












































Still from A Variation on a Key 2 Life, Stephen Williams (dir.), 

film, 1993, Canada 
the film fails to encompass his multiple 

transitions within the realm of progres­

sive Black politics. 
Haitian-born filmmaker Raoul Peck 

offers a personalized documentary of 

Patrice Lumumba, the first post-inde­

pendence leader of the Belgian Congo. 

Peck's memories of childhood are inter­

spersed with archival footage in a pow­

erful narrative marked by the recurring 

phrase, "My mother told me .... " Lu­

mumba lends the viewer an insightful 

glimpse into the social ramifications of 

colonialism within this African country, 

and the short and tragic life of one of 

its most insurgent leaders. 
On the American scene, the on­

slaught of films dealing with drugs, vio­

lence and inner city youth is on the rise. 

Well-known for his role in The Crying 

Game, Forest Whitaker makes his direc­

torial debut with Strapped, a New York­

based story focused on the endemic 

use and availability of guns to Black 

youth. The opening scene, in which a 

ten year old shoots his friend, marks a 

downward spiral of events (including 

gun-trafficking) for Diquan, the young 

teenager at the centre of the film. 
Controversial in subject matter and 

execution, Strapped carries a certain 

amount of nihilistic baggage from its 

contemporary, Straight Out of Brooklyn. 

Seemingly geared towards middle-Ameri­

ca, the film plays on the viewer's emo­

tions rather than developing a grounded 

exploration of this horrific problem. Un­

like the range of perspective, story­
telling and intelligence found in Allen 

and Albert Hughes' Menace II Society, 
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Strapped provides a restrictive image of 

inner city youth - irresponsible, drug 

dealing, unambitious and unemployed. 
Having expected a replica of Boyz 

in the Hood, I was doubly impressed 

with the Hughes brothers' first feature 

film, Menace II Society. In an uncompro­

mising look at street life in Los Angeles, 

they conjure up a wide cross-section of 

three-dimensional characters, providing 

the audience with a better understand­

ing of urban life. Without pretence, Men­

ace broaches a myriad of controversial 

issues with maturity: Black-Korean 
racial tensions, poverty, addiction, 

brotherhood, male/female relations, 

racial pride, single mothers and respon­

sibility. 
Perhaps what is reflected most in 

these films is a move away from limited 

nationalist perspectives. With the ex­

ception of Strapped and A Variation on 

the Key 2 Life, these films enriched this 

year's Festival of Festivals by reconcep­

tualizing on-screen Black representation 

and by affirming diasporic African her­

itage. 

karen/miranda augustine is a 
writer, visual artist and the managing 

editor of At the Crossroads, a journal 

for women artists of African descent. 

ROBERT F. REID-PHARR 

Mix: The 7th New York Lesbianl 
and Gay Experimental Film and 
Video Festival 

The Kitchen and GO!GO!SPOT, New York 

September 9 - 19, 1993 

Directors of "Mix: The 7th New York Les­

bian and Gay Experimental Film and 

Video Festival," consistently-and in­

sistently-emphasized the politics of 

hybridity, especially as these are repre­

sented in the various diasporas that 

continuously change the landscape of 

New York City, the Americas and the 

rest of the planet. The festival-the old­

est gay and lesbian festival in the world, 

included nearly two weeks of pro­

grammes organized by Karim A'inouz 

and Shari Frilot. The focus moved from 

imaging po\ysexual desire and practice 

(the "Sex Busters" programme) to wit­

nessing the interchange of art, culture, 

language and sexuality in the South 

East Asian Diaspora ("Raat Ki Rani"). 

Fortunately, the vision of the festi­

val did not stop at the point of simply 

emphasizing the idea that one can be 

both Black and Gay, Asian and Ameri­

can, or even lesbian and punk. Instead, 

the best pieces continued to push the 

envelope, refusing to get caught in a 

stale conception of hybridity, one that 

does not take into account the dynamic 

mature of identity and meaning. 
Sandi DuBowksi's hilarious video 

Tomboychik (1993), a witty and com­

pelling exploration of the filmmaker's re­

lationship with his eighty-eight year old 

grandmother, Malverna, not only refer­

ences the vibrant and distinctively Jew­

ish American culture that pervades the 

City of New York, but also the incredible 

changes that this culture undergoes 

from generation to generation to genera­
tion, person to person. 

Myra Paci achieves a similar effect 

in her nineteen minute film, Transeltown 

(1992), a work that details the search 

of a boyish-looking woman - or a wom­

anish-looking boy - played by Paci her­

self, for "femininity." During "her" jour-

Still from Transe/town, Myra Paci (dir.), film, 1993, USA. 

ney she finds the dead body of a young 

woman, upon whom s/he immediately 

focuses her desires, taking it home, 

cleaning it, feeding it, laying on top of 

it, until it unexpectedly disappears, 

leaving behind only a trail of viscous, 

pungent "goo." 
The ambiguous and contradictory 

nature of desire is rearticulated in Isaac 

Julien's The Attendant (1993), screened 

during "Who's Saying What About 

Whom." This programme, curated by 

Karl Knapper and Alfonzo Moret, fea­

tured eleven videos that worked to chal­

lenge tired notions of what can properly 

be said about race, gender, class and 

sexuality. In The Attendant, Julien juxta­

poses static conceptions of Black histo­

ry, particularly slavery, with both white 

and Black sadomasochistic fantasy. 

What does it mean, Julien asks, when 

the descendants of masters and slaves 

find themselves turned on by playing at 

being masters and slaves? In the 

/Vide 

process, he suffuses the standard, mu­

seum-confined narrative of white su­

premacy and Black degradation with 

erotic content such that the idea of the 

Black as powerless and the white as 

completely masterful is exploded. 

Strikingly, the audience at this pro­

gramme seemed to miss how radically 

challenging Julien 's Attendant was, opt­

ing instead to rehearse again, in the 

question and answer session, an al­

ready familiar debate around the uses 

to which white gay artists, particularly 

Robert Mapplethorpe, put Black gay 

male bodies. Christopher Cutrone's 
Ghost Body (1993) came in for particu­

lar criticism during the session. The 
problem was not that we initiated yet 

another discussion of racism and repre­

sentation, but that at no point did any 

of us question how the terms of our de­

bates are themselves constructed by 

the racist, misogynist, homophobic cul­

tures in which we live. 
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tries to pinpoint the mo­
ment of transmission, 
aware throughout that 
there is no one to blame. 
Her hesitancy in revealing 
her secrets and the inti­
mate, precious way in 
which she uses the cam­
era reminds the audience 
that we are seeing her at 
her most naked, forcing 
us to respond on our 
most human, most 
visceral level. 

Still from 24 Hours a Day, Jocelyn Taylor (dir.), video, 1993, USA 

"Mix" was absolute­
ly successful at those 
places where people were 
actively encouraged to in-

The awareness that our various 
languages are not always equal to the 
task of conveying what it is that we 
need to say or need to know came 
crashing in on me while watching 
Goulart de Andrade's Silicone Monster 
(1993). This seventeen minute video 
was shown during the "Brazilian Sexuali­
ties" programme, which will travel to Rio 
de Janeiro, Sao Paulo and Belo Ho­
riaonte. De Andrade interviews trans­
vestites who have come together to give 
and receive silicone injections in their 
breasts and their cheekbones. The 
crowd literally squirmed and guffawed 
as a none-too-attractive transvestite 
with badly cut and scarred forearms in­
jected her sister. She caught the heavy 
drop of dark red blood that oozed out, 
as she removed the syringe, in a single 
painted fingernail and quickly whisked it 
away. The video, produced in Brazil, was 
entirely in Portuguese, adding to the 
sense of distance and confusion for at 
least half the audience. Throughout, I 
had the sense of feeling assaulted. It 
wasn't an issue of simply not under­
standing, but of feeling vaguely that to 
truly understand would be to change 
myself fundamentally. 

Similarly, Wendy Jo Carlton's 
Bumps (1993) forces the audience to 
focus their attention completely on both 
the body and the desire of the filmmak­
er. Her Bumps are both markers of the 
"weakness" of her flesh and the monu­
ments to her passion. She flips through 
photographs of old girlfriends as she 

teract. The addition of a 
festival cafe, The 

GO/GO/SPOT, allowed the artists and 
their audiences to meet, drink, take in 
the installations that had been pro­
duced for the festival, argue, flirt and 
exchange phone numbers. As a conse­
quence, the process of cross-fertiliza­
tion begun during the screenings was 
given an incredible and rare opportunity 
to take root. 

At the same time, the two show­
ings of the "pornography" programme, 
"The 1000 Dreams of Desire," at the 
euphemistically named Ann Street Adult 
Entertainment Center, took many partic­
ipants, particularly women, for the first 
time into the underground world of sex 
theatres. It was interesting, however, 
that there was no actual -sex taking 
place during the programmes. I won­
dered, as the crowds jammed them­
selves against the cum-stained walls of 
the private viewing booths, if pornogra­
phy did not become incomprehensible 
when it was reconceptualized as art. 
How are we to read a work that was cre­
ated as a vehicle for the masturbatory 
fantasies of gay men when the most 
shocking and least acceptable thing 
that one could do when watching it 
would be to masturbate? 

I would have to say, in fact, that 
there were a number of moments in the 
"regular" programmes that were much 
hotter. Jocelyn Taylor's 24 Hours a Day 
screened during the "Moto and the Hu­
man Touch" programme, curated by Ve­
jan Lee Smith and Thomas Allen Harris, 
oozed Black Lesbian desire. Strangely 
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enough, the two sexy Black women in 
the piece never do anything more than 
talk on the telephone, watch videos, eat 
mangos and cook soup. OK, one does 
chase the other around with a strapped­
on dildo, but nothing more graphic than 
that. Taylor and her actors are simply 
geniuses of innuendo and suspense. 

Like "Moto and the Human Touch," 
Ming-Yuen S. Ma's programme, "Eat 
Your Gender Roles," attempts to show a 
more or less representative cross sec­
tion of the Chinese diaspora. Through­
out the programme, I kept thinking to 
myself that there was something about 
the use of time in these pieces that I 
was missing. When we were finally done 
with the very sleepy thirty-nine minutes 
of Anson Mak's Hong Kong-produced 
Two or Three Things I Know About Them 
(1991), I was glad to find myself com­
fortably back in the familiar terrain of 
American-based identity politics with 
Quentin Lee's Sleeping Subjects 
(1993), an examination of a Hong Kong­
born Yale student's conflicting desires 
for both his white female and Black 
male lovers. 

The organizers of this year's festi­
val ought to be encouraged to continue 
along the path they have undertaken. 
Shari Frilot and Karim Ainouz, the first 
people of colour in the U.S. to curate a 
major gay and lesbian festival, have pro­
duced a sexy blend of erotica, perfor­
mance, documentary, coming of age 
stories, explorations of national identity, 
meditations on sex and death, and 
porn. For the first time I had the sense 
that the festival itself (not just the films 
and videos) was experimental, a work­
shop where emerging ideas about how 
to curate, screen and promote film and 
video might be tried and played with. 
More than anything, the festival rekin­
dled my yearning for the moment at 
which our cultural politics would be­
come truly Queer, the moment at which 
we would loosen our grips on received 
notions of who we are, and begin 
the exciting and frightening process 
of learning to constantly recreate 
ourselves. 

Robert Reid-Pharr is a cultural critic who 
teaches at the Department of English at 
the City College of New York. 

karen/miranda augustine 

Breaking Crackers 
Peter Hudson is the editor of diaspora, a Vancouver-based magazine for Black 

people and people of colour. We began corresponding in the summer of 1993. 

Comprised of excerpts from phone calls and faxes, the following discussion re­

flects issues relating to grass-roots arts publishing in Canada. 

It seems that 
every white magazine 

out there is having 
a feature on 
artists of 

colour ... the race and 
the body politic and 

that stuff. They're get­
ting people of colour to do 

the writings and the criti­
cisms, but then again, who are 

these magazines writing for? It's 
also pulling things out of a context. 

The problem that I have with a lot of 
these art magazines - the basic kind 
of tokenism that they're doing - is that 
they're not critical of the system they're 
within. How long are we going to be 
neat little facets of the white art world? 

Even though some of us are get­
ting published in these places, we're 
not really controlling the production of 
these magazines. Originally I had want­
ed to rant about the existence of white 
magazines and the absence of maga­
zines by bla_ck and brown people, but I 
think that would be a little naive. I 
sometimes forget that they have a spe­
cific mandate to exclude and/or contain 
us and I react as if it was a simple over­
sight that they ignored us since the be­
ginning of time. Is there a contradiction 
for us to be doing this in here? 

kma I can relate because I've been 
and am involved in magazines with 
which I am the only Black woman (Black 
person even) who is involved with them. 
It makes them look very good. There 
are a lot of nice "politically-correct" jour­
nals that appear to be very progressive, 
but technically, the white people are 
usually in charge-they have the power 
and they are getting paid. 

I want to talk to you about Canadi­
an culture and how it relates to 
your magazine, diaspora. 
Don't you find that Black 
Canadians do not take up 

space? During the summer, when a lot 
of tourists come over here, my friends 
and I always say that you can pick Black 
Americans out from everybody. They 
walk down the street like they own it; 
they take up space. It's a positive thing. 

PH Something seems to be gelling, 
but I think we're still confused about 
the Canadian part. Maybe we have a 
problem trying to locate ourselves in 
any one space, so we end up nowhere, 
which perhaps isn't such a bad thing. 
Although I've been socialized in a cer­
tain Canadian experience-identifying 
with a certain national psychology-I'm 
trying to figure out how to distance my­
self from that without denying its influ­
ence on me. 

I'm not sure how diaspora fits into 
that. I think other people will make their 
own decisions about it. It's definitely in­
volved in a discourse about race, white 
supremacy and the construction of 
blackness, but at the same time some 
people might not call it a black maga­
zine. What the magazine probably repre­
sents more than anything is the experi­
ence of the confused children of immi­
grants who grew up isolated and alien­
ated in Western Canada. I put the mag­
azine out for that reason mainly. I think 
there is also a subtext of class aspira­
tions and/or class denial. When I think 
about it, I tried to get the Simon Fraser 
University library to subscribe. The guy 
looked through it, frowned, and said, 
"There's nothing in here about Cana­
da." I thought, Jesus Christ, all the writ­
ers are Canadian, everything here is 
about Canada, it has everything to do 
with Canada. 

How is Afro-Canadianness mani­
fested in ATC? Is it an Afro-Canadian 
magazine? 

you ever heard of a 
Black women's stud­
ies reader, edited by 

rofil 

Gloria T. Hull, called All the Blacks are 
Men, All the Women are White, But 
Some of Us are Brave? Well, my friend 
and I felt it should be re-titled All the 
Blacks are Men, All the Women are 
White, and All the Black Women are 
American, But Some of us are Brave. 
This sums it all up. In Canada every­
thing is so American-centred. It was only 
a few years ago that the first cross­
Canada Black women's art show took 
place. With that in mind, I'm very com­
mitted to keeping the magazine seventy­
five to eighty percent Canadian content. 
The documentation of Black Canadian 
women's artwork is virtually non-exis­
tent. We know a lot more about the his­
tory, activists, artists from Black Ameri­
ca than we do in this country. America 
dominates our media in every way. 
They're positioned as the centre of the 
world. 

As Black Canadians the issue of 
documentation - and accessibility to 
that information - is vital. And that's 
where At the Crossroads is coming 
from. Canadian history is well docu­
mented from the perspective of the col­
onizing powers. We, on the other hand, 
have to research and dig for that infor­
mation about ourselves because we 
weren't bombarded with the information 
in the school system. 

PH This discussion around Canadian 
culture relates to issues I have on the 
topic of identity politics. I find the dis­
courses to be slightly constraining ... a 
little self-absorbed also. While we sit 
wondering what this or that shade of 
black means, we can easily forget the 
greater context we are working and liv­
ing within. We can easily forget about 
the impact of our consumer practices, 
that whether we like it or not, we live 
like Canadians. 

kma I'm really glad you said that be­
cause I had an argument with someone 
who had criticized a piece Richard Hill 
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wrote for Fuse several issues ago. She 
had a problem with him not writing 
Western with the word "white" in front 
of it. But, what she wouldn't accept was 
if you're Black and live in North Ameri­
ca, you're helping to oppress billions of 
people because of where you live and 
what you buy and what you wear and 
what you eat. Some people don't want 
to speak that specifically. They don't 
want to accept the fact that.. .. 

PH You have a certain amount of privi­
lege. 

kma Yes. You have a certain amount 
of power when you look at the world 
from a global context. 

PH And again it's not to negate the 
fact that there are struggles that we 
have in Canada, but to put it into con­
text and take responsibility for the fact 
that you and I can put together a maga­
zine, and we can go to university ... 

kma Or drop out of university ... 

PH I guess there's a contradictory 
place of needing to remain oppressed 
and unempowered to actually claim em­
powerment in one form or another. But 
going back to the identity thing, on the 
one hand, it's necessary to be continu­
ally naming yourself since your name is 
always being taken away, but it seems 
like it is often done at the expense of 
innovations in form or narrative. 

kma Yes. Everyone starts to sound 
like they're saying the same thing. 
Sometimes I wonder if people have a 
different angle on it. The issues regard­
ing mixed race and the whole concept 
of "race" are interesting because you 
can get into a whole heap of discus­
sions. The myth that people can be put 
into "boxes" or "categories" so easi-
ly ... nothing in this world is so cut and 
dry. 

How's your magazine coming? Talk 
about when you actually started it. What 
was going on for you when you decided 
to start it? 

PH Well, it had been in my head for a 
while, but after one pathetic summer in 
which all the internaliz~d racism and 

sexism of all the people of 
colour that I know came out, I 
thought it would be good to have a 
publication that dealt with the healing 
that needs to go on in our communi­
ties. At some point I would still like to 
get to that, but at the present time, for 
various reasons, a New Age Black Pow­
er magazine isn't feasible. 

Anyway, I was frustrated that most 
of the black magazines out there had 
this fairly narrow notion of how and 
what black people talk about. I'd like to 
see the discussions expanded to talk 
about non-black black subjects, and I'd 
also like to get away from talking about 
only black/white. I think things are a bit 
more complicated than that. Unfortu­
nately, it seems that white people are 
quick to appropriate something like 
that; it's easier to be embraced by a 
white liberal avant-garde than to even 
get the magazine to black people and 
other people of colour. 

I told a lot of black people I was 
putting together a black magazine, and 
they responded with, "Great, a black 
community newspaper, it's about time." 
And I had these frightening visions of a 
four page newsletter, a third of it on 
weaves, a third on jerk chicken, and a 
third on Maestro Fresh Wes. Don't get 
me wrong, I love jerk. It's just that 
there's this conservative assimilationist 
portion of black people in this country 
who are happy with the modest suc­
cesses which this great land has o -
fered them. I'm not interested in the 
staples of parochial black capitalism, 
which seems to perpetuate our margin­
alization. 

kma Actually, it's funny that you said 
that you wanted the magazine to start 
off as being for people of colour 6e­
cause when I first started my magazine,. 
a lot of people wanted me to do omen 
of colour. And you know, it really 'an­
noyed me because I felt that whe11ever 
Black women decide to do something 
on our own we have to include everyone 
else. It was as if we weren't allowed to 
and that really bothered me. 

There are certain specificities to 
Black women's issues. And this isn't to 
deny the importance of cross-cultural 
organizing, but I do feel a lot of work 
has to be done on behalf of all parties 
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involved. For example, a 
South Asian woman said to a Black 
friend of mine-my friend was worried 
that she had been patronizing to some­
one-that she couldn't be patronizing 
because she was a Black woman. And 
that's a weird 'something' that happens 
constantly, which you can never exactly 
place your finger on. 

PH What kind of response is the maga­
zine getting from the Black community 
in Toronto? 

kma I haven't really heard anything 
because the magazine isn't established 
yet. I've been paying attention more to 
the women who don't feel confident in 
their work-who are usually unestab-
1 ished or new writers and artists - I 
want them to give it to me. So many 
Black women have major self-esteem 
problems. I see their work, and it's real­
ly strong, and it's like pulling teeth to 
get them to submit it to the magazine 
because they don't think it's good 
er,ough. What I want is for the women 
who aren't confident in their work, to be 
published along with those who are well 
known or established writers. I think it's 
encouraging for them to see their work 
pri9ted ext to them. 

PH What you've said about confidence 
is really important. No matter what level 
of revolutionary consciousness we get 
to, we seem to be constantly battling a 
self-hate which can become totally de­
bilitating. And its compounded by jeal­
ousies within our communities, fear of 
failure, and the feeling of being over­
whelmed by white forms and discours­
es. As Roy Miki told me, we deny a part 
of ourselves that naturally speaks out­
side white forms; we sometimes censor 
those ideas that have no credibility in 
the white world. It's important to chal­
lenge our ideas of a magazine especial­
ly since there are very few critical publi­
cations in North America in which black 
people can submit work that will really 
be under scrutiny by other black people. 

B,y t e ay, when are you going to 
do (vlicbie Mee's prison interview .... 
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FIREWEED 
OF WRITING, POLITICS, ART & CULTURE 

Available at progressive, alternative & 
feminist bookstores or directly from 
Flreweed, P.O. Box 279, Station B, 
Toronto, ON, M5T 2W2, (416) 504-1339. 

[GIFT SUBSCRIPTIONS ARE AVAILABLE.] 

JAN 8 - FEB 19 

A 
TELE DONNA 
AN EXHIBITION BY 

SHONAGH ADELMAN 
SUNDAY, JAN 23, 7 PM 

KEEPING SECRETS· (PANEL 

space DISCUSSION AT THE RIVOLI) 

LIZ KOTZ 
ALEX RAFFE 

183 Bathurst St. BECKY ROSS 
MAKEDA SILVERA Ste 301 

JULIE ZANDO Toronto, Ont 

FEB26-APR9 M5T 2R7 
THE CONSTITUTION A Space gallery 

OF A NATION hours are 
ALISON BINDNER-OULLEffi 

Tuesday to Friday 
KARILEE FUGLEM 
LISEffi LEMIEUX 11 am - 6 pm 

KHADEJHA McCALL Saturday 

FRED McSHERRY 12 - 5 pm 

DIANE ROBERTSON 
DYANA WERDEN for information please 

call 364 3227 



FROM THE NATIONAL FILM BO A R D O F ·CA N A DA 

RETURN 
HOME 
Directed by Michelle Wong 

Produced by Margaret Wong for Studio D 
and Michelle Wong for Fortune Films 

A COPRODUCTION WITH FORTUNE FILMS 

29 MIN. ORDER N° C 9192 129 ( ENGLISH VERSION) 

C 1492 129 (CHINESE SUBTITLED VERSION) $19.95* 

*SPECIAL OFFER VALID UNTIL DECEMBER 31 1993 

lu CLOSED CAPTIONED. A DECODER IS REQUIRED. 

First-generation Chinese­
Canadian filmmaker 

Michelle Wong faces a 
struggle with cultural 

identity. Returning to her 
home in Alberta to spend 

time with her aging 
grandparents, Michelle 

uncovers a world of 
traditional Chinese values 

and beliefs that help her to 
understand and to accept 

her Chinese heritage. 

~Call Toll-Free 
ATLANTIC CANADA I 800 561 7104 QUEBEC I 800 363 0328 ONTARIO I 800 267 7710 WESTERN & NORTHERN CANADA I 800 661 9867 
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