Arr
ington, a non-prostitute activist from 
the Vancouver-based Alliance for the 
Safety of Prostitutes (ASP). Neither 
Arrington nor St. James had any fami
liarity with the local context in which 
the conference was taking place, and 
both of them were, of course, intent on 
agendas of their own which, fairly or 
not, local prostitutes and strippers felt 
they didn't share. 

10 

"But feminists must 
be aware that sex
trade workers are 
not pawns and we 
won't tolerate the 
presentation of a 
warped version of 
our lives for the 
convenience of 
anybody else's 
political strategy." 

TOP TO 
BOTTOM: 
SHEILA 
NOONAN, 
SUSAN G. COLE, 
MOROR 
MURRAY-HA YES, 
KATE, OPENING 
FORUM OF 
CONFERENCE 

At panel after panel, audiences 
noticed that there was always one more 
woman in the discussion than ap
peared on the agenda. She was always 
"the sex-trade worker" who was added 
at the last minute (often without ade
quate time to prepare). In the end, as 
many of the sex-trade women who were 
able to put aside their difficulties with 
the way things had developed, insisted 
on equal participation in the con
ference. 

"Feminists' colonialist mentality 
toward sex-trade workers once again 
dominated the discussion," according 
to CORP's Peggy Miller, "but for the 
first time in significant numbers, sex
trade workers were there to challenge 
and confront them. A stripper who 
performed on Saturday night summed 
up her reaction to that colonization by 
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saying that she felt more exploited by 
feminists than she ever had by cus
tomers in strip clubs." 

Miller is not completely pessimistic. 
"This was an important discussion," 
she says. "But feminists must be aware 
that sex-trade workers are not pawns 
and we won't tolerate the presentation 
of a warped version of our lives for 
the convenience of anybody else's 
political strategy." 

How do these things happen? How 
do such good intentions and ap
parently capable people go awry? 
OPIRG described itself in the con
ference kit as an advocacy organiza
tion promoting social change. Funded 
by Uni'versity of Toronto graduates, it 
is a Ralph Nader-inspired group 
famous for its excellent work in expos
ing environmental depradations. One 
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observer suggeted that, while OPIRG 
certainly has all the resources neces
sary to organize conferences, it was 
treading on politically unfamiliar ter
ritory with the issues of pornography 
and prostitution and there were 
bound to be problems. No doubt they 
were concerned about alienating any 
of the many constituencies to whom 
they had hoped the conference would 
appeal. And it is easy to seek the ap
pearance of fairness by trying to 
represent all sides, without consider
ing who you might be oppressing in 
the process. 

Conference literature emphasized 
the significance of the proposed new 
anti-soliciting and anti-pornography 
laws and yet, because they sponsored 
the conference for educational pur
poses, OPIRG felt it was "not ap
propriate to take a side," according to 
spokeswoman and conference organ
izer Dianne Roberts. For this reason, 
the conference was unable to initiate 
or endorse action around these issues, 
apart from giving participants the op
portunity to sign telegrammes pro
testing the prosecution of Pages 
bookstore and the imminent passage 
of (anti-soliciting) Bill C49. 

Dianne Roberts has no doubt that 
the conference was an unqualified 
success. Feedback from the approxi
mately 400 registrants was, on bal
ance, "very positive." Although 
"everyone with a strong position on 
the issues" had problems with the 
clash-of-opposing-forces format, 
OPIRG "would take the same ap
proach again [because] it was balanc
ed and fair." According to her, the 
biggest achievement of the conference 
was "the opening of people's minds to 
the fact that prostitution and por
nography are feminist issues." 

Most people attending the con
ference had no idea of the treatment 
most local sex-trade workers felt they 
received. That notwithstanding, some 
people got a lot out of the strong 
points of the conference - the diver
sity of interesting people and material 
available to them, and the over-due 
examination of the sex trade as a 
whole. What remains to be seen is 
whether or not sex-trade workers got 
much out of it, especially concrete 
support to help them in their resis
tance to the new anti-soliciting laws. 

Chris Bearchell 
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Woodworkers Support 
Haida 

LYELL ISLAND - The ongoing con
frontation between the Social Credit 
government and the Haida restates the 
fact that B.C. is "Indian land." Virtually 
no treaties exist between Native bands 
and the provincial and federal govern
ments. The province has adamantly 
refused to negotiate land claims, 
although these are constitutionally 
guaranteed. 

As T.V. viewers have seen, the forest 
companies have begun ripping trees off 
of the Queen Charlotte Islands, a 
hitherto unexploited natural environ
ment. They threaten the self-sufficiency 
of Native bands who rely on salmon 
spawning grounds and forest resources. 
The shocked Haida, rightful owners of 
the island, were in discussions with both 
the B.C. Lands and the the Environment 
Ministers when the cabinet lifted its 
logging freeze and the chainsaws swung 
into action. 

Lyell Island became the centre of the 
fight because it is sacred land covered 
by virgin forest. Haida leader, Miles 
Richardson, explained the crisis: "We 
don't want a confrontation, we've been 
working through the due process for 
one hundred years." But when Western 
Forest Products and their Socred sup
porters would not back off, the Haida 

FUSE 

had no choice but to block logging, 
despite an immediate injunction against 
their presence on the island. 

Three women elders were arrested by 
the RCMP, then other protestors, in
cluding NOP Federal Justice critic, 
Svend Robinson. Since October 30, 
seventy-two Haida have been charged. 

While the Socreds won't intervene to 
negotiate, they have plenty to say about 
the Haida's resistance. As soon as the 
blockade appeared to be serious and ar
rests began, Attorney-General Brian 
Smith chastised the RCMP for only lay
ing "mischief" charges and insisted that 
these be changed to contempt of court. 

He then applied for an injunction that 
smacks of apartheid. It allows the 
RCMP to stop Haida before they even 
reach Lyell Island to ask them to pro
mise not to block logging. Indians who 
refuse to take an oath can be arrested or 
diverted! According to Smith, police 
would, "work outside the area of con
flict - stop Haida in fishing boats or 
wherever they were found." Respond
ing to this injunction, John Dixon of the 
B.C. Civil Liberties Association noted 
that search, questioning and the inter
ruption of innocent activities on the 
basis of race was against the Charter of 
Rights. 
When the trial began, the Attorney
General lobbied for prison sentences for 
those convicted. The Haida were then 
refused the right, by Chief Justice 
McEachern, to provide their own de
fense, as they had been doing in hear-
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ings on the injunctions. The judge lec
tured the Haida throughout the trial, 
telling them to keep their land claims 

"I'm not pleased to 
.·:-· be caught between 

your sense of law 
and my sense of 
justice, but I cannot 
betray justice for 
law." 

and their politics out of the court and 
bring them into meetings with the gov
ernment. This was absurd, given the 
Socreds clear refusal to consider the 
issue of aboriginal rights. Michael 
Nicoll, one of those convicted, res
ponded to the Chief Justice, 'Tm not 
pleased to be caught between your sense 
of law and my sense of justice, but I 
cannot betray justice for law." In a jam
med courtroom, the Haida were found 
guilty of contempt and given suspended 
five month sentences. Robinson was 
also convicted. 

The Haida have provided a powerful 
symbol, both of the racism endemic to 
the Social Credit government and the 
kind of fightback necessary in B.C. At 
the recent B.C. Federation of Labour 
convention, the nine hundred delegates 
unanimously supported the Haida's 
demands. Even the International 
Woodworkers of America, a union that 
in the past has favoured logging over 
Native land claims, endorsed the reso
lution. 

The Haida do not intend to abandon 
their fight. In a recent move, Native 
leaders have called for a boycott of 
EXPO '86. The provincial government 
has banked on anti-Native racism and 
support for their traditional tough guy 
stance to carry the day. It hasn't. Finally 
succumbing to pressures from the 
public, the Native movement across 
Canada and the Conservative govern
ment in Ottawa, the Socreds have 
agreed to a preliminary meeting with 
the Haida. The outcome is yet to be 
seen. 

Sara Diamond 

Support the Haida Fight 

·f.Send cheques to: 
Council of the Haida Nation 
Box 1, Rural Route No. 1 
Queen Charlotte, B.C. 
Canada VOT lFO 
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The Dawn of the Living Wage 
TORONTO - In late November the In
dependent Artists' Union (see Fuse 
Vol.8, No.6) met in Toronto for its first 
provincial meeting. The agenda includ
ed ratification of its constitution and 
workshops to plan a province-wide 
organizing drive as well as future 
negotiating strategies. Eighteen months 
earlier, the union had existed only as a 
topic of tavern talk and kitchen con
versation. But in subsequent months, 
with the back-handed help of the On
tario Censor Board and the Mulroney 
government's cultural cutbacks, the 
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need for a union and not merely a lob
bying association became even more 
pressing. The first local was formed in 
Toronto and grew rapidly in member
ship as it became painfully clear to 
many visual artists that they needed 
their own independent collective voice, 
separate from that of government
funded lobbyists. Artists felt the need to 
represent themselves when speaking out 
against state restrictions in censorship 
laws or on economic restrictions affec
ting their continued ability to survive as 
working artists. The constitution passed 
by the membership at the meeting set 
out the I.A.U.'s basic philosophy, fun
damental goals, conditions of member
ship, and operating structure, and can 
be counted as a major step forward in 
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furthering the general goal of artists' 
self-determination. 

The basic premise presented in the 
union's constitution was that " ... art 
production is a social and economic 
necessity," and thus the purpose of the 
Artists' Union is " ... to secure a living 
wage and job security for all artists as 
well as the fundamental rights enjoyed 
by workers in Canada ... " Essentially, 
the union has stated that if Canada is to 
have a continuing, vital and living art, 
then those who produce it must have 
the ongoing economic means to do so. 

How the union will achieve these ends 
involves the recognition that the main 
economic support for the arts in 
Canada comes from the various levels 
of government. The conditions attach
ed to individual arts grants enmeshes 
the artist in what is essentially an 
employer-employee relationship with 
the government, yet at the same time 
lacks any of the security or benefits 
which usually accompany such a rela
tionship. To secure its demands, the 
union will have to negotiate with those 
governments and their appropriate 
public agencies. 

The initial decision to form a provin
cial union came after the Toronto 
membership's discussion of some prag
matic questions. Originally the goal 

Continued on page 14 

The Independent Artists' Union at Work 
On January 30th, Spokespersons Marusia 
Bociurkiw and Karl Beveridge of the I.A. U. made 
an oral presentation and submitted a brief to the 
Commission of Inquiry on Unemployment Insur
ance 1985-1986 hearing in Toronto. A total of four 
arts organizations made presentations, the 
number and quality of which impressed the Com
mission. Evidently the Commission, along with 
other unions and relevant government agencies, 
do not seem to find the principles of the I.A. U. or 
the contents of its brief, to be at all unreasonable. 
The questions raised by the Commission were 
concerned with the details regarding the imple
mentation of the recommendations, not their 
underlying principles. The following excerpts 
were drawn from the I.A. U. brief; a full copy can 
be obtained by contacting the I.A. U., 489 College 
St., 5th Floor, Toronto, Ontario M6G lAS. 

GRANTS 

Four important points should be noted regarding grants: 
1. AN ARTIST CANNOT RETAIN SECONDARY EMPLOY

MENT WHILE ON A GRANT. 
2. Since grants are 'awarded,' there is NO CONTRAC

TUAL AGREEMENT BETWEEN THE ARTIST AND THE 
ARTS COUNCIL. It is an implied contract. 

3. For the majority of artists, grants are the MAJOR 
SOURCE OF ARTISTIC INCOME. In this sense, artists 
are DEPENDENT ON GRANTS for their occupational in
come. 

SECONDARY EMPLOYMENT 

Different levels of government have gone some way in sup
porting the arts by providing grants to artists. However, if 
the government has gone part of the way, it is the artists 
who have gone the distance - and then some. The vast 
majority of professional visual artists subsidize their pro
duction - and by extension - Canada's heritage - by 
taking on secondary employment. What is pertinent in the 
artist's situation to this commission, is the fact that because 
of the inadequacies of the current grant system (artists 
primary means of support) artists are always in and out of 
work - with no 'safety net' in between. 

Although the reality of secondary employment cannot be 
immediately changed (and it is not the mandate of the com
mission to do so) - the right for artists to a bona fide job 
classification and UIC benefits would help to mitigate 
these circumstances. By allowing artists a bona fide job 
classification under Employment and Immigration, the fact 
of secondary employment would be recognized for what it 
is - secondary, and it would allow artists the right to col
lect UIC for their primary occuption when they qualify for 
benefits. 
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SECONDARY INCOME 

- Since the average artistic income is between $4-5,000 
per annum, most artists must seek secondary employment 
to supplement their artistic income, and through this sub• 
sidize their art work. 
- Because the artist must constantly seek and hold se
condary employment, the artist is unable to sustain and 
develop their primary occupation. The artist is caught bet
ween a primary and secondary occupation, neither of 
which can be properly pursued. 
- An artist who pays UIC through their secondary employ
ment and then receives a grant, cannot claim UIC benefits 
at the end of that grant as their benefit period has run out. 
In this sense, GRANTS WORK AGAINST THE ARTIST'S 
RIGHT TO COLLECT UIC BENEFITS, in the eventuality of 
their becoming unemployed. 
- Artists, by being forced to take secondary employment, 
TAKE JOBS FROM OTHERS IN THE LABOUR MARKET. 

DUAL STATUS - ARTISTS AS EMPLOYED/ 
SELF-EMPLOYED 

The UIC Act applies to employees. Traditionally, and under 
existing regulations (Revenue Canada), artists are defined 
as self-employed. 

Several reports and commissions have dealt with this ques
tion, especially a series of reports on artists and taxation. 
All of these reports point out that most countries, with the 
exception of Canada, Australia and England, allow artists a 
dual status. That is, for the purposes of taxation, artists are 
considered self-employed and are allowed to deduct ex
penses; for the purposes of receiving social benefits, in
cluding UIC, artists are considered employees. These 
reports further point out that in Canada such allowances 
are made for fishermen, taxi-drivers, and barbers. All these 
reports recommend that artists in Canada be given dual 
status, and that artists should receive full social benefits, 
including UIC benefits. 

RECOMMENDATION NUMBER 1 

That 'Professional Visual Artist' be recognized as an opera
tive job classification under Manpower and Immigration 
based upon criteria set out by the Sub-Committee on Taxa
tion of Visual Artist, Performing Artist and Writers, 1984. 

RECOMMENDATION NUMBER 2 

That UIC Benefits be attached to the living subsidy portion 
of individual arts grants for visual artists, received from 
both federal and provincial arts councils as per the stan
dard regulations concerning both the contributions to and 
the receiving of benefits from UIC. 
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COMMUNITY DEVELOPMENT 
CO-ORDINATOR 

FOR 

CATALYS T 
--~.• Theatre 

Catalyst Theatre in Edmonton 
requires a Community Development 
Co-ordinator to commence work in 

June of 1986. 

Qualifications 

- professional experience in some or 
all of the following areas: community 
organization, social and/or political 
action, teaching, research 

- commitment to social change 

Duties and Responsibilities 

Research community needs and issues, 
project development, develop re
source materials, assist group with 
action strategies, short and long-term 
programme planning. 
Salary 

$20,000 to $24,000/yeor 
Letters of application and curriculum 

'vitae should be forwarded to: 
Search Committee 
Catalyst Theatre 
No. 601, 10136- 100th St. 
Edmonton, Alberta 
T5J OPl 
APPLICATION DEADLINE: 
April 1, 1986. 

Civic Heads Read 

City Magazine 
AT A NEWSSTAND 

NEAR YOU 

Guaranlee mt fulur'f issues of City MagaUnt: 
NtwSu.bKriplion 

Ubrv)/insticutionM: 

Rtnewal 

l)Nlr{41ssun) 
Sl2 .,. 

Addms01n~ 

2)D,(liss~) ))n.tllbs~) 
S22 SJO 
SJ6 S50 

Srnd lo: Ci1yMagot)n,, 71 Cordo¥1 !,I,. WinnlJl'I, Manltobll ION 0Z9. 
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was to organize a national union to 
negotiate with the federal government 
and The Canada Council. However, it 
became obvious that this would require 
enormous human and financial re
sources that were not at hand. Con
versely, it was clear that while the 
Toronto Local's membership was grow
ing rapidly, it could not expect to attain 
any signficant changes without consul
tation and solidarity with artists in 
other regions. There were two main fac
tors that favoured the formation of a 
provincial union. Firstly, the Ontario 
government had made an ongoing com
mitment to provincial cultural produc
tion through the Ontario Arts Council, 
meaning that grounds for negotiations 
had already been established. Secondly 
was the consideration that the develop
ment of a large and cohesive member
ship in various Ontario centres and 
regions was seen to be a more realistic 

organizing challenge, from which the 
goal of a nation-wide union could then 
be more easily pursued. Thirdly, it 
seemed important for the various 
regions to organize initially on their 
own terms, and to formulate their own 
analysis as well as their own responses 
to locally specific issues. 

The first provincial meeting was the 
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beginning of the development of a 
strong Ontario membership, although 
at the time of the meeting the only Local 
in official existence was the Toronto 
Local. The artists from London, Wind
sor, Hamilton and Toronto, who gath
ered at the artist-run centre A Space, 
discussed future organizing strategies, 
and the relationship of various locals to 
one another and to the union as a 
whole. In regions where a local has not 
yet formed, artists will be able to join 
the Toronto Local until such time as 
minimum numbers (5) permit the re
gional organization to start on its own. 
At that time any money collected on 
behalf of the artists in that region will be 
transferred back to their Local. It was 
re-affirmed at the meeting that large 
numbers of artist members will help 
establish the union's negotiating 
credibility. The membership should in
clude artists at various career stages, in
volved in a variety of media and from 
all of the regional centres of production. 
Affirmative action, based on race, col
our, gender, sexual preference, age or 
national origin, was inscribed in the 
constitution and made an operational 
requirement for union committees, 
Locals, and the Provincial Council as 
well as an ongoing component of union 
demands. 

From its beginnings, the Independent 
Artists' Union has operated democrati
cally by utilizing a workable consensus 
model for decision making, and by 
stressing membership involvement in 
decentralized committees to maximize 
each individual's input. It has been a 
progressive union willing to take posi
tions outside of its specific mandate on 
issues of broad public concern. It has 
received support from progressive 
branches of the Ontario and Canadian 
labour movement, and continues to 
strengthen those links that will help a 
young union attain its goals. With the 
advent of Free Trade discussions and 
the continuing prospect of conservative 
attitudes in government, whether Liber
al or Tory, the need for artists to speak 
collectively for themselves has never 
been more important. 

Any interested groups are en
couraged to contact the Independent 
Artists' Union for information. Please 
direct inquiries to: The Independent 
Artists' Union, Research Committee, 
489 College St., 5th Floor, Toronto, 
Ontario M6G 1A5. 

Jim Miller 
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THERE IS A DILEMMA WITHIN THE B.C. CULTURAL COMMUNITY, ONE 
which has its echoes in other provinces and countries. To work at EXPO '86 or not 
to work... · 

For most artists and performers in B.C., it's a non-issue: we weren't invited. The 
priority has been engaging "world-class" (i.e. out of province) talent. But concern 
about EXPO on the part of B.C. artists is more than sour grapes. 

Until recently, despite early rumblings of a consolidated boycott of EXPO by the 
trade union leadership and by cultural producers, and the possibility of a counter
fair, there was little organization against this overwhelming event. In the absence, a 
few progressive cultural administrators were offered and accepted employment 
with the fair. This process led to divisions within the progressive community, as 
some began anti-EXPO organizing and others began their new jobs. 
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"If the provincial government 
runs true to form, EXPO 86's 
giant Chrisbnas tree will 
come from Lyell Island" 
(Jacob Zilber, Vancouver 
Sun, Dec. 7, 1985) 



As performers and artists are being asked to make a deci
sion about working at EXPO, it seems important to review 
the stakes in FUSE. In the next paragraphs I will outline the 
pros and cons, and then state my own bias on the issue. 

• Pro: "There is high unemployment 
in all sectors of the province's economy and in the cultural 
sector, I desperately need work." 

• Con: Expo is essentially a political 
event, not job creation; it's designed to guarantee Socred re
election and with it, continued long-term unemployment. The 
fair is mostly made up of private sector exhibits in order to 
promote the government's vision of free enterprise, "private 
sector initiative" and union-busting. Not all jobs are the 
same. Working for EXPO, especially in management posi
tions, given its history and role is wrong. 

• Pro: "Better me than a Social Credit 
appointee, if you can't stop it, join it." A variant of this is the 
argument that progressive EXPO employees can help to en
sure that Third World and criticial cultural voices are heard 
at the fair. 

• Con: EXPO has consciously hired 
lefties in order to make certain that there is interesting "folk" 
culture represented. They want the cultural aspects of the 
fair to be inclusive. That there are no human rights in B.C. 
thanks to the Socreds, that the only religious pavilion despite 
massive protest is a fundamentalist Christian one, that there 
is racism in hiring policies (a Black man who applied for a job 
was told directly that Blacks were unrepresentative of British 
Columbians and that he would not be hired), that the Haida 
are suppressed and that South African wines are welcome on 
the liquor board shelves all become irrelevant as EXPO 
celebrates "folk" from around the world. The hard work of 
performers and progressive administrators could create 
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credibility for EXPO. Subversion from within can be an im
portant tactic, but is it really possible? 

• Pro: "It's not the cultural community's 
fault that it's an event the Socreds initiated. We are not 
working to re-elect the Socreds. It's art and culture we're pro
ducing, not an election campaign." 

• Con: This resembles the old adage 
that "it's not political, it's art." In B.C., everything is 
political. This is the government that cut off grants to 
publishers of social history, journalism and political analysis 
and is bringing in censorship. 

• Pro: "Anyhow, there's no difference 
between cultural producers and others who are EXPO 
employees; why should artists and performers be principled 
and self-sacrificing when others are making money, EXPO's 
the only game in town in '86." 

• Con: There is a difference between 
management positions and people simply working at the 
fair. Management is there to make EXPO successful while in
dividual workers are there to earn a living in a context they 
don't control. The energy that's going to build EXPO could 
have gone into a counter-event, and that's the energy of 
managers and of staff. Some cultural producers and organi
zations have chosen not to work at EXPO. 

• Pro: "This is a world-class event; it 
allows cultural administrators to work with top performers 
and artists. Employment here if you're an artist is a major 
career break. My music (art) is progressive and will raise 
consciousness. It's an audience I could never hope to reach 
otherwise. 

• Con: It's true: to refuse an EXPO 
contract is to refuse an important career opportunity. It re
quires a choice. True, you can reach audiences, but your 
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"The Rhinestone Meatball" as it is affectionately known 
- by night an artificial gem of paste and glass 

presentation will be mediated by the context. Besides, EXPO 
has treated cultural producers shabbily. One B.C. artist 
designed a pavilion interior on request and then was sud
denly bumped for a mass media oriented project. 

• Pro: "Why quibble because it's pro-
vincial government money? After all the federal government 
is right wing and no one criticizes people for getting grants 
from them. And how is it different from working for the 
mainstream media? 

• Con: Deciding to work for the 
mainstream media, if you're critical of mass culture, usually 
involves deciding where you can be instrumental and effect 
change, as well as earn a living. It involves fighting for con
trol over the right to speak critically of the institutions of 
media themselves as well as on issues. EXPO employees are 
not permitted to be openly critical of the event. And the big 
question remains of whether in this instance the critical voice 
will have any impact other than building credibility for a 
destructive process. On the issue of funding: artists have 
fought for cultural funding mechanisms where they have 
some control and are not controlled; EXPO does not work 
that way. 

• "But the fact is that there is not an or
ganized boycott." This argument points out the realpolitik of 
the issue. Those who are strongly opposed to the fair have 
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failed to organize a coherent response to EXPO. Some have 
feared that an organized boycott, if successful, would cause 
many British Columbians to blame the left for the economic 
failure of the fair and have argued that we should let the 
event hang itself. Others have been simply too involved in 
the day-to-day defensive struggle that has come to 
characterize life on the coast. 

Which relates directly to what I think EXPO has meant to 
B.C. Millions of dollars have been drawn out of public ser
vices, health care, and education to make EXPO possible. 
B.C. residents will carry the debt for years. The jobs lost to 
make way for EXPO were qualitatively better (Transition 
Houses, child abuse teams, nurses, teachers ... ) than mini
mum wage service jobs easily done by ex-social workers, ex
teachers, etc. EXPO has been instrumental in busting union 
labour in the construction industry and in piloting Social 
Credit free trade (non-union, no protective legislation) zones 
in B.C. 

Nonetheless, it is hard to ask people to act on principle 
when there is not an organized boycott. Yet there is large
scale hostility to the fair. It's seen by thousands to be a drain 
on the province's resources. Many B.C. residents can't afford 
to go to it and, as has been explained at length, it is a Socred 
political project. 

What then should cultural pro
ducers do? 

I Ii.ave two alternate suggestions from (1), the ideal, based on 
what I feel as someone living here, to (2), the bottom line: 

• 1 SAY NO TO EXPO! Explain that 
you don't want to help win the Social Credit Party another 
electoral victory in B.C. In particular, don't produce pro
EXPO hype and don't take on administrative positions and 
work to make the fair a "success." 

• 2 If you agree to work at EXPO as a 
performer do the following: 
a) Insist that EXPO writes into your contract that you do 
not have to cross picket lines. Remember: there have been 
endless labour disputes and there are discrimination issues 
that will come up in 1986, so there could well be picket lines. 
b) Make a political statement about politics in B.C. and 
about the fair itself at your performance, in your art or in 
your artist's statement about your art. It's not enough to do a 
benefit off-site or talk in general terms about union issues, 
racism or sexism. Please use your position of power as a per
former to relate these issues to the reality that we face in B.C. 
Speak out: about the closure of Vancouver's Transition 
House, for example, or the fact that non-union contractors 
bilked building trade workers for about one million dollars 
in wages on the site, about the Haida losing their land or 
about the fair being a prolonged election rally ... If you need 
information on B.C., just read back issues of FUSE! 
c) Make contact with progressive artists and performers in 
B.C. and with anti-EXPO groups and find out what the up
date is on resistance to both the government and EXPO. 
Lend your support. 

Sara Diamond 
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BLACK AND WHITE 

Hurrying On Up 
MARLENE NOURBESE PHILIP 

STOIC AND PHILOSOPHICAL, I 
could have shrugged my shoulders in 
response to Micheline Wandor's On 
Gender and Writing and said, "Plus ~a 
change, plus c'est la meme chose;" 
instead I decided to go ethnic and 
cheupsed (pronounced choops) - one 
long, loud cheups. Pissed off and/or 
disgusted - with life, with circum
stances, with someone, one cheupses 
- in the Caribbean that is. To suck 
one's teeth (which describes how the 
sound is made) is another expression 
for the same sound which, heard once, 
is always instantly recognizable. Why I 
don't know, but men seldom, if ever, 
cheups. Pure but intelligible sound, 
cheupsing is peculiar to us - it is all 
woman. 

But back to Micheline Wandor. In
formative and thought-provoking, 
with a range of contributions from 
feminist writers - male and female 
(predominantly female), gay and 
straight, and including one husband 
and wife tandem writing team that, 
strangely, speaks with one voice (his), 
On Gender and Writing covered every 
genre of writing - from journalism to 
poetry, nicely exposing the many as
pects of feminist struggle in the very 
different worlds of writing. I recently 
finished this book and thoroughly en
joyed it, but, and there was a big but -
noticeable by their absence from the 
list of contributors were Black writers 
and writers of colour. Conclusion? 
That the issues of gender and writing 
must be issues of interest and concern 
only to white feminist writers. I know 
differently, so I gave one good, long, 
rude cheups at the omission, deliberate 
or otherwise, of contributors of colour 
from Micheline Wandor's work and 
penned a letter of complaint to her. 

This particular work is English, but 
lest we think this practice - that is, the 
ommission and, often, obliteration of 
the experiences of Blacks and peoples 
of colour is foreign to us - let us cross 
the Atlantic and come closer home to 
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Betty Friedan. On November 7th 1985, 
Betty Friedan listed in the Toronto Star 
"10 things that might be done to break 
the blocks that seem to have stymied 
the women's movement in America." 
One would have thought that some
where in those ten precepts would be 
mention of the necessity to confront 
the racism that is a cancerous sore in 
the already sore body politic, both 
north and south of the 49th parallel, 
and, although there are many who 
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THE MARGIN 
would prefer to ignore it, pretend, or 
even believe in its non-existence, 
racism continues to plague the 
women's movement. 

Many feminists - both big 'F' and 
small 'f' feminists (more of that in 
another column) - were especially 
thrilled at the mention of economics 
and the feminization of poverty, "the 
shameful secret ... that more and more 
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middle-class women are sinking into 
poverty." Is it not just as, if not more, 
shameful a secret that Black women 
and women of colour continue to be 
disproportionately represented in . the 
lowest socio-economic classes of 
American and Canadian society? Si
lence from Betty Friedan on the subject 
of race as she writes of the need for the 
women's movement to be "reformed to 
handle the modern dilemmas" (of 
which racism is presumably not one) 
"that feminism has helped to create," 
and to her another long angry cheups 
for helping to perpetuate the unmen
tionable - racism. 

And bringing it right home to dear 
old Toronto: at a recent workshop 
which I along with another woman led 
and which was attended by many 
feminists, one of the participants asked 
me to recommend reading material 
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TOP: 
ALICE WALKER 
BOITOM: 
AUDRE LORDE 

about Black women and the issues of 
feminism. The question surprised me 
somewhat, but I was in no way pre
pared for the mass and collective scrib
bling of the names I suggested -
Angela Davis, Alice Walker, Audre 
Lorde, Bell Hooks - nothing esoteric 
or recondite in that selection. 
However,most of_ the women in that 
workshop had not heard of, let alone 
read, any of these women. Another 
cheups? 

Cheupsing is, of course, not a solu
tion, except in so far as it prevents one 
from committing mayhem; in some 
situations it may be downright inap
propriate. An agent who has been try
ing to flog a manuscript of mine in 
Toronto (a manuscript which naturally 
and daringly features Blacks) recently 
told me that the two publishers she has 
contacted to date were extremely reluc
tant to even look at the manuscript -
because of the race of the characters. It 
would lose them sales, they told her, 
and one of them only grudgingly agreed 
to read it, if she would recommend the 
writing. 

To cheups would be to underreact; to 
throw paint and write anti-racist graf
fiti on the premises of the publishers, to 
overreact and to be foolhardy. Some
where between those two responses, 
there has to be found some potent and 
efficacious remedy for this demoralizing 
and often soul-destroying practice of 
racism, of which every example men
tioned above is an instance. Here in 
Canada, even getting people to acknow
ledge that there is a problem presents a 
problem, but my cliched ear pressed to 
the proverbial ground tells me that 
more and more Black women - femi
nists of both the big 'F' and small 'f' 
variety - are aware of this conspiracy 
of silence and are beginning to make 
their own noises - be it cheupsing or 
plain ordinary growling. Between the 
sound (the word) and action there is 
sometimes a very small gap. 

This column, the first in a three-issue 
dry run, is my attempt at helping to 
bridge that gap. I promise to be quite 
ownway (headstrong), boldface (pushy, 
aggressive with lots of chutzpah) and 
hurry-come-up (as in those oppressed 
who have finally managed to acquire 
some measure of security after genera
tions of struggle; they are said to have 
hurried). Hal there is a lot of hurrying 
to do. 

Marlene Nourbese Philip 

FEB/MARCH 1986 

RE-EDUCATION 
THE OF P.C. GORDON 

Court Clerk records the proceedings 

Toby Zeldin 

TORONTO ARTISTS EXPECT A SIGNIFl
cant judicial decision to be handed down 
on April 18, when Judge Sidney Harris 
will determine whether Pages Bookstore, 
on Queen Street, violated the Crimina1 
Code by displaying the installation, ''It's 
a Girl" in its window. Below, The 
Woomers, whose artwork is the subject 
of the charge, report on the trial. 

EXTERIOR: PAGES BOOKSTORE, DAY OF MAY 
15, 1985 ••• Police officer Gordon passes by Pages' win
dow. Dressed in casual leisure wear, sporting a tidy 
moustache, and proudly displaying hair just below the collar, 
he looks like any other police officer in plainclothes. 
Woomers' "It's A Girl" is illuminated in the window. Gordon 
appears to be thinking: "Absolutely disgusting. Better start 
the paperwork." 
INTERIOR: PAGES BOOKSTORE, DAY OF MAY 
15, 1985 ••• Constable Gordon makes his way through 
browsing customers to the sales counter. Esther Bogyo, store 
manager, asks: "May I help you?" Gordon replies: "There'll be 
plainclothes police officers by in the next couple of days to 
take a look at the window. There's been a complaint about 
the merchandise." Bogyo corrects him: "It's not 
merchandise." Bogyo thinks: "You are a plainclothes police 
officer. Better call Marc!" 
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INTERIOR: PAGES BOOKSTORE, NEXT DAY, 
MAY 16, 1985 ••• Gordon and his partner in plainclothes 
dismantle "It's A Girl" piece by piece, attach a label to each 
object, make a list, and stuff about eighty things into two card
board boxes. Gordon's partner holds up an eyelash curler and 
asks: "What do you think this is?" Gordon: "Beats me. Call it 
something." He mumbles something, "Maybe 'round edged 
tweezers'?" Moments later ... the blue backdrop, symbol of 
patriarchy, is all that remains of "It's A Girl." Marc Glassman, 
Pages' owner and humanitarian, is visibly trying to control his 
anger. His face becomes ashen on pale. He addresses Gor
don: "Where did you get your M.F.A.?!" Soon after .. .in the 
backroom of Pages, Marc Glassman and Esther Bogyo are 
issued their summons. They have been charged under the 
Criminal Code with the federal offense of 'exhibiting obscene 
material.' Gordon asks Toby Zeldin of Woomers: "What did 
you have to do with the display?" Zeldin: ''I'm a member of 
Woomers, the group that created it." Gordon: "What do you 
suggest I call you?" Zeldin informs: "How about artists?" Gor
don: "You'll get your summons in the mail." Zeldin: "Who, ex
actly, decides what's obscene?" Gordon says proudly: "I do." 
Zeldin: "O.K .... what objects, specifically, did you find 
obscene?" Gordon: "The menstrual pads, the plaster penises, 
and the tampon." Zeldin: "The junior tampon in its wrapper?" 
Gordon: "That's right...The display obviously offends com
mon decency.'' A customer is overheard saying: "I guess 
they'll be closing down the pharmacies next...?" 

EXTERIOR: PAGES BOOKSTORE, STREET, THAT 
AFTERNOON ••• Glassman and Zeldin stand in front of a 
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Judge - Sid Harris 

window in which hangs blue fabric and a Woomers poster. 
Reporter: "Can you describe what was in the window?" 

SUMMER PASSES INTO FALL ••• non-stop debate, let
ter writing, visits to lawyers, petition circulates, lawyers' bills 
come in, the Pages Defence Fund is established, donation 
cans collect spare change, fifteen women authors, in support, 
take to the podium at Harbourfront. June Callwood takes a 
2,000 name petition to Attorney General Ian Scott in an at
tempt to get the charges dropped. Ian Scott wants the case to 
proceed to the courts. Captive! - Images of Women film 
series curated by Woomers to raise money. Everyone irons 
the best suit in the closet for court... 

INTERIOR: COURTROOM 123, OLD CITY HALL, 
TORONTO, NOVEMBER 25, 26, 27, 29, DECEM
BER 19, 1985 ... Marc Glassman and Esther Bogyo face 
charges as clarified by Gordon: "Displaying a disgusting ob
ject to wit the display of sanitary pads and phallic forms." 

All rise for Judge Sid Harris. Grey, kindly, patriarch with 
glasses and a slight slouch. Onlooker No. 1: "They say he 
asked for this case. He's keen on the issue of freedom of ex
pression." Onlooker No. 2: "I think he likes Clayton." Defense 
attorney, Clayton Ruby, flanked by assistants and associate 
Lynn King, acknowledges Judge Harris with a smile and a 
nod of his polished head. Rookie Crown attorney, Laura 
Silver, is smug. (Stella Dallas learns law.) Onlooker No. 1: "I 
heard she considers this an open and shut case for the pro
secution. Fifteen minutes ... max." All eyes are on a pink 
Pampers box. It's contents are entered as evidence by the 
prosecution. Silver, with great disdain, perhaps even disgust, 
piles the sanitary napkins on the mahogany table top and pro
ceeds to pass the plaster phalli like they were sausages drip
ping grease. Gordon takes the stand. Silver dangles a sanitary 
napkin dotted with red paint in front of him with her pinky 
raised allowing her minimal contact with the 'evidence.' She 
begins her line of questioning: "Is this the object you found 
disgusting?" Gordon: "Yes. One of the nineteen." Time 
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passes. The word 'disgusting' occupies the center of attention 
along with Silver's distinctly affected mannerisms (i.e. hand 
on hip, icy hawk stare, and glasses dangled precariously in 
the grasp of a gesticulating hand). Ruby gets tough with the 
prosecution's only witness, Gordon. In a classic style of cross
examination, Ruby asks loudly: "Do you have a degree in 
Art?" Gordon: "No." Ruby: "Do you know anything about 
feminist theory?" Gordon: "No." Ruby: "When was the last 
time you visited an art gallery besides the times you were on 
duty or had to use the washroom?" Gordon (greying around 
the temples): "In high school." Ruby: "How much do the ob
jects in question comprise of the whole exhibit?" Gordon: 
"Five percent." Ruby: "And where is the other ninety-five 
percent?!" Gordon: "In the car." Ruby turns to Judge Harris in 
mid-bellow: "In the car?!. .. How is Your Honour to judge the 
rest of the exhibit?" Witnesses for the defence take the stand 
... Woomers ... Diane Nemiroff .. .June Callwood: "Women men
struate. It's a huge factor in our lives .. .! don't think anyone 
has the right to prevent someone from finding out every
thing they can about the world they live in.'' .. .Judith Posner 
.. .Joyce Zeemans: "If they (Canadians) don't believe art 
changes the world, it at least changes their lives." ... Elke 
Town: "An effective work of art draws attention to itself ... 
Attendance of art/cultural events are equivalent to or greater 
than of sports events." ... Margaret Atwood reads from Bodily 
Harm ... John Bentley Mays: "It's been one hundred years 
since there's been only one way of making art.'' (i.e. to create 
an aesthetic) ... Phillip Monk: "Feminism is the most important 
influence on art criticism in the twentieth century ... The 
streets are a very important venue." ... Greg Gatenby: "People 
were shocked in the literary community by the arrest." ... Ken 
Danby: "My good intelligent human beings, it is 1985! If col
lectively, society disallowed this kind of work, society would 
be in the Dark Ages! Don't tell us what we can look at and 
what we can't." 

Attorney for the Defence - Clayton Ruby 
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Laura Silver for the prosecution: 

Art and artists are elitist: "The defence witnesses are 
the intelligensia of the art community ... 
They have no idea what the average Canadian will tole
rate." A Canadian by definition: "The police officer 
(Gordon) is the only ordinary Canadian that was brought 
before the court." Standards: "They (Woomers) were 
advertising a political message about women and femi
nism without respecting social limits ... Advertisers' 
level of tolerance should be applied to art on the 
street." Menstruation is disgusting: "The public should 
not have to be exposed to these (the painted sanitary 
napkins) which I propose are disgusting... A private 
thing has been made public." 

Clayton Ruby for the defence: 

Meaning and context: "The objects are not inherently 
disgusting ... The exhibit must be viewed as a whole." 
Tolerance: "It's A Girl would not exceed the limits of 
tolerance of the average Canadian ... and does not go 
beyond the public good." A motion of unconstitutional
ity: "The word 'disgusting' is nebulous and subjective 
and has no place in law; this section of the Criminal 
Code creates a 'reverse onus,' making the accused prove 
their innocence." 

ON THE SIDELINES ..• On the second day of the trial, 
Gordon comments to Ruby's assistant: "If this display were 
put up again tomorrow, I'd have it taken down under another 
section of the law." The eyes of the assistant cloud over and 
he runs for pen and paper ... On the fourth day of the trial, P.C. 
~or~on a~proaches Marc Glassman and says: ''I'm sorry. I 
didn t realize that your store had such a good reputation." 
Marc thinks to himself: "You're sorry? .. .l'm sorry!" 

THE COURT ADJOURNS ... Ruby feels confident. Silver 
gave it her best. Harris has homework to do. Bogyo and Glass
man return to the store and unpaid bills and await the verdict. 
Woomers put their minds to ways to raise money for the 
Pages Defence Fund. We imagine Gordon returned home to 
his wife and said: "Honey ... guess what I learned today? ... 
Is dinner ready yet?" 

CONCLUSION ... It is estimated that costs to the tax
payers for the prosecution of Glassman and Bogyo will ex
ceed $90,000; costs to the accused will approach $10,000; 
time and energy spent by all concerned are inestimable. 
That's an expensive education! 

TO BE CONTINUED ... PartTwoof lliERE-EDUCA770N 
OF P.C GORDON will follow Judge Harris' verdict April 18 
1986, at Old City Hall. ' 

byWoomers 
(Michele Fillion, Barbara Pavlic & Toby Zeldin) 
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Witness for the Defence - Philip Monk 

Crown Attorney - Laura Silver 
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THEREARE 
THOSE 

WHOUSE 
AND ABUSE 

AND ENDANGER 
THE REST 

OFUS. 

AND THERE ARE 
THOSE WHO 

STAND UP 
AND FIGHT. 

M OTIIER JONES: She 
lived for a hundred 
years and was influen
tial till the end. She 

fought against exploitation and in
justice, side by side with men and 
women of all nationalities. Her 
crusades took her across America 
and put her behind bars more than 
once. Her fiery oratory inflamed 
thousands of listeners. 

She's our namesake and our in
spiration. Her spirit lives on in the 
pages of our magazine. 

MOTHER JONES. For ten years 
it's been a platform for passionate 
and prophetic voices. It's a forum 
for everyone who'd like to build a 
better world. 

And it's about anything and 
everything that stands in their way. 

In MOTHER JONES you'll read 
stories like Taking Stock: The Best 
And Worst of American Business, 
AIDS: Downplaying the Plague, 

Devouring Nicaragua: Can 
Reagan Get A way With Wand 
the excerpted autobiography of 
South Africa's Winnie Mandela. 

Plus, you'll find writers like 
Barbara Ehrenreich, Mark Dowie, 
Pete Hamill, Alice Walker and 
Grace Paley. You'll get brilliant 
photography and original art. 
You'll get books, movies, music, 
and a pretty fair share of humor. 

And now, you can have the first 
issue FREE! 

Simply mail in the attached 
coupon and we'll deliver the first 
issue free. No cost. No commit
ment. No risk at all. 

And if you like your free issue, 
you can subscribe-at 33 % off the 
regular price. 

If you choose not to subscribe, 
the free issue is yours to keep. 

Join us now for our tenth anni
versary year! 

Send me a free copy of Mother Jones. 
If I like the magazine I will pay you $12 (a 
33 % savings off the regular price) for a full 
year-nine more issues. If I decide not to 
subscribe for any reason, I'll just mark 
"cancel" on the bill and that's it-no further 
obligation. 

NAME 

ADDRESS 

CITY, STATE, ZIP 

Add $3 per year, Canada; $4 per year foreign. 

Mother Jones 
1886 Haymarket Square, Marion, OH 43305 

'-------------------'--------------~-- -- -- -- -- -- -- -- -- -- --
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SOPHIE BISSONNETTE 
AND HER FILMS 
AN INTERVIEW WITH HIMANI BANNERJI .. 

AS THE ROOM DARKENS AND LIGHT CRYSTAL
iizes into images on the screen, a metallic voice intones 
with, what to my anthropomorphic imagination seems to 
be a peculiar ring of distaste, 'Quel Numero? Quel 
Numero ?' Many science fictions later, echoes dredged from 
our film unconscious, we hear the sound of the computer 
replacing the voice of the Quebec telephone operator. Ra
tionalized labour is replaced by objectified rationality itself. 
Sophie Bissonnette's 'Quel Numero?' or The ' Electronic 
Sweatshop', as it is called in English, (A Quebec documen
tary, 16mm, colour, 81 minutes, 1985) is a powerful com
ment on the dark side of the so-called computer revolution, 
particularly on the location of women workers within it. 
This is a development from Bissonnette's well-known co
production 'A Wives Tale' (documentary, 16mm, colour, 
73 minutes, _1980) based on the Women's Support Commit
tee of the Inco Miners of Sudbury. I interviewed Sophie 
Bissonnette during the Toronto Film Festival showing 
(September 12, 1985) of 'Quel Numero?', and she explained 
much about herself as a filmmaker, her own films and film 
aesthetics. 
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Put your shoes on 
Don't complain, work is scarce 
When the machine has hands 
I won't be needed anymore 
In the cells of tomorrow's buildings 
There may be no people left 
Riveted to my screen, I'll wait for it 
to say Go away! 

Theme song: Que/ Numero? 
or The Electronic Sweatshop 
Clemence Des Rochers 

Himani Bannerji: Can we begin by 
talking a little bit about your film 
career, since we need some sort of a 
biographical reference? 
Sophie Bissonnette: My interest in 
making political and social films about 
women comes from when I studied so
ciology and film at Queens University 
in Kingston. Then I moved to Montreal 
and started working as an apprentice 
editor and did my first film with Joyce 
Rockham and Martin Duckworth - A 
Wives Tale (1980) - which was a co
direction between the three of us. I 
also did a half-hour made-to-order film 
for the Confederation of National 
Trade Unions called Luttes D'ICI, Lut
tes D'AILLEURS (1981, available only 
in French). I have done some assistant 
editing and have taught film classes in 
a college (Eduard-Mon Petite College, 
in Longueuil). After that, 3 1/2 years 
ago, I started on this project (Que/ 
Numero?/What Number? or The Elec
tric Sweatshop), doing the research, 
raising the money, co-producing and 
directing the film. 
HB: So you are doing it independent
ly? 
SB: Yes. The film is co-produced by 
the Educational Television network in 
Quebec, and most of the money comes 
from the Film Development Corpora
tion - Telefilm - now the Quebec 
Film Institute, the Ministry of 
Education, the Ministry for Science 
and Technology, as well as the three 
major unions in Quebec. 
HB: When was it first released? 
SB: It came out on April 26th of this 
year (1985) in Montreal. We had a hard 
time finding a theatre because it was a 
political film, so we rented a theatre. 
HB: What was the audience 
response like? 
SB: So far I've had very good critical 
responses; the newspaper reports 
were very good. I think a lot of people 
identified with it either as clients of the 
services used by people who call Bell 
Canada, or as people who put letters in 
the mall. We all go to Supermarkets. 
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• «QUEL NUMERO WHAT NUMBER?» 
ou le travail automatise 

UN FILM DE SOPHIE BISSONNETTE 

HB: These issues of control of 
Labour as well as the centralization of 
the administratioh of labour that are a 
potential in this technology - have 
they been discussed after the screen
ings? 
SB: Yes, a lot. That's mostly what 
people talk about; they would like to 
see their work organized differently, in 
a way in which they could have more 
control. In fact, when I was doing the 
research, I didn't meet any workers 
who were against the technology it
self. I think that was very important to 
me - that it be made clear that the 
issue was not being for or against com
puters, but rather understanding why 
computers were being brought in, how 
they were being used, and how work 
was being organized with the introduc
tion of computers; I think I was suc
cessful in that. Personally, I took a 
computer course to find out more 
about the technology. And also there is 
so much coming out in the media in 
terms of how professionals are really 
enjoying these new machines; how 
we're going through this computer 
revolution; how we're going towards a 
leisure society; how nobody is going to 
be working; and how we are all going to 
be enjoying our leisure time while com
puters will be doing all the work. 

It was much more in reaction to that 
type of thinking that I made the film. 
The benefits for people who are not in 
very qualified jobs, so far, don't seem 
to be very many. Most people, however, 
were very aware that the issue had 
much to do with management and 
labour relations. 

I am not trying to deny that there is 
something very particular about this 
technology - that is, the centraliza
tion that's possible with it - that we 
have to be really concerned about, but 
the key difference (from older 
technology] is that because of the 
economic situation the damage is 
quite devastating. Because the wor
kers are in a disadvantaged position 
in terms of bargaining at this point, 
they don't feel as strong in terms of 
getting their demands. 
HB: Do you see any substantial dif
ference between the way this techno
logy is perceived by men and women, 
or how it affects them? 
SB: Not very substantially. The dif
ference I did find is very personal. I 
had an easier time relating to the 
women, though the men were affected 
by it just as much. But one of the 
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things that men talk about less often 
is how it is affecting them at home. I 
noticed that a lot of the men are tak
ing courses in the evening - elec
tronic courses. They could see the 
technology coming and were trying to 
take retraining in that field. That is 
something that women don't have the 
time to do because of their double 
load. So that's a major difference. 

When we demand a shorter week or 
less work hours to solve this problem 

of unemployment, we also have to 
determine whether that is going to be 
translated into more leisure time or 
into more housework. A lot of studies 
show that women who work part-time 
do more housework because women 
who work full-time feel less guilty. The 
women who work part-time add on the 
hours. Also, the family's expectation 
of them is higher. I think it's very im
portant that we consider those prob
lems when we think of solutions. I 
think that women are going to have 
ttreir own battle inside the union 
movement to make sure that the ad
vance of technology is sensitive to 
their own conditions. 
HB: All this seems quite clear. Now I 

would like to link your present work 
with your previous work. How do you 
see A Wives Tale in relation to this 
film? 
SB: I think the link is the continued 
interest in women and work. A Wives 
Tale was a film about housewives and 
how they think about themselves and 
the possibility of getting out of the 
house, how they are affected by their 
husband's work issues and how that 
affects the I ife in the home. After that I 
wanted to do a film about women in 
the service sector because there 
wasn't much that had been done about 
that. I had wanted to make a film about 
bank workers and just couldn't find a 
way of doing it. Then I sort of came 
across this issue of technology. 
Technology interested me very little, 
but what I found exciting was how I 
could use this issue to talk about 
women's work in a lot of ways. The 
relationship between technology and 
women's work is bringing to the 
forefront a lot of issues that were 
already there and prevalent in 
women's work but get even more 
amplified by the technology. 
HB: I have some questions about 
your own film aesthetics. From what I 
have seen, you sort of straddle fiction 
and documentaries. Is there anything 
you would like to say about that? 
SB: In the format of a feature film, an 
hour and a half, you have to have a lot 
of material and a lot to say because an 
hour and a half of documentary re
qires almost ten times the energy it 
takes to watch a fiction film. What I 
liked about the length is the kind of 
dramatic potential that it has. In fact, 
you have to construct and structure 
the film like a fiction film. In the film 
Que/ Numero? there are very dramatic 
moments, such as the cashiers who are 
very funny with the computer shows, 
the hospital women and the post office. 
It is to me like a descent into hell. It's 
like starting to realize the loneliness -
how they constructed a whole plant 
that's completely computerized at the 
post office and put these people in it. 
Then the telephone operators are like 
the 'third act' where there's a synthesis 
of the funny and the dramatic, and the 
very sad part which you know comes at 
the conclusion. You don't need that in 
half-hour or hour films which are more 
informational or didactic. So that's why 
it takes me a while before I find a topic. 
HB: Why did you choose to work with 
documentary films instead of fiction 
films? 
SB: I feel very much in the tradition of 
camera direct, and one of the things I'm 
aware of is the kind of tension which is 
very specific to documentary film. That I 
firid very exciting. There's the constant 
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tension between the voice of the film
maker and the subject in the film. I've 
now become very aware of the impor
tance of having to choose who you give 
priority to. That's one of the reasons 
why, in A Wives Tale as well as in Que/ 
Numero?, all of the women had to ap
prove of the film before it got released. 
They all knew they would have a chance 
to change it or do something about it if 
they didn't like it. It's a risk you take, but 
at the same time it forces you as a film
maker to stay close to their concerns. 
So there would be the inside look, and 
then there would be my voice; which 
would be what I, as an outsider, saw 
while filming in these work places. So 
that's how come there's music in those 
places; that's me talking. 
HB: Can you describe your working 
relations with these women? 
SB: There's a complicity that deve
lops at some point. Where you say, 
"Would you do that?" and they would 
say, "Oh, that would be fun!" That sort 
of complicity is very key to me - "you 
have a film to make; I'll help you make 
the film." It's a pleasant experience for 
them and I get to make my film. And it is 
because I have something important to 
say that I give them the say in how the 
film finally comes out. 
HB: But who has control of the whole 
film? 
SB: As a filmmaker you're in a power
ful position because you're the one who 
owns the film and knows what gets put 
on it, and you're the one who puts it 
together and finishes the product. But 
on the other hand, you have to recog
nize that the people who appear in the 
film also have a form of power which is 
what they are willing to tell you on film. 
There might be issues you want to dis
cuss that they don't want to deal with. 
So that's not said in the film. This meant 
that I had to shoot, for instance, with 
some women I didn't particularly like. I 
mean, it was a real mistake. I ended up 
having to put in four lines of narration. I 
realized that there was no way I could 
get anyting good out of that; there just 
wasn't that kind of exchange. 

This type of documentary is very risky 
because you never know what you are 
going to get. You plan things and it 
never works out the way you planned. 
But on the other hand, reality gives out 
extraordinary accidents and happen
ings that you could never have imagin
ed or scripted. I find it very exciting 
when you get some of those moments 
when you are shooting. Sometimes 
these moments last only a minute, but 
you feel you touched on something im
portant, and everybody in the room 
feels it. That I call the 'heart of the se
quence.' If you've set up a situation 
where things work out well, it sort of 
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builds up to this moment - people will 
say for the first time what they've 
always had in their head. Everybody 
feels that something important has 
been said and feels that everything is 
worth it for those moments; that quality 
of emotion is so real you just can't dis
miss the truth of it. That's the result of 

your relationship - the truth we get on 
the film is the rapport you are capable 
of establishing. An audience can't dis
miss that. 

I definitely think that what m_akes my 
type of filmmaking different from a lot 
of filmmaking that is going on - like 
that produced at the Women's Studio at 
the NFB, for instance - is that I am 
more interested in working with class 
issues, whereas the Women's Studio at 
the NFB more often deals with middle 
class issues. They are not being speci
fic about the exi<.tence of different 
classes of women who also have dif
ferent interests - even between each 
other. 

That is Sophie Bissonnette from 
whose words I have constructed her 
voice, hopefully touching "the heart of 
the sequence." In the end I must include 
recent information regarding the over
tures made by DEC to C.B.C. and TV On
tario so that The Electronic Sweatshop 
may be seen by those about whom it is 
made. It was turned down, without any 
explanation. What good are films of 
concern if no one can see them, or only 
a handful do? And what can we do 
about it? 

Himani Bannerji 
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SNAKES & LADDERS 

On Masculinism 
To Argue and Die (violently) in L.A. 

LISA STEELE 

In considering Feminism and the Media, the overall umbrella of this colu~n in FUSE, 
it will be necessary from time to time to also consider how masculinism is faring in its 
public ff:lce, how ideas of masculine domin~nce are <;hangin.gam(what kttias of por-
traits are emerging for men today. · ··· , 

TO LIVE AND DIE IN L.A. THE 
characters portrayed in William 
Friedkin's recent film are the most 
morally repulsive forms of low-life 
possible. They will all lie, cheat, steal, 
threaten, terrorize and murder with no 
apparent compunction. Only one suf
fers a few twinges of remorse and, in the 
end, he joins the rest - with a 
vengeance. 

And then there's the title. It's mis
leading. If you didn't see the ads, you 
could almost fantasize a romantic, 
sweeping, multi-generational family 
saga, a "Dallas-on-the-coast" maybe. 
It's not. 'To Live" isn't living in an 
ordinary sense. People don't sit down to 
eat dinner or talk over their day at work 
or go grocery shopping or watch tv. In
stead the primary activity engaged in is 
arguing, followed closely by insulting 
and punching other human beings, and 
finally, as a last resort, blowing each 
other's faces off with large calibre hand 
guns. And" .. .Die" isn't ordinary either. 
I mean nobody just goes quietly in their 
sleep, nobody gets hit by a car while 
running across the street to buy a paper. 
Instead, for the most part, they suffer 
the afore-mentioned face removal, or, 
alternatively, get set on fire. Even the 
" ... in L.A." part is misleading. The only 
thing particularly Los Angeles-like in 
this film is that people spend at least 
one-third of their time in cars. Other
wise• it could have just as easily been 
Pittsburg. 

So why bother to write on such a foul 
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film? There are two reasons. First, 
because To Live and Die 1n L.A. has 
cropped up on several of those year-end 
lists of the Ten Best Films and I, as you 
can see, don't agree. Second, I think the 
film deserves an examination in feminist 
terms. Why? Because the men in the 
film are vilely abusive, both physically 

FEMINISM 
IN lHE MEDIA 

and verbally, to each other most of the 
time, while the women suffer relatively 
little harm. But don't get me wrong 
here. We're not talking about con
sideration or even politeness between 
genders. In fact, the women occupy 
about as much psychic space in the 
men's lives as a used j-cloth. Escaping 
direct brutality, the women exist as in
dentured servants to their creepy male 
partners, a relatively blessed state con
sidering the fate which most of the men 
in the film meet, but odd nonetheless. 

This film would seem to be an answer 
of sorts to the contemporary problem of 
how to make an 'actioner' - which in 
today's terms involves at least some 
degree of blood-letting - without of
fending those of us who are 'sensitive' to 
the issue of violence against women. It's 
simple really; give the women a gender 
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exemption. To Live and Die in L.A. isn't 
unique here, of course. Many brutal 
films, such as Apocalypse Now, simply 
omit women from the story. But what 
does this omission, this exemption, say? 
Does it really mean that women are any 
safer? (I'm speaking in representational 
terms here; this is, I am well aware, only 
a film.) 

I would say at this point that I 
wouldn't have thought it was a better 
film if women had been brutalized oi 
killed in it; it is simply, as I have said, 
notable for this absence. 

In contrast, I refer to a recent all-male 
performance series in Montreal called 
Moment 'Homme. Here, Toronto artist 
Kim Tomczak presented a work called 
"Who's Looking?" The piece opened 
with a text (on slides) projected on the 
wall which said: 

Masculinity is learned ... 
Aggression is part of the lesson. 

Then, as edited selections from broad
cast television of classic male poses and 
postures - including the hard sell and 
the hard punch - were played on tele
vision sets within the performance 
space, a narrator asked: 

How does this compare with actual 
statistics on violence? 
Most violence is domestic. 
Most violence happens within the 
home. 
Men inflict their dominant role on the 
family. 
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This work went on to discuss, visually 
and through text, the difference bet
ween masculinity and maleness. I quote 
from this piece because, through it, I 
think that Tomczak has raised an in
teresting issue around the representa
tion of men in the mass media: that ag
gression most often is shown to occur 
between men and this r~presentation 
conflicts with most men's actual ex
perience, for various reasons. 

In many senses, this is exactly what 
women found through the development 
of feminist critique and an analysis of 
images of women. In that way, this gap 
between experience and representation 
which Tomczak points out is not sur
prising. But it is noteworthy, especially 
since one finds that most (male) criti
cism of the mass media fails to point this 
out. Men have seldom said publicly, 
"That's not me you're talkin' about" 
when confronted with Rambo or the 
Terminator or Dirty Harry. I know 
why they don't, of course, because to 
do so could entail a relinquishing of the 
power and control embodied by these 
cultural icons. Not actual power and 
control, but representations of such. 
When criticism of violence and aggres
sion do occur, male writers often rely 
on sociological laments such as "Oh, 
what a violent society we live in" and 
"Oh it's getting worse." Fingers are 
carefully pointed outward, in these 
cases. 
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There are, however, some who are 
blowing the whistle, so to speak. In 
Toronto, some men artists have intro
duced a critique of masculinity, male 
dominance within the family, and male 
power in general, including Gary Kib
bins, Michael Banger, Clive Robertson 
and the above-mentioned Kim T omc
zak. (This is not to say that the work of 
these artists is homogeneous, but it does 
deserve to be cited within the topic 
under consideration here.) And in Bri-
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tain, there are many recent writings in
cluding Emmanuel Reynaud's Holy 
Virility and the selection of essays titled 
The Sexuality of Men edited by Andy 
Metcalf and Martin Humphries. The 
absence of critique I am talking about is 
within the mainstream; the periphery 
has begun to move already. 

But back to the mainstream and To 
Live and Die in L.A. I will spare you a 
full plot summary. Suffice it to say, the 
story is thoroughly modem in that it is 
ambiguous in its narrative develop
ments; that is, the story is self
consciously 'confusing' and fragmented. 
It is ambivalent in its moral position; 
most of the bad people die, but extrac
ting full payment would have meant no 
survivors. And it is cynical in its politi
cal perspective; granted it's about 
'authority' run amok - the main pro
tagonist is a Secret Service agent who 
ends up committing crimes in order to 
"do a better job" - but the corruption is 
the result of an individual's shortcom
ings and isn't institutional; the bad 
apple theory. 

Very briefly: the film opens with two 
Secret Service agents; one is killed while 
staking out suspected counterfeiter 
Eric Masters. The surviving partner, 
Richie, vows to catch the culprit "no 
matter what" and the rest of the film 
depicts his determined efforts. He, of 
course, goes "bad" in the process 
because he doesn't even know the 
meaning of the word. He hatches a 
scheme to steal money in order to make 
a buy from the counterfeiter, Masters. 
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In the process of the robbery, a man is 
killed who turns out to be another 
undercover Federal agent. Richie and 
his new partner, John, persevere; Richie 
is killed trying to set up Masters. John 
perseveres alone, finally killing Mas
ters. Then John, inexplicably, becomes 
the reincarnation of the dead Richie. He 
goes to the house of Richie's girlfriend. 
(Actually, to say "girlfriend" is to 
glorify the relationship somewhat. Al
though Richie had the key to her house 
and came as he pleased, he simply exer
cised power over her - including sex
ual power - threatening to revoke her 
parole if she refused to give him infor
mation. She was a paid informer.) Any
way, here's John - who used to wear 
rumpled sports jackets, who sweated 
and became anxious over the dilemmas 
which Richie presented him with -
suddenly dressed in Richie's 'tough guy' 
outfit, saying to the girlfriend, "Now 
you're working for me." She looks at 
him; cut to a flashback - a scene from 
earlier in the film where she and Richie 
made love - cut back to her face; she 
smiles at John. End of film. 

So there you have it. A Revenge 
Tragedy without the moral denoue
ment, with a nasty little piece about 
women buying into their own oppres
sion thrown in as an extra. What was 
remarkable to me in this film was not 
the amount of violence between men, or 
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even the degree; it was the spirit in 
which it was carried out. Time after 
time, the desired end seemed not to be 
simply disarming one's opponent, not 
simply knocking one's opponent down 
and not simply killing one's opponent. 
Instead, the aggressor sought to obliter
ate his enemy, to emasculate him and, 
finally, to humiliate him. For example, 
the primary blow delivered in all the 
fight scenes was a vicious kick to the 
balls. If the opponent was still standing, 
this kick was so powerful that it often 
lifted him off the ground. The under
cover Federal agent who was killed in 
the course of the robbery carried out by 
Richie and John had his pants yanked 
down around his ankles and his shirt 
tom open before being shot. The first 
Secret Service agent who was killed -
the initiating action of the whole plot -
was shot while inside a large trash con
tainer. Not dead, he was lectured by his 
killers, "Buddy, you were in the wrong 
place at the wrong time," and then shot 
in the face before one of the killers 
delivered the final insult; he spit on him 
as he lay dead. 

Now, imagine for a moment a gender 
switch in these scenes which I have 
described. Imagine that these were 
women with injured sex organs, a 
woman with her clothes tom off, a 
woman dying in a garbage bin, a 
woman with her face mutilated and her 
corpse desecrated. What you're imagin
ing, of course, are depictions of rape 
and violent sex crimes. But that, of 
course, did not happen in this film; not 
exactly, that is. That's what I meant 

earlier by the spirit of the violence, 
because the spirit of it is sexual and 
seeks to subjugate its victims. The fact 
that men are restricting these mur
derous humiliations to each other is, 
quite frankly, of moderate reassurance 
to me. I can only hope that men will 
begin, actively and publicly, to resist 
being portrayed as the victims of these 
kinds of assaults in the mass entertain
ment media. But that remains to be 
seen. 

To Live and Die in L.A. is no aberra
tion. It is part of the whole genre of "ac
tion films" which claim to be 'about' 
men. The only surprise is that films such 
as this one persist, in spite of the gener
ally accepted opinion with the therapeu
tic community that extreme violence 
and aggression are symptoms, not of 
self-assured powerful individuals, but 
of insecurity. And while I think we are a 
fair distance away from any counter
part to Paula Caplan' s book The Myth 
of Female Masochism, I would welcome 
such an examination. I sincerely hope 
that The Myth of Male Agression can 
be written in my lifetime. 

Meanwhile, I will address my critics. 
I think particularly of those who often 
say that I take things such as advertis
ing, rock videos and movies too seri
ously. The critics have said, after all, 
it's just entertainment. One of those 
critics has been John Harkness, movie 
reviewer for NOW magazine. John 
Harkness rated To Live and Die in L.A. 
as one of the year's best. 

Llsa Steele 
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PRESS COMMENTARY 

JANUARY SAW AN ANNUAL 
wintertime ritual here in Canada - the 
Ministerial scramble to grant refugee 
status to an East Bloc hockey player 
whose only claim to persecution is 
high-sticking or illegal cross-checking. 
(The U.S. celebrates a similar rite, but 
involving tennis players, who defect to 
Miami or L.A., and ballet stars, who 
defect to Broadway.) Most recent win
ner of the Hero of Freedom Medal is 
one V. lnacak of the Toronto Maple 
Leafs, whose loneliness in the new land 
was eased by Immigration Minister 
Flora MacDonald, who also granted 
refugee status to lnacak's girlfriend, 
who would normally be ineligible to 
come along as she was not part of his 
"family unit." But when the NHL Play
offs are on the line, mere regulations 
can be swept aside with relative im
punity. 

All this would be merely risible, 
were it not for the fact that people who 
are truly in danger of persecution must 
wait months for Canada to act, instead 
of the par-for-the-rink eight days in ln
acak' s case. The most obvious cases 
arise in Latin America, where Guate
malan, Salvadorean, or Chilean death 
squads cut short our refugee process. 
But this situation affects the East, too. 
In Czechoslovakia, anti-nuclear and 
democratic militants face harassment 
and sometimes persecution, but can 
seldom count on Canada's help. Sales 
of hockey tickets count more than the 
tattered remains of Canada's humani
tarian tradition. 

Washington P.R. handouts often 
end up on page one of Canadian news
papers as if they represented hard news 
rather than Reagan's fantasy-life. Alle
gations about Nicaragua normally fit 
this pattern, as does virtually all infor
mation about Muammar Khaddafy and 
Libya. Because the fact-checkers fall 
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And We Note ... 
JEFF HOUSE 

behind the tempo of verbiage, Daniel 
Ortega is portrayed in the public arena 
as a little dictator, and Khaddafy an 
arch-fiend. When 69 persons die in a 

BREAKING 
THE NEWS 

satchel-bombing of an airport waiting 
room, it is proof of Khaddafie-an per
fidy, unless, as happened in Novem
ber, it occurs in Kabul, Afganistan, 
and the perpetrators are American
backed Freedom Fighters. Then, in the 

FUSE 

absence of press handouts, it is hardly 
even news. 

A recent example of this came up 
during the Philippine election cam
paign. The Globe and Mail devoted 
half of page one to the stunning revela
tion that President Ferdinand Marcos' 
World War II war record as an anti
Japanese guerilla fighter was entirely 
fraudulent. Quite true; the fact has 
been common knowledge on the Phi
lippine left since the mid-sixties, and is 
as well-known in the Philippines as 
Pierre Trudeau's war record is known 
here. What is interesting though, is 
that it became news only when the U.S. 
Army allowed a leak of official records 
to confirm the fact, two weeks before 
election day in Manila. During the near-
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ly twenty years that Marcos has been an 
American henchperson in the Pacific 
region, no Canadian paper questioned 
his record, nor did leaks from the U.S. 
Army files occur. Of course, the U.S. 
assumes that Corazon Aquino will be a· 
pliant reed, if elected (we write prior to 
election day), and that her vice-presi
dential running mate, Salvadore Laurel 
and his band of rightists will dominate 
the naive wife of Benigno Aquino. If 
that calculation goes awry, sometime 
down the road we'll read, no doubt, 
that neither Laurel nor Aquino have the 
right credentials to govern. And who 
knows, we may eventually read that 
Laurel's father was, in fact, installed as 
President of the Philippines by the 
Japanese army of occupation, and that 
Aquino's father was vice-president dur
ing the same regime. It might even make 
page one. But not during this election. 

5ouiH AfRlc.A~ 
SCHor>Lf (Lt>SEZ>. 
PHtr-E1> toA111~ 

We doff our toques to the courageous 
students at U. of T. Law School, who 
braved a media onslaught and decided 
that they did not want to offer the plat
form of the prestigious International 
Law Students Association to South 
African ambassador Glenn Babb. Un
animously, the entire Canadian press 
corps claimed the issue was one of free
dom of speech, rather than the implied 
recognition which such a podium of
fers. Curiously, none of the objectors 
argued that freedom of speech required 
that the blacks of South Africa have a 
representative on the podium; no, free
dom of speech demanded that Babb be 
there, along with well-meaning white 
liberal Irwin Cottier for balance. Basi-. 
cally, the debate which Canada's news
papers suggested to be the embodiment 
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of a free society could as well have 
taken place in South Africa's white-only 
Parliament, and would have been as 
great a travesty of liberty. For students 
who truly want to hear both sides of an 
issue, we suggest that no invitations be 
issued to South Africa's white rulers, 
unless an ANC speaker is also on the 
podium. Then we'll see whether Babb is 
more interested in debate, or in implied 
recognition. 

While Babbling on like this, a quiz: who 
is described in the following sentences? 
"A kinder, gentler person would be 
hard to find. Well educated, courteous, 
urbane, polished and civilized in the 
best English tradition, he/she fully 
understands the problem of apartheid." 
Was it: 

a) Mother Teresa? 
b) Desmond Tutu? 
c) Charles Roach? 
cl) Glenn Babb 7 

Hint: The above description appeared 
in the Toronto Sun. 

A couple of years ago, your scribe 
did his democratic duty by standing in 
the snow outside the Royal York Hotel, 
yelling "Hoz, Hoz, up your nose!" The 
occasion was a visit between Toronto's 
business elite and the Economics 
Minister of the Argentine junta. In those 
days, before the Argentines had tangled 
with The Empire, the lords of Canadian 
industry sneered at our ragtag bunch 
who condemned Argentine fascism, 
and instead fawned over their uniform
ed guest. In the U.S., Caspar Wein
berger called one of the Viola mob 
(otherwise known as the Government 
of Argentina) "magnificent," and Jean 
Kirkpatrick founded a whole political 
theory on their relative benificence. 

Now, an Argentine court has con
demned the leaders of that government 
for organizing the murder of over 9,000 
innocent civilians. We've been waiting 
for the apologies from the business 
types, their recognition that they have 
condoned monstrous crimes in the 
name of anti-Communism. In Canada, 
there's been nary a peep, while in the 
U.S., only William Buckley has admit
ted he was wrong. As an Argentine 
friend remarked when I mentioned this: 
"From their graves they thank him." 

Jeff House 
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FARMWORKERS, ZINDABAD FOCUSES ON THE 
role of women in the organizing of a unit of the Canadian 
Farmworkers Union. It is a docudrama, telling the story of 
four Punjabi women farmworkers who consider joining the 
union. It is based on a real event which occurred in the sum
mer of 1984, when eleven mushroom workers, all women, 
were fired for organizing themselves at Hoss Farm. The 
farm had intolerable working conditions. The work day 
lasted fifteen hours, overtime pay was unheard of, as well 
as coffee breaks, holiday pay and sick pay. There were 
neither toilets nor clean-up facilities. Most of the women 
had children, and, as on all farms in the Fraser Valley, there 
was no daycare. 

Historically, women farmworkers have been the most 
active organizers on a farm. They are often the key link 

.----------------------• i The Making of 

FARMWORKERS,ZINDABAD 
between their co-workers and the union office. In the Pun
jabi community, family life, social life and work are tied 
very closely together. Any political discussion about 
workplace conditions takes place first in the home, before 
it is discussed publicly in the workplace. The C.F.U. finds 
it necessary to work with the family, as well as to organize 
in the workplace. The union plans many social events, 
and relies on cultural activity to encourage the social 
movement of farmworkers. 

One of the initial problems in making Farmworkers, 
Zindabad was how to represent the political platform of a 
trade union. The women farmworkers had very clear 
demands. As well, the C.F.U. had clear rhetoric which ex-

. pressed their point of view on effective ways to organize 
farmworkers. The first question we, the directors, asked 
ourselves was, "how to best represent the situation of the 
farmworkers to other farmworkers?" Was the video to be a 
documentary, or a fictional narrative? With a documentary 
approach it was going to be impossible to get the women to 
speak on video on their personal conflicts with their 
families. Instead, a fictional narrative was chosen with an 
unresolved point of view. 

Though the women at Hoss mushroom farm had made 
a clear decision to join the union and set up a picket line, 
the scriptwriters represented an ambivalent environment 
where the women's decisions were influenced by their 
family and community. Because the video's purpose was 
to facilitate future organizing drives of the C.F.U., it was 
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on a labour 
production □ 

·---------------------~ I 
decided that the story could not 'heroically' represent the I 
choice each farmworker had to make for herself. Farm- I 
workers, Zindabad is used both by the C.F.U. English-as- I 
a-Second-Language program, and by C.F.U. organizers I 
whe~ they go to the homes of farmworkers for house I 
?1~e~mgs. Rat~er than e~ploy rhetorical suggestions for I 
Jommg the ~mo~, the _aim _of_ the stor)'. is t_o allow farm-1 
workers to identify with s1m1lar conflicts m which they I 
?1ay fi~d themse~ves. The video serves as a common start- I 
m~ pomt for dialogue between the audience and the I 
umon. 

The C.F.U. has always used cultural forms to empower I 
farmworkers in their struggle for democratic rights. Many I 
different artists have joined the union to build an alter- I 
native culture, one which represents democracy for im-1 

I 
I 
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migrants in Canadian society. Anand Patwhaden and Jim 
Munro have made a documentary film, A Time to Rise; 
Karl Beveridge and Carole Conde have produced photo 
stories and posters; David Jackson, the coordinator of the 
E.S.L. pfogram, uses visual teaching aids, as well as photo 
stories produced in class. I have been an 'artist-in-resident' 
at the Vancouver office for the past two years, producing 
a photo exhibit on Health and Safety and the video Farm
workers, Zindabad. Many cultural workers from the Pun
jabi community have become union organizers, for exam
ple, Sukhwant Hundal and Sadhu Binning are the play
wrights of Picket Line. Paul Binning has established a 
traditional East Indian dance company with teenaged 
boys which performs regularly at union benefits. Many 
others have made posters or performed at either benefits 
or on the picket line. Without these multiple forms of 
cultural expression, the C.F.U. would lack the necessary 
tools for organizing. 

The following discussion focuses on the role of media as 
a tool for community and union organizing. The key crew 
members of Farmworkers, Zindabad recount their ex
periences of working with the Canadian Farmworkers 
Union. The production crew were 'artists-in-residence' to 

. the union during the making of the tape. They par
ticipated in weekly union meetings, were active on the 
Hoss Farm picket line, and helped with the C.F.U.'s 
organizing drive in the Fraser Valley. 

Craig Condy-Berggold is co-scriptwriter, 
co-director and editor, Alex Charleton, 
co-scriptwriter and co-director, and Glen 
McCauley is sound recordist and sound 
editor of Farmworkers, Zindabad. 
(Sukhwant Hundal, also scriptwriter and 
director, was on vacation at the time of 
this discussion.) 

CCB: We saw that the family plays a 
key role in the Punjabi community, and 
decided it was to be the focus of the 
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videotape. But, it was probably the 
hardest thing for us, understanding the 
dynamics that actually went down. The 
relationship between women and men, 
mothers and daughters. What were the 
pressures from the family and com
munity on the women when they decid
ed to join the union? It was known at the 
union office, that one woman was a bat
tered wife. The union wanted us to show 
that the traditional values in the com
munity were holding back the changes 
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that were needed at the workplace. But 
the woman who was being battered 
was the 'militant' on the picket line. 
GM: If the union comes out and 
seems to promote the breakup of the 
family, they are going to lose the very 
people who they are trying to get. So, 
it's part of the hidden agenda. 
CCB: We decided on a fictional story
line because it was impossible to have 
the women speak on the personal con
flicts they experienced. The content 
had to be reconstructed. Also, the fic
tional form became an issue. I believed 
that an audience of farmworkers could 
identify themselves with the union from 
a subjective presentation. Rather than a 
documentary, which would represent 
the union's position as educational, ra
tional, objective, truthful. .. 
GM: The whole issue as to whether 
this thing should be fiction or non
fiction is a non-issue. It doesn't matter if 
it's 'real' events or events we re-created 
As long as it's something that the wor-
kers can accept as themselves up there, 
and valid. 
CCB: Historically, the union move
ment has used the documentary as an 
educational tool. At the present time 
fiction isn't used. So, it is an issue. 
AC: We asked the union, "What do 

:;;i you want to get across?" There was a 
~ lot of information, and at first we tried to 
~ incorporate everything. And then, we 
i' talked to the women themselves, and 
13 we got a different sense of their feelings ·r of the priorities. That is what we con
u centrated on. The information wasn't 
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different, but it was an attitude thing. 
GM: A personal one. "What working 
on the farm means to me," as opposed 
to "One should not handle pesticides." 
AC: So, now we have a video that 
farmworkers can discuss. Within the 
story a lot of connections can be made, 
and you don't have to catch all of them 
to follow the story. In turn the union is 
able to put over information around the 
story, so the end product is still an in
formation package. 
CCB: The union never said to us, 
"This is what we want." We put our
selves into positions to find out. Going 
out to picket lines, dealing with the 
script in union meetings, and the collec
tive script writing - all of those things 
helped us as cultural workers. We got 
an idea of what had to be said. 
AC: The example of the picket line is 
good, beca1~se of the conversations we 
had with the women. We told them our 
ideas for the script and got their feed
back, and it was then that we changed 
the story. 
GM: In that situation, you have to 
regard the script process as not really 
out to produce a script. 
CCB: The other part of our research 
was looking at popular culture in the 
Punjabi community, especially Bombay 
musicals, Hindi movies and Punjabi 
films. 
AC: We were seeing the two sides of 
their lives, the reality and the fantasy. A 
lot of them don't speak English, so they 
don't go out to the movies. Their enter
tainment is at home on VHS. They rent 
these films which are totally fantastic. 
Huge Hollywood kind of productions 
that are made in India. 
GM: A bit like Hollywood in the De
pression. People are out of work or mak
ing less than the minimum wage but the 
movies are producing eight million dan
cing girls and bubbling fountains. 
AC: All your audience is sitting at 
home, often because, in the case of 
women fhey can't afford a babysitter. 
They are essentially homebound. So, 
you have to provide something that is 
going to get them at home. 
CCB: The union wasn't too happy 
about us doing a Bombay musical in the 
Fraser Valley. From the union's point of 
view, they see these movies as a prob
lem. In the same way, many people look 
down on Hollywood. 
GM: Not ideologically pure. 
CCB: The union had some problems, 
initially, about how we wanted to pre
sent the issues. We dressed up the ac
tors in clothes other than what they 
would wear at work. My own research, 
having spent a year photographing 
working conditions in the fields, show
ed that farmworkers were not sympa-
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thetic about having their photos taken 
in their work clothes. They wished to be 
perceived in better circumstances. We 
tried to bring some elements of the fan
tastic into what is an unglamorous job. 
AC: Today, people don't have an emo
tional response to facts. 
CCB: A style of presentation can limit 
your reaction; with a documentary it's 
coming from a very objective source 
when in fact farmworkers are the peo
ple who have the most experience with 
their conditions. 
AC: And, we are just trying to be facili
tators, trying to get them to speak out 
about those conditions. 
GM: You've got to take the assump
tion that if things were really that bad, 
we wouldn't need to make the video
tape to get them to join the union. We 
could walk in and say, "listen see what 
we did in California, we can do that 
here, anyone coming?" 
CCB: We avoided the trap of many 
documentaries, the portrayal of a vic
tim. That somehow farmworkers could 
not get out of their situation, no 
minimum wage, no health and safety 
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regulations ... Whenever you only por-
tray the negative as a way to get people 
to come together, I think you are failing 
the community and collective pro-
cesses. 
AC: The emphasis was on farm
workers trying to do something about it. 
CCB: That joining a union is as much 
a personal decision as a collective one. 
We talked about the different attitude 
the membership has towards the media, 
then what view the union has towards 
media. Most unions put their member
ship into a learning position, whereas 
the membership isn't always attracted 
to that. They may prefer a subjective 
story, personal or fantastic. 
AC: It depends which side of the 
screen you are on; in some ways the 
union's relationship with media is from 
an active user sense. When they use 
media they take it out and show it to 
others. And they just don't have time to 
sit down in front of the T.V. and watch it. 
CCB: They are not in the position that 
their own membership is in. 
GM: Unions and community groups 
can't compete with the present visual 
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mediums that are being supported by 
T.V., Hollywood, art galleries, advertis
ing agencies. When you figure that 
Coke spends over $100,000 on a com
mercial, you [realize] that you can't 
compete, you have to set up your o:,vn 
criteria. Validity is what you are looking 
for. 
CCB: Right. The union isn't trying to 
sell Coke. Nor any other commodity; it's 
trying to sell an idea of how people can 
serve their best interests. 
AC: Coke might say they are doing the 
same thing. 
GM: The fact is that you are going to 
be out there competing with 7 o'clock 
television and People magazine. I think 
it's very easy to get trapped into the 
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next step, that somehow what you want 
to do is a version of Three's Company. 
One approach is the thing the National 
Film Board was doing in the early ?O's. 
It was called Challenge for Change. 
They moved into communities, filmed 
everything, gave people cameras, let 
them film people filming. Then, they 
took the final step which may or may 
not be desirable· and they walked away 
with the film and-edited it. But, they did 
take the film back to the people and let 
them respond. 
AC: I have some mixed feelings about 
that without some kind of training in 
there. 
GM: I think training people to express 
themselves is one approach, but I don't 
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think that it has to happen. A crew can 
be sympathetic and that's another ap
proach. 
CCB: We were already working with 
an existing structure, the union. I 
believe you have to work with some kind 
of organized group within the commun
ity, as opposed to just going on to the 
street and filming street kids. The long
term relationship is as important as the 
product. It's also more credible ... 
AC: Credible with whom? 
CCB: Credible to the subjects. If you 
just go into a community that doesn't 
have a community group already and 
you are going to portray their issues, 
they are not in a collective position ever 
to accept what you are presenting of 
them on the media. With a union or a 
community group, you already have an 
organization with roots into a commun
ity and you are accountable to that 
organization. You can't try to bypass 
them. 
GM: The work I was involved in in 
Australia was interesting. Because 
Australia heard about these great 
things that were happening in Canada, 
Challenge for Change, for example, but 
as often is the case, they didn't get the 
whole story. They set up community 
media centres but, unlike the National 
Film Board which went to Newfound
land and made a film and then went 
home again, these centres still existed 
in the community. Their purpose was to 
provide training, hardware and re
sources for a community to talk to 
themselves, or to talk to the govern
ment. If they were trying to get funding 
for a daycare centre they would make a 
videotape and send it to the govern
ment. It wasn't 100 per cent successful 
but they were on to the right idea. 
CCB: Individual artists can't feel that 
just becaue they have made a film or 
video on a social issue that somehow 
the community is going to be better off 
because of it. Traditionally, artists have 
been trained to be more concerned about 
the film or video as a product, and less 
about the process of production, and 
their relationship to a subject. 
AC: How would you change that? 
GM: I think one of the best ways is to 
get them involved, so that they are sit
ting in a room with a lot of people from 
the community. 
AC: And recognize that some people 
will never like to work that way. 
CCB: There is a definite role artists 
can play. Unions and community groups 
need to built a culture that sustains their 
messages. Artists, filmmakers and 
video people can bring their knowledge 
of the media and how it operates in this 
society. It's a two way street. 

Craig Condy-Berggold 
FEB/MARCH 1986 

FILM & VIDEO 

Say it With Sprockets 
A Decade of Socialist Film Criticism 

Jump Cut 
Hollywood, Politics, and 
Counter-Cinema 
Edited by Peter Steven 
Between the Lines, Toronto; 1985, 400 pp. 

Show Us Life 
Towards a History and Aesthetics of 
the Committed Documentary 
Edited by Thomas Waugh 
Scarecrow Press,Metuchen NJ; 1984, 508 

ANTHOLOGIES, LIKE REDJSCOVER
ing last year's date book, serve to re
mind us where we've been. Two re
cent collections of socialist film 
criticism (and assorted business) 
celebrate the last ten years of the 
discipline's discourses, and provide a 
useful vantage point for assessing the 
vitality of the field. Sho·w Us Life and 
Jump Cut share almost an embarrass
ing plethora of similarities: both draw 
on the same unofficial network of 
western film scholars; both editors are 
Canadian, though there are few con
tributions on 'Canadian content'; 
both feature several authors on vir
tually the same subjects (Julianne Bur
ton on Latin American cinema, Show 
Us Life editor Tom Waugh on Joris 
Ivens, Russell Campbell on thirties 
newsreel in the U.S., Julia Lesage 
referred to by Waugh as the "unrival
led doyenne of feminist film scholar
ship," on feminism and film); indeed, 
both books are dedicated to the same 
three co-editors of the magazine Jump 
Cut, that veritable bell wether of film 
criticism that made much of this work 
possible in the first place. 

Both editors provide excellent 
critical introductions to their respec
tive collections, laying the theoretical 
groundwork of terms, tendencies and 
tactics in genuinely accessible 
language. As a result, it is tempting to 
generalize on the "dominant" direc
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Julia Lesage, Jumpcut editor, and Tom Waugh, Show Us Life Editor 
tion of socialist film studies based on 
these anthologies (something the 
editors wisely refuse to do). If any 
conclusions can be drawn, it is that a 
tentative detente has been declared in 
the Methodology Wars, and most 
writers collected here now utilize 
several theoretical critical models 
simultaneously to address their 
chosen subjects. The result, no doubt 
impure, often allows for a more sen
sitive and engaged questioning pro
cess that respects both filmmaker and 
reader on their own terms, as opposed 
to forcing particular films into a pre
determined theoretical orthodoxy, no 
matter how bad the fit. 

For eleven years, Jump Cut has 
served for better or worse as the only 
consistent voice of socialist film 
criticism in the U.S. Adopting the ex
uberantly defiant ugliness of a type
written, letraset tabloid, it is best 
known (and most often criticized) for 
its often formulaic condemnations of 
patriarchal, capitalist Hollywood 
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cinema. While this anthology includes 
a few thankless examples of this genre 
(a humourless misinterpretation of 
Hollywood musicals, and Dan Rubey's 
endless attack on Star Wars), it more 
than restores the balance with subtle 
examinations of both commercial and 
'counter' (also known in other circles 
as radical, alternative, independent, 
committed, other) cinema. 

In the former category, Charles 
Eckerts' 1974 dissection of the Shirley 
Temple phenomenon during the de-

. pression era is a gem of historical 
criticism. Using documentary evidence 
(oral histories, newsclippings, speeches 
by Roosevelt) to capture the relief (the 
dole) vs. charity (foodlines) contro
versy of the times, and both Freudian 
and Marxist readings of the Temple 
legacy to deconstruct the spectacle of 
this moppet millionaire, he succeeds 
in a decidedly anti-deterministic way 
to demonstrate the mass media de
ployment of her magical persona on a 
nation in need of such subtle pacifica-
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tion. Julia Lesage similarly utilizes 
both psychoanalytic and sociological 
critical tools to explore D.W. Griffiths' 
Broken Blossom. Her contribution is 
pa'I'ticularly compelling because she 
uses a vulnerable first-person voice to 
explore the dual identification/repul
sion she feels as a woman and as a 
socialist watching the film. 

Such a personal, questioning voice, 
breaking with the austere authori-

Shirley Temple and Shirley MacLaine 

tarianism of traditional academic 
discourse, is found throughout the 
volume, both in individual chapters 
and in back-to-back discussions or 
debates. For instance, two articles 
take on the phenomenon of Shirley 
MacLaine, one in socialist feminist 
terms, the other in liberal feminist 
terms. What seems at the outset to be 
a fairly straight-forward debate 
becomes decidedly more complex 
when one realizes that the liberal 
feminist 'defence' of MacLaine, 
though certainly 'wrong' in all sorts of 
ways, actually demands a far more 
subtle reading of this 'independent 
woman in the system' than the more 
predictable socialist dismissal. 

Feminism and sexual politics inform 
the book from cover to cover, a 
tribute not only to anthology editor 
Peter Steven but to the magazine over 
the years. Since its inception, Jump 
Cut has contributed centrally to the 
development of feminist and gay 
cultural criticism, unlike many 
publications on the left which only 
give feminist and gay issues token 
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coverage. I was therefore surprised at 
the contents of the lesbian/gay section 
- departing from the specificity of 
the other sections, it consists primarily 
of manifesto-style introductions to the 
topic. While certainly laudable, they 
haven't dated half as well as, say, the 
two-part pro-and-con critique of 
Fassbinder's Fox and his Friends, or 
Waugh's survey of independent gay 
films (both in issue 16), which were 

not included in this anthology. 
In contrast, reviews of independent 

feminist and third world films main
tain their specific focus to much 
greater effect, particularly Linda Gor
don's welcome critique of the much
acclaimed feminist documentary 
Union Maids, and Teshome Gabriel's 
thoughtful reading of Senegalese 
director Ousmane Sembane's feature 
Xala. These and other contributions 
like them attest to the strength and en
durance of the Jump Cut project, 
which has perservered over the years 
without the safety net of academic 
sponsorship or state funding to 
publish the highs (and sometimes 
lows) of socialist film studies. 

Waugh's Show Us Life takes its title 
from a story told by Dziga Vertov, ac
claimed filmmaker of the Russian 
revolution and widely regarded as the 
founding parent of committed docu
mentary. His legacy, which reverber
ates throughout the volume, is ex
plored in the first chapter by Seth 
Feldman in exemplary fashion, and 
sets the tone and strategy for the re-
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mammg 23 chapters. By exammmg 
the aesthetic strategies of specific films 
and filmmakers in relation to their 
political and historical context, a 
history of sorts is sketched out, 
thoroughly grounded in the complex
ities and contradictions of different 
political struggles over the last sixty 
years on four continents. 

The first section, dealing primarily 
with the in tern a tional newsreel 
movements affiliated with the interna
tional Communist Party of the thir
ties, avoids nostalgia and manages 
both to celebrate and critique the rich 
(if limited, in retrospect) debates of 
the day. While longer studies have 
been publishd on the subject (in
cluding Jay Leyda's pioneering history 
of Soviet film, and William Alex
ander's study of U.S. Film and Photo 
League), the articles included here 
provide fresh and original insights, 
particularly Bert Hogenkamp's con
tribution on the workers' newsreels of 
Germany, the Netherlands and Japan. 

The chronology leaps across the 
war to the sixties, with editor Waugh 
acknowledging that the work of re
claiming these 'lost' twenty years of 
radical film history has yet to be done. 
The documentary work of the new 
left, black and feminist movements is 
thoroughly scrutinized: from the 
rebirth of the U.S. newsreel move
ment to an exuberantly strident look 
at post-68 far-left work in France; 
from a thoughtful eulogy to Quebec's 
militant tradition to an all-too-brief 
look at a guerilla documentary project 
in Japan. Four contributions utilizing 
feminist film theory sum up different 
currents (or more accurately in 
retrospect, the ebbs and flows) of such 
discourse. While Claire Johnston in
terprets The Nightcleaners (a for
malist documentary of a cleaners' 
strike) in structuralist and Brechtian 
terms, E. Ann Kaplan defends the 
classic 'realist' documentary Harlan 
County, claiming that because its 
"reactionary" signifying practices are 
undisguised, unapologetic and par
tisan on the side of the miners por
trayed, they serve to make the film as 
politically effective as it was and is. 

The third section concentrates 
primarily on the Latin American 
documentary movement, and com
pellingly demonstrates the cross
historical and inter-movement links of 
the medium. As Julianne Burton sug
gests, many Latin American film-
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makers in the fifties grappled with 
dominant devices like voice-of-god 
narration (all too often signifying the 
discourse of the oppressor) and seam
less editing techniques (disguising the 
manufacturing of the overdetermined 
storyline) for many of the same 
reasons that feminist filmmakers did a 
decade later. Similarly, exploiting a 
poverty of resources, Latino cineastes 
embraced fusions of narrative and 
documentary codes and out of neces
sity in similar ways to those pioneered 
by radical documentarists, like Joris 
Ivens, of the thirties. Bombay film
maker Anand Patwardan provides a 
gripping account of the making of his 
guerilla documentary on the student/ 
peasant Bihar movement, which bears 
striking parallels to the making of the 
legendary Battle of Chile, movingly 
described by Victor Wallis and John 
D. Barlow. Thus, between the chap
ters, Show Us Life reminds us that 
supposedly recent formal strategies 
(be they talking heads or verite, docu
drama or montage, inter-titles or self
referencing), have their precedents 
through the decades in various con
texts and countries. The varying 
results, both in terms of filmic and 
critical practice, remain compelling 
and provocative for readers today. 

Because both books ably demon
strate where progressive film studies 
have been over the past ten years, 
they also through exclusion point to 
where they must go. Neither addresses 
the semi-autonomous development of 
the video documentary, or draws con
nections between film studies and 
communications theory, particularly 
the New International Information 
Order, or even visual arts criticism. 
All of the above are clearly (or at least 
should be) inseparable from any 
working definition of committed or 
counter cinema. While such scholar
ship is certainly being produced, such 
interdisciplinary cross-overs are still a 
recent phenomenon. In ten years 
time, such concerns will no doubt be 
central to new anthologies and collec
tions. In the meantime, these volumes 
will serve, not as monolithic models 
to be aspired to, but as significant 
contributions to the ongoing project 
of a living, critical media culture. 

John Greyson is a writer and video artist 
currently working on a new tape entitled 
Moscow Does Not Believe in Queers. 
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Love Means 
Never Having to Tell a Story 

GARY KIBBINS 

HYGIENE, 1985 
Running Time: 42:00 
Director/ Producer: Andrew Paterson, 
Jorge Lozano 

AFTER ENDURING A PERIOD OF 
disrepute, narrative is making a strong 
comeback. And while questions of 
what is and isn't a bona fide narrative 
can get pretty slippery, Hygiene, 
adapted from Andrew Paterson's un
published story "Good Friday", is not 
explicitly designed to ask them. 
Hygiene is a story; it has a beginning, a 
middle, and an end, related in that 
order. It is without competing points of 
view, devices often used to disrupt the 
narrative direction and keep viewers 
on their toes; or first-person voice
overs, Dragnet-style. And while the 
tape employs what are called, broadly 
speaking, Brechtian 'alienation' 
devices, as well as the now com
monplace 'quoting' or parodying of 
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Cast: Ronalda Jones, Angelo Pedari, 
Johanna Householder, Eva Macrey, 
Gary T. Furlong 
Distribution: V!Tape, Toronto 

other works, these serve more as 
aesthetic pleasure-points in their own 
right than self-critical technic;_ues. 

What is more, the 'meaning-effect' of 
the tape is crystal-clear. It is hard to 
imagine two people disagreeing about 
its premise, a premise which is also a 
consummate display of a kind of easy, 
textbook political correctitude: a 
woman, the victim of relationships 
with men who are either active
aggressive (Rick) or passive-aggressive 
(Peter), arrives_ at the edge of the 
women's movement with the help, 
and something approaching martyr
dom, of another woman. The story's 
like a homecoming. The viewer stands 
on the shore waiting for the ending to 
arrive; you can almost see the meaning 

39 



---------------------VI DE 0---------------------

as it disembarks. The tape's authors ar
rive at Full Narrative, a fairly rare 
occurence in independent video work, 
and were willing to take some risks to 
get there. 

Acknowledging the problematic 
nature of re-writing a story with the in
tention to comment on it, as well as the 
dubious practice of extracting a story 
from the much more complex con
struction of a videotape, a synopsis 
proceeds as follows: Rachel asks Rick, 
her beau, for a date, but is refused. 
Rick is then seen demonstrating the 
correct way to spread butter on a 
cracker to a woman as yet unidentified 

- the scene is slow and loaded, and 
has all the mannerisms of foreplay. 

Meanwhile, Rachel is emotionally 
distraught and kept awake by an ob
noxious neighbour's late night disserta
tion which is audible and inaudible in 
turn ("who do they think they are ... 
forgiveness requires evil..."). Mean
while Rick is getting into some hanky
panky with Caroline, the Other 
Woman. Rachel phones, and Rick, in a 
gesture which firmly establishes him as 
a bona fide dirty rat, places the 
receiver in the fish bowl which sits 
beside a hamster getting its exercise on 
a treadmill. The word 'hygiene' comes 
up on the screen. Rachel does not take 
this rejection well, and throws Rick's 
picture, framed in glass, on the floor, 
which dutif~lly breaks. (This, in
retrospect, turned out to be a device 
English teachers call 'foreshadowing'.) 
It is Good Friday. Rick and Caroline 
crash (a punning foreshadow, maybe) 
a Good Friday costume party, suffer 
the insults of the other partygoers, 
deliver some in turn, steal some 
whiskey, and depart. Rick, it seems, is 
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universally unpopular. They leave in 
Caroline's car; Rick, too drunk to 
drive, drives anyway - (here, a fast 
cut to a brooding Rachel) - and in a 
properly moral fashion, are offed in a 
car crash ( two foreshadowings con
summated). This section of the tape 
has been shot in black and white, 
film noir style (the lighting's terrific) 
occuring mostly at night. 

Rachel, now in real despair, is com
forted by a distinctly wiser Karen, who 
"had to get to know herself," and "then 
started working in the women's move
ment." Karen is a lesbian, but this 
scene, which occurs in Karen's apart-

ment, is scripted by the two actresses 
involved, and is careful to depict sup
port, not a come-on. 

In the only colour sequence in the 
tape, Rachel, having quit her job, is 
driving out of town, accompanied by 
her voice-over reading a letter she has 
written to her mother. She is "going to 
get to know herself" too. 

Rachel is on the beach looking for a 
spot to sunbathe, and chooses one near 
enough to two cuddling women that 
she can easily sneak furtive glances at 
them. During this sequence a voice
over cites an excerpt from Adrienne 
Rich's Of Woman Born. It treats the 
subjective and inter-subjective aspects 
of power and powerlessness: power
lessness leads to lassitude and self
negation, but can also develop a 
keeness in analyzing the nature of op
pression. Power requires willed ig
norance of the personal reality of 
others, and also of oneself, an ig
norance which is often puffed up as 
"objectivity," and even "sanity." A 
possible reason for the colour sequence 
is its coincidence with Rachel's brief 
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taste of independence, but as soon as 
she hits the beach, we're back in black 
and white. This coincides with the 
viewer's reflexes, in a sense: we all 
have our eyes peeled for the sight of 
flesh, and for the look of the other. 
Karen chose isolation to get to know 
herself, but Rachel is still focusing out
ward, looking prematurely for a new 
relationship. 

In returning to black and white, the 
narrative has anticipated its own logic, 
for sure enough: "Hi, I'm Peter. My 
cottage is next door. Would you like to 
come up for a drink?" The narrative 
zips right along here; they move in 

together - into Peter's place, of course 
- Rachel adopts the loving-housewife 
mode; they're gonna get married "after 
Good Friday." Peter's surface be
haviour is that of a Nice Guy. On 
Good Friday, however, Rachel learns 
from the news that Karen has been kill
ed at a woman's bookstore, the victim 
of a religious fanatic arsonist. But 
when she demonstrates urgency and 
passion about something outside the 
domestic space, about something not 
immediately comprehensible to Peter, 
he flips out. 

Rachel stands outside the "Black Or
chid" women's bar, drawn to it, but 
hesitant. Nearby, a drunk delivers a 
soliloquy (" ... bible thumpers ... when 
men start thinking they're God ... ") not 
unlike the anonymous neighbour heard 
earlier. Three women emerge and brief
ly discuss organizing in response to the 
killing. Karen winds up in the mixed 
bar, but it is clear that she has left Peter, 
and is now making major changes in her 
life. 

Despite the happy ending, Hygiene 
is not a utopia parachuted in from a 
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domain outside history; it is framed 
against a recognizable, problematic 
present. Yet this open and shut case of 
coming-to-enlightenment has a nar
rative inevitability about it which, 
while it might encourage a critique 
regarding what the narrative is about, 
does not encourage self-criticism, or a 
critique about what the narrative is. 
This is not an inherent problem with 
narrative itself, although that has been 
argued many times, but only a pro
blem of particular uses made of nar
rative. In fact, in at least one instance, 
Hygiene does use an intersection of 
narratives to critical effect: for exam-

pie, Rachel has initially embarked on a 
narrative of a well known type: you're 
born, you get married, you buy a comfy 
house, you beget children, you die. 
This Scarborough nightmare-narrative 
is interrupted by Karen, who proposes 
an alternative narrative, or a range of 
alternative narratives, or perhaps the 
possibility of life without narratives at 
all. 

The presentation of a linear, inex
orable narrative has a tendency to 
discourage self-criticism, and in 
Hygiene this is manifested in the way 
in which the narrative relies almost ex
clusively on the representation of the 
behaviour of individuals. Because little 
social framework is provided other 
than that reflected through behaviour, 
the viewer is obliged to construct that 
framework from the behavioural evi
dence provided. The result is a series of 
interpretations or speculations which 
are very "strongly implied" by the logic 
of the behaviour and the narrative. 
This is quite a different response than 
either being told, didactically, that cer
tain conditions exist, or on the other 
FEB/MARCH /986 

hand being faced with ambiguous re
presentations which compel the viewers 
to make up their own minds. It is in
stead based on presuppositions, which 
presumably have already been 'ap
proved' by the processes of critical 
scrutiny. Thus I felt obliged to infer 
that: either a good man is hard to find, 
or, in fact, they are all louts (the gender 
of the tape's authors notwithstanding); 
there is a process called "getting to 
know oneself" which leads one, not to 
simply re-confirm sexist socialization, 
but to emerge into self-autonomy and 
progressive politics; the women's move
ment is a single, coherent, unified 

body; and so on. You see these propo
sitions from the window as you chug 
by on the single-track narrative. There 
is nothing in the structure of the tape to 
prevent the viewer from questioning 
them, but a critical perspective on 
these 'propositions' is secondary to the 
work; what is important is anticipating 
the arrival. 

The emphasis of the tape on the 
behaviour of individuals, as well as the 
goal-oriented nature of the narrative, 
gives rise to a process which is essen
tially moralizing. By moralizing I don't 
mean that it points to the moral dimen
sions of an issue, or that it conjures up 
a discourse of Morality. Moralizing oc
curs when individual and psychologi
cal behaviour is treated in detail while 
the social conditions in which it occurs 
are either taken for granted, are them
selves personified or psychologized, or 
are ignored altogether. The discomfi
ture that may be caused by moralizing 
is deepened when framed within a 
linear narrative. For this reason, the 
voice-over excerpts from Adrienne 
Rich's text I found to be a welcome in-

FUSE 

terruption, and a well-chosen one. It 
performed the dual service of 'pinching' 
the storyline, while drawing the 
characterological study out into the 
social. 

...... 
But another approach to the tape 
comes to mind, an approach which 
allows the viewer to work with the nar
rative, rather than at critical cross
purposes with it. One might accept the 
terms of the linear narrative form, and 
choose instead to extract what the tape 
"says" through its characterization, its 
plot understood as a sequence of events, 

and ultimately its relationship with 
a given concept of 'reality,' that is, 
its plausibility, and so on. This re
quires, I think, perceiving a significant 
shift to have occured in our perception 
of representation. Because we are 
perpetually awash with pictures, it 
might be assumed that it is no longer 
necessary to call attention to the form 
of the work, that the conventions of 
representation are already well-enough 
known. And there is evidence for this. 
Many of the 'shock techniques,' 'alien
ation devices,' and processes of 'mak
ing strange' developed by artists of this 
century to encourage critical viewing 
have been taken up, in whole or in 
part, by mass cultural forms. T.V. 
shows satirize the production of T.V. 
shows; the American movie industry 
remakes (and so reclaims) a French 
New Wave film which had appropriated 
motifs from American gangster movies 
(Breathless); and what was The French 
Lieutenant's Woman if not a watered 
down and stylized Brechtian device? 

At the same time parody (or 'ap
propriation' or 'intertextual referenc-
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ing,' or whatever emphasis it's given) 
has become thoroughly standardized. 
(From here a gazillion possible examples, 
think here of the recent My American 
Cousin, a standard narrative if there 
ever.was one. Boy asks girl, "Have you 
see'n· Rebel Without A Cause?" "No," 
she replies, whereupon he puts his jean 
jacket around her shoulders.) This 
seems to have driven the producers of 
Hygiene to use less well-known 
references, particularly from Sirk and 

Fassbinder. (This writer confesses he 
missed them, and had to be told of 
them by one of the producers.) There 
are other devices which tamper with 
the narrative regularity of the tape: 
Rick's butter-spreading demo, which 
was acted out v-e-e-r-r-y slowly and 
without dialogue; the obnoxious
neighbour and drunken-soliloquy 
scenes, with their rambling and con
spicuously narrative-less structure; 
snippets of ironic contradiction, like 
the Good Friday /Bad Friday setup 
(which was not, incidentally, a Moral 
Discourse. In fact I eagerly seized upon 
it as a sign that the viewer had been 
mercifully relieved of having to 
speculate on Rick's or Karen's death 
occuring on the anniversary of Christ's 
crucifixion.) 

Yet it is evident that the status of the 
narrative in relation to the 'alienation' 
device is changing. A case in point is a 
recent episode of Amazing Stories, the 
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weekly program produced by Stephen 
Speilberg and in this case directed by 
Speilberg as well ( this'll be brief): 
World War Two bombing mission with 
excessive camaraderie amongst the 
young American crew members, sick
eningly overdone (but overdone very 
well). The gunner who sits in a plastic 
bubble under the belly of the plane is 
particularly loved. He draws cari
catures of the other crew members, 
which make them love him even more. 

A Messerschmidt attacks, the gunner 
blows it up, but a large chunk hurls 
through the air and lodges itself in the 
side of the bomber, sealing the gunner 
into his bubble. They have just barely 
enough fuel to return to base. The gun
ner realizes with horror that the land
ing gear is blown away as well, guaran
teeing him a grisly ending when the 
plane skids to a landing. Several efforts 
to free him fail, and the weeping crew 
members decide to shoot him in order 
to save him from an even more night
marish fate. Meanwhile, the gunner is, 
strangely enough, making a well
rendered 'realistic' drawing of the 
bomber, but then adds these goofy, 
cartoon-like, oversized landing gear, 
complete with a kind of L'il Abner 
patch on one wheel. Plane is descend
ing for a landing, billowing smoke; a 
shaking hand holding a gun is. inching 
towards the gunner's head. Gunner 
radios the captain to try the landing 
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gear. Captain can't imagine why, but 
hits the toggle switch anyway, and -
get this - these big, goofy, orange, 
looney-tune wheels actually descend, 
complete with patch, kind of gooey 
and glowing (sky-high production 
values here). The plane lands, gunner 
is cut from his bubble, the cartoon
God wheels disappear, and the now
empty bubble is crushed. I was shocked, 
and amazed. 

There you have it, Speilberg and the 
gunner together demonstrating it so 
masterfully: the sheer power that 
representation wields over 'reality,' 
with a dash of emotional turpitude a la 
Speilberg, of course. (And the post
structuralists say that the sign doesn't 
have a referent in reality!) Is this not 
parodic? Self-referential? Is Brecht not 
twirling in his grave? Of course, these 
are not the techniques the avant-garde 
had in mind; they are more like a Tro
jan Horse of 'alienation' techniques. 
Yet Speilberg - a crackerjack story
teller, and crowned prince of contorted 
alienation devices - demonstrates 
that stories can be too amazing, that 
the Forces of Amazement, while capa
ble of providing critical distance, can 
also serve to drive the viewer more 
deeply into the story. It seems that the 
old modernist need to bring critical at
tention to the form of the work has not 
disappeared, but that only the terms 
have changed. 

Hygiene usefully and accurately 
identifies contradictions located in 
day-to-day life, but, much in the same 
manner as Speilberg's amazing stories, 
declines to live through contradiction 
within its own structure as an artwork, 
opting instead for a fictive resolution. 
Speilberg generally (including his 'turn
ing point' The Colour Purple) proceeds 
from the notion that representations 
are self-sufficient, self-justifying, and 
self-satisfied, both aesthetically and 
morally. On the other hand - and al
though it requires some second guess
ing, Hygiene shows a different self
understanding. Its real target, it would 
seem, is not so much the construction 
of a self-contained story, but an in
vestigation of the relationship between 
a videotape as a concrete and artificial 
thing, and the social environment into 
which its meanings are projected in 
order that they be perceived as 
possibilities. 

Gary Kibbins 
FEB/MARCH 1986 

MARY BURDICK PAISLEY OPENED 
a one-woman show November 26, 1985 
at Gallery 940. The show, entitled Hide 
and Seek: A Southern Trauma, thema
tically was concerned with Paisley's first 
pregnancy (at age 19), the secret con
finement, and subsequent forced sur
render of the child to adoption. 

The show is a chapel-like installation 
wherein there are altars, books of holy 
verse with woodcuts, and sacramental 
objects garnered from Paisley's past. 
These last objects appear variously in 
an altar installation and/ or combined in 
wall sculpture. 

The narrative of the abandoned child 
is realized through several mediums, 
from paintings and wall sculptures to 
woodcuts and lino cuts. The artist has 
chosen to recreate a very personal story 
and, subsequent to her unearthing of 
that history and its artifacts, has created 
an installation in which we (the viewer) 
can simultaneously partake of her ex
perience and compare it to our own 
similar experiences. M. Paisley has been 
a producing artist for over twenty 
years. And it was here in this exhibition 
that she made a quantum leap, bringing 
together years of experience and artistry 
into a show focused entirely on one sub
ject - the trauma of forced separation 
from one's child. 

Beginning with stark imagery, acer
tificate of live birth of John Paisley (M. 
Paisley's first born) is pinned casually to 
the door jamb. The certificate reveals 
that during the time span of the exhibi
tion, he will celebrate his twentieth 
birthday. 

In the window of the gallery, looking 
inward, is a huge black and white 
acrylic painting entitled Demeter 
Mourns Kore. This painting depicts a 
mother rocking the body of her dead 
child. It is the symbolic loss of eternal 
Spring, a fairly transparent reference to 
the Greek legend of Demeter losing Per
sephone to the God of Hades. 

The viewer encounters immediately 
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(as one's eyes sweep across the gallery 
wall) a wall sculpture of a woman's 
torso entitled The Walking Wounded. 
The breasts are pyramidal, the belly a 
bulls,,..E;ye waiting for the arrow. The 
primitive child-like symbology of this 
piece contributes to an overall sense of 
irony and easy humour. 

Further along the wall is a woodcut 
entitled Mardi Gras, which is the first in 
the series of woodcuts and lino cuts 
which relate the entire story from con
ception to birth and separation. This 

woodcut illustrates a boy and girl mak
ing love, and the artist's routing lines 
recreate with passion the original mo
ment of conception in long-ago tall 
Del ta grass. 

Besides this woodcut is a wall 
sculpture entitled Queen of The Crewe 
of Camus. Comus is the God of merry
making, the son of Pan. (At the Mardi 
Gras in New Orleans there is usually a 
float and performance dedicated to the 
Queen of the Crewe of Comus.) This 
wall sculpture is a carved wooden mir
ror, the top half the face of the Queen, 
the bottom half a mirror. The viewer, 
Narcissus-like, becomes a participant 
upon gazing into the mirror which 
reflects back a smoky self-image. It is 
fairly apparent that the reflected self
image refers both to the original Queen 
as well as to all foolish, love-sick 
females betrayed by hormones. 

The Walking Wounded, the Mardi 
Gras, and the Queen of Camus, are ex
amples of Paisley's use of irony 
throughout the exhibition. She jux-
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taposes irony and comedy with pathos 
and tragedy. Examples of tragedy, 
evinced in previously described works 
such as Demeter Mourns Kore, are The 
Death of Mary Saunders, The Delivery, 
and many of the lino cuts relating to the 
confinement, delivery and adoption. 

Beneath The Walking Wounded is 
located one of three altar installations. 
On this altar is placed a doll bride trap
ped in dusty veils beneath a bell glass. 
This was Paisley's first bride doll given 
to her a millenia ago in Florida. It is on 
display as a totemic reminder of the 
esteem given to bridehood or maiden
head. This doll is little more than a 
childhood object; and the elevation of it 
to an altar position is another Paisley 
poke at tradition. 

Another altar displays the first gift 
from Paisley's young lover (of years 
ago), which is a book of woodcuts by 
Lynd Ward. The third altar bears the 
complete bound Books of Mary and of 
John Paisley (the son). These books are 
a series of woodcuts and lino cuts of the 
conception, confinement, delivery, and 
separation. These same prints appear 
along the walls in chronological order 
interspersed by paintings, sculptures, 
and installations. 

This is a provocative show and a 
complex narrative told with clarity and 
humour. Many viewers (women especi
ally are moved) were caught off guard 
by the ingeniousness of the presentation 
and found themselves inundated with 
personal remembrances. 

It was necessary that the personal' 
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remembrances be exchanged. Some 
women toured the show a second time 
accompanied by different gallery 
visitors, speaking of similar or related 
experience, and long after the opening, 
women and men sat around in the back
room and exchanged stories of un
wanted pregnancies, attitudes of doc
tors, parents, lovers, the system; or 
talked of first abortions, and the un
solicited horrors of being 20, unmar
ried, and pregnant in the 60's and 70's. 
This period, it should be remembered, 

pre-dated any significant effects by the 
women's movement in reforming the 
consciousness of either public represen
tatives, social service agencies, chur
ches, parents or the media. 

Mary Burdick Paisley's exhibition 
concerned itself visually in making 
comment not only upon the foolishness 
(and fun) of passion and youth as well 
as the repressiveness of the multitudi
nous rules devised by a patriarchal 
society in order to retain all property 
(even to that issuing from the body of 
an 'unclaimed' female), but also deals in 
a very positive way with unresolved 
grief. 

For those of us who have been unable 
to invent (for whatever reasons) the 
narrative for the releasing of this par
ticular grief, M. Paisley's show was an 
affirmation that it is possible to release 
that grief through a re-creation of its 
history. 

Pat Wilson 
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Seizing the Means of Representation 

THE POSITION OCCUPIED BY 
Native people in white culture is similar 
to that of women in patriarchy. From 
cigar store Indian, to cowboy and In
dian movies, to the "noble savage," 
Native people live in a prison of images 
not of their own making. This carries 
over into the world of art where Indian 
artists face the pressures of turning out 
hack work for tourists on the one side, 
and paintings and sculpture (as with the 
Inuit) which are sufficiently 'primitive' 
for the art critics, on the other. 

But there is a growing movement to 
take back the means of self-represen
tation. One example of this is the new 
Native arts journal, Akwekon (pro
nounced: Ah-gway-go(m), which means 
"encompassing all") produced by the 
people at the Mohawk Reserve in 
upstate New York. (For more informa
tion, see "Mohawk Radio" and "Ad
vocacy Journalism: Native Style" in 
FUSE, Dec. 1985.) Now into its second 
issue, Akwekon features poetry, visual 
art, music reportage, reviews of film, 
video and literature, essays, interviews 
and resource listings. Edited by an edi
torial collective of five people, Ak
wekon solicits work by Native artists 
from all over North America, and in
tends to extend its coverage to in
digenous people overseas. I interviewed 
co-editor Alex Jacobs last summer, and 
in this review, I draw extensively from 
the interviews, essays and poems which 
appear in Issue 2-3. 

The editors of Akwekon and many of 
the artists they've spoken with are con
cerned with two major issues - how to 
get out of the ghetto of 'Indian' art, be it 
tourist or primitive, and how to em
brace new methods and materials while 
preserving the Native message and car
rying it to a wider audience. In a conver
sation with Native artist Andrew Des
lisle, Jr. (whose work is featured on the 
cover of Issue 2-3), an Akwekon editor 
noted the existence of "the Politics of 
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Primitivism, where art has to look 
primitive or traditional... to a point 
where what [the art world wants] is ar
tifacts ... [When] people like the Maoris 
do modern fetishes with Coca-Cola 
cans;' .. it's still real materials from the en
vironment, but the Art World doesn't 
see it, they call it debased, touristy." 

As Native artists investigate new 
mediums, new materials, and installa
tion pieces, the attitude of the art 
establishment is not always one of ac
ceptance. Peter Blue Cloud, a poet, 
visual artist, and one of the editors of 
Akwekon describes in a poem entitled 
"Portrait of An Art Born of Uncer
tainty" the angst that comes from being 
dependent on art world trustees for 
one's day-to-day existence. 

But rebelling against the stereotypes 
is only one dilemma confronting Native 
artists. The other is how to get one's 
message across, without diluting one's 
Native identity. Indeed, the wisdom of 
Native artists reaching outside their 
own milieu is a matter of some debate. 
"When I talk about the magazine to In
dian people, some say 'Well, why the 
hell do we have to share our culture 
with anybody?' It comes down to that 
assimilation and acculturatfon thing 
being both ways. You have to show 
people, it has to be right there on the 
page" (Alex Jacobs). In order to escape 
the stereotypes, Native artists need to 
communicate directly to non-Native 
people. In order to avoid assimilation, 
Indians need to acculturate the domi
nant society, teach it to respect and 
value what Native people have to offer. 

What do Native people have to offer? 
Whereas most whites could clearcut a 
forest or stripmine a mountain (or con
sume the products derived from that) 
without feeling the slightest remorse, for 
Native people this would be an act of 
murder. The earth and its living things 
are sacred. For whites steeped in the 
scientific tradition, this would translate 
into the recognition that other creatures 
on the earth feel and, at a very rudimen
tary level, think and therefore have 
claims to existence equal to our own. 
The earth and its ecosystems form a 
complex whole which we disrupt at our 
own peril; rather than seek to dominate 
and control it, we should strive to find a 
balance. Not only do we need clean, un
contaminated air, food and water, but 
we need the spiritual nourishment that 
comes from experiencing nature in all its 
wildness, which means being able to ap
preciate "otherness" - that which does 
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not bear our stamp or imprint. 
The derogation of nature characteris

tic of white society causes us to view 
ourselves as the centre of the universe 
and hence breeds an obsession with self. 
In the words of featured poet Linda 
Hogan: 

We're full of bread and gas 
getting fat on the outside 
while inside we grow thin. 

White culture stresses the development 
of self (or humanity) in opposition to 
other (or nature). From a Native 
perspective, self and other exist in a 
transcendant unity: 

We become ... 
the music balanced on a drum head, 

the softly shushing coccoon rattle, 
sharp tattoo of elderberry clapper, 

stomping of strange feet seeking 
red clay earth ... 

-Coyote/The Other Twin/Coyote 
by Peter Blue Cloud 

If white society treats humanity and 
nature as separate and discrete, this 
tends to characterize its attitude 
towards phenomenon in general. In an 
essay entitled 'The Politics of Primi
tivism," co-editor Alex Jacobs describes 
how white culture has transformed "liv
ing" Native art into dead artifacts: 

While our lifestyles were romanticized 
(by both non-native and later native 
writers/artists) and elements were 
taken from Our Culture into Their 
Culture, it is also obvious that the in
tangibles were not taken in with the 
other gifts or elements. Each element 
had a relationshp to all things, so many 
connections came together into one 
piece of everyday art. NOW, when 
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that piece of culture-that-once-was is 
displayed as Art, artifact, relic, 
object. .. where are the connections, the 
relationships? Their culture is all about 
this ... separation ... 

The challenge for Native artists is to 
interweave form and content so tightly 
that they can't be split apart. To do so 
requires producing forms which possess 
1,ufficient universality to communicate 
to a wider audience, but which are un
mistakable in their message. One 
rather unlikely example is that of come
dian Charlie Hill, an Oneida Indian 
from upstate New York. Hill has ap
peared on T. V. talk shows and works 
the comedy circuit. He's fought hard to 
avoid being confined by the label of 
'ethnic humour:' 

When I started out a lot of them said ... 
'Oh, that's a good gimmick, being an 
Indian.' I say, 'Oh well, I can't help it, 
my parents are gimmicks.' 

Hill's barbs at Catholicism ("I left 
being a Christian and became a born
ag_ain savage") have aroused the ire of 
some whites, "but if they're true 
Catholics, they gotta forgive me." 
Doing his routines in clubs, Hill 
sometimes gets the cold shoulder from 
whites who haven't learned to laugh 
at themselves: 

My Dad told me once, 'White people 
discovered everything except their own 
sense of humour,' and I find that [if] 
you make a joke about Indians ... they 
all go ha-ha, black people ha-ha, Mex
ican ha-ha, but make a joke about 
white people ... what? 

Hill is trying to get whites to "laugh 
with us ... not at us," which is tanta
mount to accepting Natives as equals -
no longer object to subject, viewed to 
viewer, represented to representer. To 
enter into a dialogue of equality re
quires that Native artists have their own 
venue where they can present their 
work and discuss it on their own terms, 
rather than being sandwiched into 
"special issues" as a tokenistic extra: 
"It'll be great when we can have our 
special issue ... our special Czech and 
Polish poets issue" (Alex Jacobs). 

For sample copy and subscription in
formation, write to: Akwekon, 
Mohawk Nation, P.O. Box 196, via 
Rooseveltown, New York, U.S.A. 
13683-0196. 

Don Alexander 
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CANADIAN FILMMAKERS' DISTRIBUTION CENTRE 
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We distribute thousands <if UNIQUE.films -
experimental, documentary, animation, dramas. 
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V /TAPE (416) 925-1961 
489 COLLEGE STREET, 5TH FL. TORONTO, M6G 1 AS 
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~fh!do)J Drea"' 
(LE REVE DE MEPHISTO) 

The Faust legend continues ... 

Written and Directed by Richard Nieoczym 
with Daniel Baillargeon, Nicole Champagne, Ruth Danziger, 

Odette Fournier, Dawn Obokata, Jane O'Reilly 
A Co-production with le Theatre De Recherche le Contre-Courant. 

Opens Feb 26 till March 16, 1986 
Performances: Wed through Sun 8:30 pm 

155a George St. 
(Queen / Jarvis) ,/4.(,6 

THEATRE~ 

Box Office 
363-2853 

This show will tour Quebec in Spring 186. 

STORY & MUSIC 
presents 

Helen Porter, storyteller 
Anne Marie Kopp, flute• John Kruspe, piano 

Joseph Orlowski, clarinet 

TH-E TWENTl€S 
Extravagant, reckless, decadent. 

The world of Gertrude Stein, Igor Stravinsky, F.Scott 
Fitzgerald, Bela Bartok, Christopher Isherwood, D. H. 
Lawrence, James Joyce. 

St. Lawrence Centre 
27 Front St. East 

Tuesday, April 22 8 pm 
Box office 366-7723 


