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Remembering the Sixties:
A Quartet

Only now, in retrospect, do I wonder what would I be
like, and what would I be doing if I had been born ten years earlier or later.
Leaving home and moving into the sixties wasn't quite like living through
the French Revolution, but it sure explains why I took so many courses on
the Romantics. And what if I had chosen to do a degree in Modern
Languages at Trinity College, as I had planned, instead of going to Glendon
College and doing one in English and French? Glendon, with a former
diplomat, Escott Reid, as principal, was structured in terms that prefigured
the Trudeau years, as a bilingual college that recruited heavily among the
children of politicians and civil servants. And every year, the college pro-
vided money to the students to run a major conference on a political issue.
In first year I met separatists (which is how I know that René Levesque was
as short as I am and that he could talk and smoke at the same time.
Probably, I didn't understand a word he said.) I learned I was anglophone.
In second year I met Native people for the first time in my life to talk to. I
demonstrated against the Liberal White Paper introduced in 1969. (Harold
Cardinal summed up its position: "The only good Indian is a non-Indian.")
I learned I was white. In first year I wore miniskirts, got my hair cut at
Sassoon's, and shopped the sale racks at Holt Renfrew. I learned I was mid-
dle class. In second year I went on the pill and got my first pair of jeans.
(And I did—even then—connect the disappearance of the curfew and the
porter at my residence with the appearance of the pill.) I learned that being
female carried some political disadvantages. I sat on Trudeau's lawn to



protest the abortion laws (but I did not chain myself to a seat in the Public
Gallery in the House of Commons, as some of my friends did. Not brave
enough.) By third year, I was living in Rochdale and volunteering at the
Campus Community Day Care Centre. In fact, I first encountered my PhD-
supervisor-to-be, Claude Bissell, at an occupation of University of Toronto's
administration building over its refusal to support that centre. (Unshaven,
and with no visible security, he wandered in after a few hours and appeared
to sort things out.) Also at the occupation were the bikers who ran security
at Rochdale, flying their black flag out the window, not to mention the
Trots, the Maoists, and members of other parties and factions whose posi-
tions I did not know and whose names I do not remember. I helped bail out
people arrested in the demonstration in front of the American embassy over
Kent State. I learned I was Canadian. In the meetings before and after these
demonstrations some of the American draft dodgers and deserters treated
their Canadian "comrades" like pathetic country cousins. And some of
them advocated violence in words that didn't seem all that different from
official US rhetoric. I decided mild-mannered and polite was ok.

Too many people moved into Rochdale that summer who were only
interested in loud music, drugs, sex and throwing bottles out the windows
(It was a tourist destination by then, I think.) I worked at the day care cen-
tre at York University until the faculty members who were a majority of its
parents decided that it shouldn't take staff and student babies. By fourth
year (maybe I was aging), things seemed to have died down—except for the
FLQ crisis and the War Measures Act. Perhaps that brought it home to
people where all that rhetoric could lead. My then-husband and I left the
country to teach English in a Zambian secondary school for two years.
When I came back, everything had moved on without me. By then, of
course, it was 1973. M.F.

It might have been a T-shirt; it might have been a plac-
ard. I can't remember; either way, though, the words were the same, sten-
cilled on in bold caps so as to signal their authoritative gesture against
authority: MAKE LOVE NOT WAR. The occasion was Hallowe'en; the date,
the late sixties. Again, I can't remember exactly, though I do recall what I
was up to: I was trick-or-treating, dressed up as a hippie. Little matter that I
didn't yet know what the phrase "make love" really meant (it puzzled me,
that I remember, but it was clearly a better thing to do than to "make war");
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I was in training for adulthood. Not a doctor, not a garbageman (I often
confused the two, since the men who emptied the cans in our neighbour-
hood wore white coats), not butcher, baker, or rake—I was going to grow
up to be a hippie. My parents were displeased of course; they were already
fortysomething, immigrants from post-WW II Scotland, and none too keen
to see their eldest child renounce what they had gained quite late in life:
access to the excess that made tuning in, turning on, and dropping out a
leap with a fairly soft landing (voluntary "poverty" was not a noble ideal to
those whose lives had mostly been lived in involuntary poverty). The prob-
lem was, we lived near S.F.U., and my bedroom window looked out onto a
route travelled by VW vans in psychedelic colours, the vans themselves a
chaos of bangles, bojangles, sandals, bongs, bongos, and tiedye (the closest I
could get to these mobile edens was to walk around with a transistor radio
pressed to my ear). There were other vehicles, too, but none that caught my
fancy; not even firetrucks and firemen could compare with these colourful
explosions of dissidence ("pelting" other children with orange peels at
recess was still punished by strapping in my school). I hadn't any real idea
what these auto-schools of Jesus-headed hippies were about (even the
women had that odd iconic look I first saw in Sunday School pictures), but
they held my eye and shaped my imaginative life; they also steered me
towards the university, making me wonder about a place that apparently
gave space to things that got most adults I knew worked up. That place
appealed to me, since (although I couldn't have articulated it then) its mys-
terious workings seemed to sit well with the go-your-own-way
Protestantism in which my mother was not quite bringing me up, just as it
seemed to fit with my father's outright rejection of Christian traditions (his
family were Catholic). Eventually I went to university (but I bussed and
biked it, since the flowery vans had long since faded), and it has so far held
me there the way flypaper holds a fly (it was designed for them, after all).
Which is not to suggest that I've grown up to be Gregor Samsa—even as the
sixties butterfly has shrunk back to a larval state in sundry niche-market
cocoons. It has more to do with Hallowe'en, since I now get paid to go
trick-or-treating in the classroom, where my costumes are still transparently
traditional: a ghost in the machine, a skeleton in a disciplinary closet, a
stuffed shirt, even sometimes a hippie, professing to love made and making
words, I.H.



La décennie soixante marque certainement l'une des
périodes les plus importantes du Québec contemporain. Entre les boule-
versements engendrés par la Révolution tranquille et l'Exposition uni-
verselle de Montréal (1967), à travers les dédales d'un pluralisme
idéologique naissant, d'une tendance à vouloir tout séculariser, d'une rhé-
torique liée aux droits individuels et d'une morale sexuelle propagée par un
mouvement universel de libéralisation, la société québécoise connaîtra,
durant cette période, une transformation à ce point important que des
mots comme «révolution» et «innovation», «identité» et «modernité»,
«décolonisation» et «contestation», «ouverture sur le monde» et «mutation
profonde» sauraient décrire mieux que tout autre. Passage obligé entre un
passéisme canadien-français et l'affirmation d'une identité "québécoise"
orientée vers le futur, la Révolution tranquille sera aussi un point d'ancrage
qui permettra aux institutions du Québec, et notamment à l'institution lit-
téraire, de se renouveler pour mieux s'affirmer. Dans ce contexte d'ébulli-
tion, qui marquera l'idéologie d'une société toute entière et forcera un
grand nombre d'écrivains à prendre position dans des discours politique-
ment engagés, la littérature québécoise se consolidera peu à peu, deviendra
omniprésente dans les nouveaux programmes et systèmes d'enseignement
du Québec (les écoles dites "polyvalentes", les collèges d'enseignement
général et professionnel [Cégep], le réseau des universités du Québec) et
sera reconnue à l'étranger.

Témoin d'une époque où les transformations s'enchaînent avec rapidité
les unes aux autres, où les questions d'identité nationale côtoient les prob-
lèmes liés à l'urbanisation, au fléchissement de la pratique religieuse aussi
bien qu'à la multiplication des mariages civils, des unions libres et des
divorces, la fiction narrative des années i960 traduira, dans des oeuvres de
plus en plus polymorphes, la contestation, le refus et la révolte qu'entraîne
inévitablement l'émergence de nouvelles valeurs et de nouveaux désirs dans
une société en mutation. Alors que certains romanciers, comme Gérald
Bessette, Gabrielle Roy et Yves Thériault, poursuivront leur oeuvre en abor-
dant diverses questions liées au phénomène d' «identité», de nouveaux
venus (Hubert Aquin, Marie-Claire Biais, Réjean Ducharme, André Major
et Jacques Renaud, en tête) feront état d'un climat de révolte généralisée
contre l'ordre établi. À la même époque, Jacques Godbout et Jacques Poulin
évoqueront à travers l'utilisation d'une langue populaire (le «jouai») l'alié-
nation sociale et la dépossession culturelle de jeunes Québécois pendant que
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d'autres auteurs, comme Anne Hébert et Jacques Ferron, élaboreront des
ouvrages enracinés dans un destin à la fois personnel et collectif, con-
tribuant ainsi, et à l'instar des auteurs mentionnés ci-haut, à faire des
années i960 l'une des périodes les plus déterminantes pour le roman écrit
au Québec.

De la même manière la décennie soixante permettra au théâtre québécois
de prendre un essor des plus remarquables. Alors que des troupes et que des
institutions théâtrales permanentes apparaissent en se multipliant, le
domaine de l'édition, sous l'égide du Centre d'essai des auteurs drama-
tiques (1965) et de la collection «Théâtre canadien» (1968) chez Leméac,
rendra disponibles aux lecteurs les textes de théâtre les plus importants,
incluant ceux de Marcel Dùbé, de Gratien Gélinas et de Françoise Loranger.
Bien que la plupart de ces auteurs exploiteront le filon de la révolte (contre
la famille québécoise, notamment) à travers des personnages en quête d'i-
dentité et de liberté (ce que la pièce Les Belles-Soeurs [1968] de Michel
Tremblay illustrera un peu plus tard avec brio), certains dramaturges
déborderont la problématique spécifiquement "québécoise" et poseront
(comme chez Jacques Languirand, par exemple) les défis soulevés par la
guerre froide ou, encore, par la société moderne de production et de con-
sommation.

Si les débats politiques entre fédéralistes et souverainistes, au cours des
années i960, fourniront le sujet explicite de plusieurs pièces de théâtre
(qu'on pense, par exemple, à l'oeuvre de Jacques Ferron et à celle de Robert
Gurik), c'est dans le domaine de la poésie et des essais critiques que ceux-ci
auront le plus d'écho. Élaborée par des écrivains fortements engagés,
comme Gaston Miron, Jacques Brault et Paul Chamberland, la poétique de
"l'homme colonisé", perçue avant tout comme "la poésie du pays", s'en-
gagera également dans le combat quotidien, individuel et collectif qui
incombe universellement à la condition humaine. Dans le domaine des
essais critiques, une surabondance d'écrits, surtout d'ordre politique, pren-
dront souvent de forts accents polémiques, notamment chez Marcel
Chaput, Raymond Barbeau, François Hertel et Pierre Vallières, alors que
figureront dans d'autres oeuvres, celles de Pierre Vadeboncoeur, de Fernand
Dumont et du Frère Untel (Jean-Paul Desbiens), en particulier, la mise en
évidence de certains faits sociaux liés au cheminement de la collectivité
québécoise. C'est d'ailleurs dans cette perspective que s'inscriront des
ouvrages portant sur l'ensemble de la situation intellectuelle du Québec des



années i960, une réflexion sur l'art, des monographies à tendance autobi-
ographique et historiographique qui connaîtront un regain tout à fait
naturel au cours de la décennie soixante, en raison des interrogations essen-
tielles qui prévalaient alors.

En somme, s'il fallait résumer en quelques mots seulement l'importance
qu'ont eu les années soixante au Québec, on pourrait sans doute dire que la
mise en place de réformes institutionnelles, à l'époque de la Révolution
tranquille, bouleversera les valeurs d'une société entière tout en favorisant
l'émergence d'une "parole spécifiquement québécoise" qui, depuis plus de
trente ans, ne cesse de se renouveler dans l'universel, A-M.R.

In 1967,1 entered the University of Bonn, fresh from the
Ursulines' girls school in Koblenz. The baroque archbishop's palace that
houses the university seemed an odd place for the long-haired, pot-smok-
ing, and poetry-reciting youths that the nuns had told us to avoid, but there
was no getting away from them. In particular, they crowded the cafeteria
where we collected a thick wad of hand-outs announcing demos, sit-ins,
and readings by Paul Celan on our way to atrocious food (I will never forget
the sight of a six-foot tall and very thin fellow student trying to fill up on
scrambled eggs made from yellow powder.) Bonn was, however, not the
hotbed of student revolution that Frankfurt or Berlin were: demonstrations
seemed to feature more police than students and tended to peter out on the
large ornamental lawn flanking the university. (Some of my older colleagues
at Bonn now hotly challenge this impression, assuring me that the place was
restless enough, thank you.) As for me, the nuns kept their grip for the three
years I spent there, Wishing to raise us as Catholic wives and mothers (I am
able to report that, with me, they have failed on all three accounts), they
had spent much of their time teaching us "manners" that were hard to shake.
Among these was the requirement, on leaving a room, to turn in the door
and bow to the ones inside. Several of my professors watched in amazement
as I pirouetted my way out of their offices, and I don't blame them.

My sixties happened in the seventies, and not in Bonn but in working-
class Yorkshire where I taught at two grammar-schools and in a prison for
men, and then in my five years in graduate school, at the University of
Alberta. Yorkshire meant a first confrontation with real poverty, with those
who make sure it persists (in those days, Thatcher became known as "milk-
snatcher" for taking away school-children's free milk), and with a leftist
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activism of long standing. Immersed in a very lively and politically commit-
ted international student community at the University of Alberta (I served
as president of the International Students Organization for some time), I
caught up with other things I had missed in Bonn. Discussing Memmi,
Fanon, and Berque with fellow-students from everywhere but literature
departments, I read Canadian Literature from a post-colonial perspective
from the first. And I got myself arrested, together with sixty-odd students
and faculty, at an anti-Apartheid rally, an episode which occasionally pro-
vides me with the opportunity to respond to some greying academic's "I
don't think we have met" with "Oh yes, we have. We once spent a night in
jail together."

With this issue, we welcome yet another addition to the editors of Canadian
Literature: Alain-Michel Rocheleau, a specialist in Québec drama, introduces
himself with one of the editorials opening this issue and with the obituary
for Gaston Miron closing it. Laurie Ricou, who has been with Canadian
Literature for fourteen years, is leaving us but will remain a friendly associate.
We thank him for his commitment, generosity, and advice.

Funding for this special issue on Canadian cultural history was provided
by a Humanities and Social Sciences grant of the University of British
Columbia. Dr. Maria Ng and Suzanne Goodison were excellent research
assistants, E-M.K.
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D e b b i e W a t e r s - W r i g h t

the game, 2 frenchmen,
arrival

nowhere to begin he said i was
thighs any dessert is that sexist
train station Mario so ice blue brown
eyed^ust lives outside Montreal
he says not better woman than
there pernod dope hashish observation car alone
half awake he says i am honey oil the game
interprets ego trips with kind people
rush view from train seat colliding with
space sky & snow puddles ice thin puddles
prairie thaw God so open the sky of my palm
& rush rush rush thru this rainy eye of sal-
amander green he says i am green a ballad with
photographer from Quebec sharing beer warm says i
am sexual innocent lucid shy younger days deeply
coffee morning stayed up all night with blue blue mario
& his book on massage touches hands wrists kisses
palm arm around me teasing me as i say brown blue
mario
good-bye
Wpg. 8:45 a.m.
morning arrival (photographer)
(he gets off & carries my bag)
Mario;

u
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in the cool shade
of concrete

overlooking idle tracks
waiting for the wicket to open again to the heat
the afternoon dispersing slowly dispensed
as bodies sit ,
motion minimal
sleeping forms across expanses of public space
i watch the world in unknowns held
as words on the tip of expression
release no one from the arrogance of control

the waddle of the crouched earcleaner is an aberration
moving as though through liquid air
as he opens his wooden chest
& removes bottles & jars
the contents indistinct at this distance

he's certainly more professional than die fellow on the beach
who showed me his typewritten certificate
photocopied a dozen times too many
the dull tweezers in his hand twirling by his own ear
tasting tasting you tasting only yes

but this earcleaner moves with intent
grand gestures that mask small precise movements
as he appears to remove wax
which he collects on a finger
to show his client afterwards
a-i top quality only

we all remain here in the early afternoon
bijapur station
the same blank spaces
as once we filled maps
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Concrete Poem

energy stolen the
y've got their tu
bes stuck in us a
nd it's a struggl
e everyday to lif
t above garbage m
y hair is on fire
and I can't laugh
trying too hard f
lowers aren't gla
ss I'm not Jewell
ery smoke skin on
my face isn't for
you the fallen pi
eces making a scu
lpture at my feet
walking through t
his industrial fi
eld of concrete.
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Pawns And Pieces

An advantage based on pawn position
is a thing of relative permanence;
such are the infinitesimal, million,
petty contacts in parlors and kitchens,
daily arguments but without offence,
that consolidate the loved relation;

but based on the structure of the pieces,
since the pieces move from place to place,
relatively vain and ostentatious,
fickle, deceptive, gone without a trace—
the obsession with intellect or face,
the great encounters, the intensities.



L a u r i e K r u k

The Sound of You,
Forgetting Me

One hand,
folding in on its own
small chill.

In the apartmented evening,
mind restless as a cat:
Something hums
above the refrigerator,
making ice.
Undiagnosed whine or ache
like a fly caught between glass:

can't let it in or out

Next spring, it will be a tiny period
blown out
with the dusty sentence of winter.

Five thousand kilometers away
the silence is filling up
with white noise, dark worries, other days
rushing
to meet you. Carefully I
have filed away
the cards, letters, photos
you took of me
with the old year's regrets

clear the desk, clean out
the drawers

Still, I find
a quietness haunting
my breathing

the sound of leaves unfolding,
one by one
before ice

succumbs
to river's dance



M a r y C a m e r o n

One Hundred Insects

After years he shows up in dreams,
a glance more fragile than a paper screen.

Perhaps ants still fall from the ceiling,
and branches stroke his building

ceaselessly, reminding wood of its
green source. What left us

hungering for dusk and filled the hours,'
deaf to a grief we'd never hear

again, in the fields the rustling.
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Autour de la question
linguistique
le manifeste québécois des années
'60 -70

. . . l'intérêt majeur de l'étude du discours-manifeste: il nous en dit long non seulement
sur le système dans lequel il opère, mais aussi sur l'ensemble culturel qu'il mobilise
pour son fonctionnement.

SHELLY YAHALOM1

Je ne sais rigoureusement pas ce que c'est que bien parler. Je sais seulement que lorsque
j'entends parler le Grand Louis des films de Pierre Perrault, je me tais et j'écoute,
ébloui; car personne n'a jamais parlé comme ça dans mon quartier de Saint-Henri,
Montréal, P.Q. C'est que Grand Louis est un homme libre, vivant isolé dans son Ile-
aux-Coudres et n'a par conséquent pas été contaminé par l'agression des conditions
historico-sociales dans lesquelles vivent le plus grand nombre des Québécois.

L'histoire du Québec est jalonnée de textes à portée
manifestaire, avec ici et là des noeuds plus durs qui correspondent à l'ac-
célération des événements. Dès la Conquête déjà, si l'on en croit du moins
Daniel Latouche dans son Manuel de la Parole (1:15-98), se multiplient les
écrits revendicateurs, qu'il s'agisse d'adresses au roi d'Angleterre afin de
contrer les ambitions dévastatrices pour les "nouveaux sujets" britanniques,
des commerçants anglais de Québec et de Montréal3 ou encore de pétitions
pour ou contre "une chambre d'assemblée libre et élective' (1760 a 1899 39)4.
Ces écrits—et Daniel Latouche le note—ne correspondent toutefois pas aux
caractéristiques du manifeste telles que relevées ces dernières années par les
poéticiens5: si ces textes sont programmatiques jusqu'à un certain point—
ne fallait-il pas proposer une alternative à la situation décriée, le retour aux
"anciennes loix, privilèges, et coutumes, avec les limites du Canada telles
qu'elles étaient cy-devant", par exemple, pour ce qui est d'une pétition
auprès de Georges III, en 1773 (1760 30)—ils ne prétendent à aucun
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retournement de pouvoir et s'inscrivent dans le plus grand respect de la
hiérarchie.

Paradoxalement, les seuls textes vraiment subversifs de l'époque provien-
nent de l'étranger: de l'état américain en voie de formation (nous sommes
en 1774 soit deux ans avant la Déclaration d'indépendance), soucieux de
s'attirer l'appui de la Province de Québec ci-devant le Canada et qui, pour ce
faire, pointe du doigt les injustices subies par la population ou les lacunes
de son système de gouvernement6; de France, plus tard, via des agents qui à
partir des États-Unis "inondaient le Canada de pamphlets et de manifestes
inspirés des principes de la révolution française, et appelant les Canadiens à
prendre les armes" (1760 43).

Il faudra attendre la période précédant immédiatement les troubles de '37
pour que surgissent des textes d'ici répondant tout à fait à la définition du
manifeste comme discours de vérité manié stratégiquement, telle une arme,
et destiné à révéler (au sens chimique du terme) le caractère inacceptable, la
non pertinence, l'absolue injustice (ou l'"ajustesse") du discours ou des
gestes de l'Autre, à en dénoncer le pouvoir usurpé, afin, bien entendu, de
s'approprier ce dernier au nom du groupe représenté. La "diabolie"—lire ici
le manifeste—"s'exerce à chaque fois", assure Claude Reichler qui emprunte
à Lotman, "qu'une modélisation sémiotique [ou sémioticité] prétend lim-
iter les possibilités du langage et cheviller ainsi le régime du sens à une
idéologie" (Reichler 12)7. Pour dire les choses autrement, le manifeste appa-
raît à chaque fois que le système politique, social, littéraire ou artistique, ne
pouvant plus maintenir un équilibre devenu précaire, s'ouvre au bruit régu-
lateur, donc à la crise qui assure sa survie dans et par la transformation; à
chaque fois, en fait, qu'il y a une dégradation à contrer.

Un équilibre à établir, une dégradation à contrer, c'était bien le cas au
moment des changements survenus au Québec dans les années '60,
moment qu'il est habituel de nommer la Révolution tranquille. Le discours
subversif y prend alors plusieurs formes. Je ne retiendrai pour la présente
intervention que les textes qui s'affichent comme manifestes, quelle que soit
leur façon de le faire. Et je réduirai mon analyse à un sujet toujours "chaud",
la fameuse "question linguistique", sans prétendre, bien entendu, à l'exhaus-
tivité du corpus, qui, sauf quelques rares exceptions, ne comprendra que
des textes écrits en français.

Ce choix implique la mise de côté du discours féministe qui commençait
tout juste alors à se faire entendre; des revendications autochtones encore
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cantonnées dans l'oralité; de la thématique également inaugurée en 1948 par
Refus global dont les réclamations touchaient plutôt la liberté de vivre, de
penser, d'être soi-même, par rapport à une norme essentiellement religieuse
et exclusivement moraliste. La mise en sourdine, enfin, des revendications
politiques, économiques et sociales, en supposant que cette mise en sour-
dine soit possible . . .

Le contexte manifestaire
Sujet chaud au Québec que la question linguistique! Les rapports de com-
missions, discours publics, lois et règlements ne se comptent plus qui en ont
traité8. S'il en fallait encore une preuve, je citerais à la barre l'explosion de
graffiti survenue à Montréal à l'hiver 1988-1989, immédiatement après la
décision de la cour suprême au sujet du règlement sur l'affichage de la loi
101 et la proclamation de la loi 178. Sur l'espace de quelques semaines seule-
ment, les murs de la ville ou ce qui en tient lieu ont été recouverts d'inscrip-
tions plus violentes les unes que les autres, de "POUR LA SURVIE/DE TA
LANGUE, LE QUEBEC/LIBRE!9 à 101/=/PAIX SOCIALE10, en passant par
FRANÇAIS/TOUT OU RIENI/101", AFFIRMATION 10112, 178 =
COLONISE13, ou encore ce percutant: 101 ANGLAIS VOUS AVEZ EXTER-
MINE / LES: IRLANDAIS/ ECOSSAIS / CANAYENS / INDIENS/ LAISSEZ-
NOUS/ EXISTER/ OSTIE!/ 10114. Sans oublier, aux coins des rues, les STOP
maquillés (par grattage ou peinturage) en loi15 ni certains monuments
comme ceux de la reine Victoria ou du premier ministre MacDonald sur
lesquels on pouvait lire QUEBEC LIBRE/ VIVE OCT. 7016 et QUEBEC
LIBRE/FLQ/ QUEBEC LIBRE17, inscriptions auxquelles répondaient de
nombreux 101 = 18, des ELQ19, ENGLISH LIBERATION OF QUEBEC/ELQ20,
FUCK/LA/LOI 10121, quand on ne se contentait pas tout simplement de
rayer les mots "francophone" ou "français", pour les remplacer par "anglais"
ou "ENGLISH", dans des syntagmes comme MONTREAL FRANCOPHONE
ou MONTREAL FRANÇAIS22.

Mais revenons brièvement aux types de discours revendicateurs que j'ai
mis de côté; ils constituent le contexte manifestaire de l'époque. A tout
seigneur, tout honneur, la thématique de Refus global d'abord et d'autant
qu'elle sera reperformée périodiquement au tout début de la Révolution
tranquille, comme si la rupture initiale se faisait continuité 2i. L'exemple le
plus spectaculaire demeure certainement le manifeste agi "Place à l'orgasme"
qui, le 8 décembre 1968, faisait scandale lors de la cérémonie d'investiture, à
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la cathédrale de Montréal, des nouveaux chevaliers de l'Ordre Équestre du
Saint Sacrement (Robillard 380-90). "Place à l'orgasme .. ./Mort au
Baptême [ . . . ] , Place au Jeu/Mort aux Dogmatismes / [ . . . ] Place à
F Aventure/Mort à la Servilité / Place au Blasphème/Mort au Prestige / [ . . . ]
Place au Cri/Place aux Extrémismes/Place à la Colère . . .", de proclamer les
jeunes manifestateurs en donnant une allure de litanie à la dichotomie
rejet/choix de Refus global qui, lui, modulait le refus total des surréalistes24.

Cette thématique dont les retombées sont nombreuses—il y a peu encore
avec le manifeste Acceptation globale de François Benoît et Philippe
Chauveau qui, au nom d'une jeunesse désabusée25, s'inscrit en faux contre
Refus global—n'a pas grand chose à voir, pour ne pas dire rien, avec la ques-
tion linguistique. Même situation pour ce qui est du discours féministe
dont le souci est moins de parler telle ou telle langue, que de parler, tout
court, de prendre de force une parole jusque là empêchée, de prendre la
parole26. Quant aux revendications des Amérindiens, elles sont si timides à
l'époque malgré quelques coups d'éclat comme le manifeste paru en 1972
dans Recherches amérindiennes au Québec {i960 a 7976181-83) ou encore
l'ouvrage de la montagnaise An Antane Kapesh, Eukuan nin mats himanitu
innu-iskueu (Je suis une maudite Sauvagesse)27, qu'il est difficile de les
retracer. Et lorsqu'il est question de langue, c'est du cri qu'il s'agit, du
huron, dont on déplore la perte ou encore du montagnais; le français
comme l'anglais d'ailleurs, représentant surtout la domination subie.
Antane Kapesh le dit clairement:

. . . l'éducation des Blancs ne vaut rien pour nous, Indiens.
A présent on donne des cours en indien à nos enfants. Le gouvernement fait

aujourd'hui semblant de redonner aux enfants indiens une éducation indienne,
uniquement pour nous contenter. C'est toujours de cette façon que le gouverne-
ment a agi envers nous, les Indiens. Moi je crois qu'une fois que l'enfant indien a
perdu sa langue indienne, il lui sera extrêmement difficile de la retrouver.
Aujourd'hui que nous vivons la vie des Blancs, à mon avis ce n'est pas la vraie
langue indienne que nous parlons. Nous habitons à présent des maisons de
Blanc et nous utilisons tous les éléments de la culture blanche; c'est à cause de
cela que nous perdons rapidement notre langue indienne. Quand nous vivions
notre vie indienne dans le bois, la langue que nous parlions était différente.
Notre vraie langue indienne que nous avons perdue ne va pas sortir d'une école
de la commission scolaire ni non plus d'une université blanche. (Kapesh 53-4)

Constituent également le contexte manifestaire de l'époque, les revendi-
cations politiques, économiques et sociales qui marquent les années 1960-
1970. Ce n'est que par commodité pour un propos qui doit faire vite, que
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j'en ai annoncé plus haut la mise en sourdine. Ces revendications ne sont-
elles pas à la base même de la Révolution tranquille? Ne créent-elles pas les
conditions incontournables de la situation langagière du Québec? Plusieurs
l'ont dit et répété; Jean Marcel entre autres, qui s'appuie sur Gaston Miron:

Je ne cacherai pas qu'en matière de linguistique, après avoir assidûment
fréquenté Saussure, Chomsky, Guillaume, Sapir, Jakobson, Whorf et
Martinet, je n'ai finalement retenu qu'un seul maître: Gaston Miron. Sa
doctrine est plutôt simple, il me l'a expliquée en trois points, comme il l'ex-
plique tous les jours à ceux qui veulent bien l'entendre:

1. Toute considération sur l'état linguistique du Québec qui ferait abstraction des
conditions proprement politiques d'exercice de la langue doit être tenue comme
nulle et non avenue, sinon comme une fumisterie.
2. Notre langue, dans son exercice quotidien, est le reflet de notre asservisse-
ment social, politique et économique non moins quotidien.
3. En conséquence de quoi, toute tentative de renverser l'ordre existant des
choses et de transformer notre aliénation collective en libération collective doit
faire apparaître la transmutation de notre expression linguistique comme un
processus particulièrement révolutionnaire. (Marcel 13)

Aussi Jean Marcel refuse-t-il de situer le débat, comme l'a tenté un Guiseppe
Turi dans Une culture appelée québécoise, autour de la question "français,
québécois oujouaF plutôt que sur la question classique "anglais ou
français"1*. Le débat aura pourtant lieu, créant temporairement un diver-
tissement—salutaire?—à la dichotomie plusieurs fois séculaire
français/anglais. Il avait été lancé quelques années plus tôt—avec le terme
"jouai" emprunté à André Laurendeau—par un texte-choc qui a pris tout le
monde par surprise, les Insolences du Frère Untel29. L'auteur, un religieux du
nom de Jean-Paul Desbiens, devait payer cher son audace30, preuve que son
livre était bien un manifeste. Ne s'en prenait-il pas à l'institution par excel-
lence quand il s'agit de la langue d'un peuple, le système d'éducation?
Personne ne pouvait rester indifférent et d'autant moins que certains
écrivains—un Michel Tremblay, par exemple ou un Victor-Lévy Beaulieu—
se mettaient dans la tête qu'il fallait donner ses lettres de noblesse à la
langue nouvellement nommée: et romans comme pièces de théâtre de se
multiplier, qui se voulaient accessibles au grand public auquel on présentait,
pour la première fois peut-être depuis le Tit-Coq mais surtout Bousille et les
Justes de Gratien Gélinas, Zone, Le Temps des lilas et Florence de Marcel
Dubé, un reflet à la fois rassurant et inquiétant de sa situation culturelle et
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plus particulièrement langagière. Mis à part, certains textes d'amuseurs
publics comme les chansons de la Bolduc.

La langue et les manifestes à portée politique
La formidable prise de conscience linguistique qu'avait déclenchée le frère
Untel ne devait plus régresser. Les jeux étaient faits: si la question de la
langue ne constituait pas nécessairement le pivot de toutes les revendica-
tions, elle en était toujours le point de fuite, la métaphore. Ce qui n'aurait
pas toujours été le cas d'après Louis Landry qui en 1969, dans un essai-man-
ifeste intitulé . . . l'assimilation, pourquoi pas?, propose rien de moins que
l'assimilation du Québec aux États-Unis: "Si nous parlons encore français,
"écrit-il," c'est par routine, non à la suite d'un choix [ . . . ] . Notre résistance
à l'assimilation [canadienne anglophone] fut une passivité devant le pro-
grés et les nouvelles idées" (Landry 62).3I Et Louis Landry de poursuivre en
expliquant que "[1]'assimilation est un phénomène constant dans l'histoire
des peuples", qu'elle en est l'une des "lois naturelles" (Landry 80-1). Aussi
est-ce la seule voie qui lui paraît possible pour les Québécois. Mais
pourquoi avec les États-Unis et non avec le Canada dont nous faisons déjà
partie? Pour plusieurs raisons: le Canada est un pays "artificiel" (89); nous
n'y existerons toujours que dans une relation conquis/conquérant; notre
économie est déjà américaine; paradoxalement, notre langue aurait plus de
chances [!] de s'épanouir.32 Il y a bien le "pari" indépendantiste mais dans

. . . ce pari le plus que nous pouvons gagner c'est la fierté d'avoir réussi l'im-
possible: conserver notre langue. Mais nous pouvons y perdre tout, la langue, la
culture, l'économie et la fierté.

Je suggère un autre pari: nous laissons tomber la langue française dans l'e-
spoir de gagner l'économie. Que risquons-nous? Une "picouille", notre "jouai",
contre le regain de notre vie économique avec, en plus, une culture nouvelle et
une fierté nouvelle: la culture nord-américaine en création et la fierté de l'avoir
choisie lucidement, d'y participer à plein. (Landry 76-7)

On s'en doute, la dimension provocation d'un tel texte n'a échappé à per-
sonne. En le relisant de nos jours, on a peine à croire toutefois qu'il a paru
quelques mois seulement avant le manifeste du F.L.Q. déclencheur de ce
qu'il est convenu de nommer pudiquement "les événements" ou "la crise
d'octobre". A moins de l'interpréter comme une attitude suicidaire du type
"on n'y arrivera jamais, alors autant en finir une fois pour toute!" .. . Ou
encore de l'inscrire dans le ludique—le parodique?—comme le parti
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(fédéral) Rhinocéros du "docteur"-écrivain Jacques Ferron, fondé dans les
années '63-'64 et dont la devise iconoclaste est D'UNE MARE A L'AUTRE
(Ferron 13).33 Peu importe d'ailleurs, le résultat est le même: dans les deux
cas en effet, il y a témoignage "de la situation absurde des Québécois fran-
cophones sur ce continent" (Charlebois 17). Il faut dire que la décennie avait
débuté avec le discours libéral d'ouverture idéologique et de prise en main
de l'économie. Le Digeste de la justice sociale de Georges Lapalme est là pour
le prouver. Il y est question de salaire minimum, d'assurance-santé, de con-
ventions collectives agricoles, d'allocations de maternité, de droits syndi-
caux, de maladies industrielles, d'accidents du travail, etc., l'ennemi à
abattre étant Duplessis qui avait plongé—maintenu serait peut-être plus
juste—le Québec dans la "grande noirceur".34 Le slogan du parti n'était-il
pas "C'est le temps que ça change"?35

Mais si le programme du parti libéral—Daniel Latouche le nomme
Manifeste de la Révolution Tranquille—est d'abord axé sur la création d'or-
ganismes indispensables à un gouvernement moderne, tels que le ministère
des Richesses naturelles ou le Conseil d'orientation économique, il com-
mence par affirmer fermement la vie culturelle et le fait français:

Dans le contexte québécois, l'élément le plus universel est constitué par le fait
français que nous nous devons de développer en profondeur. C'est par notre cul-
ture plus que par le nombre que nous nous imposerons. Conscients de nos
responsabilités envers la langue française, nous lui donnerons un organisme qui
soit à la fois protecteur et créateur [l'Office de la langue française]; conscients de
nos responsabilités envers les trois millions de Canadiens français et d'Acadiens
qui vivent au-delà de nos frontières, en Ontario, dans les Maritimes, dans l'Ouest,
dans la Nouvelle-Angleterre et la Louisiane, le Québec se constituera la mère-
patrie de tous. ( 7960 a 1976 12)

Déclaration qui ne parut pas offrir une garantie suffisante à tous, puisque
quelques mois seulement après la prise du pouvoir par les libéraux, se for-
mait un groupe de pression—le Rassemblement pour l'indépendance
nationale [R.I.N.]—qui allait bientôt devenir un parti politique.
L'indépendance était, proclamait-il, tout en défendant les libertés individu-
elles, la seule solution de survie pour le fait français, par conséquent, pour la
langue (i960 25-6). D'autre part, comme le programme du parti libéral ne
dissociait pas le vieux couple langue/religion, naquit le mouvement laïque
de langue française [M.L.L.F.]. Le texte que l'on peut considérer comme son
manifeste, l'École laïque6, prônait d'ajouter un secteur neutre aux secteurs
scolaires catholique et protestant existants.
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Entre temps, se constituait dans la violence—sabotages de toutes sortes,
attentats à la bombe, cocktails Molotov—un véritable mouvement révolu-
tionnaire se référant aux Patriotes de '37, le Front de libération du Québec
[F.L.Q.]. Les premiers manifestes qu'il produit—un en avril 1963, qu'il réus-
sit à faire publier dans plusieurs journaux et un deuxième à l'été 1970, que
seul reproduira l'hebdomadaire Québec-Presse—contenaient déjà en germe
toutes les réclamations du troisième, celui d'octobre 1970 qui devait provo-
quer, chez les hommes politiques tant provinciaux que municipaux et
fédéraux, la peur d'une insurrection généralisée. Le fait d'avoir été lu sur les
ondes de Radio-Canada, dans une atmosphère de chantage, y a sans doute
été pour quelque chose . . . De la langue, il n'était pas explicitement ques-
tion. Mais si nous relisons attentivement ces manifestes, en particulier le
dernier, force nous est de constater qu'elle constitue la base de toutes les
revendications. Ainsi dans le premier on pouvait trouver un passage comme

même socialement, le Québec est un pays colonisé. Nous sommes 80% de la
population et pourtant la langue anglaise domine les domaines les plus divers.
Peu à peu le français est relégué au rang du folklorisme alors que l'anglais
devient la langue de travail. Le mépris des Anglo-Saxons envers notre peuple
demeure constant. Les "Speak White!", Stupid French Canadians, et autres
épithètes du même genre sont très fréquentes. Dans le Québec même, des mil-
liers de cas d'unilinguisme anglais sont arrogamment affichés. Les colonialistes
nous considèrent comme des êtres inférieurs et nous le font savoir sans aucune
gêne. (7960 34)

et dans le deuxième, un point était réservé à la question linguistique:

4. Nous combattons toutes les formes d'exploitation dont la plus manifeste est la
ségrégation linguistique: la nécessité de parler deux langues parce qu'on est
Québécois. Le patronat colonialiste en est le premier responsable. ( 7960 113)37

C'est dans le troisième toutefois qu'éclate, avec des attaques personnal-
isées d'une rare virulence, une colère longtemps retenue contre la situation
d'infériorité imposée aux Québécois, parce que francophones. Un bon
exemple, ce passage qui termine une série commencée par "Nous en avons
soupe de":

d'un hypocrite à la Bourassa qui s'appuie sur les blindés de la Brinks, véritable
symbole de l'occupation étrangère au Québec, pour tenir les pauvres "natives"
québécois dans la peur de la misère et du chômage auxquels nous sommes tant
habitués;

de nos impôts que l'envoyé d'Ottawa au Québec veut donner aux boss anglo-



phones pour les "inciter", ma chère, à parler français, à négocier en français:
repeat after me: "cheap labor means main-d'oeuvre à bon marché";

des promesses de travail et de prospérité, alors que nous serons toujours les
serviteurs assidus et les lèche-bottes des big-shot, tant qu'il y aura des
Westmount, des Town of Mount-Royal, des Hampstead, des Outremont, tous ces
véritables châteaux-forts de la haute finance de la rue St-Jacques et de la Wall-
Street, tant que nous tous, Québécois, n'aurons pas chassé par tous les moyens,
y compris la dynamite et les armes, ces big-boss de l'économie et de la politique,
prêts à toutes les bassesses pour mieux nous fourrer.

Nous vivons dans une société d'esclaves terrorisés, terrorisés par les grands
patrons, Steinberg, Clark, Bronfman, Smith, Neopole, Timmins, Geoffroin, J.L.
Lévesque, Hershorn, Thompson, Nesbitt, Desmarais, Kierans (à côté de ça, Rémi
Popol la garcette. Drapeau le dog, Bourassa le serin des Simard, Trudeau la
tapette, c'est des peanuts!). ( 7960 129-30)38

Le manifeste à portée littéraire
Comme on peut le constater, les membres du F.L.Q. ont fait leurs classes
entre leur premier et leur dernier manifeste.39 Ils ont compris que le ton de
l'essai qui pose calmement les problèmes et ne s'adresse qu'à l'élite—
lecteurs de Parti pris, Cité libre ou autres périodiques pour intellectuels—ne
répondait plus aux besoins du moment; que du logos, il fallait, pour attein-
dre la masse, passer à Véthos et au pathos, conditions mêmes de tout mani-
feste efficace. D'où, pour le texte d'octobre '70, les insultes de toutes sortes
et les excès de langage, l'apostrophe aussi, seuls susceptibles de transformer
les lecteurs/auditeurs en acteurs.40 Mis à part l'appel aux armes, en effet, que
proposaient-ils qui n'avait pas encore été dit récemment au Québec? Ils
n'avaient même pas l'originalité de s'exprimer: à peu près tous les groupes
ou mouvements de quelque importance ont, à l'époque, senti le besoin de
participer au "débat de société" qui rejoignait toujours par un biais ou par
un autre la question linguistique. La langue, n'était-elle pas, aux yeux de
tous, le point névralgique d'une situation reconnue au moins comme diffi-
cile sinon insupportable, par conséquent l'élément le plus susceptible de
rallier tout le monde? Comment expliquer autrement l'abondance de textes
manifestaires qui entre 1960-1972 s'y réfèrent, de l'Option Québec de René
Lévesque41 au manifeste du Mouvement Québec français42 endossé par les
centrales syndicales, l'Union des cultivateurs et la Société St-Jean-Baptiste,
en passant par la lettre collective des évêques canadiens pour que justice soit
faite à la communauté canadienne-française qui constitue "un groupe lin-
guistique et culturel" clairement identifié.43 Et je ne crois pas me tromper en
disant que la question sous-tend même les manifestes qui l'occultent en
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faveur d'une orientation socialiste, par exemple, comme le Manifeste
adopté en 1965, au Congrès de fondation du Parti socialiste.44

La question linguistique—le problème aux yeux de certains—sous-tend
aussi pour désigner les Québécois, des appellations-choc telles que "Indiens
blancs d'Amérique", lancée dès 1963 par Jean-Marc Piotte (26) ou "nègres
blancs d'Amérique" qui a contribué au succès à scandale du livre mi-
mémoires/ mi-manifeste du felquiste Pierre Vallières.45 Elle est à la base
également de revendications individuelles mais dont la portée collective est
évidente—je pense ici à l'essai-manifeste d'Hubert Aquin, "Profession:
écrivain", paru en janvier 1964 dans Parti pris (no 4). S'il s'agit, de l'avis
même de son auteur, d'un "écrit dominé par une thématique du refus
d'écrire" (Aquin 25), ce refus est intimement lié à la situation linguistico-
politique du Québec:

. . . si la fortune ou ma paresse ne m'éjectent pas hors de mon siège social
d'écrivain, j'ai l'intention de faire payer cher à sa majesté ma langue à moitié
morte, mon incarcération syntaxique et l'asphyxie qui me menace; oui, je pro-
jette de me venger sur les mots déliés, de cette belle carrière qui s'ouvre devant
moi à la manière d'une mine qui se referme sur celui qui l'approfondit. Je suis la
proie de pulsions destructrices contre cette méchante langue française,
majestueuse bien sûr mais seconde! Ecrire me tue. Je ne veux plus écrire, ni jon-
gler avec les words words words, ni énoncer clairement l'inconcevable, ni
préméditer le déroulement du crime verbal, ni chercher un chat noir dans une
chambre noire surtout quand il n'y est pas . . . (Aquin 23-4)

Cette langue "majestueuse [. . . ] mais seconde", les Raymond Lévesque,
Félix Leclerc, Pauline Julien, Gilles Vigneault et combien d'autres46, la
chanteront dans des textes dont la dimension manifestaire ne fait aucun
doute; et d'autant moins que ces textes ont souvent été créés ou reperfor-
més à l'occasion d'événements essentiellement politiques comme en 1970-
1971, les manifestations-spectacles Chants et poèmes de la résistance. La
langue n'est-elle pas le lieu même de l'identité d'un peuple? Raymond
Lévesque en tout cas, ne pense pas autrement:

Quand j'étais en Colombie
En visite chez des amis
J'voulais ach'ter un cadeau
Pour donner à ma Margot,
J'ai fais [sic] l'tour des magasins
Cherchant quecqu'chose en castor
Mais comme j'parlais canayen
Partout on m'saccrait dehors
C'est alors que j'ai compris
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Qu'c'est Québec qu'est mon pays (Bis)

Quand j'tais au Manitoba
En quarante comme soldat,
Forcément on s'entraînait
Seulement rien qu'en Anglais
Mais le soir à la cantine
Devant une petite bière
S'on parlait Français câline
Ça faisait toute une affaire*7

Si le manifeste proprement littéraire est fréquent au Québec dans les années
'60 et suivantes, avec des écrits de poètes ou d'hommes de théâtre comme
L'Afficheur hurle de Paul Chamberland48, Le Manifeste de l'Infonie de Raoul
Duguay49, manifestateur jusque dans son nom de plume—Luoar Yaugud—
ou "c'est pas Mozart, c'est le Shakespeare québécois qu'on assassine" de
Jean-Claude Germain50, il n'a jamais été si bien servi pour ce qui est de la
question linguistique que par Michèle Lalonde qui signe des textes percu-
tants dont le plus célèbre est le poème-affiche Speak White51. Témoigner de
la langue, c'est une nécessité au Québec pour celle qui, à l'occasion d'une
rencontre d'écrivains, proclame bien haut que l'oeuvre doit se faire révolu-
tionnaire ("Les écrivains" 166-7). La langue, code premier de toute société . . .
Aussi le programme de Michèle Lalonde est-il clair:

: . . qu'on la régénère cette langue, qu'on la redécouvre, la réinvente, qu'on l'in-
vestisse de significations nouvelles, qu'on la colmate à l'aide du français interna-
tional, qu'on la secoue, la châtie ou qu'on lui fasse éperdument l'amour enfin
qu'on en fasse ce qu'on voudra mais qu'on la reconnaisse et qu'on l'adopte
comme celle de six millions de parlant-québécois. ("Les écrivains" 164)

Cette langue cependant ne va pas de soi. Il faut la choisir contre celle du
conquérant, l'anglais, ce qui suppose la rupture indispensable à toute quête
d'identité: l'assassinat du père-pouvoir. Reste à entraîner l'auditeur/le
lecteur dans l'aventure . . . Ne faut-il pas " . . . opérer chez ce dernier une
mutation intérieure profonde"? ("Les écrivaines" 166)52 Le "transformer en
événement", ainsi que le suggère Claude Leroy? (124) Faire en sorte que
l'écriture ne le retienne pas dans ses filets mais le désigne plutôt comme
chargé de mission; l'embrigader en somme, lui tracer un destin auquel il ne
voudra/pourra plus échapper.

Et Michèle Lalonde n'y manque pas dans Speak White. Elle y manie l'in-
sulte, la gifle même—le syntagme "Speak White" étant repris 15 fois dans
un rythme précipité, celui de la colère -, utilise l'image ou s'appuie sur le
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consensus par le biais d'une rhétorique émotive qui marque des points
grâce au parti pris du destinataire avant tout. Comment ce dernier ne se
serait-il pas reconnu dans "les chants rauques de nos ancêtres/et le chagrin
de Nelligan" opposés à "l'accent de Milton et Byron et Shelley et Keats";
dans le bruit des machines qui rendent sourd et sale quand l'autre, à la
"voix de contremaître", donne des ordres "white and loud", parle de "gra-
cious living" et de "standard de vie"? Comment aurait-il pu rester froid
devant pareille strophe:

speak white
tell us that God is a great big shot
and that we're paid to trust him

speak white
c'est une langue riche
pour acheter
mais pour se vendre
mais pour se vendre à perte d'âme
mais pour se vendre
{Speak White 38)

Le choix fait contre l'anglais, il reste aux Québécois à choisir leur langue
avec la française, en installant entre elle et la québécoise une relation de fra-
ternité, non plus de vile dépendance, de triste et honteuse imitation. Le
temps est venu de couper le cordon ombilical. Un autre manifeste de
Michèle Lalonde s'y emploie: La Deffense et Illustration de la langue québec-
quoyse53 qui pastiche le texte matriciel de Du Bellay. L'ennemi n'est plus
l'autre mais le même, soi, du moins une part de soi: les joualisants poli-
tiques et les francisants à outrance. Le ton s'en ressent. Michèle Lalonde est
entrée dans l'ère de l'explication, de l'argumentation, de la démonstration.
Le temps n'est plus à l'insulte et au cri, il est aux lettres de créance. Les des-
tinataires—les lecteurs de la revue Maintenant—doivent toujours être
rejoints et convaincus. Ils le seront selon leur propre "systèmes sémantique"
(Iser 152), par une forme de séduction intellectuelle installée grâce à l'ironie
du pastiche réussi, au choc des niveaux de langue, la preuve étant faite,
incluse dans le texte même, que la langue "Québecquoyse ou
Québécouayse, ou Kébékouase" existe, "distincte de la Française" (Lalonde,
"Deffense" 12), qu'elle constitue un instrument valable, capable d'exprimer
les concepts les plus nuancés.
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Signe de maturité pour un groupe, une communauté, que le passage du
tragique au ludique, de la violence à la discussion, à l'analyse. Signe qu'une
distance critique par rapport aux événements est devenue possible; et avec
elle la capacité de mesurer les risques comme les acquis, de mettre sur pied
une stratégie susceptible de changer la situation, de modifier les règles du
jeu. Signe surtout pour les Québécois que la peur atavique dont avait si bien
parlé l'auteur de Refus global (Borduas 1) cédait soudain la place à une
sérénité imaginative, donc créatrice. Se pourrait-il, hélas, que le passage dif-
ficile par la colère n'ait pas été vain?

La distance toutefois ne devrait jamais conduire au cynisme. N'y aurait-il
vraiment pas de solution autre pour le français implanté depuis près de
quatre siècles au nord du continent américain, que celle prônée par Louis
Landry dans . . . l'assimilation, pourquoi pas? Solution de nausée s'il en est
une en effet—comme le sera plus tard celle des jeunes signataires
d'Acceptation globale—et qu'il fallait sans doute proposer pour en venir à la
dépasser vers le choix lucide d'un Jean Marcel que je cite en guise de conclu-
sion—on est en 1973, soit au moment même où Michèle Lalonde publie sa
Deffense. . . . La perception de la situation linguistique aurait-elle changé au
Québec après 1970 au point que l'essai ait pu reprendre une place tempo-
rairement perdue au profit du manifeste? A moins que ce ne soit le mani-
feste qui pour continuer à être efficace, ait eu à se convertir en essai? Tout en
conservant, bien entendu, des relents d'éclats collectifs . . . comme en fait foi
cet extrait de Le Jouai de Troie:

Oui, l'Amérique peut encore se faire en français, à condition de ne pas s'en
faire d'ores et déjà une mythologie idiote. Celle que nous ferons dans ces condi-
tions, avec ce que nous avons de passé et ce que nous avons d'avenir, ne s'ap-
pellera peut-être plus tout à fait l'Amérique. Ce sera la Presqu'Amérique, la bien
nommée, où il nous suffira de devenir enfin ce que nous sommes. Etre authen-
tique, c'est ne pas avoir à constamment éprouver sa présence pour devoir être.
C'est être tellement à soi, qu'on n'y pense plus et qu'on fait. [ . . . ]

La culture n'est rien si elle n'est pas un élément de l'action. (Marcel 226)

1 "Constantes fonctionnelles du discours-manifeste," Littérature39 (oct 1980): 119.
2 Le jouai de Troie (éd du Jour, 1973) 101.
3 Ainsi cette demande de rétablir certaines lois françaises, "d'abolir les droits imposés par

les tribunaux" et de permettre à nouveau aux catholiques d'occuper des postes adminis-
tratifs, présentée en 1769 lors d'un séjour de Carleton en Angleterre (1760 à 1899) 27-8.
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4 Pour, la pétition de 1784 en 14 points, signée par les "anciens et nouveaux sujets" du roi
d'Angleterre, qui réclame une chambre d'assemblée libre et élective. (1760 à 1899) 39-40.
Contre, la même année, la pétition "des citoyens et des habitants" (1760 à 1899) 41: "Qu'il
nous soit permis seulement d'assurer Votre Majesté que nous ne participons en aucune
Manière aux Demandes de Vos Anciens Sujets, conjointement avec quelque[sic]
Nouveaux, dont le Nombre, en Egard à celui qui compose notre Province, ne peut avoir
beaucoup d'Influence. Que la Majeure Partie des principaux Propriétaires de notre
Colonie n'a point été consultée. Qu'il Vous plaise, Très Gracieux Souverain, considérer
que la Chambre d'Assemblée n'est point le Voeu unanime, ni le désir général de Votre
Peuple Canadien, qui par sa Pauvreté, et les Calamités d'une Guerre récente, dont cette
Colonie a été le Théâtre, est hors d'Etat de supporter les Taxes qui en doivent nécessaire-
ment résulter; et qu'à bien des égards leur Petition paroit contraire et inconsistante avec
le Bonheur de Nouveaux Sujets Catholiques de Votre Majesté." (1760 à 1899) 42.

5 Dans au moins trois numéros de revues parus à peu près au même moment: Etudes lit-
téraires/le manifeste poétique/politique, Presses de l'Université de Montréal, 16/3-4, octo-
bre 1980 (no. conçu et réalisé par Jeanne Demers et Line McMurray); Littérature/les
manifestes, Larousse, no. 39, octobre 1980; L'Esprit créateur/The Lnjunctive Text/Ecriture
manifestaire, Bâton Rouge, Vol. XXIII, no. 4, winter 1983. Dans un collectif comme
Prefaces and Literary Manifestoes/Prefaces et manifestes littéraires, édité par E. D. Blodgett
et A. G. Purdy, (Institut de recherches en littérature comparée), 1990, 207p. Dans un livre
également, L'enjeu du manifeste/le manifeste enjeu de Jeanne Demers et Line McMurray,
éd. du Préambule, coll. "L'univers des discours", 1986,157p.

6 Ex.: " ( . . . ) Mais que vous offre-t-on ( . . . ) par le dernier Acte du Parlement? La liberté
de conscience pour votre religion: non, Dieu vous l'avait donnée . . . A-t-on rétabli les
lois françaises dans les affaires civiles? Cela paraît ainsi, mais faîtes attention à la faveur
circonspecte des Ministres qui prétendent devenir vos bienfaiteurs; les paroles du Statut
sont, que l'on se réglera sur ces lois jusqu'à ce qu'elles aient été modifiées ou changées
par quelques ordonnances du Gouverneur et du Conseil.

C'est de ces conditions si précaires que votre vie et votre religion dépendent seulement
de la volonté d'un seul ( . . . ) Avez-vous une assemblée composée d'honnêtes gens de
votre propre choix sur lesquels vous puissiez vous reposer pour former vos loix, veiller à
votre bien-être, & ordonner de quelle manière & en quelle proportion vous devez con-
tribuer de vos biens pour les usages publics? Non, c'est du gouverneur & du Conseil que
doivent émaner vos loix, & ils ne sont eux-mêmes que les créatures du Ministre, qu'il
peut déplacer selon son bon plaisir . . . " (1760 à 1899 ) 33-4. Notons que ce texte fait
habilement appel à Montesquieu, qu'il utilise comme auctoritas. Six mois plus tard il
s'attirait une réponse de l'évêque de Québec, Mgr. Briand, qui s'appuie sur la religion
pour exiger des "Peuples de cette Colonie" fidélité à la Couronne britannique (37).

7 Tirant quelque peu sur la notion de "diabolie" telle que proposée par Claude Reichler, je
fais l'hypothèse que le texte manifestaire en est l'une des actualisations possibles.

8 Ne rappelons que le Livre blanc sur la langue (1961), le rapport de la Commission Parent
(1963) qui portait sur l'éducation mais ne pouvait éluder la question linguistique et celui
de la Commission Gendron (1972). Pour ce qui est du fédéral, le rapport de la
Commission Laurendeau-Dunton (1964). Également au plan des lois, la tentative de Loi
modifiant la Loi du ministère de l'éducation, la Loi du Conseil Supérieur de l'éducation et la
Loi de l'Instruction publique (Bill 85,1968); la Loi pour promouvoir la langue française au
Québec (Loi 63,1969); la Loi sur la langue officielle (Loi 22,1974); la Charte de la langue
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française (Loi 101,1977) modifiée en 1988 par la Loi 178, sur la question de l'affichage,
auxquelles s'ajoute au fédéral la Loi concernant le statut des langues officielles du Canada
(1970).

9 Coin René-Lévesque et MacKay, voir Jeanne Demers, Josée Lambert, Line McMurray,
Graffiti et Loi 101 (VLB, 1989) 63.

10 Saint-Urbain et Sherbrooke.
11 Station de métro Berri, coin Maisonneuve et Saint-Denis.
12 Plessis et Ontario.
13 Ontario et de La Visitation.
14 Saint-Cuthbert et Saint-Laurent.
15 Exemple, coin Mckenna et Lacombe.
16 Saint-Antoine et Victoria.
17 René-Lévesque et Peel.
18 Girouard et Sherbrooke (ruelle).
19 Marcil et Sherbrooke.
20 Sherbrooke et Girouard.
21 Sherbrooke et Berri (couloir du Holiday Inn).
22 Marmette et Hotel-de-ville.
23 Signé par Borduas et contresigné par Magdeleine Arbour, Marcel Barbeau, Bruno

Cormier, Claude Gauvreau, Pierre Gauvreau, Muriel Guilbault, Marcelle Ferron-
Hamelin, Fernand Leduc, Thérèse Leduc, Jean-Paul Mousseau, Maurice Perron, Louise
Renaud, Françoise Riopelle, Jean-Paul Riopelle, Françoise Sullivan, Refus global (1948) se
présente comme le regroupement de plusieurs textes sous une jaquette portant le titre du
texte de Borduas et illustré par Claude Gauvreau et Jean-Paul Riopelle. On peut en voir
un exemplaire au Musée d'art contemporain de Montréal (Bourassa).

Refus global étant reconnu comme le grand ancêtre ici, il n'y a rien d'étonnant au fait
qu'il ait servi d'intertexte à plusieurs interventions manifestaires. A titre d'exemple, le
manifeste Coup de poing qui le cite en exergue ou encore Y Opération Déclic, tenue du 7
au 11 novembre 1968 à la bibliothèque nationale du Québec (Robillard 357-369).

24 Comme en fait foi cet extrait du texte de Borduas: "Rompre définitivement avec toutes
les habitudes de la société, se désolidariser de son esprit utilitaire. Refus d'être sciem-
ment au-dessus de nos possibilités psychiques et physiques. Refus de fermer les yeux sur
les vices, les duperies perpétrées sous le couvert du savoir, du service rendu, de la recon-
naissance due. Refus d'un cantonnement dans la seule bourgade plastique, place fortifiée
mais trop facile d'évitement. Refus de se taire—; faites de nous ce qu'il vous plaira mais
vous devez nous entendre—; refus de la gloire, des honneurs (le premier consenti): stig-
mates de la nuisance, de l'inconscience, de la servilité. Refus de servir, d'être utilisable
pour de telles fins. Refus de toute INTENTION, arme néfaste de la RAISON. A bas
toutes deux, au second rang!

PLACE A LA MAGIE! PLACE AUX MYSTÈRES OBJECTIFS!/ PLACE A L'AMOUR!/
PLACE AUX NÉCESSITÉS!" (Borduas qtd. in Refus 58).

25 Montréal, 199.., éd. du Boréal, 123. Dans un article intitulé "Le refus à'Acceptation globale
ou comment jouer à Colin-Maillard" (Possibles, Montréal, vol. 11, no 3, printemps-été,
119-129); j'ai essayé de montrer que si Refus global est un manifeste tragique qui tente de
réduire le discours de l'Ordre, Acceptation globale se veut ludique et cherche à séduire
celui-ci.
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26 Notons, de plus, que le mouvement féministe québécois ne débouche vraiment sur le
texte-geste manifestaire qu'après 1970 avec, entre autres, des textes comme Suite logique
de Nicole Brossard ( Hexagone, 1970 58 ) ou Manifeste des femmes québécoises ( éd. de
l'Etincelle, 1971 54 ), des gestes tels qu'une manifestation au parc Lafontaine en faveur de
l'avortement au cours de laquelle est distribué un trac et créée une chanson intitulée "on
est tannées!!!" (mai 1970), l'occupation d'une taverne à Longueuil (été 1971) ou la prise
d'assaut du Palais de Justice (mars 1971) lors du procès de Lise Baker, l'une des témoins
de la défense au procès de Paul Rose, la mise sur pied de mouvements (La Fédération des
Femmes du Québec et l'Association Féminine et d'Action sociale en 1965-66; le Women's
Liberation Movement en 1969), la fondation d'une librairie (Librairie des femmes en
1975). de maisons d'édition (la Pleine lune en 1975; Remue-Menage en 1976) ou de revues
comme Les Tètes de pioche qui connaîtra 23 numéros entre 1976 et 1979. (Voir
L'inframanifeste).

27 Le texte original, écrit en montagnais, aurait paru en 1971. Leméac en a publié la pre-
mière traduction en 1976 sous la signature francisée de Anne André et les éditions des
Femmes (Paris) ont repris le texte en 1982 en redonnant à l'auteure son nom indien.

28 Le livre de Turi auquel répond en partie le Jouai de Troie a paru en 1972 aux Éditions de
l'Homme.

29 (Édition de l'Homme, i960) 158.
30 Mis au ban de sa congrégation, il a dû s'exiler en Suisse avant d'être "réhabilité" et de

faire partie des cadres du tout nouveau ministère de l'éducation du Québec.
31 Notons que L. Landry s'appuie sur la thèse de l'historien Michel Brunet qu!il cite à l'oc-

casion. Il fait aussi appel à la politique de Papineau.
32 Louis Landry fonde l'essentiel de son argumentation sur le témoignage d'un professeur

français du New-Jersey, un monsieur H.-P. Solomon qui, dans une lettre au Devoir datée
du 22 janvier 1963 [et reproduite en annexe], fait la démonstration, chiffres à l'appui, que
la langue et la culture française connaissent une faveur grandissante aux États-Unis. Sans
commentaires . . .

33 Voir Le parti Rhinocéros programmé, Montréal, les éditions de l'Aurore, 96. Il est signifi-
catif que ce parti, créé par un écrivain, comptait dans ses rangs plusieurs artistes dont le
chanteur Robert Charlebois, le poète Raoul Duguay, le romancier Victor-Lévy Beaulieu,
le "scripteur" Guy Fournier.

34 s.l., s.d. 48.
35 "II faut que ça change." selon Jean-Marc Piotte (27).
36 Voir Jacques MacKay et al., éd. du Jour, 1961; Daniel Latouche en donne de larges exam-

ples dans i960 à 1979, 27-32.
37 Notons qu'il s'agit ici de l'anglais comme langue de travail.
38 L'original était une polycopie de quelques pages, portant en guise d'en-tête l'image

stéréotypée d'un Patriote avec tuque et fusil. La Presse, entre autres journaux, en a repro-
duit in extenso le texte le 9 octobre 1970.

39 Lors de "la crise d'octobre", il y a eu d'autres textes émanant de diverses "cellules", mais
ceux-ci ont été présentés comme des "communiqués", plutôt que comme des manifestes.

40 Voir Claude Leroy qui dans "La fabrique du lecteur dans les manifestes," Littérature 39
(octobre 1980) : 124, écrit: " . . . Le bon narrataire du manifeste ne lit pas: il effectue la
demande du texte, il exécute l'effet dont il est la cible, il adhère aux valeurs qui lui sont
administrées.. .."



41 Éd. de l'Homme, 1968. Voir pour des extraits, i960 à 19/697-102.
42 Québec-Presse, 25 juin 1972.
43 Église canadienne 1.1 (1968)14-5; i960 à 1976 89-96.
44 Montréal, 1965; on en trouvera des extraits dans Daniel Latouche, 75-9.
45 Nègres blancs d'Amérique, (1979.) Ce livre à été écrit dans une prison de New-York où

son auteur à été détenu avec Charles Gagnon de septembre 1966 jusqu'à leur déportation
en janvier 1967. Dans la préface qui date de 1979, Pierre Vallières explique ainsi sa trou-
vaille:
Pour les agences touristiques, notre pays n'était qu'une banlieue champêtre des États-Unis. De
riches Européens faisaient parfois escale à Montréal, prenaient un peu d'air français au
Dominion Square, dévoraient un "bébécue" au Saint-Hubert [un restaurant montréalais] et
filaient tout droit vers New-York, San Francisco ou Seattle.
Québec, connais pas. Le Canada, oui, un peu. Dieppe. Normandie. Les Chutes Niagara. La
police montée.

Il suffisait de séjourner à New-York et d'y feuilleter la grande presse pour découvrir
tout de suite que ni le Québec ni le Canada n'avaient d'existence propre pour les Américains.
Notre destin collectif ne soulevait chez eux aucune inquiétude. Nous formions, de fait, un État
associé. Et qui plus est, un État fantôme. Notre absence de la vie internationale était totale et
cette absence était perçue par nos voisins comme allant de soi. Nous n'avions rien à dire. Nos
porte-parole étaient Yankees, et ils nous définissaient par procuration. Ils nous annexaient
péremptoirement au devenir américain.

C'est en voulant percer ce mur d'indifférence et de mépris que j'inventai, pour
désigner les Québécois, le concept des nègres blancs d'Amérique. C'est d'ailleurs en anglais
que ce concept se formula spontanément dans ma tête. White Niggers of America. Les Noirs
américains furent les premiers, et pour cause, à saisir ce que pouvait être, sur les rives du
Saint-Laurent, la condition particulière des Québécois francophones (16).

46 Voir à ce sujet le livre récent de Bruno Roy, Pouvoir chanter, VLB, 1991, 451.
47 Chants et poèmes de la résistance/2, éd. K, 1971, 25. N.B. Le texte à été performé au Gésu, à

l'automne '70.
48 Éd. Parti pris, 1965, 78.
49 Éd. du Jour, 1970,111.
50 Montréal, l'Illettré, vol. I, no 1, janvier 1970. Reproduit dans Jeu/Manifestes et textes

théoriques, Montréal, Quinze, hiver 1978, 9-20, avec un texte qui avait à la même époque,
soit en mai 1970, connu une diffusion privée, Réflexions d'un dramaturge débutant de
Claude Gauvreau.

51 Présenté d'abord par Michelle Rossignol sur la scène du Gésu, à Montréal, le 27 mai 1968,
dans le cadre de la manifestation- spectacle Chants et poèmes de la résistance et repris
plusieurs fois ensuite par Michèle Lalonde elle-même. De nombreuses reproductions en
ont été faits, une seule reconnue par l'auteur, celle de l'Hexagone (1974). Le texte a été
republié dans l'anthologie que constitue Défense et Illustration de la langue
québécoise/suivi de prose et poèmes, Seghers/Laffont, coll. "Change", 1979, 37-40, sous la
rubrique significative de "Poésie intervenante". Les extraits cités proviendront de cette
anthologie.

52 Le passage se lit ainsi: "L'oeuvre révolutionnaire, si tant est qu'elle diffère de l'oeuvre
authentique, ne s'aliène ni à la littérature avec un grand L, ni à la révolution avec un
grand R, mais elle peut être appelée à s'humilier jusqu'à son lecteur. C'est en tout cas
celle qui, avec les moyens du bord, se donne pour objectif d'opérer chez ce dernier une
mutation intérieure profonde et consent à passer par les chemins de sa sensibilité, non
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pour les flatter, mais pour les révéler et les faire éclater, en faisant apparaître dans cet
éclatement une vision renouvelée des choses." (Les ecrivaines" 166-7).

53 Ce texte, un long article paru en avril 1973 dans la revue Maintenant (Montréal, no 125,
15-25), fait partie de l'anthologie citée à la note précédente (9-34) et à laquelle il donne
d'ailleurs son titre. Les extraits utilisés proviendront de cette anthologie.
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Expo '67:
Canada's Camelot?

It's too much, baby; it's something else, total environ-
ment, romantic synaesthesia, the way things are," Hugh Hood wrote in the
Tamarack Review (71) rehearsing as did others the typical vocabulary of the
sixties to describe Expo '67: it was "a psychedelic experience" (Walker),
"Canada's Camelot" (MacDonald, "Expo Thousands"), "a color-splashed
display of Carnaby Street's mad mod styles" ("Miniskirts Mix"). But the
World's Fair was not merely stylish and hip; it was also the effective symbol
of an apparently vibrant nation perched on the brink of international recog-
nition, "a vehicle for Canadian daring, skill, imagination, science and
endeavour" (MacDonald, "Long Live"), and proof, as Deputy
Commissioner-General Robert Shaw pointed out in a speech before the
Federal-Provincial Tourist Conference, that the nation had "reached matu-
rity after 100 vigorous years" (1). Canada's self-confidence seemed so dazz-
ling that it even eclipsed those nations from which it had traditionally taken
its directives: the description of the British Pavilion as displaying "bulldog
determination and dogged grit" and that of the French as "untidy" (Acland,
"Space" 6) may be in keeping with the national stereotyping that Canadians
have frequently reserved for these two nations, but there will not be too
many contexts then or now in which the United States is perceived as
encountering difficulties in establishing its country's identity because of
"the cultural and geographic proximity of the United States to Canada"
(Expo 67 Guide, 152). Indeed, some American visitors were not a little defen-
sive when confronted, in Buckminster Fuller's geodesic dome, with their



country's eclectic display which relied strongly on popular culture. They
found its campiness frivolous, demeaning and uncharacteristic of "our great
and glorious country" (qtd. in Fulford 59).'

Canada's spectacular performance at Expo '67 seemed all the more note-
worthy since it finally marked the end of the country's variously fumbling
or inconspicuous performances on similar occasions from the 1851 Crystal
Palace Exhibition onwards (Krôller, "Canadians"). At the 1867 Exposition
universelle in Paris, held in the year of Confederation, Canada failed to pro-
ject the image of vigorous youth conjured up both then and in the year of
the Centennial to confirm its competitive strengths. The most frequent
complaint raised here and on subsequent occasions concerned Canada's
image as a snow-bound wasteland inhabited by ferocious wildlife, a
prospect perhaps appealing to adventurous tourists but much less so to
potential investors and immigrants. However, even tourists would have had
some difficulty perceiving any grandeur in the exhibits, for neither geo-
graphical vastness nor a diversified fauna are easy to accommodate within
the framework of an exhibition. More often than not, the latter were repre-
sented by stuffed specimens, and the former by maps and photographs: "the
Great North has two million square miles. What else can you do except
photograph it?" a Belgian commentator at the 1958 Brussels World Fair
wrote about the Canadian display (Waengler 36). Not all Canadian show-
ings were as inept as that of 1867, which projected—as one dismayed visitor
wrote—the image of "an affrighted child . . . crouching behind the forest
shadows of the savage age" (Spedon 199), but even as recently as 1958, critics
of the Brussels World Fair agreed that Canada's chief virtue consisted in its
lack of ostentation; in fact, there seemed more consensus on what it was not
than on its characteristic attributes: "It's not that Canada is boring, melan-
cholic or unimaginative. It is simply Serious" (Waengler 36).

In Montreal, by contrast, Canada had home-court advantage displaying
its wealth not only in pavilion format, but also in the accomplished setting
of Expo 76y on a chiefly artificial island, alongside the recently completed St.
Lawrence Seaway, and connected to the city by a shiny new Metro system.
Montreal thus served as a modern sophisticated gateway to the remainder of
a country whose inhabitants had taken charge of it and expressed in the
"heavy, brutal, but sensuous command of great masses of material [their]
efforts to make a new environment in this tough northern climate" (Acland,
"Canadian Buildings" 5). Like the 1893 Columbian Fair in Chicago, Expo '67
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was frequently compared to Venice. The initial reason for the comparison
may have been the many small canals threading through the site, but the
name also conjured up a mercantile prominence and southern location
quite in contrast to the geographic and economic isolation projected at pre-
vious exhibitions. (That this "southern" re-interpretation of Montreal's
northern location was rhetorical rather than practical became particularly
clear in Moshe Safdie's futurist apartment complex Habitat the complex
was said to have "a striking resemblance to the high-density stepped and
staggered profile of ancient Mediterranean towns rising from the busy
waterfront" [Acland, "Canadian Buildings" 6]; for colour, Habitat relied on
blooming roof-top gardens, a feature made impossible for long months
each year by the severe Montreal winters). Ideologically en-hanced by
Diefenbaker's rhetoric of the "northern vision," the North then seemed a
richly promising land beckoning beyond: in keeping with Expo's participa-
tory approach, the theme pavilion "Man and the Polar Regions" was inte-
grated into the "Man the Explorer" complex; "visitor-explorers" travelled
through "an ice-tunnel" and viewed demonstrations of Arctic meteorologi-
cal phenomena, geological formations, and developments in transport
ranging from the "Kayak of the Eskimo" to a submarine, all the while
enjoying realistic blasts of Polar air {Expo 67: Guide Officiel/Official 51).

It need not be pointed out that despite its anti-hegemonic modes of rep-
resentation—the fractured points of view provided by multi-screen theatres
and mixed media—Expo's initial concept and much of its realization left
many of the traditional hierarchies intact: Montreal's representation as the
gateway to a world conquered by man was only the most obvious of these.
However, the exposition also provided the site for strains within and chal-
lenges to these hierarchies, the effects of which were going to be consider-
able and lasting not only in Canadian culture. The difficulties with Expo's
ideological profile begin with its motto, "Terre des hommes," borrowed
from Antoine de Saint-Exupéry's 1939 book of the same title. The parallel
was not meant to be casual: Saint-Exupéry's widow participated in the
opening ceremonies, and Michèle Lalonde-André Prévost's oratorio Terre
des hommes, performed on the same occasion, leans strongly on the French
writer's idealist rhetoric. Saint-Exupéry's celebration of non-factional and
cooperative brotherhood among all humankind acquired wide currency
especially among North-American readers during the war years and
beyond, partly because his maxims—not exceptionally original in them-



selves—were embedded in some of the most poetic evocations of flying that
had been produced to date, thus providing a welcome antidote, or so it
seemed, to wartime preoccupations which perceived flight primarily as an
instrument of death. At the same time, Saint-Exupéry's world view, like that
of other legendary aviators, is distinctly elitist, positing a group of excep-
tional men as mythic dragon-slayers and leaders in a world increasingly
mired in materialism and populism. This community of supermen, as some
of his critics have pointed out, smacks of Fascism, and Saint-Exupéry's
avowed preference for Nietzsche does not help to dispel the impression
(Rumbold and Stewart 206-7).

The choice of Saint-Exupéry's vision to headline Expo '67 is all the more
extraordinary since Canadian interpretations of human aspiration and its
frequent trope, flying, tend to be ironized by expressions of modesty,
responsibility and self-doubt: even the myth of the Avro Arrow, arguably
the most persistently romanticized aircraft in Canadian history, displays
some of these qualities (Krôller 1994). For the reasons already described,
modesty and self-doubt were of course not desirable qualities to project in a
nation ready to "fly," but the troublesome elements of Saint-Exupéry's phi-
losophy which organizers had carefully sifted from their own reading of
Terre des hommes and others of his works, nevertheless continued to be rele-
vant in ways not always comfortable to the authorities. Although he did not
refer to Saint Exupéry specifically, arts/canadds editor read Alexander
Calder's 67-foot-high sculpture "Man," commissioned for Expo '67 by
International Nickel, as an anachronism monumentally—and grotesquely—
intruding into "a world in which humanist values are either wholly eclipsed,
or rapidly vanishing" ("The Editor's Page," n.p.). It is also quite apropos
that Calder's stabiles lacked the fluid grace and inspiring ambiguity of his
mobiles: "Man's" upward gesture, rather than projecting proud aspiration,
could easily be mistaken for that of a man unhappily "grounded" and seek-
ing to escape from circumstances unable to sustain his presumption.

Expo '67 became famous for providing lenses, frames, and perspectives
through which to read images in several different ways. Marshall McLuhan's
theories provided one of the most frequently evoked frameworks to do so.
But while commentators tended to emphasize the aesthetic avant-gardism
of McLuhan's ideas, which helped to conceptualize the "multi-sensory
total-environment poem" (Theall 3) that was Expo, his critique of the media
as makers rather than reporters of new became equally relevant. The
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photography exhibition "The Camera as Witness" was designed to show
"man engaged in new forms of co-operation that transcend class and race,
views him exploring new frontiers of learning: surveys his conflicts, vio-
lence, love, suffering, labor" (Bantey 50). Instead, it developed into a case
study of the political uses of images, photography in particular, when the
Deputy-Commissioner-General of the Greek Pavilion complained against
the inclusion of a 1962 photograph showing a Turkish Cypriot woman
grieving her husband's death in a Greek attack. Not only was the photo-
graph removed altogether but the captions of all other 250 photographs
were also eliminated "lest the viewer understand too well what the camera
witnessed" ("Photography at Expo"); thus specifically historical statements
were changed into relatively harmless universalist ones. (In an ironic coinci-
dence, and one that McLuhan would have relished, the entry on
"Photography as Witness" in Bill Bantey's Expo '67 is juxtaposed with a
reproduction of Henri Matisse's muscular "L'Esclave," rendered powerless
because both of his arms are missing.)

Equally offensive to political personnel, but not so easily removed, were
the images and captions in the pavilion of the Indians of Canada, a display
which became a significant milestone in Native self-assertion during a
decade when this process was as yet hesitant; bearing witness to this effect,
F.R. Scott turned some of the inscriptions and treaty texts into accusatory
found poems in his collection Trouvailles (1967), but the impact in the orig-
inal context must have been infinitely more powerful. While Governor-
General Roland Michener, Commissioner-General Pierre Dupuy "and eight
other Expo bosses" probably felt safe "hoisting beer and chomping buffalo
meat in the midst of a joking group of Indian chiefs" ("Indians Have Day"
n.p.) on Indians of Canada Day, the impression inside the pavilion was any-
thing but reassuring. Highly critical of white paternalism, the exhibits
exposed a social system which appropriated Native customs and disadvan-
taged Native children at every step. Designed by Natives, the pavilion was
financed by the Canadian government which clearly expected to be
depicted in a positive light. Instead, the exhibit turned into an act of provo-
cation featuring large panels which proclaimed a Native child's disadvan-
tage in the white school-system, and photographs which juxtaposed
neglected Native children with well-fed white ones. Indian Affairs Minister
Arthur Laing complained that "the contributions of the Canadian govern-
ment to Indians had not been given recognition" ("Indian Pavilion"), but
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the organizers insisted that their display was legitimate, deriving additional
strength from a show of solidarity by Mexican Indians also present on the
Expo grounds.

In one of the many montages at Expo which failed to deliver quite the
message that they were intended to, the Indians of Canada Pavilion was
located in close proximity to the Christian Pavilion, a building designed to
convey "a historic step in the forward march of ecumenism," as the official
Expo guide pointed out (187). The military tone of this entry acquires a pos-
itively menacing quality when one reads that a "shaft of light super-
impose^] the Christian cross" (Bill Bantey's Expo 62) on the symbols of
Native religion displayed at the Indians of Canada pavilion. Native leaders
decried the hypocrisy of a religion and culture which forbade them to pur-
sue their own rituals under the potlach laws but encouraged them to revive
these very rituals "because they [were] interesting art forms" which would
help to enhance the ethnic picturesqueness of the fair ("White Man's
Taboo"). While the Christian Pavilion implicitly interpreted the cross as a
symbol of increasing human understanding, the Native version suggested
that, on the contrary, it had been used to cancel out other belief systems.
In other words, this display reversed the process at the "Photography as
Witness" exhibit by insisting on the historical specificity of the image and of
its effects, rather than neutralizing it into a symbol.

While visitors to the Indians of Canada Pavilion could not help but notice
its general opposition to stereotype, there is little evidence that Expo '67 was
similarly crucial for the assertion of women, or at least not immediately so.
In fact, press coverage of Expo provides a rich area for the study of gender-
encoded language and standards as they were apparently wielded without
much self-consciousness during the sixties and beyond, although they had
been exposed in Betty Friedan's The Feminine Mystique (1962) and else-
where. In so doing, the media were not only confirming general societal
practices but also the philosophy specifically chosen for the occasion of the
fair. While Calder's "Man" and Saint-Exupéry 's "Terre des hommes" nomi-
nally included both men and women, the emphasis was clearly on the male
portion of humanity, and Saint-Exupéry's vision of a legendary race of
supermen contained a strong tinge of misogyny. Especially apparent in
Courrier Sud (1929), but also implied elsewhere, Saint-Exupéry's interpreta-
tion of romantic love pitches a masculine world "where facts, duty, and
responsibility matter" against a feminine world characterized by "weakness,
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a propensity to lament and to pity oneself, to the selfish indulgence of one's
suffering" (Masters 15).

In keeping with this relegation of women to an emotional and trivial
realm which must be controlled at all cost if mankind is to accomplish its
forward march into civilization, women at Expo were marginalized from
the beginning and yet frequently placed in charge of the protocol that would
leave their menfolk's advance unencumbered by distracting concerns. "Few
women will be mentioned when history accords credit for the success of
Expo," one paper wrote before introducing, as one of the exceptions, Mrs.
Robert Shaw: "always gracious and charming . . . the fair's official hostess . . .
performed a staggering round of social functions" ("Leading Lady"). Like
other women at the fair, she too however dropped safely out of sight after
its closure: many were housewives who returned to their homes without
unduly burdening the unemployment figures. In an emulation of the infa-
mous spouses' programmes at academic conferences and political summits,
Expo deployed a "feminine secretariat" which looked "after the wives of vis-
iting heads and their female staff" (Thompson). Protocol and etiquette
formed part of the 10-week training curriculum for the more than two hun-
dred women who were hired as Canadian hostesses at the fair, and who
were also instructed in Canadian history, geography, economy, and first-
aid. Requirements for suitable applicants (or "girls" as they were invariably
called) read like those for a prairie school teacher in the earlier part of this
century: "[she] must be between 20 and 35, physically fit, intelligent, attrac-
tive, neat and pleasant, of good character, [a] Canadian citizen . . . and
preferably single ("Expo Seeks"). The stylization of Expo hostesses into
miniskirted versions of the traditional teacher-and-nurse stereotype reached
comical proportions in a report on a hostess from B.C. whose medical
training came in handy during a flight back "to Vancouver for the PNE where
she and another hostess manned the Expo booth": when a passenger fell ill,
she "found herself the ministering angel in flight" (emphasis mine) (French).

Thus even capable, resourceful women at Expo were diminished by belitt-
ling clichés, and the interiorization of this attitude was such that there was
either feeble or no protest or even assent. No protest is recorded from the
American poet Denise Levertov when John Robert Colombo described her
as "a youngish faculty wife" because she had voiced a policy of general har-
mony and understanding at one of Expo's many cultural events, and when
her Belgian colleague Karl Jonckheere thanked her "for having the name



Denise. This is also my wife's name. I am particularly pleased that she is
here today delivering a paper rather than preparing a dinner somewhere
else" (Colombo 146). Perhaps the most chilling commentary on women's
roles in the year of Expo occurs in the women's magazine Chatelaine.
Chatelaine, which ran its own pavilion, the highly successful "Chatelaine
Expo Home," lavished much attention on the event throughout the year. As
an arbiter of sensibility and good taste, the magazine reported with mild
horror on Centennial embroidery and rug-making projects undertaken by
women across the nation ("a dozen needle-worked chairs" for the Fathers of
Confederation Memorial Centre in Charlottetown, "a fourteen-by-ten-foot
rug, portraying the Houses of Parliament bordered by the provincial flow-
ers, with end panels depicting Canadian industry and an outside border of
the provincial crests" [Sinclair 111]); it was more favourably inclined toward
women's organizations' many charitable projects supporting Native people
and "the coloured" in Nova Scotia. Chatelaine readers also proved their
mettle by mapping out 10-dollar-a-day family excursions to Expo as if they
were major battles with every possible casualty anticipated and pre-solved on
filing cards in a 9 1/2 by 71/2 inch accordion file holding 12-20 slots (Culver).

No matter how strenuous her activities were, however, the kind of
woman whom Chatelaine was prepared to endorse was careful to restrict
herself to domestic, charitable, and social work; she was not to exchange her
compassionate and poetic femininity for mere rationality and ambition,
thus becoming a "pistol-packing"or "phallic" woman. These quotations are
taken from a 1967 article written by none other than the redoubtable
Barbara Frum, who reports on the work of McGill psychiatrist Karl Stern.
While much of Stern's work sounds like an endorsement of new-age femi-
nism, his real agenda becomes clear when he targets "single women, like
Simone de Beauvoir who refused to marry and bear children" (134), as
neurotic and incomplete. Frum's article, disturbingly dispassionate, frames
a 40-page spread on the fair, with an excerpt from the official guide contain-
ing information thought to be especially interesting to women.

Nothing could illustrate better the limiting brackets that still confined them
than this layout. The cover bears the festive portrait of a young woman in
stylish Expo fashions, complete with the controversial Expo symbol on her
earrings. At a time of extended debate over virtually every national symbol,
the logo, "[a] vertical line, joined by two arms forming a 'y' and reaching up
to the heavens in a gesture of exultation or prayer" (Shaw 1), roused the ire
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of some Members of Parliament, Diefenbaker among them, because it
seemed "weird." The most telling complaint was that it appeared to be "[a]
beatnik type of symbol" ("Fair Gets Symbol"), creating a troublesome asso-
ciation of the fair's avowed endorsement of world peace with alternative
(that is, leftist) youth culture. Expo became notable for its development of a
sign language (much of it still widely in use) that allowed users to transcend
communication and language barriers. Instead, the signs occasionally high-
lighted these barriers even more strongly than language would have done:
thus, the signs denoting washrooms for men and women respectively cre-
ated embarassing confusion until the sign for women had been gender-
encoded with greater exaggeration than before: women really were a species
apart, and one not quite on par with "l'homme des terres."

It is furthermore no coincidence that at least one observer (marginal as
his comments may have been) suspected the campiness of Expo in general
and of the American pavilion in particular as undermining established gen-
der roles when he called it a "blatant victory of the homosexual" (qtd. in
Fulford 59). As we will see, lay-out and display techniques occasionally
developed a powerful rhetoric of their own which challenged the intended
message contained therein. As a result, commentators frequently increased
their own conservative rhetoric to compensate for any disorientation cre-
ated by the displays: on these occasions, the media produced a shadow-ver-
sion of Expo, pulling its unrulier shapes into familiar dichotomies.

Perhaps the most obvious area where such adjustments occurred con-
cerned displays illustrating Cold War oppositions with the United States
and the Soviet Union as chief rivals (a particular poignancy was added by
the fact that the U.S.S.R., which at one stage had competed with Canada for
the privilege of hosting the world exhibition, was celebrating the 50th
anniversary of the Revolution in 1967). The competitiveness between the
United States and the Soviet Union first dominated the Brussels World Fair;
here as at other world fairs, architecture was suspected of displaying specific
nationalistic characteristics, but commentators could be relied upon to
assign opposing ideological values to very similar architectural features
depending on which bloc they happened to be covering: "The Soviet build-
ing [is] enormous, monolithic and heavy looking in spite of its translucent
glass walls and the United States building light, airy and sophisticated." This
reporter from Saturday Night was at least critical enough, however, to sus-
pect the U.S. pavilion of "a somewhat elaborate attempt at looking friendly
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and informal" (Waengler 35), a comment which equally applies to the 1967
U.S. display. Here, however, the Memorial Album, a highly opinionated text
quite different from the emphatic striving for neutral language more usual
in the albums and guides produced on similar occasions, assumed that the
U.S. pavilion contained "a subtle and amusing display, the spirit of the
United States, not its statistics" and therefore "in contrast to the Soviet
entry, [did] not contain a single slogan" (152). In Montreal, an ingenious
way was designed both to maintain the opposition of East and West and to
overcome it in the harmonious spirit of the event: the two very large and
conspicuous pavilions loomed across from each other on the Ile St. Hélène
and the He Notre Dame respectively, separated by the Le Moyne Channel
but connected by the "Cosmos Walk," aptly entitled because both pavilions
contained large space science exhibits.

Yet while these two buildings attracted considerable attention, the real
opposition of East-West ideologies was played out elsewhere, namely in the
Cuban and the Czech pavilions, with the latter arguably the most popular
and complex at the entire fair. Both displays encouraged visitors to view
communism as culturally specific, not monolithic, but the Czechs' exhibition
techniques made it less easy to dismiss their display as Eastern propaganda
disguised by hypocritical western imagery. I have not come across a single
extended negative criticism of the Czech pavilion, and it can be argued that
its success contributed to strengthening the insistence, throughout the long
years following the failure of the Prague Spring, of advocates such as
Kundera, Havel, and Skvorecky, that the intellectual and cultural heritage of
Central Europe was leaning more strongly towards the West than the East—
with all of the distortions that such an insistence would create in its turn.

Disagreements over the Cuban pavilion started with its appearance which
Western observers interpreted as cubist, therefore mainstream modern,
while the architect, Sergio Baroni, insisted that the building was "an off-
shoot of Cuban experiments in prefabricated housing." Similar conflicts
arose in the interpretation of the interior where observers commended the
effective use of photography to illustrate different stages in the Cuban revo-
lution, drawing visitors into the process with enlargements "which [spilled]
off the walls to floors and ceilings" and which deployed reversal printing to
suggest Cubans' ghost-like existence in pre-Castro Cuba. Instead of present-
ing the dour educational approach stereotypically associated with
Communism, the Cuban pavilion featured a "psychedelic" environment,
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and it was even possible to normalize communist allegory into whimsical
fantasy: "a man on a bicyle [representing] the expendable middle class, or
scurrying rats [symbolizing] foreign-trained counter-revolutionaries" were
opaque, but intriguingly so, and the visitor left the pavilion having been
both entertained and taught a lesson "of violence, revolution and a people
on the march" (Expo 67148).

Compared to its dismissal, in Canadian Architect, as "rather jolly" in
appearance but too propagandistic in the end ("one mewling shriek of
protest and complaint" [Stankiewicz 50]), the Memorial Album's assessment
of the Cuban Pavilion was then reasonably appreciative, but the author still
takes pains to trivialize the display out of any lasting seriousness.
Patronizing the hostesses is one way of doing so; shifting the description to
exotic clichés, another. Attired in "chic two-piece white wool suits with
white Chanel boots," the "girls" attractively met the "heavy demands . . .
made on their intelligence and diplomacy," a feat apparently worth pointing
out although all of the women were university students. Using one of the
italicized (and exoticizing) markers typical of colonial discourse, the author
interprets their summer uniform ("inspired by the white shirts of Cuban
peasants") as an ethnic fashion item, "a guayabera or shift, in apricot" (Expo
67151). No italicization is necessary to point out the specialties in the pavil-
ion's Coney bar, which are listed with all the exaggerated lusciousness of a
pretentious menu ("Baked Pineapple Canoe is filled with lobster chunks,
mixed with mushrooms and pineapple, laced with cream and sherry and
covered with Hollandaise sauce"). Food and drink were as good as could be
expected from an exotic location, and there was comfort in its none-too-
elegant plenty.

The Czech pavilion by contrast derived much of its appeal from its
unique blend of pervasive elegance—down to the glass-blown ashtrays in
the restaurant—and immense popular appeal. To the horror of museum
curators, the Czechs transported seemingly every movable national treasure
to Montreal, creating an exhibition of extraordinary historical depth and
creative richness. Because its insistence on craftsmanship endorsed "a cre-
ative ideal based on dignity," the Czech pavilion was perhaps the one place
on the Expo site which not only unsettled preconceived notions about an
Eastern-bloc country's self-definition, but also powerfully affirmed the val-
ues of humanism: a lengthy assessment in the Canadian Forum cited
William Blake, Geoffrey Chaucer, William Morris, Thomas More, Maxim
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Gorky, Abraham Lincoln and Walt Whitman in an effort to celebrate this
"coherent and uniform essay" (Howard 139) on the virtues of dignified
human accomplishment.

At the same time, the Czech pavilion rejected elitist museum culture and
made full use of participatory techniques. While multi-media displays in
other pavilions were often an appropriate expression of "our mixed-up
modern times" (Michener 93), polyvision cinema and multi-media perfor-
mances in the Czech pavilion were read as an affirmation of free agency and
democratic process. In a concept now widely used in children's books,
Kinoautomat involved audiences at every turn of the plot, asking them to
decide the course of events by majority vote; in Laterna magica, even inani-
mate objects acquired a graceful energy of their own, as they were moved
about the stage by performers invisible because shrouded in black velvet.
Other popular pavilions still provided cause for anxiety because they often
all too blatantly indicated that Expo's theme was anachronistic if not fraud-
ulent, but the Czech pavilion offered reassurance as well as exhilaration in
the knowledge that all was not lost. Such idyllic faith was possible, it may be
argued, precisely because the display avoided historical specificity of the
kind manifest in the Cuban pavilion. And yet like the opposition of the
American and Soviet pavilions, the message of the Czech exhibit was emi-
nently political: in the midst of the Cold War, stylish Western humanism
triumphed not only over cloutish Eastern communism, but an earlier East-
ern variant of humanism as well. It is surely no accident that the Canadian
Forum's list of authors and thinkers whose spirit is said to have inspired the
Czech display includes only one Russian, Maxim Gorky.

The romantic enthusiasm generated by the Czech pavilion is particularly
striking if compared with the cynicism generally expressed by Québécois
separatists observing the fair. Officially, Expo '67 served as one of the many
Centennial undertakings designed to support the myth of Canada as a
bicultural and bilingual nation; unofficially, it became an expression of
apparently irreconcilable strains: in a number of ways, Expo as faulty
nationalist metaphor mirrors its shortcomings as humanist and ethnic
metaphor from the beginning. The Fair was meant as a visible expression of
pan-Canadian cooperation, a venture that "could not have been done by
any part of Canada alone." It provided proof that "Québec seizes all oppor-
tunities to cooperate with others [and] had no desire to isolate itself from
the world" (Lebel, n.p.). At the same time, the nationwide search for bilin-
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gual hostesses fuelled the suspicion that Expo 67 was unduly weighted
toward Québec, a suspicion reiterated when French was used during meet-
ings with unilingual Anglophones in attendance. The language question
also ruffled feathers across the border: American observers, already rattled
by their country's "frivolous" display, did not take kindly to the reproach
that the Marines serving as guides in their pavilion spoke no or insufficient
French: "The poor French heard is probably only the Canadian French,"
Paul Friedlander of The New York Times scoffed.

Parti-pris, one of the most belligerent and articulate separatist publica-
tions of the time, closely observed the efforts of "fédérastes" to "montrer,
démontrer, forger, peinturlurer, éclairer, façonner quelque chose qu'ils
appellent Canada" (Tremblay 187), and one of the journal's chief targets was
Expo's attempts to create a bilingual idiom. "Centre bilingual centre,"
"Centre validation centre," "Visit-Visitez Expo" and "Support Supportons
Expo 67" were all derided as the coloniser's new game, "celle de jouer au
Français" ("Colonialisme" 195). Expo—and the Centennial in general—
have frequently been cited as one of the chief sources for the willful bas-
tardization of the French language (willful because motivated by immediate
political expediency), and Parti-pris gleefully observed that some of these
linguistic strategies conveyed messages not intended by their creators.
Cereal boxes and paper towels for instance now bore the French instruc-
tions "Pour séparer, tirer la languette" or "Ouvrir en séparant ici," both car-
rying unintentional political connotations. While ridiculing Expo and the
Centennial as the "Centenaire de notre humiliation" ("Que faire?"), Parti-
pris still deplored missed opportunities to demonstrate Quebec's excellence
to the world: the province's film-makers were underrepresented, they
pointed out, and the artistic programme developed to decorate the new
Metro stations was inferior. In one of the most dramatic developments of
Québécois self-expression linked to Expo, Michéle Lalonde moved from
Terre des hommes, a long poem/oratorio commissioned for Expo, to her
famous poème-affiche "Speak White." While the former remains limited by a
neutral idealistic message in keeping with the fair's motto, the latter became
the fiery symbol of the October 1970 events.

Equally spectacular, in its own way, was Nicole Brossard's affirmation of
feminism at the 1975 Rencontre québécoise internationale des écrivains
entitled "La Femme et l'écriture." At Expo Brossard had been an organizer
of the cultural programme in an environment where, as we have seen,
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articulate feminism was virtually unheard of. In a sense, Brossard's subse-
quent development was more far-reaching than Lalonde's because, while
Brossard embraced Québec separatism, she also had the courage to critique
its male proponents for their more obvious biases and limitations. She was
joined by Châtelaines long-time editor Fernande St. Martin, who had used
her editorials to educate her readers gently in greater political self-assurance
even at a time when her magazine, as we have seen, was anything but a
feminist publication (Des Rivières 100).

The aftermath of Expo '67 mirrors that of other similarly euphoric world
expositions. Initially there had been ambitious plans to turn the site into a
lasting humanist Utopia by establishing "an institute for the advancement of
man" which was to "divine the basic causes of conflicts among societies
studying the dynamics of nationalism, and the reasons underdeveloped
societies don't nurture entrepreneurial skills" (Newman). But even as the
Fair drew to a close, reporters seemed to read apocalyptic doom in the
cracks and peeling paint that were beginning to disfigure the flimsy build-
ings; ten years after Expo, Weekend Magazine featured a large photo-essay
juxtaposing the dilapidated buildings with the enthusiastic pronounce-
ments showered on Expo in 1967, evidently implying that few of its dreams
had come true. Since then occasional news items related to the fair com-
plain about continuing debts incurred by the event (McKenna) or report on
the sale of display items ("African masks and carvings, wooden models of
Spanish sailing ships, chandeliers, mounted antelope heads, a large model
train, antique swords, an ivory tusk and a suit of arms") left behind by
nations which could not afford to ship them back ("Montreal Expo"). But
despite the tawdriness of these items, Expo remains a powerful cultural
symbol and, in the end, a much more poignant commentary on its times
than its organizers were expecting it to be.2

1 This response represents an interesting extension of the so-called "Kitchen Debate"
between Richard Nixon and Nikita Khrushchev at the 1959 American Exhibition in
Moscow. Soviet media and politicians read the exhibition as "a display of wretched
excess and bourgeois trivia," that is, as self-indulgent clutter denoting the absence of a
clear social programme. Nixon, by contrast, lectured his hosts on the true meaning of
the exhibit: "The latest in kitchen consumerism stood for the basic tenets of the American
way of life. Freedom" (Marling 245). The Expo '67 exhibit lacked the pragmatism of
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kitchen gadgetry: instead it suggested in its apparently disorderly plenty the freedom to
choose even triviality if desired. Such conclusions, however, were incompatible with
patriotic rhetoric: they certainly did not convince the average American visitor that his
or her country represented an effective bulwark against communism.

2 In 1996, The Globe and Mail published a loving but also critical tribute to Expo. The
piece celebrates the fair as "the principal emblem of a golden age" (Mitchell Di), citing
demographic and economic factors as contributing to the general euphoria, but also
pointing out that "the centennial celebrations were part of a well-organized govern-
ment-sponsored strategy to make Canadians feel good" (D5). There is plenty of evi-
dence, Mitchell points out, that, contrary to their reputation from hindsight, many
things in the sixties were still very traditional indeed.
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S t e p h e n S c o b i e

Racing the Midnight Train
Leonard Cohen in Performance

one point in Leonard Cohen's 1963 novel The
Favourite Game, the protagonist, Lawrence Breavman, is contemplating the
possibility of a timeless moment, an eternal fraction of a second captured,
like the lovers on Keats's Grecian urn, in the atemporal perfection of a work
of art. Only, for Breavman, the work of art is not a Grecian urn, nor an Ode
by John Keats— it's a pop song by Pat Boone.

Let it go on as it is right now. Let the speed never diminish. Let the snow remain.
. . . Let the compounded electric guitar keep throbbing under the declaration:

When I lost my baby
I almost lost my mind.

. . . Let Pat Boone stand on the highest rung of the Hit Parade and tell all the fac-
tory night shifts:

/ went to see the gypsy
To have my fortune read.

. . . Let me keep my tenth of a second's worth of fantasy and recollection, show-
ing all the layers like a geologist's sample . . . Let the tune make the commercial
wait forever.

/ can tell you, people.
The news was not so good.

The news is great. The news is sad but it's in a song so it's not so bad. Pat is
doing all my poems for me. He's got lines to a million people. It's all I wanted to
say. He's distilled the sorrow, glorified it in an echo chamber. I don't need my
typewriter. . . . Pat, you've snitched my job, but you're such a good guy, old-time
American success, naive big winner, that it's okay. The PR men have convinced
me that you are a humble kid. I can't resent you. My only criticism is: be more
desperate, try and sound more agonized or we'll have to get a Negro to replace
you:



She said my baby's left me
And she's gone for good. (96-7)

There are two reasons why a pop song by Pat Boone might appear as an
unlikely image to stand alongside such classical exemplars as Keats or his
urn. One is that Boone's song belongs to "popular" or "low" culture, which
traditionally has been separated from "high" culture by a strict hierarchy of
socially enforced aesthetic barriers. The second is that Boone's song is a per-
formance : its mode is temporal and fleeting, rather than spatial and
lasting.1 The purpose of this essay is to situate Leonard Cohen's work of the
sixties within these two contexts, suggested by his evocation of Pat Boone in
1963. First, I will briefly discuss some aspects of popular culture in the six-
ties; then, in the major part of the essay, I will examine in more detail the
problematics of performance.

What attitude towards popular culture does Cohen express in this passage
from The Favourite Game? There are obviously several ways of reading it. The
disjunction between the classical model of the timeless moment (Grecian
urn, Keats) and the banality of the modern exemplar (Pat Boone) could sig-
nal a satirical dismissal of the superficiality of popular music. The passage
slyly contains references to the economic pressures which shape pop music
(the "commercial," the "PR men"), and which thus prevent it from being
the "serious" expression of a "pure" artistic intent. The song that Breavman
listens to does not even have the cultural "respectability" (as it might have
been seen in 1963) of jazz or the blues: Pat Boone was an archetypally bland,
safe, white singer, and "we'll have to get a Negro to replace you."

If the intent is satirical, further questions arise about the source and target
of the satire. Is Cohen being satirical at Breavman's expense, revealing the
immaturity of his protagonist? Or is Breavman himself the satirist, playing a
role and, as he so often does, standing back from it in amused self-contempt?

Alternatively, one could read the whole passage "straight": one could see
in it a genuine celebration of the power of popular culture. In Beautiful
Losers, Cohen repeatedly invokes the images of mass-produced ecstasy: pop
songs, movies, and the "plastic reproductions of [Catherine Tekakwitha's]
little body on the dashboard of every Montreal taxi," of which he writes: "It
can't be a bad thing. Love cannot be hoarded. Is there a part of Jesus in
every stamped-out crucifix? I think there is. Desire changes the world!" (5).
"Do I listen to the Rolling Stones?" asks F. later in the novel, and answers
himself: "Ceaselessly" (150).
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Thus, for Breavman and/or Cohen, the very fact that Pat Boone has "got
lines to a million people" means that "I don't need my typewriter." The role
of the artist, occupied in the past by the maker of the Grecian urn, or by a
canonical poet like John Keats, now belongs to the divinely inspired singer
who stands, like Orpheus, "on the highest rung of the Hit Parade." The only
question is why it took Leonard Cohen so long, until 1967, to cut his first
record.

Social attitudes towards popular culture, as it developed in the sixties,
displayed the same ambivalence that I have just traced in the different pos-
sible readings of Cohen's novel. The very force which Breavman celebrates
in pop music lay in its lack of respectability: the fact that it was outside the
bounds of "high culture," of the accepted social institutions of art. Rock and
roll was always the music of rebellion: it was, by definition, the music your
parents disapproved of. The archetypes of popular culture in the fifties—
Elvis Presley gyrating his hips out of sight of Ed Sullivan's cameras; Marlon
Brando in his black leather jacket in The Wild One; James Dean caught in
terminal adolescent angst—were all "rebels without a cause." It was the lack
of a cause, as much as the rebellion, which prevented them from being
assimilated. They were all, in Cohen's term, "beautiful losers."

Starting in the sixties, various factors combined to blunt the edge of pop-
ular culture, and to curb its potential anarchism. The full effects of this
blunting were not to become apparent until the seventies, but the process
had begun even at the time (1967-68) when the "counter-culture" seemed to
be at the height of its political and social impact. Not the least of these fac-
tors was the large-scale commercialism which eventually turned pop music
into an industry and its singers into pre-packaged products blander even
than Pat Boone had ever been. But perhaps more pervasive was the fact that
the rebels acquired a series of causes: civil rights, nuclear disarmament, the
Viet Nam war. Even as these causes brought popular artists into conflict
with "the establishment," they also, in a sense, brought them inside it.
When Brando, in The Wild One, is asked what he's rebelling against, he
answers "What you got?" This is a very different answer and attitude from
someone who, ten years later, would seriously reply "Racial discrimination"
or "The war in Viet Nam."

Another factor which acted to assimilate the perceived banality of popu-
lar culture, and to render it "respectable" in traditional artistic terms, was
the increasing willingness of critics and audiences to see the creators of
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popular culture as creative artists: as "authors." In the movies—or perhaps,
in this context, "cinema"—this development was called "the auteur theory,"
and it was in the early sixties that this idea flourished in North America.

It had always been recognised that certain film-makers (Eisenstein, for
example) had been able to exercise sufficient control over all aspects of their
films' production for these films to be accepted as works of art originating
from a singular aesthetic intention: in other words, from an Author, or from
the ideal of the Author—independent, original, inspired—constructed by
European post-Romantic ideology. But American movies, so evidently the
product of the Hollywood system, of studios and mass-production, were
generally denied this status. This lack of an "author" was one of the factors
which stigmatised Hollywood movies as "low" culture. At the end of the
fifties, two developments in European cinema forced a re-evaluation of
American movies. One was the great flood of films which convincingly
claimed full artistic status for their authors: for Ingmar Bergman from
Sweden, Federico Fellini and Michelangelo Antonioni from Italy, and above
all for the directors of the French "Nouvelle Vague" of 1959: Claude Chabrol,
Alain Resnais, François Truffaut, Jean-Luc Godard. The other development
was the "politique des auteurs" advocated by, precisely, these French direc-
tors, most of whom had begun as film critics, and who ascribed the dignity
of the "auteur" not only to the obvious European names but also to the
directors of the despised American "movies": Alfred Hitchcock, Howard
Hawks, John Ford, Nicholas Ray.

The "auteur theory" arrived in North America in 1962, in a famous article
by Andrew Sarris.2 Despite some acute criticism of Sarris's overstatements,
it quickly became a kind of orthodoxy, and "the director" became the refer-
ence point of all film criticism. The American adaptation of the "politique
des auteurs" enabled the critical discourse to reclaim and assimilate the
popular movies of the fifties, so that intense debate could be conducted on
the merits of, say, Howard Hawks's Rio Bravo (1959) or Nicholas Ray's Party
Girl (1958). It also set up the dominance of the director in American cinema
of the seventies: Robert Altman, Sam Peckinpah, Francis Ford Coppola,
Martin Scorsese, Clint Eastwood.

The irony of this development is that the Author was being enshrined in
American cinema at precisely the time when subsequent movements of
French critical thought were moving towards "the death of the Author"
(Roland Barthes's essay of that name was first published in 1968). As film
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criticism has progressed through its structuralist and poststructuralist
phases, the early statements of the auteur theory have long been left behind;
nevertheless, it could still be argued that it was the auteur theory which first
established the kind of artistic and academic respectability which has made
later film studies possible.

No "auteur theory" was ever explicitly formulated for pop music, but a
very similar phenomenon occurred in the early sixties, involving the
enshrinement, at its centre, of a new cultural icon: the "singer-songwriter."
The popular singers of the previous decade had all been interpreters: no one
expected Frank Sinatra or Elvis Presley to write their own songs.3 But in the
early sixties, it suddenly became almost de rigueur for pop singers to write
their own material. And pop music became respectable in exactly the same
way that movies had, since there was now a place for the traditional centre
of serious artistic activity: the Author.

This trend was created by the immense success of the song-writing team
of John Lennon and Paul McCartney, and even more significantly, by Bob
Dylan. Dylan emerged from the New York-Greenwich Village folk move-
ment in 1962. Again, the social criteria of cultural respectability are at work
here: folk song was acquiring an aura of seriousness, partly as a result of its
scholarly documentation of oral tradition, but more because of its associa-
tion with liberal protest politics. All it needed was an "original genius," and
Bob Dylan seemed to fit the bill. Dylan himself quickly felt stifled by the
demands of folk-protest orthodoxy, and by 1965 he had moved on to rock
and roll. (Or, he had moved back: back to the radio music of the fifties he
had listened to in the long nights of Hibbing, Minnesota. His first rock
album was entitled Bringing It All Back Home.)

Almost single-handedly, Bob Dylan created the possibility of fusing pop-
ular music—basic, hard-driving rock and roll—with self-consciously "poetic"
lyrics. In the great albums of 1965-66 {Highway 61 Revisited, Blonde on
Blonde), he offered startling surrealistic images, a virtuoso range of inter-
textual allusion, scathing wit and tender love lyrics, a complete and totally
original poetic world. He also redefined the importance of performance.
Dylan's singing voice (for which critics over the years have attempted a
bizarre range of comparisons, from wounded animals to aging Ayatollahs)
not only demonstrated that expressiveness and rhythmic virtuosity are
more important in pop music than conventionally pretty musicality; it also
fused the songwriter to the singer, since it quickly became apparent that no
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one else could sing Dylan's songs as well as Dylan himself. It is in Dylan that
the auteur-like figure of the singer-songwriter achieves definition.

Dylan's success spawned a generation of imitators—or, to put it more
positively, he created a climate, both cultural and commercial, in which
other singer-songwriters could flourish. Among those for whom Dylan
opened the door, a surprising number have been Canadian: Gordon
Lightfoot, Neil Young, Robbie Robertson, Bruce Cockburn, Joni Mitchell.
And Leonard Cohen.4

Cohen's impulse towards popular music and public performance predates
Dylan's emergence, but it was undoubtedly Dylan's example which made it
possible for Cohen to be accepted as a singer. As early as the nineteen-fifties,
Cohen had performed in Montreal with a group called The Buckskin Boys.
He sang in public during his student days at McGill University. A photograph
taken in 1954 of the group of poets associated with the Montreal magazine
CIV/n (and featured on the cover of the collected reprint of that magazine)
shows Cohen at the centre, playing a guitar. His poetry readings of the early
sixties, especially those associated with Flowers for Hitler in 1964, moved
towards various kinds of performance, including stand-up comedy. A spo-
ken introduction to one poem, recorded in the 1965 NFB documentary
Ladies and Gentlemen, Mr Leonard Cohen, displays a highly polished comic
routine, in which the pauses are carefully timed to elicit audience laughter:

The other time I was in quarters such as these was
in the Verdun Mental Hospital, Montreal.

[pause; laughter]
I was visiting —

[pause; laughter]
— visiting a friend. He was on the top floor. It had
been a hot afternoon, and I had removed my jacket,
as I am wont to do.

[pause; laughter]
I left it with my friend, who though mentally ill
was no thief.

[pause; laughter]
I suspect he wasn't even mentally ill.

[pause; laughter]
He was doing this instead of college.

[pause; laughter; Leonard doesn't quite manage to keep a straight face].

From here it is a short step to the legends of Leonard Cohen riding onto a
concert stage on a white stallion.
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For Cohen, that is, popular culture right from the start was a question of
performance: of, that is, the performing self. This phrase is the title of one of
the most influential books of cultural criticism dealing with the sixties:
Richard Poirier's The Performing Self. Published in 1971, it already looked back
at the sixties in an almost elegiac way. For Poirier, the self is always a social
construct, a fiction: "[a]ny self is invented," he writes, "as soon as any purpose
is conceived" (122). That invention takes place primarily in performance,
which Poirier describes as a "self-discovering, self-watching, finally self-plea-
suring response" to the problems of identity (xiii). The value of performance
lies in its "release of energy into measured explorations of human potentiali-
ties" (xiii).

For all his stress on performance (and despite illuminating essays on both
the Beatles and the Rolling Stones), Poirier does not have much to say about
how performance is valued by critics, and by audiences. He seems to assume it
as a virtue, something to do with energy, and leave it at that. I am not so sure.
I want to argue that performance, like pop culture, has elicited deeply ambiva-
lent reactions, and that both sides of that ambivalence can be read in Leonard
Cohen's work—often enough, in the same song. On the one hand, perfor-
mance is seen positively, as a source of spontaneous contact and intimacy
between artist and audience, as a guarantee of personal presence, and as a
healing force. On the other hand, performance is also artificial, an exercise in
lying, and its ideal of "presence" depends upon a structure of absence, even of
death.

However, before I begin to develop my discussion of that ambivalence, I
must acknowledge that "performance," in the field of pop music, encompasses
several overlapping but subtly different modes. The "purest" mode of perfor-
mance is the concert situation, with the singer live on stage before an audi-
ence. But the word may also be applied to recordings—indeed, it is as a
recording (Pat Boone on the juke box) that I first evoked performance in rela-
tion to Leonard Cohen. Listening to a recording, in the privacy of one's own
home, is obviously a very different situation (from the point of view of the
audience) than attending a concert.5

Yet I would argue that most of what I have to say about performance, and
about the ambivalence of performance, applies, to a great extent, in both situ-
ations. The recording of a singer's voice can still produce what I will refer to as
the illusion of intimacy: indeed, the illusion may be all the stronger in a pri-
vate setting than in a public one. But recording also underlines what I will



refer to as the structure of absence; recording always carries with it the
implication that the singer's voice (or "presence") can be repeated even after
the singer's death.

Live performance is valued because it is seen as bringing the artist into
direct personal contact with his or her audience. This phenomenon has
become especially prevalent in Canada in the format of the poetry reading.
There is a long tradition of Canadian writers performing their own work—
from Bliss Carman and Wilson MacDonald through to Cohen's own read-
ings in 1964—but it was in the late sixties and early seventies, under the
auspices of such organisations as the Canada Council and the League of
Canadian Poets, that poetry readings really flourished. The ideology of such
occasions is made explicit by Constance Rooke:

I observe an ordinary reader approaching a flesh-and-blood writer and can see on
that reader's face a look (either bold or shy) that will soon blossom into speech:
You don't know me, but I know you. (257)

As I have argued elsewhere (Signature Event Cantext 16-17), Rooke accepts
too easily the kind of "intimacy" which this encounter produces; the notion
of "personal" contact in the reading situation is a very tenuous one. (In
Derridean terms, it depends upon the metaphysics of presence in its most
traditional form: the priority of voice over writing.) The structures of writ-
ing and performance are more complex: every "reading" is a further act of
(re-)writing, on the part of both the author and the listener. "Immediacy" is
always already mediated. The performing self is always a text; indeed, what
is at stake in performance is, as Poirier argued, the very nature of the self.
"Intimacy" proposes that there is a self there to be encountered; "perfor-
mance" implies that that self is necessarily a constructed one, a textual one.
Nevertheless, the appeal of the occasion, the mystique of the personal
encounter, is undeniable. Literature, especially poetry, should be read aloud,
and (with a few notable exceptions) poets themselves are the best perform-
ers of their own work. The illusion of intimacy in performance may be just
that—an illusion—but it is one that our culture holds dear. Like any widely
held belief, it continues to exert its force, no matter how shaky it may prove
under analysis.

The same illusion holds in popular music, where the live concert takes the
place of the poetry reading. The chances of any "personal encounter" are of
course much less in a 50,000 seat stadium than they are in the more clois-
tered confines of poetry readings, and often enough the "live" performers
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are reduced to gigantic figures on overhead TV screens; but the ideology of
live performance remains. The outrage which greeted the revelation, in late
1990, that the "singers" of Milli Vanilli had been lip-synched by other per-
formers, both on record and on stage, testifies to the continuing impor-
tance attributed to the presence of the live performer. Performance in this
sense is the seal of authenticity, of sincere self-expression, of assured per-
sonal communication.

There is in performance an element of spontaneity, of the unpredictable,
which was at the centre of the sixties performance pieces known as
"Happenings." The major rock concerts and festivals of the late sixties—
Monterey, Woodstock, Altamont—evolved as Happenings, and were
imbued with dramatic structure. Woodstock was widely mythologised as
the triumph of the counter-culture, even the founding act of a new
"nation." Altamont, which is remembered less for the Rolling Stones' music
than for the murder of a member of the audience by the Hell's Angels sup-
posedly guarding the stage, was then equally widely seen as the betrayal of
that nation. Specifically, Altamont was seen as a failure of performance : the
Rolling Stones, on stage, were unable to control the violence in the audi-
ence. (One of Poirier's essays in The Performing Self gives a very acute analy-
sis of this response.) If Woodstock was, as Joni Mitchell's song proclaimed,
the way to "get back to the Garden," then Altamont provided its mythologi-
cal counterpart: the Fall from Grace, Paradise Lost.

Leonard Cohen certainly believed in the intimacy of performance. In
1991, in a speech he gave on the occasion of his induction into the Canadian
Music Hall of Fame, he spoke of "this sudden and strange and mysterious
intimacy" which existed between himself and his audience; and he thanked

those of you who have welcomed my tunes into your lives, into your kitchens
when you're doing the dishes, into your bedrooms when you are courting and
conceiving, into those nights of loss and bewilderment, into those aimless places
of the heart which only a song seems to be able to enter.

This is an eloquent and moving tribute to the power of song, and to the
intensity of the relationship which may develop between singers and their
audience. In this case, since Cohen is referring specifically to people listen-
ing to his records in their own homes, it is clear that the "intimacy" of live
performance extends into the recorded medium. Indeed, recording enables
an even greater intimacy (kitchens, bedrooms) than the concert stage could
ever produce.
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In his early concert tours, Cohen gave himself generously on stage. (I
remember a concert I saw at the Olympia Theatre in Paris in 1976, when he
dragged his weary band back out for encore after encore after encore.) By
the tours of the late 1980s he had become much more guarded—much more
conventionally "professional"—and even the conversational asides between
songs were carefully rehearsed. The earlier Cohen is preserved on film, in
Tony Palmer's documentary Bird on the Wire, filmed during the 1972 tour of
Europe.6 Here one can see Cohen reaching out to his audience, trying
(sometimes with disastrous naivete) to answer their concerns, to reconcile
their divisions, to heal them. His performances on the 1972 tour are remark-
able for their extended improvisations, and for his painfully sincere
addresses to the audience. He was continually courting what he himself
called "disgrace": attempting to maintain his own state of grace, and to
bring his audience into it with him, by running on the edges of its collapse.

This mood is also preserved in the "Minute Prologue" to the Live Songs
album recorded on this tour:

I've been listening to all of the dissension
I've been listening to all of the pain
And I feel that no matter what I do for you
It's going to come back again
But I think that I can heal it
But I think that I can heal it
I'm a fool, but I think that I can heal it
With this song

This is the same belief that Lawrence Breavman clung to in The Favourite
Game. "The news was not so good," Pat Boone sang, and Breavman
responded: "The news is great. The news is sad but it's in a song so it's not
so bad" (Favourite Game 97). This is the ethos of Woodstock, unshadowed
by the Altamont murder. Of the "Sisters of Mercy," Cohen sings that "They
brought me their comfort and later they brought me this song." The com-
fort and the song go together. Music is redemptive. Performance heals.

Yet at the same time, and without necessarily denying any of these posi-
tive values attributed to it, I would also argue that "performance" is viewed
with great suspicion. "It's a clever performance," we say, implying that
somehow it is not real. To perform is to pretend that you are something that
you are not; to perform is to lie. Poirier 's phrase, the performing self, is
uncomfortably close to "performing seal."

"A singer must die," Leonard Cohen wrote (and sang) in 1974, "for the lie
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in his voice." I do not think that this line means that only those singers who
lie must die, as opposed to those singers who do not lie, and thus can live; I
think it means that all singers lie, that performance is a lie, and that all such
lying performances have death built into them, as part of their structure. If
in "Sisters of Mercy" he associates "comfort" with "song," in "Leaving Green-
sleeves" he proclaims a different equivalence: "I sang my song, I told my lies."

The metaphysics of presence postulates a "personal encounter" as some-
thing which takes place between two independent, fully self-present indi-
viduals. It has no place for the invented self, for the doubled or divided self.
But the activity of writing is always a doubled and divided one: the struc-
ture of writing, even at the instant of creation, inscribes a split between the
I who writes and the I who is written. There is no pure, unmediated
moment of "original" creation. And even if there were, performance is nec-
essarily distanced from it. Performance evokes the nostalgia for such a
moment of pure self-presence, but it can only do so by repeating, and
emphasizing, the original division.

The activity of performance is doubled also in the sense that it is a struc-
ture of repetition. This structure is most evident in the form of recording,
where the same performance may be played over and over again. But, just
as intimacy (the characteristic of live performance) extends into recording,
so also repetition (the characteristic of recording) is already implicit in live
performance. Performance is doubled as citation and re-citation, the repeti-
tion of a text that already exists prior to the moment of performance. The
singer is always divided (in Bob Dylan's words) into I and I: the person who
performs this song for you now, and the person who previously wrote it.
Improvisation compresses but does not eliminate this split. Any given per-
formance of, say, "Suzanne" is haunted by the echoes of all past perfor-
mances, and by the ghost of the man who wrote it, and who is no longer
there (even if, in another incarnation, he is now on stage singing it). The
value of presence in performance is always shadowed by this absence: a
"live" performance is also a performance of death.

This structure is evident in a remarkable moment recorded in the film
Bird on the Wire. Cohen starts singing "Suzanne," his best-known and
most-often-performed song, the song that for many people has always
defined his identity as a song-writer: in a word (a loaded word), his signa-
ture tune. But on this occasion he mixes up the first few lines, breaks off,
and says "No, wait a second, I forgot the words." It is as if he has forgotten
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himself. The crowd laughs, and a few of them yell out the opening words: in
concert, a singer can always be doubled by the audience. His own self-pres-
ence is already inscribed, in advance, in their response. But Cohen refuses
that reassurance, that re-inscription of his identity from the outside.
Instead, he proceeds to rewrite his song, to reinscribe his signature, in the
form of an improvisation:

Come on Suzanne, don't leave me now
Been waiting for you for a long long time
You know, a lot has happened since I wrote

that song for you, dear
Oh yes, I'm the man who wrote "Suzanne"
A thousand years ago
Yes, I'm the man who wrote "Suzanne"
A hundred years ago
Yes, I'm the man who wrote "Suzanne"
A hundred years ago
And I don't want anyone to lose it
And I don't want anyone to use it
But I'm the man who wrote "Suzanne"
A hundred years ago

This improvisation makes simultaneously the two assertions about perfor-
mance. On the one hand, it echoes Cohen's belief in the healing powers of
song ("I don't want anyone to lose it / And I don't want anyone to use it").
In very strong terms (that is, in the rhythms of the singing itself), it pro-
claims the unity between author and performer: I am the man who wrote
"Suzanne," I am one, my work and I are one, I stand before you now as a
presence. On the other hand, it also testifies to the division within the
singer, to his lack of coincidence with himself. It inserts the split of "a thou-
sand years ago": the man who wrote "Suzanne" is no longer me, he exists
only in the past, he is absent, he is dead. The song becomes a self-composed,
self-performed epitaph. And this is the structure of all performance, which
must always refer back to the absent origin, to the unrecoverable source of
the song. A singer must die, for the lie in his voice.

This constant shadow of death in "live" performance is realised, of
course, in recording; we still can hear the "live" performances of dead
singers. We still can hear, for example, Janis Joplin; and we still can hear
(live, or recorded, or as a recording of a live performance) Leonard Cohen's
tribute to Janis Joplin. He met her, so he tells us, at the Chelsea Hotel in
New York "in the winter of 1967"7; the story of this meeting evolved through
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years of in-concert introductions, and by 1988 it had reached a state as
finely honed as the 1964 story of the friend in the mental hospital. (This
transcription is from the Vancouver concert on October 26th, 1988, the
night after the first Mulroney-Turner debate on Free Trade.)

When I left Montreal to go down to New York City to try to break into this
infernal racket called show business, even though I was a grown man my mother
said to me, "Leonard, be careful, those people aren't like we are." That's all I've
got to say about the Free Trade issue.

[prolonged applause]
I did find a very nice hotel down in New York City, a very sophisticated hotel.

You could go up there, up to the desk at 2 o'clock in the morning accompanied by
a pygmy and a polar bear, and ask for your key, and they'd say, "Good night, Mr
Cohen."

It was in the elevator of that hotel that I began to notice that there was a
young woman often in that narrow cubicle. After several nights, I gathered my
courage and I said to her, "Are you looking for someone?" She said, "Yes, I'm
looking for Kris Kristofferson." I said, "Lucky lady, I'm Kris Kristofferson." Such
was the generosity of those times that she never let on.

Some time after she passed from this vale of tears I found myself in a bar in a
Polynesian restaurant in Miami Beach, drinking some concoction from a ceramic
coconut shell. This was a mystery that I never could penetrate, because there
were real coconut shells on every tree on the boulevard. Nevertheless, the words
to this song came, and I finished it in due course. It was for Janis Joplin at the
Chelsea Hotel. . . .

This whole story is set, then, within the context of "this infernal racket
called show business"; it is a story about performance. In a much earlier
version of this introduction (Paris, Olympia Theatre, June 5th, 1976), Cohen
said of Joplin, "She was a very great singer and completely undivided in her
attitude towards her audience." But if Joplin, both in the song and in the
story, is undivided, Leonard Cohen exists in a milieu of multiple divisions.
Although he is an adult, his mother treats him as a child, and warns him
that "those people aren't like we are." He attempts to seduce the young
woman in the narrow cubicle by pretending to be Kris Kristofferson: that is,
a performer himself, he pretends to be another performer. Joplin, through
the "generosity of those times" (the mythical golden age, the sixties), redeems
the falseness of this performance through a performance of her own: "she
never let on," she pretends to believe his pretence. After her death, Cohen
again finds himself surrounded by the artifice of "this infernal racket": the
ceramic coconut shells perform the "real coconut shells on every tree," just
as Cohen's song must now perform his real grief for Janis Joplin. The words
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may originally have come to him in a spontaneous moment, but now they
are the same words every night, repeated in performance. Even this spoken
introduction has not changed, essentially, night after night since 1976. In
order to praise the undivided singer, Cohen must continually divide himself.

"I finished it in due course," said Cohen in 1988. In fact, the song went
through at least two major versions. The text performed in the concerts of
1972 is substantially different from the song released in 1974 on New Skin for
the Old Ceremony, where it bears the title "Chelsea Hotel #2." The "finished"
song is much tighter and more laconic; its understated ending ("I don't even
think of you that often") seems like a defence against too unguarded a state-
ment of emotion. "Chelsea Hotel #1" is much more open, looser in structure,
more demonstrative of the singer's feelings. The performance recorded in
Bird on the Wire is built around three repetitions of the chorus, which allow
for extended improvisation. The first two lament Joplin the pop star, "mak-
ing your sweet little sound on the jukebox / making your sweet little sound
on transistor radio." Then the third chorus takes off on a new verbal riff:

You got away, didn't you baby
You just turned your back on the pain
You got away in your wildest dreams
Racing the midnight train

I can see you now
Racing the midnight train

with no clothes on
See all your tickets

torn on the gravel
All of your clothes and

no case to cover you
Shining your eyes in

my deepest corner
Shining your eyes in

my darkest corner
Racing the midnight train

I can't catch you baby
Racing the midnight train

Again Cohen refers to the redemptive power of song: "Shining your eyes in /
my darkest corner." But for Janis Joplin, as for Leonard Cohen, performance
is also a desperate affair. The "midnight train" is surely death. Janis Joplin,
for the few brief glorious years of her career, raced with it, against it, ahead
of it; but finally, this is a race which a singer must lose. You catch the train,
or the train catches you.
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As for Cohen, the singer of this song, he has to admit that "I can't catch
you, baby." In the verses, both Joplin and Cohen are described as "workers
in song," who are "oppressed by the figures of beauty": not individual artists
in control of their work but the servants of their medium and their vocation.
In the moment of performance, as he repeats this song on stage, Cohen is
still one of the "workers in song," one of "those of us left." His own presence
implies Joplin's absence: an absence inscribed most simply, most tellingly,
by the fact that her name is never mentioned in the lyrics of the song.

Like the improvisation on "Suzanne," "Chelsea Hotel" is an epitaph—an
epitaph not only for Janis Joplin, not only for the winter of 1967, but for
Leonard Cohen also, for the singer who must die for the lie in his voice, for
the absent presence which always haunts the structures of performance. As
such, it's a sad song, a sad story. But remember Pat Boone:

/ can tell you, people.
The news was not so good.

The news is great. The news is sad but it's in a song
so it's not so bad. (Favourite Game 97)

It never is—which is why we too return, again and again, to songs and to
singers, to those "aimless places of the heart which only a song seems to be
able to enter." As audience, we are also caught up in the paradoxes of per-
formance. The act of listening, of attending, of being there for the singer, is
itself a kind of performance. Our presence too is shadowed by absence; for
us too, the moment of performance must pass into memory, or into the
traces of recordings. This remains true, whether we are sitting in the
Olympia Theatre in Paris, in the singer's "presence," or whether we are sit-
ting at home, listening to a record, in the singer's "absence." The paradoxes
of performance produce the timeless moment, as Breavman found with Pat
Boone, by inscribing the timeless within time, and by including death in the
intimacy of presence. Each of us, singer and audience alike, is caught up in
this structure of performance, listening to the song as it lives and dies, let-
ting it go on as it is right now, racing the midnight train.

NOTES

1 This distinction is of course complicated by the fact that Boone's performance is
recorded, and therefore repeatable. For a fuller discussion of this point, see 60 above.

2 Most of the key articles on auteurism, including Sams' "Notes on the Auteur Theory in
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1962" and Pauline Kael's incisive rebuttal "Circles and Squares," are conveniently
reprinted in Mast.

3 And certainly not Pat Boone! The song that Breavman is listening to in The Favourite
Game is "I Almost Lost My Mind," written by Ivory Joe Hunter. (Incidentally, one of the
lines Cohen quotes—"I went to see the gypsy"—forms the basis of a song written by
Bob Dylan, in 1970, in tribute to Elvis Presley.)

4 There have been sporadic contacts between Dylan and Cohen, enough to indicate a deep
and continuing mutual respect. They shared the same recording company (CBS), and
have both worked with the same producer (Bob Johnston). When Dylan's Rolling
Thunder Revue visited Montreal in 1975, Dylan dedicated one song to Cohen, introduc-
ing "Isis" (an interesting choice, considering the importance of Isis in Beautiful Losers)
with the words "This is for Leonard, if he's still here!" (For a full account of Cohen and
Rolling Thunder, see Larry Sloman, On the Road with Bob Dylan: Rolling with the
Thunder [New York: Bantam, 1978] 316-324.) This performance of "Isis" is available on
Dylan's album Biograph.) In 1977, Dylan sang back-up vocals for one track of the curious
album Cohen made with Phil Spector, Death of a Ladies' Man. In 1985, asked by an
Australian radio programme to nominate his five favourite recordings, Cohen began
with Dylan's "Tangled Up In Blue." And in 1988, again in Montreal, Dylan performed a
rousing but unattributed version of Cohen's "Hallelujah."

5 In between these two modes, there are such mixed modes as the recording of a live con-
cert. A fuller reading of all modes of performance would have to account for a wide
range of listener-response. How does one's response to a recording change from the first
listening to subsequent listenings? How does one's response to a recording of a live con-
cert change depending on whether or not one was present at the original concert? Not to
mention the whole phenomenon of karaoke!

6 This collection of essays deals with the sixties—but the limits of decades are flexible, and
Cohen's 1972 tour, from which most of my examples are taken, may well be seen as par-
ticipating in the mood and ambience of the sixties.

7 This phrase is taken from the lyrics of "Chelsea Hotel #1." See below for the provenance
of this song.
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Rochdale College
Power and Performance

Introduction
Rochdale College was a "free university" which, after its initial experimen-
tal year in five old houses on the fringes of the University of Toronto, was
housed from 1968 to 1975 in an 18-storey high-rise on Bloor Street,
Toronto's Fifth Avenue. The building consisted of apartments, rooms and
"ashrams" ("houses" for 12 students) on each floor with a total capacity for
about 900 students. The building also included meeting rooms, offices, a
dining hall, bookstore and workshops (Adelman, Beds 187-8). Though orig-
inally intended to house students attending Canada's largest university,
Rochdale became infamous throughout North America for its "other"
inhabitants. To quote from the cover jacket of Dream Tower: The Life and
Legacy of Rochdale College (1988), the College,

was reviled and cherished as the lowest form of hippie anarchy and the pinnacle
of counter-cultural idealism. . . . Through its doors passed the teenage runaway,
the U.S. draft dodger, the political visionary, the narcotics smuggler, the peace
activist, the religious zealot, the free-love advocate, the motorcycle hoodlum and
a host of others who presided over one of the most notorious and most cele-
brated landmarks in North America.

Both Dream Tower and Sharpe's Rochdale: The Runaway College (1987)
convey the variety, wildness, creativity and intensity of the project. Both
books interview many of the participants and provide the flavour of the
experiment in community living and education. The books draw almost
identical conclusions: Rochdale, though inherently self-destructive, was a
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noble experiment to test new approaches to education, creativity, and
community,

Rochdale thrived as an artistic and intellectual hothouse. It became a
protected environment where knowledge and experience were allowed to
fuse in new and intriguing patterns to produce a bewildering, and some-
times even comical, array of hybrids. Its residents were constantly eager to
gauge the strengths and weaknesses of society's time-tested values, while
indulging in frequent excursions to uncharted realms of the mind, the
body, the social and political fringe and the artistic frontier. (Mackowycz
42) Rochdale was experimental in its methods. Rochdale was radical in its
results, an institution that truly fostered freedom: "by adopting an interac-
tive form of self-government that truly tried to do the will of the people,
Rochdale went on to one of its greatest triumphs as an institution—that of
providing freedom" (Mackowycz 266).

Without detracting in the least from the artistic creativity that occurred
in Rochdale, I will analyze the political philosophy of Rochdale to argue that
the experiment was neither noble nor revolutionary. It was not the embodi-
ment of freedom. Freedom is not to be confused with license. Rochdale was
not the expression of the "will" of the people, but of their fantasies. Acting
out fantasies belongs in circuses or carnivals to mirror and mock the theatre
of politics. Unfortunately, acting out fantasies has since become the stuff of
everyday life in the polis. In the eighties, acting out fantasies turned the
world into one large circus. In the sixties and seventies, Rochdale was a cir-
cus or carnival enclosed in its own concrete tent.

This aspect of Rochdale did not go unnoticed by its participants or nar-
rative historians. One Rochdalian likened her stay in Rochdale to "running
away to the circus": "It spoiled me—it did! Life was so easy. It was fun.
Nothing's been quite as good since. It was a real fantasyland" (Mackowycz
271). Sharpe specifically depicted the College as a festival of dreams to act
out fantasies: "This double-faced effect, purgation and celebration, returns
us to the Middle Ages, to the festivals when a Fool was made King and the
social order was briefly overturned for the psychic health of the commu-
nity" (275). However, Sharpe did go on to note that the role of a festival is
essentially comic and conservative rather than revolutionary.

This essay is concerned with Rochdale as a circus, a place where melodra-
matic terror and broad farce are acted out in a situation that combines glitz
and animal excrement, not a theatre where Aristotelian tragic drama is



applied to life in order to purge society of its excesses. Roachdale, as some
preferred to call it, was a circus to act out the fundamental political contra-
dictions of the society in which it was born.1 Not only were the excesses not
purged, Rochdale was but a minuscule sample of what was to come.2

Mentalités
This essay is also part of an intellectual development that does not restrict
political analysis to the examination of political treaties, wars and legisla-
tion, but examines popular fêtes, carnivals and songs to grasp the underlying
beliefs and ideologies informing the relatively elitist activity of politics itself.
The examination of marginal sub-cultures can be more revealing in many
ways than the analysis and explanation of the major decisions of our time,
such as the decision of the United States Congress to support Bush in the
Gulf War or the failure of the Meech Lake Accord in Canada. This type of
exercise in historical analysis, in the tradition of the mentalités school, is
often used to provide insights into the French Revolution.3

But while Sharpe and Mackowycz/Mietkiewicz present Rochdale as a col-
lage, a fragment of history, an episodic moment of inconsistent goals and
achievements, but ultimately as an expression of freedom, I will examine the
episodic character of Rochdale—its inconsistencies, its sense of freedom as
fruitlessness, its flower children who achieve no goals and leave no results
but consider themselves creatures in a beautiful and ephemeral spring—as
an expression of history over the long term of the modern era. The sur-
rounding society conceived freedom as deliberate action fulfilling an explicit
decision of an historical agent; that agent held clearly expressed goals and
norms, as well as particular perceptions of the circumstances they faced and
the consequences of their actions (Adelman "Rational Explanation"). Why
did Rochdale define freedom as unboundaried, unfocussed and, paradoxi-
cally, passive? Why was there so little orientation to changing the society?
Why did Rochdale, although it became a major media event, intervene so
little in the public arena? Since Rochdale evolved out of the New Left, a New
Left that initially denned freedom in positive terms as self-realization, self-
direction and the pursuit of definite goals, how did that same New Left give
birth to an inner directed institution where freedom was defined as "doing
your own thing?"4

Rochdale was not a source of change creativity, but a witch's brew of
frogs' toes and herbal poisons, pelicans' livers and the fur of a bat, a realm of
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horror that was part of the same magic concoction that would lead to the
debilitation of North America. Rochdale was not simply a symbolic acting
out of those who lacked power in opposition to those who held its reigns,
but foreshadowed the corruption, drift, fraud and fantasy world that
became the reigning consensus in the eighties when the baby-boomers who
inhabited Rochdale became the money and power manipulators of the
power elite.

As an expression of excess, the college was a symbolic rebellion that
adumbrated the political and economic heritage of the eighties. Canada and
the United States began the sixties as the richest societies in the world and
in history. Galbraith's The Affluent Society (1958) promised a future of
leisure where life could be a perpetual area of play and creativity, as
opposed to discipline and hard work. Anyone in the sixties, it was believed,
would have a job and, without too much effort, own a home. In the nineties
we find the United States transformed from the largest creditor nation to
the world's largest debtor. Unemployment increases. We are only now
(hopefully and at long last) emerging from the longest recession since the
Depression. Even with both spouses working, a majority of citizens find
home ownership, without a capital contribution from their parents, to be
an impossible dream. Though family earnings have tripled in absolute dol-
lars but only increased 10% in real dollars, in fact "individual average wages
fell about 14% in real terms during this period" {New York Times, Jan. 12,
1992, 4:1), the increase in purchasing power was only possible because of a
second wage-earner in the family. Canada and the United States operate on
enormous deficit financing while the infrastructure crumbles, subways
remain unbuilt, and there is a pervasive sense that we are in decline.
Canada's deficit each year is over thirty billion dollars and the Rae provin-
cial government in Ontario began its term with a ten-billion-dollar defi-
ciency.5 We have just finished an era of welfare capitalism with the greatest
business scandals in history, an era characterized by fraudulent dealings on
a massive scale: the Maxwell scandal in Great Britain, the Campeau junk
bond fiasco in Canada and the United States, the American savings and
loan scandals. I wrote the first draft of this essay on the anniversary of the
Gulf War, ostensibly to be the Mother of All Battles, when a ruthless dicta-
tor performing as a clown sacrificed 100,000 of his own citizens in the
largest battle since the Korean War in a tragic-farce of a ground war that
lasted just three days. The excesses of Rochdale were a tragic farce at the



other end of the political spectrum. Rochdale was integral to the suicides of
the youth, high on potent drugs that gave them the illusion of all space as
private so that public space was erased as a meaningful category in which to
place oneself. They lived and died there, eventually flying through the space
that surrounded Rochdale as they jumped to their deaths off its roof or out
of its windows.

We have just lived through a decade of gross excess, of unboundaried
greed and corruption. President Reagan, a third-rate actor enjoying
unprecedented popularity among the American people, governed in a som-
nolent state as crooks robbed the public treasury while its leaders raved
against the evils of the welfare state. The American politicians spent
unprecedented sums in an effort to create a Star Wars strategy that had
much more to do with fantasy than any realistic prospect of providing an
impermeable shield against Soviet missiles. The Rochdale circus has, I
believe, something to say about the contradictions in values that melded
with the public arena of politics that had become a total circus twenty-five
years after Rochdale was started.

The Paradoxes and Contradictions of Rochdale
The most obvious paradox of Rochdale College was that it was housed in a
high-rise that on the outside looked very much like many other high-rises
built at that time. Originally constructed to house young students, it is now
an apartment for senior citizens. Rochdale wore an exterior costume of nor-
malcy, while the individuals within wore the various costumes of Hare
Krishnas, Indian activists, peaceniks, druggies, hippies and sexual rebels
characteristic of the period. A young woman in a leather jacket wandering
through the lobby of Rochdale with nothing on beneath would be no sur-
prise in the present era of Madonna where sexual excess and underwear
worn as costumes on TV have become the norm, where Jordache can use a
soft porn advertisement on television to promote its jeans and other con-
sumer items, where a trial of a scion of one of the aristocratic families of
America charged with date rape or a hearing to examine someone nomi-
nated to the Supreme Court of the United States allows children and
teenagers to listen to detailed descriptions of sex acts and perversions. Ted
Kennedy, the dissolute defender of the liberal vision of America, carrying
the hangover of Chappaquiddick, was present at both events, a silent wit-
ness to the heritage of the sixties. In 1963, Jack Kennedy, now renowned as
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an unsatiable womanizer, but then celebrated as a visionary and king of
Camelot, was assassinated when his presidential car rode through Dallas. In
1968, Robert Kennedy was murdered just after winning the California
Democratic primary in his run to succeed his brother. Rochdale College
had just opened.

The physical schizophrenia of Rochdale extended into the pockets and
financial underpinnings of the costuming of the enterprise. There were two
aspects to those finances. One was the development of the building over-
whelmingly using public debt.61 had given a lecture on "Joyful Capital" at
the Kennedy Institute at Harvard University in the sixties to describe the
philosophical underpinnings of capitalist enterprise that could be used to
create assets for ordinary people and not just the wealthy (Sharpe 24). I
could not envision that the same techniques would be exploited by private
capitalists, by the Boetskys and the Millikens, the junk bond dealers,
bankers, brokers and financiers, using public not private capital to milk
publicly guaranteed fund? from savings and loan associations to accumu-
late enormous amounts of private capital in the eighties.

This entrepreneurship on the part of radicals was not unique to Roch-
dale. In Mark Kitchell's film on Berkeley, Bobby Seale, now also a professor,
describes how he and Huey Newton bought Mao's Little Red Book for 50
cents a copy and resold it at $2 to buy guns. This, however, was more tradi-
tional entrepreneurship for a radical cause. The radical educational pro-
gram at Rochdale attempted to finance its experiments using rental monies
intended to pay off the debt. The leadership assumed that, because
Rochdale was an educational institute, it would not have to pay municipal
taxes; the future tax refund would be used to replenish that spent income.
Capital funds and rental monies were used to finance "educational" experi-
ments. A tax refund was legally possible. Possibility became transformed
into reality. But the radical experiment in "education" made Rochdale look
less like an educational institution and more like a radical experiment in
living, and, therefore, ineligible to receive such a rebate. That was the para-
dox of Rochdale.

That was the long-term problem. The short-term problem was Rochdale's
inability to manage its cash flow and current obligations. With the exception
of those who lived off an income from drugs, 9.7% of the residents lived off
welfare rather than from savings from summer and part-time work and stu-
dent loans (Solursh 182). Tenants unable to pay, vacancies created by rapid
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turnover and exasperation with the deteriorating living conditions resulted
in an income shortage. Cash expenses that exceed income and policies
doomed to depress income even further meant that the financial operations
would never be able to pay the capital obligations. The same basic irrespon-
sible activities became the foundation stone for the splurge and capital
accumulation of the eighties.

The unreality on the material plane matched the fantasies on the intellec-
tual level. This is important. For intellectuals help to create the symbols of
an age.7 They are transmitters of meaning for the spectators who observe
society on the cave wall of the television screen. If they are catalysts of
change, they convey their message in conservative symbols so that the goals
and norms they espouse have an appeal to the prejudices, values and sym-
bolic forms that are the conventions of a broad public. If they are catalysts
of resistance to change and adumbrators of entropy and dissolution, then
they employ radical symbols that assault public sensibilities while they act
out the contradictions beneath the camouflage of conformity of the general
public. On the material level, radical intellectuals adumbrated an emerging
consensus in which the costume of revolt metamorphosed into the capes of
the Zorros, Batmen, and Spidermen, the do-gooders of capitalism who pro-
tected the banks from common criminals, while using the laws of society to
rob the public treasury, who protected the "Free World" from the Evil
Empire, and used the state to create welfare capitalists living off the public
dole of defence contracts.

These intellectuals had not learned from history. The educational ideals
espoused were the very opposite of the essence of education, namely the
preservation, cultivation and transmission of the lessons of the past. We can
learn from the past if we but take the time to study that past attentively. But
Rochdalians agreed with Henry Ford who reputedly said, "History is bunk."
Dennis Lee, who also quickly became very disillusioned, initially eulogized
the "new" approach:

This new student doesn't really believe in anything before 1945 because of the
combination of his own affluence and the total shambles that history has pro-
duced. He works intuitively, in fits and starts without much method. He moves
sideways—not backwards and forwards like the rest of us. Sometimes he
explodes and takes up 31 vantage points simultaneously. Often he is the most
brilliant or most interesting mind about. (Lee qtd in Sharpe 21-2)

Intuition, not reason. Randomness rather than the systematic tools of a pre-
cise method. Self-indulgence rather than dedication to society. The superb
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sculpture that Ed Apt created of the unknown student, mounted on the
front terrace of Rochdale, the humanoid depressed anti-intellectual with his
huge back and ass facing society and his chin on his chest as he gazes at his
navel wondering why he was even born, was the very opposite of the mus-
cle-bound Greek hero, The Thinker, who rests his chin on a clenched fist
and gazes outward at the world.

The rejection of history did not begin with Rochdale or even Henry Ford.
Descartes thought history was a tissue of gossip and travellers' tales and that
he could begin anew from first principles. The New Left and the
Rochdalians belonged to an anti-historical tradition that runs through the
early social reformers like Jane Addams, the pragmatists and the
utilitarians8 who formulated an anti-traditional position critical of culture
and history, a position which frequently became anti-intellectual. While the
myth of the materially wealthy self-made man dominated the external
world and nearly led to the election of the maverick, Ross Perot, as
President of the United States, the image of an individual who created his
own identity from scratch, an image which stressed not only independence
but self-origin, dominated one sector of the intellectual world. But when
youth as a whole designated themselves as the agents of change in history,
each phalanx of the youth culture had to consume its predecessors to recre-
ate themselves anew.9

The Marxist critics (Harrington, Roussopoulos, and others) agreed that
the new radicals had forgotten history, but would argue that if they had
learned to adapt Marx correctly to the changing circumstances, that is if
they had become Cartesians in the guise of dialectical materialists, they
would have avoided these mistakes.10 For the conservative critics, the prob-
lem was the reverse: it was the naive who did not recognize the emergence
of a new version of Marxism that used liberal rhetoric as a disguise. For
Collier and Horowitz, former editors of Ramparts, "The radical Left still
cloaks itself in the liberal promise, and liberalism, as it has come to be
defined, still accepts the Left as a political ally"(362). The Left, they argued,
is resilient because it builds its political religion on the luminous promise of
liberty, social justice and equality. But the romantic celebrants of the sixties,
the New Left, and the Rochdalians in particular, were neither the dupes of
the liberals nor the Marxists, but anarchistic celebrants of doing their own
thing—and what a glorious, momentary fit of ecstasy it was. For them, his-
tory was not a study of the past, but a moral fable to reinforce current con-



victions. It leaves us with precepts, not dilemmas. It is not something to
puzzle through to unveil the source of problems reflected in the present.
The New Left neither ignored the past nor created a visionary future, but
sowed the seed for turning the past into the nightmare of the future because
of their ignorance of that past, yet they were willing to use the symbols of
the past to create mayhem and abuse everything that a symbol of the past
represented.

The name "Rochdale" is a case in point. Rochdale is a small town in
England where the co-operative movement is said to have started in 1844.
This was a movement of hard-working people who, through pooling
their savings and through democratic representative forms, attempted to
gain some control over a small aspect of their economic lives in the
heydey of exploitive industrial capitalism. Rochdale College was an experi-
ment in living in the guise of an experiment in education, but not one
rooted in pooling consumer power in democratic representative institutions
to build a capital base that they themselves owned. Instead, Rochdale
College used the existing capital of society to indulge in non-material con-
sumerism to destroy a symbolic expression of that capital in the form
of the Rochdale building itself in the guise of idealism and through a form
of democracy that made a mockery of responsible and accountable
leadership.

The late Northrop Frye once described the university to me as the source
of authentic authority in society, a place for the accumulation and advance-
ment of knowledge. But Rochdalians identified experiment with experience
and looked for wisdom from a guru rather than knowledge from a teacher.
"[Ejxperience could be richer than study, the suspicion whispered; knowl-
edge may not be wisdom.... Like mendicant monks, the members of the
new order would sacrifice expertise for the possibility of wisdom" (Sharpe
17). Dennis Lee, the Rochdalians and I espoused a vision of education which
denied expertise, celebrated the amateur rather than the professional and
longed for the nineteenth-century Oxbridge vision while living in a con-
crete rather than an ivory tower. There was no need for prerequisites, plan-
ning or a syllabus.

The influence of ideas, the wilder the better, was virtuous. The irony was
that ideas had no authority, only persons. And everyone was equal in
authority to anyone else. Egalitarianism was applied to authority so that
role authority, based, one would hope, on authentic authority to some
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extent, was dismissed. Everyone was responsible for the environment, and
hence no one was responsible. Rochdale severed the links that held the
dualities of modernism together—the link between material influence and
intellectual influence and their reciprocal and tense relationship, the link
between authentic and formal role authority (Adelman, "Authority" 348-51).

Intellectual influence only operates when the educational system is
grounded in a solid respect for the material and monetary basis of society.
Authentic authority can only work when it is used to establish publicly rec-
ognizable authority roles. When intellectual influence is simply made the
maidservant of the larger material world, on the one hand, or, alternatively,
turns its back on the material reality of the world, the result is either a
moral and intellectual void or material self-destruction. In the latter case, as
in Rochdale, material responsibility is cast aside for a vision of a pure intel-
lectual quest that drifts off into mysticism.11

But just as the material system disintegrates and a respect for formal
authority deteriorates because the system is empty of values and morally
corrupt,12 while asserting that pure intellectual pursuit is respected and
everyone is a source of authentic authority, the result is that the participants
in that system act out and adumbrate that corruption. The role of this
pseudo-education as mirror becomes clear in Rochdale's vision of intellec-
tual experiment and its model of an authentic authority.

As Sharpe summarized (endnote 1), the model of the Rochdale experi-
ment is not that of science in a university but of testing of a consumer prod-
uct for its durability, to see how much wear and tear will destroy the item.
The forces of destruction are externally imposed and speeded up. Rochdale
internalized the process and viewed experiment as a process of se//-destruc-
tion. The same mirroring affects the concept of authority. When authority
is rooted in rule manipulation rather than authentic understanding and
creativity, when formal authority figures serve to preserve a rule system,
while abusing it themselves because they have mastered those rules, rather
than ensuring that the rule system serves a clear and beneficial purpose,
then rebellion may occur by those who, in their heart of hearts (the
Rochdalians), idealize authority, but do so in a context where there is no
division of roles and responsibilities and no agreed rules that define that
authority and determine how it is to be exercised and expressed. Instead,
the mirror is used to reveal that the emperor has no clothes, that there is no
authentic authority at all. For, when everyone is an authority, no one is.



This ironic mirroring of an empty and corrupt society in the making is
most clearly seen in the concept of power. Rochdale emerged out of the New
Left of the sixties, out of the nuclear disarmament movement, the Combined
Universities Campaign for Nuclear Disarmament (CUCND) and the civil
and social rights struggles that succeeded it, the Student Union for Peace
Action. They were small "1" liberal reform movements that asked society to
live up to its own principles of rights.13 The movement initially evoked the
principle of governments operating on the basis of the consent of the gov-
erned and made equality of opportunity a central principle. But it went one
very radical step further. Consent and equality, two very different democra-
tic principles, were merged into a hybrid singular concept of participatory
democracy (démocratie directe in French) as the byword of the late sixties.14

Consent of the governed came to mean the equal opportunity of any of the
governed affected by a decision to participate in government, not in order
to provide individuals with negative freedom, but for self-realization, the
achievement of positive freedom.15 A private sense of positive freedom was
superimposed on the public political sphere, the realm where the preserva-
tion of negative freedom was the hallmark of democracy. This was the tak-
ing populism, the antithesis of democracy, to its extreme logical conclusion.

No administrative or governing council in Rochdale College lasted long
or worked. Instead of a civil culture as a democratic amalgam of participant
and supporter, a compromise between traditional and modern values push-
ing for change, instead of compliance, trust, efficacy and cooperation, one
detailed plan after another for operating the project came into being. And
each was destroyed or allowed to disintegrate in turn. Bureaucracy was not
used to allow the institution to function, but to allow people to participate
in role playing, rather than playing a role, to extend private fantasy into the
public realm so that the alienated could go outside their normal existences.16

Instead of rituals and rites being used to overcome debilitating isolation, any
effort to create habitual practice was attacked and substituted by a new fan-
tasy of cooperation. This corrupt synthesis, this inverted alchemical conver-
sion of the gold and silver of the democratic ideal into the dross of lead and
the dead weight of democracy without procedural rules meant that power
went to those who could attend the most meetings and sit the longest through
often meandering, irrelevant and unfocussed discussions.17 Power went to
the few who had the most conviction, determination and the largest asses.
Why? What did this development reflect about the events of the larger society?
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Like influence (material and intellectual) and authority (authentic and
formal), power also has two aspects. Power is creative energy. Power is also
coercive force. In armaments, the West stockpiled, and still continues to
build, weapons of mass destruction under a strategy of Mutually Assured
Destruction (MAD). Chemical, biological and atomic and hydrogen
weapons were developed to destroy the earth and its inhabitants ten thou-
sand times over, though initially targeted at a totalitarian society that was
supposed to differ from authoritarian societies in the mind control exer-
cised by its rulers making it ostensibly impervious to change. It was a strat-
egy built on the basis that the weapons could never be used, and were
useless if they were used, but to be useful one had to make the enemy
believe they could and would be used (Adelman "Ethics"). It was a formula
born in Alice in Wonderland. This marriage of the use of creative power
with destruction led the New Left to denounce the amorality of power.
They also bewailed their own powerlessness. Not content any longer to be
bystanders that put not only their own lives, but all human life, at risk, the
New Left demanded power over all institutions which directly affected their
own lives.

What was the result of the intellectual attempt to "seize" power, at least
over their own institutions? A college founded on the principle of participa-
tory democracy, where political power is open to anyone who decides and
wants to exercise it, came to be ruled by the gun. From the principle that
right makes might, from the heritage of the civil rights movement, from the
non-violent movement that began with such impact in Montgomery
Alabama, a culture of violence and might is right emerged. Why? Because
Rochdale claimed to be a community where everyone could participate,
but, in truth, was a "community" of the alienated, where the principle of
tolerance extended to psychopathology and psychosis. It was a community
of space and not of time, and then of inner hallucinatory rather than public
space. Communities are created when people over time acquire common
myths and beliefs, common images of themselves and share and enjoy a ter-
ritory with which they identify (Anderson). Rochdale was an instant com-
munity, an oxymoron in itself.

It was also a community which made the control of one's inner space a
priority, a clear indication that the inner self was out of control. The gov-
erning passion was outrage at the "system"; the expression of that outrage
was the goal of using reason to control external life while presenting oneself
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as powerless, that is, without the fire of creative passion.18 Rochdale was the
birth child of a movement where angry militancy was repressed and acted
out in a non-violent protest movement. When that non-violence migrated
inwardly into passivity, the militancy was acted out in an assault on the
immediately surrounding material world. This fundamental split between
reason and passion could only be expressed in either violence or hallucina-
tory escapism.19

But why didn't a Rochdale emerge in the United States? After all, it was
the centre of western ideology and its hang-ups. Why did the largest free
university in the western world develop in Toronto?

When Rochdale was born, Canada had just celebrated its centenary. It
finally had its own flag just as the groundwork for Quebec separatism and
the Americanization of Anglophone Canada was beginning to flourish, just
when air travel was replacing the long ribbon of steel which united Canada,
just when the airwaves began to be filled with electronic signals which
ensured American predominance in the realm of communication, just when
children raised from infancy on the images of television, rather than on the
printed word, began to enter university. Canada was a fiction epitomized in
the repatriation of the constitution by a means which excluded the Govern-
ment of Quebec and the subsequent Meech Lake fiasco. For the economic
and communication links, which were prerequisites for keeping English
Canada separate from the United States and united with Quebec, were on
the verge of disappearing. What Canadians did not recognize as they cele-
brated the centenary of the birth of their country was that the material fac-
tors that held their country together were in the process of disintegration.

Where the very symbolic foundations of a national community are clearly
artifacts created in the present just when strong symbols from the common
past are needed to resist the imperial homogenizing and melting pot pro-
gram of Hollywood dominated communications, then in retrospect it
should not be surprising that a condensed version of what would emerge as
the character of American inner cities was transplanted into Toronto. It
should be no surprise that the two most successful accomplishments of
Rochdale in the print media should be Coach House Press20 and the largest
collection of science fiction in the world, one representing a retreat into
inner private space, the other, the conquest of far-out space,21 one an identi-
fication with the past, the other with imagining the future.22

Why did this happen?
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The Political Contradictions of the West
Why would Rochdale exhibit all the symbols of capital accumulation, epito-
mized by being housed in a high-rise building that the members owned,
while also breaking all the rules of financial responsibility? Why was an
experiment in human living in quest of community housed in an institu-
tion dedicated to higher learning? Why were Rochdalians so committed to
searching for wisdom in an authoritative voice of truth while disregarding
all formal rules for sorting out and delegating responsibility and account-
ability? Why did participatory democracy mesh the principle that those
who governed required the consent of the governed with the principle of
egalitarian opportunity to participate? Why was Rochdale such a hothouse
of creative energy in its sculpture studio, its films, Theatre Passe Muraille,
poetry and science fiction? At the same time, why were all established forms
of coercive power initially rejected, but, eventually, why was control over
Rochdale allowed to be taken over by the bikers, who were the security
guards initially employed to police the place and protect those trading or
experimenting with potent drugs? Why did Rochdale become the illicit
drug capital of Canada? What did all these symbolic contradictions have to
say about the liberal society in which Rochdale was born?

The modern liberal state is dedicated to imposing a set of limits by a pat-
tern of justice which, in turn, legitimizes the role of the state. Out of the
quest for justice emerged a movement based on experiment with life itself
to test and deny limits to the point of self-destruction.23 Instead of limits
defining the boundaries between the private and the public, between the
realm that is of concern to the government and the realm that is the exclu-
sive realm for the individual, instead of limits defining the horizon of the
social and the cultural, the New Left were constantly on the edge, challeng-
ing all limits: "The guiding values of democratic experimentalism are spon-
taneity, imagination, passion, playfulness, movement—the sensation of
being on edge, at the limits of freedom" (Miller 147).

The liberal state engaged in the quest for justice only when events seemed
to threaten the viability of the civil society dedicated to capitalist accumula-
tion. Liberalism did not oppose communism because it was unjust, but
because it threatened capitalism and the free market system. The civil rights
struggle was only joined by the state when the tactics of non-violence were
applied to bus and business boycotts that would make the system unwork-
able; and then the Vietnam War ensured that the War on Poverty and the
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Great Society programs could not be adequately funded. In the interna-
tional arena, civil rights only became a part of foreign policy when directed
at the apartheid government of South Africa, as a reluctant extension of the
domestic civil rights movement. When finally employed in the war against
totalitarian communist regimes, cooperation continued with authoritarian
military dictatorships that specialized in disappearances as long as the mar-
ket system of capitalist accumulation was protected and expanded. Liberal
society no longer kept conscience and capital linked in an uneasy alliance
and balance. Each realm, moral standards and capital accumulation, went
its separate way. Formal authority seemed to lose any foundation in authen-
tic authority. And coercive power seemed to have little to do any longer with
the preservation of the right of creative expression. With boundaries broken
and limits ignored, disintegration replaced integration as the motif of soci-
ety. And the young were asked to play the sacrificial lambs in acting out the
contradictions epitomized in the political world by the struggle between the
social justice left liberals and the laissez-faire right liberals.

The Ideological Roots of the Problem
The American right (the laissez-faire liberals) contended that the rules of
justice were merely servants of dominant natural laws, operating indepen-
dently of the state. The reactionary ideology of its proponents led the
Reaganites, once they were in power, to appoint justices to the supreme
court only if they upheld such a vision. This material reduction fails to
comprehend and support the normative responsibilities of the state: "It fails
because of the potential for conflict between the limits imposed by a pattern
of justice that successfully legitimates the state's rule and the inequalities—
of goods and of rights—that allow the economy to flourish" (Fisk 5).

The role of the state in imposing limits through a pattern of justice was
also a problem for the leftist justice liberals. If the right laissez-faire liberals
argued against the state imposing limits in the name of private accumula-
tion, the left liberals argued for a system of justice which was primary,
which itself knew no limits, but was the fount and source for imposing lim-
its on all other rights and goods.

On the one hand, we had the doctrine of the primacy of unfettered mate-
rial accumulation of possessive individualism and, on the other, we had the
absolute priority of right over any system of distributing goods, a demateri-
alized or ethereal sense of right, what Michael Sandel (1982) called "deonto-
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logical liberalism" (14). Such a view was based on a Kantian autonomous
and transcendental self, without history or the lessons of any prior experi-
ence and capable of legislating for itself the rules by which that self was to
be governed. Whereas Rawls (1971) had tried to ground that transcendental
idealism in a sense of reasonable empiricism, Rochdalians tried to transmo-
grify themselves into disembodied subjects in becoming "spaced-out" on
drugs, or cast into another space in their imaginations, or cast back into
real space if they committed suicide while living in a very specific space
which they ostensibly owned. After all, in the end, space was not real. It was
merely a transcendental unity of apperception. Space was merely extension
without history or territory, a pure subjective ground for intuiting and
sensing at all.

If the New Left tried to apply justice to reality, whether in the opposition
to the ultimate obscenity of material accumulation ad infinitum, the
nuclear arms race, the quest for arms that had to remain useless if they were
to be useful, or in the attempt to make justice real in its application to
blacks and aboriginal peoples, Rochdalians purified the effort and took the
conception of justice back to its uncontaminated Kantian roots while, at the
same time, making that vision as concrete and grounded as one could make
it by trying to create their own real community based on principles of
absolute justice. As the possessive individualists acted out their vision of the
liberal dream of an ahistorical and limitless world in the business of busi-
ness and politics, the rebels acted out the dream of an ahistorical and limit-
less world within the hard empirical reality of a concrete tower.

What was the absolute fundamental rule of that pure sense of justice—to
respect the fundamental autonomy of every other person, to regard every
other being as a self-legislator. That self was an unsituated, decontextual-
ized self. People were not Jews, Anglicans, females, blacks, or homosexuals.
They had no histories and did not need to develop a history in common as
a basis for providing trust and understanding. If materialist liberalism idol-
ized possessive individualism, idealist liberalism created a vision of abstract
justice built on detachment even from a self that one possessed. In the pure
vision of true justice, the self was dispossessed just as Rochdale as a whole
eventually was. Justice was not a matter of allocating responsibilities and
possessions in situations of conflict with very specific histories and values at
stake. In the effort to ground that self in empirical reality rather than tran-
scendent a priori principles of rationality, there is the presumption that a
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mature self with a unity and identity already exists and is not something
that emerges through experience. The reality is that Rochdale was attractive
to those in quest of identity while its political organizational principles pre-
sumed that everyone already had defined unified selves, even if that unified
self was empty and without content. But it was precisely this sense of empti-
ness that the flower children were rebelling against. Just as Rawls rejected
Kantian metaphysics and a moral epistemology in which an autonomous
self could deduce universal principles of justice from abstract a priori prin-
ciples in favour of reasoning within a concrete frame, Rochdalians were
committed to create and legislate their own community within a very defi-
nite concrete frame, but still without a sense of a preexisting history, with-
out responsibilities to a preexisting intellectual or civil community of which
they were members. The Rochdalians were to the New Left what Rawls24

was to Kant, sharing the same fundamental sense of justice and the concep-
tion of the self, but determined to make it work in a concrete situation.
They only revealed the fundamental absurdities of a position that assumes
justice (defined now as fairness) can achieve genuine detachment from any
inherited wants, leaving parties so detached from the immediate interests at
stake that they are incapable of governing altogether.

There was only one dining hall in Rochdale. How was it to be run and
under what rules and to what ends? The various parties in contention
advanced their positions without being bound by any moral ties to each
other or the institution in which the dining hall existed. Earlier, I said that
the party who could sit the longest through interminable meetings won, but
this depiction is not quite adequate. For the party also had to articulate a
vision that appealed to very general principles of what a community ought
to be. However, the appeal did not have to refer to preexisting commitments
and arrangements. Like Maoism and the Red Guard, like the Trotskyists, a
vision of a continuous revolution prevailed in which, at any moment of
choice, each individual was in the original position of establishing general
rules of governance. Justice does not arise from a respect for human con-
ventions and a willingness to alter them in accord with second order rules
of change when those conventions prove dysfunctional, based on the
assumption that such rules offset a propensity of humans to be selfish and
ungenerous in their personal aspirations, but from a deliberate setting aside
of such conventions on the premise that everyone is capable at all times of
advancing his or her own interests but in a disinterested manner.
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If society was at heart constructed on the premise that all humans had
the same appetite to acquire goods ad infinitum, that greed was good and
an unfettered market was the ideal, then Rochdalians were dedicated to
constructing their own society in total detachment from the conventions
that had been constructed to limit selfishness by indifference to selfish
interests altogether, and on the foundation that a sense of benevolence and
community would automatically prevail. The conceit of unfettered and dis-
interested reason matched the conceit of unfettered acquisitiveness that
would become openly the prevailing idea of the external world once the left
"liberal" ideal had exhausted its credentials in disregarding selfishness and
the need and value of community conventions and historical practices and
experience in the quest for ideal justice.

The ideal rational world of justice as fairness would reveal itself as the
apostasy of self-indulgence, while the appetitive world of unfettered greed
as the guiding principle of creating a wealthy world would bang its head
against rules of justice embodied in inherited laws and practices designed to
reign in greed. Liberal societies did not seem to be able to provide a coher-
ent frame for itself which accepted both the conditions and rules of a mar-
ket system while holding up a system of justice built on detachment so that
the legitimacy of formal authorities could be accepted.

This fundamental contradiction at the centre and foundation of the lib-
eral polis25 was acted out in Rochdale in the quest for ideal freedom in the
expression of unbridled license. Rochdale could not deal with justice as
imposing limits, time limits, limits to those who were to be given the
responsibility for making decisions, limits to consumption, limits to the
range of plurality of lifestyles deserving of toleration.

At the basis of this liberalism, both in its materialist and intellectual
guises, is a world considered to be made up of autonomous individuals with
a plurality of goals, values and beliefs out of which they must construct a
cooperative community. Instead of a community existing in advance out of
which individuality forms and flourishes, in terms of which norms are
established for reason and deliberation, a community can only be a con-
struct that we develop on the basis of personal experience. The self, unlike
the objects of the material world, is that which we possess a priori. As tran-
scendent, it is ephemeral and unreal. Conceived of as a private possession, it
is characterized by what is seen to be the essence of the material world, a
world of objects ripe for appropriation and acquisition. But the self has an
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identity independent of any relationship to things, possessions, family, and
so on. It is at once the quintessential essence of the bourgeois self and its
antithesis. No wonder that Rochdale, in trying to realize this self, was a
madhouse in which psychopathology strolled its corridors.

Now such a self, in order to preserve this essential distinction between the
self with a given identity independent of the surrounding world, must, like
Odysseus (Sandel 55-6) attempt to survive his treacherous journey home,
assume various costumes and disguises and become a chameleon so that he
can return home the same person. Such a self, in the end, wants to retain
both his self and his possessions and is best represented politically by an
actor capable of playing only one part in various costume dramas. However,
a self that acts out the contradictions of this dichotomy must continually
destroy any sense of identity, becoming, like Madonna, only the sum of the
various costumes worn, repeatedly enacting the process of self-destruction
and recreation at a faster and faster clip lest any permanent sense of self be
entrapped by its essential self-definition as a material "girl." The fundamen-
tal contradiction between this mythical agent of free choice and the agents
of consumer desire designated to provide the engine of construction of the
material world is acted out in creating fantasy worlds unboundaried by
either the laws of nature or the conventions of society.

The madness of the "real" world destructive of the "other" is character-
ized by possession without end or purpose or use. The madness of its self-
destructive mirror reflection is characterized by the eternal and unending
quest to dispossess the self of its materiality and, subsequently, in the thera-
peutic communities that succeeded Rochdale, such as Therafields, in the
quest to dispossess the self of memories of family, religion and inherited
community. The result is a disempowered self acting supposedly to express
the will of the people, to express and give power to the people, but one
which is incapable of employing power because it is disembodied from goals
which are agreed upon and become woven into the fabric of a community.

No one was able to establish a clear and publicly recognizable self with spe-
cific goals and acknowledged means to reach those goals. Anyone who made
the effort had to be destroyed since such posturing was a direct challenge to
a vision of life as infinitely accommodating and fluid. And so these dispos-
sessed souls huddled together in the quest for a community which would at
one and the same time be a community concerned with the person and a
community of scholars. But the very presumptions upon which the quest
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was based guaranteed that both senses of community would be destroyed.
The individual was to create his or herself out of a direct encounter with
experience while disregarding the lessons of experiences of history. For if
history led to the madness of the modern world, why not regard history as
bunk, forgetting that the historical premise of the modern polis was based
on this very radical assertion?

NOTES

1 G. Almond and S. Verba, The Civic Culture, where a subculture of dissent is viewed as a
critical instrument for maintaining and preserving the values of society. This essay
argues that Rochdale served no such purpose. My own earlier essays on Rochdale
College in The Canadian Forum in 1970 and on the New Left in Social Theory and
Practice ("The Canadian New Left as an American Daimonion," 1971) argued that
Rochdale acted out for the society in which it was situated. Those essays were more psy-
choanalytic, more along the lines of the analysis of the family where children are used to
act out the conflicts between parents. Those early essays were more concerned with the
affective role of the project and the activities of the sixties in general. This essay is more
analytic and cognitive, concerned with political theory and the fundamental value
premises of society. As such, it also argues that Rochdale adumbrated the problems of
society at large that emerged in the eighties.

2 It is not the only experiment that could be examined for such purposes. Mark Kitchell's
award-winning documentary, Berkeley in the Sixties, depicts one of America's foremost
universities and the social and political movement spawned in that environment. "And
what we see in Berkeley in the Sixties is more evolution than revolution— the evolution
of the Movement from forum to circus." Brian Gorman, The Toronto Daily Star, July 23,
1991, B4.

3 In one version of that school, David Kertzer (1988) depicts a festival of liberty performed
by forty Swiss soldiers, who survived their rebellion against their aristocratic officers,
juxtaposed against a counter-festival to celebrate the values of law and order.

4 The latter (contrasted with positive freedom) was referred to as negative freedom, action
unfettered by others, by Isaiah Berlin in his 1958 inaugural lecture when he became
Chichele Professor of Social and Political Thought at Oxford.

5 California, with an economy larger than all of Canada's, feels it is in a financial crisis,
although its deficit is not as large as Ontario's.

6 The first mortgage, a 4.3 million dollar loan, was obtained from the Canada and
Mortgage Housing Corporation for 25 years at 5 3/8%. The second mortgage of $430,000
represented effectively deferred taxes on which interest would be earned on pre-tax prof-
its while the stock of Revenue Properties increased in value based on these paper profits.

7 See Maurice Agulhon, Marianne to Battle.
8 Bruce Mazlish (1968) in "James Mill and the Utilitarians" noted that "James Mill

rejected his own past and, as a 'self-made man'. .." (1039).
9 As Christopher Lasch (1965) put it: "the heroes of the youth-culture die twice untimely,

constantly superceded by heroes more up-to-date" (75). That conviction was perhaps
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drawn from Randolph Bourne, the originator of the doctrine of youth as a class and
instrument of change who, in his 1913 book, Youth and Life, asserted, "The modern child
from the age often is almost his own master" (qtd in Lasch 76).

10 "The New Left failed to learn from the experience of the Old Left... the need for a
patient, long-term approach to building movements; an emphasis on the value of win-
ning small victories as part of a strategy preparing the way for larger ones; a willingness
to work with others with differing viewpoints around limited goals; a commitment to
internal political education; an understanding of the need for a representative organiza-
tional structure that holds leaders responsible to their own constituents rather than to
the priorities established by the media; an appreciation of the value and fragility of civil
liberties; and a sense of historical irony that would allow its adherents to keep both vic-
tories and defeats in perspective" (Isserman 219).

11 In the former case, when material influence is reduced to material servitude and when
formal authority merely provide jobs for the apparatchik of lawyers and accountants,
politicians and brokers, corporate heads and senior managers who provide no authentic
vision for the values and goals for humans, but who draw enormous incomes for their
roles, a mirror image of Rochdale is created, although there is an inversion in tactics.
This is what occurred in the eighties.

12 Rochdale was American populist democracy plopped down in a province that was a cari-
cature of order and good government, where patronage had been institutionalized and
legitimized. This was apparent in the selection of the legal firm to handle the Rochdale
mortgage. The fees at full tariff were paid to the firm of Lang Mitchener, a firm identified
with the federal liberals then in power and on the approved list of legal firms on the
CMHC list. This institutionalized patronage was one way to help ensure that Rochdale
obtained its mortgage.

13 As put in a CUCND (Combined Universities Campaign for Nuclear Disarmament) brief
to Parliament in i960, "For us, the members of CUCND, the dilemma begins with the
basic values which we hold—a society based on the worth and dignity of the individual,
which recognizes equality and self-government as the rights and needs of all men. We
recognize that we have learned these values, and come to hold them ourselves, by meet-
ing them in the culture that surrounds us. But we find that our society has not in fact
developed ways to live and act according to those values" (Qtd in Roussopoulos 9). This
phase, of serving as the conscience of society caught between professions of values and
actions which did not accord with those values, was transformed into an action pro-
gram, first aimed at society and then, in Rochdale, at oneself, but without a solid link to
the past or the material realities of that society.

14 Even a crown corporation, The Company of Young Canadians, set up by the federal gov-
ernment of Canada to enlist youth in social services and community organizing in
Canada, was organized on the same principle. The organizing committee "conceived the
boldest plan for such an agency in the history of the western world. It was a real example
of participatory democracy. The key to the organization was that power would be in the
hands of the young people themselves" (R.A.T. Phillips qtd in Daly 25). Canada was
unique in making participatory democracy the governing doctrine of federally funded
institutions and organizations.

15 In the vision of C. Wright Mills in The Power Elite, "'the left would establish a society in
which everyone vitally affected by a social decision, regardless of its sphere, would have a
voice in the decision and a hand in its administration'" (Qtd in Miller 83). Arnold
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Kaufman, the philosopher at Ann Arbour who was such an influence on Tom Hayden,
the key drafter of the Port Huron Statement, justified participatory democracy not by
. . . the extent to which it protects or stablizes a community, but by the contribution it
can make to the development of human powers of thought, feeling and action. In this respect,
it differs, and differs quite fundamentally, from a representative system incorporating all sorts
of institutional features designed to safeguard human rights and ensure social order.
("Participatory Democracy and Human Nature," 1960; qtd in Miller 94).

16 The problem was not unique to Rochdale: "[A] large part of Berkeley's problem appears
to be that so many people are so deeply involved in city government. All those not per-
manently alienated, it is tempting to say, are involved—but involved in a febrile, almost
obsessive way. The involvement encouraged by the radicals has led to cynicism rather
than citizenship, to a pervasive sense of civic exhaustion rather than a sense of the
rewards of creative civic participation. It is an involvement based on anger and animos-
ity, and it has produced few benefits and many casualties" (Collier 214).

17 It was even worse: "Participatory democracy . . . could be manipulated by interest
groups, infiltrated by provocateurs, throw up leaders who were not subject to democra-
tic control" (Fraser 356).

18 This description was aptly applied to C. Wright Mills, the father of the New Left. "His
carefully cultivated image—the powerless intellectual as populist outlaw—masked an
unresolved tension between an emotional sense of outrage and the conviction, inherited
from the pragmatists, that reason ought properly to control man's destiny" (Miller 89).

19 "There were two dominant tendencies among the people I have here in mind, and super-
ficially they would seem in conflict one with the other. On the one side there is angry
militancy, full of hatred and intolerance and often quite prepared to embrace violence as
a source of change. On the other side there is gentleness, passivity, quietism—ostensibly
a yearning for detachment from the affairs of the world . . . an attempt to escape into a
world which is altogether illusory and subjective" (Kennan 5-6).

20 Coach House Press specialized in poetry and fine editions harking back to an earlier age.
Coach House Press existed prior to Rochdale's creation; it was housed in a coach house
in the lane just south of Rochdale rather than in Rochdale itself. As Stan Bevington, the
head of Coach House Press said, Rochdale was a great place for him and others at the
Press to live, but it was too dangerous and crazy a place to house the Press (Mackowvcz
56).

21 Leonard Cohen's novel, Beautiful Losers (also a comment on the Canadian character),
epitomized both aspects of the dichotomy and the inability to find a way to accept and
integrate the surrounding world: "[N]ovels such as Leonard Cohen's Beautiful Losers,
whether we like what it is saying or not, faithfully capture the spirit of the age, complete
with existential vacuum and oblivion release" (Sutherland 144).

22 Judy Merril, a grandmother, a famous American writer and editor of science fiction,
became a creative force in Rochdale and organized the very successful Rochdale Summer
Festival in 1969 dedicated notably to celebrating the American landing on the moon. It
was Judy Merril's large collection of science fiction books that became the core of the sci-
ence fiction collection.

23 One American New Leftist, Fay Stender, was "the paradigmatic radical—relentlessly
pushing at human limits; driven to a fine rage by perceived injustices; searching for per-
sonal authenticity in her revolutionary commitments; and, at the climax of her career,
finally losing the distinction between clients and comrades, work and life" (Collier 22).

24 "[T]he circumstances of justice obtain whenever mutually disinterested persons put
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forward conflicting claims to the division of social advantages under conditions of mod-
erate scarcity" (Rawls 128).

25 In Sandel (1982), the heart of the contradiction is to be found between Hume and Kant:
"As a Kantian conception of the moral law and the kingdom of ends seems to deny jus-
tice its human situation, the Humean account of the human situation seems unable to
accommodate strong claims on behalf of the primacy of justice" (40) and in Rawls'
unsuccessful attempt to overcome it.
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J o n a t h a n H a r t

Northrop Frye and
the 1960s
The Crisis in Canadian Education

The university can best fulfil its revolutionary function by digging in its heels and doing
its traditional job in its traditional retrograde, obscurantist, and reactionary way. It
must continue to confront society with the imaginations of great poets, the visions of
great thinkers, the discipline of scientific method, and the wisdom of the ages, until
enough people in the democracies realize that a way of life, like life itself, must be lost
before it can be gained. —FRYE, On Education 37

Education was at the centre of Northrop Frye's literary theory and practical
criticism. In his teaching and writing, the educator as critic mediated
between author and reader creating a cultural context in which literature
could come to life. During the late fifties and the sixties, Frye lectured on
contemporary events, including the student protests at North American
universities. Frye was ambivalent about the latter because he shared the stu-
dents' desire for a redemption and rejuvenation of society, but disagreed
with their means. Attacking the university and its representatives was
wrong, Frye contested, because the university was the institution that most
encouraged freedom in society. It had afforded him the means to explore
literature, culture and liberty.

Although it would be ill-advised to reduce him to this context, Frye owed
much to his Canadian environment in formulating his ideas. His early arti-
cles in the 1930s and 40s are often concerned with Canada. He was a con-
tributor to, or an editor of, Canadian Forum at different times during the
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same period, and for the entire 1950s he reviewed Canadian poetry for the
University of Toronto Quarterly after the premature death of E.K. Brown.
The Bush Garden (1971) and Divisions on a Ground (1982) gather much of
Frye's important work on Canadian literature and culture, and his
"Conclusion to the Literary History of Canada" has reached near-mythic
status by now. In addition to his work as scholar and critic, Frye con-
tributed to Canadian education as administrator and consultant. He served
as principal of Victoria College from 1959 to 1967, as well as sitting on the
advisory board of the Canadian Radio-Television and Telecommunications
Commission for nine years, where he participated in the examination and
regulation of federal policies on television and radio. During these years, he
received many tempting offers to accept permanent positions elsewhere,
particularly in the United States, but a strong loyalty to the values which he
perceived to be specifically Canadian held him back:

The thing that began to grow in my mind was the feeling, first of all, of the reli-
gion I was closest to—the United Church of Canada. Next was the political party I
felt most in sympathy with—the CCF, later the NDP. Neither of those can be trans-
lated directly into American terms. And then later on, when I became a better
known public figure, I began to realize that there would be some feeling of
resentment in Canada if I left. I couldn't let that influence me beyond a certain
point, but the feeling that there would be a certain betrayal in my leaving had, as
its flip side, the feeling that I was making a contribution here and I had a function
here that I would not have had somewhere else. I also went through a period,
which impressed me a great deal when I was principal of Victoria, of seeing so
many academics who had gone from Canada to the United States wanting des-
perately to come back. (Cayley 139-40)

Frye, who called his times "this ghastly century" and "a dissolving phantas-
magoria" (Cayley 149-50), believed that the arts, including religion, are the
only factors that provide stability. Education, especially university education,
helps to sustain such stability. Here, Frye finds himself in agreement with the
Massey Report (1949-51) which averred that Canadian universities "are local
centres for education at large and patrons of every movement in aid of arts,
letters and sciences. They also serve the national cause in so many ways, direct
and indirect, that theirs must be regarded as the finest of contributions to
national strength and unity" {Massey Report \yi). The authors recognize that
the humanities may be regarded as an irrelevant ornament in a technical
age, but the liberal arts still have practical results in "teach[ing] the student
how to think, train [ing] his mind, cultivating] his judgement and taste and
giv[ing] him the capacity to express himself with clarity and precision" (137).
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Liberal education came under an apparently different sort of attack dur-
ing the sixties when students demanded "relevance," wanting to turn every
educational encounter into "an exciting existential experience" (Cayley 154).
In order to bring such experience about, it was agreed, university education
needed to became less structured and elitist than it had been so far. At the
University of Toronto, attention focussed on the work of the 1967
Macpherson Commission, which examined undergraduate instruction in
the faculty of arts and, against the intention of the committee, was used to
abolish the honour course. Essentially a nuts-and-bolts document, the
Macpherson Report examined the format of lectures, tutorials, and examina-
tions and made recommendations about possible adjustments to reflect
changes in education and society in general. Lectures for instance were to be
put to the following six desirable uses: giving an overview of the subject;
conveying the professor's enthusiasm; showing the students how to
approach problems of interpretation; showing a scholar's mind at work in
coming to terms with ideas, theory, and intractable problems; exposing the
students to a particular teacher's insights into and advances in knowledge;
transmitting information that student must know to understand the sub-
ject. However, the Report does recommend fewer lectures and examinations
and more time for the students to read and understand their subjects
because its authors think that too many hours of lectures and examinations
after each year only lead to conveying information for the purpose of infor-
mation. There were to be no final examinations at all in fourth year and no
examinations for individual courses; instead there were to be comprehen-
sive examinations or a senior thesis (Macpherson Report 30-1). Under the
instructor's or a research assistant's guidance, tutorials should allow stu-
dents to develop their abilities to duplicate the skills the instructor had
demonstrated in the lecture; the tutorial should not serve as preparation for
exams (31-3). The authors argue that teaching goes on beyond the classroom
among students and between faculty and students, that the human and
material environment of the university, the student's relations with other
members of the university and the rooms, libraries, and bookshops in
which he or she functions are of considerable importance. In drawing this
conclusion, the Report responded to numerous submissions complaining
about the inadequacy of faculty-student relations:

Some submissions referred encouragingly to recent improvements that had fol-
lowed the establishment of joint student-faculty bodies in some departments. But

95



there were many expressions of dissatisfaction, about the lack of adequate chan-
nels of consultation, about the remoteness of professors, and about what was felt
to be, in too many professors, an inadequate interest in their undergraduate stu-
dents. Indeed, all such complaints as there were about the quality of teaching might
be brought under the head of complaints about student-faculty relations. For teach-
ing is, or should be, the central relation between student and professor. And poor
teaching may be regarded as a failure in a student-faculty relation, since it may be
a symptom of a lecturer's lack of concern for his students and a cause of student's
lack of respect for the lecturer and his scholarship. (Macpherson Report 113)

Acting President of Victoria University (Toronto) at the time, Frye sub-
mitted a brief to the Macpherson Commission, but emphasized that the
views expressed therein were his own personal ones. In particular, Frye
deplores the lowering of admission requirements because its ultimate effect
was to burden the university with the "soul-destroying work" of composi-
tion and survey courses. Such courses necessitate the very surfeit of exami-
nations which the Commission seeks to reduce. Frye defends the lecture
format (including informal lectures which allow for questions and discus-
sions) and "an extensive programme of reading" {Victoria University 3-5)
because the students "often say that they would prefer to read less and in
greater depth, but I suspect that when they say this they are unconsciously
projecting themselves into a more mature stage, as though they were taking
the course for the second time" (5). Although Frye also advocated a closer
community among faculty and students as well as a livelier exchange of
ideas across the university, using cross-appointments and other means, his
faith in the "elitist" principles of education was still apparent, and it was not
possible for him to relinquish the role of teacher to that of mere facilitator.
However, few would listen to him because "there was a great hysteria grip-
ping the university" (Cayley 154-5), and he gave up trying to sway the
Commission.

Although their ideas about the goals of education were often remarkably
like Frye's, his opponents frequently targeted him as the embodiment of
everything that they considered wrong with liberal education. Some of
these views are reflected in The University Game (1968), an important collec-
tion of essays edited by Frye's student Dennis Lee and by Howard Adelman,
both instrumental in the foundation of Rochdale College, an educational
cooperative at the edge of the University of Toronto. Lee describes how he
expected to find "the real academy" but soon recognized that beyond a few
exceptions the university engaged in "shallow, irrelevant busy work" (70).
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Rochdale was to revive the university's initial mandate, moving a good stu-
dent "toward the first-hand apprehension of his discipline's coherence and
beauty" (75) while avoiding the vacuum created by bureaucracy and rou-
tine. Unlike Frye, Lee contended that liberal education had fallen victim to
inevitable developments in technology and democracy, had therefore run its
course and was not worth saving. He soon realized, however, that the anar-
chy of Rochdale was no genuine alternative, and by 1971 he shaped and pub-
lished Frye's The Bush Garden, an influential collection of earlier reviews of
and essays on Canadian literature, thus acknowledging the direction of his
teacher's critical path even if it differed from his own.

The University Game also features George Grant's "The University
Curriculum." Grant is wry about the liberalism which Frye and other North
American educators often practise: "Indeed in many liberal minds wide-
spread university education was seen as fulfilling the role which had been
played by revelation in the once dominant Calvinist Protestantism" (57). In
other words, the dominant classes transfer their hope in divine revelation to
hope in the humanities. Grant says that historicism caused a crisis in the
humanities because it "was the belief that the values of any culture were rel-
ative to the absolute presuppositions of that culture which were themselves
historically determined, and that therefore men could not in their reasoning
transcend their own epoch" (58). As a result of this crisis, the humanities
sought to justify their existence through "the practice of non-evaluative
analysis" (59). An example of such practice in literary studies is "the work of
Northrop Frye in which the study of literature becomes a classificatory sci-
ence with the claims to objectivity and progress which go with such a sci-
ence" (59). Non-evaluative analysis has delivered the humanities from social
pressures and "an empty antiquarianism" but avoids certain value judge-
ments, ignoring for instance the question of whether de Sade or Tolstoy is
closer to stating the truth about the role of sexuality in human life (60-1).
Grant calls for a re-discovery of the best in Western and Eastern thought, as
a means of transcending the technological tradition and return to the nat-
ural in classical values. Frye by contrast accepts the latter as a balance to the
biblical tradition but will not abide it on its own (67-8).

Not represented in The University Game but equally suspicious of Frye's
teachings was George Bowering who claimed that "many Canadian writers"
felt a "distaste" (Bowering 28) for Frye because he emphazied the British
roots of Canadian literature rather than underlining its American affinities,
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and because he valued tradition over "communion with nature": "Frye
speaks many times of the poet seeking identity of mind with nature. The
un-Fryed, or 'raw' poet, is likely to surrender identity (as in a psychedelic
awakening) as a step toward communion with the rest of his self (see
Whitman's use of that last word)" (27). Bowering perceives Frye as an
authorizing figure who participates in, and reinforces, the European (and
English) tradition of the Cartesian split between subject and object, of the
biblical tradition of the Fall of humanity into nature, rather than the critic
who advocated myth and metaphor as expressions of the way in which
imagination transcends any split between humanity and nature. Conversely,
Frye might fault Bowering for asserting a passive and idolatrous view of
"nature," however much Bowering might not like that term for the world of
rocks and earth and trees (52). In my view, neither Frye nor Bowering sub-
scribed to a split between subject and object, but in 1960s polemics, such
agreements were sometimes lost in the noise.

For Frye was much more sympathetic to the student protesters and to
poets such as Bowering than is immediately apparent. When he was at
Berkeley, he felt for the students, ordinary students, "who were clubbed and
beaten and gassed and prodded with bayonets while trying to get to lectures
or enter their own residences" (On Education 85). As a liberal, Frye likens
the SDS to Ronald Reagan, governor of California, the militant left to the
militant right, because they would both like to destroy or transform the
university (85-6). And Frye is not afraid of change but is glad the university
is resisting both left and right anti-intellectualism: "The university is chang-
ing and will change more, but change is simply adaptation to new social
conditions: it is not itself a good thing or a bad thing" (87).

II
There are many Northrop Fryes in the 1960s but this Frye is less known,
especially outside of Canada. This is the social and communal Frye who saw
liberal education as a salvation in response to the by-products of our on-
going technological revolution, most notably inwardness and isolation. Frye
saw education as a struggle for our imaginations, if not for our lives.

Many of Frye's ideas on education in the 1960s, whether they occur in
oral addresses or essays on education or as part of a discussion on the
nature of literature and criticism, are later versions of those expressed in the
1940s and 1950s when Frye wrote a series of articles on education and culture
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for Canadian Forum and other journals. In 1940 Frye writes that democracy
is laissez-faire in art, science and scholarship and predicts a decentralization
of culture after the war ("War"). In an article in 1945 addressing views that
prefigure the debate on technical education for global competition in the
1980s and 1990s, he defends liberal education against Conservative politi-
cians and capitalists who want vocational training. He says that liberal edu-
cation emphasizes the great works of culture as representing a vision of
reality that is human and understandable but a little better than we can have
in life. He asserts that laissez-faire philosophy was once liberating but is
now reactionary and that the only coherent form of socialism is one based
on the liberal theory of education—which is the tradition supporting Frye's
theory ("Liberal Education"). But Part Two of this article tries to go both
beyond the vocational view, that students should be prepared for the actual
social surroundings, and the liberal view, that they should be trained for the
ideal environment. The proper purpose of liberal education is to effect
'neurotic maladjustment' in students in order to help develop critical
thought ("Liberal Education: Part II"). There is spiritual freedom in
Christianity and in the humanities through the form of a book and in times
of crisis people return to the humanities because they lead us away from
ordinary life and towards that freedom {Fearful Symmetry). In 1950 Frye
outlines the ideological causes that seem to make apocalypse imminent in
modern life: fascism, communism, laissez-faire utopianism, technology, and
atheistic parodies of religion ("Tenets"). He relates the church to various
secular institutions like the university ("Analogy of Democracy").

Frye's idea of education finds earlier affinities in Newman's idea of the
university as a social place, Arnold's conception of culture, and Mill's con-
cept of an area of free discussion {On Education 24-5). A university trains its
students "to think freely" or, in other words, to reason, to decide based on
habit. His own use of amplification is related to his belief that: "[T]he process
of education is a patient cultivating of habit: its principle is continuity and
its agent memory, not rote memory but practice memory" (26). At the basis
of Frye's idea of education is the book, which he thinks is an admirable and
durable piece of technology. The book, "a model of patience . . . always pre-
sents the same words no matter how often one opens it; it is continuous and
progressive, for one book leads to another, and it demands the physical
habits of concentration" (27). The mass and popular media are discontinuous,
news-bearing and reflective of the change and dissolution of the present. In

99



H a r t

a statement that might glance at McLuhan, Frye says: "It is often urged that
these media have a revolutionary role to play in education, but I have never
seen any evidence for this that I felt was worth a second glance" (27). The
university informs the world and not the reverse. The university teachers of
English are responsible for the quality of writing in Canada, especially, Frye
implies, as the writing of literature becomes more academic, more inter-
ested in myth and metaphor, the formal principles of literature (27-8). Like
the writer, the critic and teacher may not always meet with society's
approval, and so university instructors may have to demonstrate integrity
and courage and support each other in a community with a common cause
(28). Frye may be glancing back to McCarthyism in the United States but it
is more likely that, unwittingly, he is stating the conditions of the chaos that
he later condemned in the student demonstrations of the late 1960s.

The Frygian revolution in education differs somewhat from that of the
1960s student activists. With Milton, he would view their idea of liberty as
an expression of license. The centre of the university resides, as he expressed
it in an address to the Royal Society of Canada in i960, in the critical disci-
pline, by which he means 'criticism' in Matthew Arnold's sense (On
Education 30, "Critical Discipline"). Frye's university demands that the stu-
dent recognize a cultural environment that is at right angles to the social
environment and that provides, through human imagination and thought,
the criteria for judging society and one's action (On Education 32). The stu-
dent in Frye's scheme voluntarily removes himself or herself physically and
mentally from society and discovers in the university academic freedom,
which involves intensive study of ideas and works of imagination "without
reference to ordinary society's notions of their moral or political dangers"
(32). Another unpopular but, I think, apt observation is that scholarship in
a subject should teach itself and "that the university's practice of regarding
teaching as a by-product of scholarship is apparently a sound one" (33). In
university, education yields to subjects, to organized bodies of knowledge,
like literature, and the teacher is judged by how well he or she knows the
subject. The university does not teach but calls forth a subject. For teachers
to remain independent they must align themselves to their cultural, as
opposed to their social, environment (33-4), a view strongly opposed to that
of his students who wanted universities to be a tool for social change by
being more of society. He does not discount the revolutionary impulse but
his definition of it is radically different from theirs.
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In his efforts to reach as broad an audience as possible, Frye endorsed
public broadcasting, although he regularly inveighed against the vapidness of
the mass media. The Educated Imagination (1963), broadcast as the Massey
Lectures on CBC radio in November and December of 1962, also became a
book. The public lecture turned book or the book turned lecture, represents
his favourite genre. Public education taken beyond the classroom became
Frye's mission in the last three decades of his life. Public lectures and lecture
series at universities throughout the world spurred him into critical produc-
tion. Frye used to say in class that all his books were teaching books, an
endearing boast in an age of research universities devoted increasingly to
scholarly production, and he silently assumed this movement from the class-
rooms of the 1940s and 1950s to the lecture circuit of the 1960s and beyond.
This is hardly a man who wanted an elitist cabal to enjoy education. The
academy without walls became Frye's model: he wanted an open university.

The Educated Imagination, a condensed version of The Anatomy of
Criticism, stands in for much of Frye's work and tells us much about it.
Frye's basic question—"What good is the study of literature?"—has no
solution but only answers in the present (EducatedImagination 1). He also
outlines corollaries of this question: Does literature improve our ability to
think, feel or live? What is the function of the teacher, scholar and critic?
What difference does the study of literature make to social, political or reli-
gious attitudes? Frye's 'good' echoes the moral and aesthetic dimensions of
Plato's and Aristotle's definitions of literature, but it may also have to do
with utility—as in what kind of work does it do? Is it any good? This utili-
tarian echo would be familiar to Frye's radio audience in late 1962 because
even if many of its members were sympathetic to poetry and literature,
many English Canadians would be familiar with the pioneer, commercial,
practical and parish view that poetry was not honest work and that a 'man'
couldn't make a living at it.

In addition, Educated Imagination consolidates Frye's ideas on education.
The motive for metaphor is to associate our minds with the world through
the primitive forms of metaphor, which relies on identity, and simile, which
depends on analogy (likeness) (10-1). This is the archetypal critic Frye who,
with the New Critics and structuralists, shares a desire for the occasional
moment of unity, for an imaginative atonement or epiphany, as opposed to
the deconstructists' desire to be suspended between the construction and
dismantling of the identity of poetic or imaginative meaning. Frye cannot
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avoid discussing literature when exploring the human imagination. In
primitive societies, he says, literature is embedded in other aspects of life
like religion, magic and social ceremonies. In time, forms of literary expres-
sion that are social practices, like funeral laments and lullabies, become tra-
ditional literary forms (13-4). Literature then derives its forms from itself as
music does (15). This last principle confirms Frye's concern for Canadian
literature and culture. In speaking about literature making its generic forms
from itself, Frye declares:

This principle is important for understanding what's happened in Canadian litera-
ture. When Canada was still a country for pioneers, it was assumed that a new
country, a new society, new things to look at and new experiences would pro-
duce a new literature. So Canadian writers ever since, including me, have been
saying that Canada was just about to get itself a brand new literature. But these
new things provide only content; they don't provide new literary forms. Those
can come only from the literature Canadians already know. People coming to
Canada from, say, England in 1830 started writing in the conventions of English
literature in 1830. They couldn't possibly have done anything else. (15-6)

Frye always insists on the conventionality of writing: works of literature are
individual but of a kind (16-8). The heart of this conventionality, from
which we cannot escape, is the archetypal myth or story. In popularizing
the central theses of the Anatomy Frye sets out this central myth by citing a
string of Romantic poets and their quests: Blake's desire to restore the
Golden Age; Wordsworth's longing for Paradise, the Elysian fields and
Atlantis; D.H. Lawrence's for the Hesperides, and Yeat's for Byzantium. The
singing school of literature has one central tale to tell: "This story of the loss
and regaining of identity is, I think, the framework of all literature"
(Educated Imagination 21). For Frye, literature uses irony to separate a
vision of identity from the wretched world itself (21-2).

Although literature should be studied first as literature, "a great work of
literature is also a place in which the whole cultural history of a nation that
produced it comes into focus" (52-3). That is why it is important, according
to Frye, for Canadians to pay attention to Canadian literature. All things
vanish in time: only the imagination makes readers into Proust's "giants in
time." This is Frye's metaphor of the relation between literature and history
(53). The place of literature in education is its relation, as a procedure that
makes assumptions and postulates, to other studies built out of words, such
as history, philosophy, the social sciences, law and theology, analogous to
the way in which pure mathematics proceeds in relation to physical sciences.
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In Frye's view the lyric is the poetic equivalent to pure mathematics (54).
The practice or production of literature and the theory of literature or criti-
cism are both important aspects of literary study. By criticism, Frye means
"the activity of uniting literature with society, and with the different con-
texts that literature itself has" (55). All critics are contextual critics, although
Frye is a different kind from the contextual critics of the 1980s and 1990s.
Most criticism occurs in the classroom at all levels of education, less in
reviewing and still less in the central activities of research and scholarship.
Literary teaching should transfer "imaginative energy from literature to the
student"—this is the educated imagination that does work in society (55).

Every society, including Canadian society, has a social mythology with its
own folklore and conventions. Its purpose is to have us adjust to society.
The main elements of social mythology, as Frye sees it, are appeals to status
symbols, like those in advertising, clichés, especially in politics; jargons,
which can disguise reality like bureaucratic language that covers up the ter-
rible wreckage of war; and nostalgia, like the pastoral longings for some
imaginary good old days (60-2, Northrop Frye in Modern Criticism 143,
Modern Century 29-30). The educated imagination works against these illu-
sions: it opposes archetypes to stereotypes. Frye makes a passionate liberal
plea for free speech, which is quite different from licence or ready opinion,
but comes from the imaginative power of the discourse itself (64). Frye is
writing with McCarthyism at his back and in the shadow of the Cuban mis-
sile crisis of October 1962. His form of free speech is highly trained speech
fostered through imagination. One is free to speak freely just as one is free
to play Bach, after much training. Free speech is cultivated speech within
the context of a social vision. However, there are exceptions, Frye concedes,
at times of crisis; in a critical fight over desegregation in New Orleans, for
instance, a woman with little formal education spoke with an eloquence
equal to that of the Declaration of Independence ("To the Class"). A minor-
ity acquires the skill to practise free speech but it is that minority that makes
Canada a better place to live in than East Berlin or South Africa {Educated
Imagination 64). It is not surprising then that Frye should repeatedly
emphasize the responsibilities of the educated in a democracy, whether they
be humanists or scientists; it "is not the humanist's ignorance of science or
the scientist's ignorance of the humanities which is important, but their
common ignorance of the society that they are living in, and of their
responsibilities as citizens" (On Education 69, "Changing Pace").
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In 1986, in the Preface to a collection of his essays from 1957 to 1985, On
Education, Frye looks back on the student unrest of the late 1960s and says
that although the reader might think that all the references to these events
showed that this subject was a personal obsession, actually he was asked to
talk about it because it was an obsession of the society of the time. The
reader will still be the judge. Frye summarizes his position from hindsight
but maintains the same stance he held then:

I had little sympathy with the unrest: it seemed to me to have, unlike feminism or
the black movement, no genuine social roots. Those who sympathized with it
because they were remembering their own left-wing enthusiasms in the thirties
were prisoners of their own metaphors: this movement was anarchist and neo-
fascist in its tactics. It enlisted a very small minority of students, most even of
them, I suspect, egged on by television cameras, who created 'mass demonstra-
tions' with a totalitarian skill. But if I had no use for the protest, I had if possible
even less for the kind of opposition organized against it. . . . (5-6)

I wish to thank Ruth Wilson in the Victoria University Archives for locating Frye's brief
to the Macpherson Commission and the President of Victoria University for permission
to use it in this paper. Some of the material used in this essay has previously been pub-
lished in Jonathan Hart, Northrop Frye: The Theoretical Imagination (1994).
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E . D . B l o d g e t t

George Grant, the
Uncertain Nation and
Diversity of Being
Luce intellettual, piena d'amore

The decade in which George Grant's impact was the
most incisive was the 1960s. While he continued to deepen the implications
of his thought since that time and was the subject of a symposium in his
honour in 1977, it is not certain whether his stature as a public figure grew
substantively since the first appearance of Lament for a Nation. Indeed, as
the editor of the papers presented at the symposium remarks, Grant's own
generation has "been tolerant of Grant's eccentric critique of modernity be-
cause it could be safely deemed irrelevant." The participants in the sympo-
sium are those of the younger generation in the 1960s for whom Grant "never
seemed irrelevant," and the book they produced is designed to "acknowl-
edge the gravity of the questions he has raised" (Schmidt ix). This is evi-
dently homage from those who felt his impact most keenly a decade before.

Needless to say, not everyone of that generation was so touched. Frank
Davey, for example, cites Grant as one of those who assume a monolithic
view of the Canadian nation, and who define Canada as "a lost Tory nation
seduced by the pragmatism and amoral individualism of the U.S." (13). No
careful reading of Grant's work would sustain such a view at length, but one
suspects that there are more than a small number of Grant readers who
have taken such a position. Since this is mere speculation, I cannot elaborate
upon the validity of what I have said. Nevertheless, I would like to use Davey
as a position from which to begin, for his distillation of Grant's thinking of
Canada is not lacking in a small glimmer of truth. But it is phrased in such a
way as to make that small truth appear anachronistic, perhaps Quixotic,
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and hardly relevant to anyone bent upon seeing Canada survive as a nation.
One wonders, further, whether those who were moved by the "gravity" of
Grant's Lament were moved simply because of the appeal to the lost charac-
ter of the cause. The ship may have gone down, but we have survived to
witness the event: such may have been part of the thinking in the affection
many have for the work.

The texts that brought Grant most powerfully into public scrutiny,
besides Lament for a Nation, were Technology and Empire and Time and
History. Each gathers his thinking in the sixties, and each for somewhat dif-
ferent, but always public, not professional audiences. His Lament is for the
most general audience, and one that had lived closely to the political envi-
ronment of Diefenbaker's term in office in the early sixties. The essays col-
lected in the second text contains texts published during most of the decade
and collected in one volume by House of Anansi, the most important small
nationalist press of the period. The final book is the text of his CBC Massey
Lectures. Given the public character of his work, they cannot appropriately
be read as the text of a professional philosopher, political scientist or moral-
ist, yet all of them appear prompted by concerns that any of these might
wish to address. They are marked by a profoundly personal character,
which makes them problematic, even paradoxical, in their explicitly public
manifestation. It prompts one to ask, then, how they should be understood.

First, however, one should consider, if only in truncated form, what
Grant's preoccupations were. The subtitle of Lament provides an initial
clue. Its theme is "The Defeat of Canadian Nationalism." The first three
chapters address Diefenbaker's inability to keep Canada as a sovereign
nation, and his defeat in 1963 was the death of Canada. What Diefenbaker
failed to understand was that an ideology of individualism and free-enter-
prise is impossible in Canada. It can have no other effect than to subordi-
nate the rights of nations to the rights of individuals. In this, Diefenbaker
shows himself more liberal than conservative (Grant, Lament 21). Such an
assertion opens the way for Grant's central argument that the dominance of
liberalism in Canada has destroyed the country as a sovereign nation. This
is because its thinking is in accord with American continentalism and the
structures of capitalism that support it. In other words, to anticipate an
argument developed in Technology, Canada is not necessary inasmuch as it
is part of the "universal and homogeneous state" {Lament ft). It is, there-
fore, modern, that is, part of "the age of progess" whose instrument is
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understood to be technology. Thus he is later able to summarize what is
only symbolically a threnody for Diefenbaker's demise:

What I said in [Lament] . . . was that the belief that human excellence is promoted
by the homogenising and universalising power of technology is the dominant
doctrine of modern liberalism, and that that doctrine must undermine all particu-
larisms and that English-speaking Canada as a particular is wide open to that
doctrine. [Empire 69)

This summary contains two interesting points, which have not always
worked to Grant's advantage. The first is the appeal to English-Canada. As
he avers, he "was brought up in a class which has almost disappeared"
(Schmidt 63). As he describes it, it was the dominant class of Central
Canada between the two wars. While he confesses to being influenced by its
"Values'" and "prejudice," what turned him to philosophy "was the knowl-
edge that [that class] . .. was disappearing" (Schmidt 63). This maybe con-
strued to Grant's disadvantage (Crook 283), and indeed, in such a light
Grant's apologia for Canada may be seen as no other than the reification of
a dying ideology. Hence, when he pithily remarks that "technique is our-
selves" (Empire 137), it may be that his lament is but a wake for himself,
reflecting upon a kind of suicide. But it is precisely this coincidence of the
intimate with the historical that does not permit one to be as categorical as
one might like with Grant, for he is deeply aware of his own complicitous
relation with modernity, its metaphysical privileging of technology, and
the consequences for which he senses to be his own responsibility. This is
the situation that, in fact, frames the essays in Technology and Empire. The
first essay begins by meditating on the role of Calvinism in the perception
of North America. Its pioneer moment is now gone. What remains is
"the omnipresence of that practicality which trusts in technology to create
the rationalised kingdom of man" (Empire 25). At the book's conclusion,
he remarks:

. . . I know that my thinking about modern liberalism is touched by a certain ani-
mus arising from tortured instincts, because of the gynarchy in which I came to
know that liberalism. Thought may first arise from the ambiguities of personal
history but if it is to stand fairly before the enormous ambiguities of the dynamo,
it must attempt to transcend the recurring distortions of personal history. (140)2

Grant may deny, then, that he is presenting Grant, but Grant's self-reflection
cannot be separated from his reflection upon any of his recurring pre-
occupations.
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The reception of Grant's work has not, of course, been unmixed. His
Lament was particularly taken to task by R.K. Crook, who argues, in effect,
that Grant, for "biographically determined" reasons, is blinded by "pes-
simism about the inevitable implications of modernization" (Crook 284).
Technology, Crook argues, is not the problem; institutional frameworks are
(273). Because of a lack of empirical analysis, Grant's fear of homogeniza-
tion is not valid. In fact, it could be argued that technology initiates the
opposite (Crook 275-76). Finally, Grant stands clearly accused of a funda-
mental inconsistency. While Grant would argue that the distinction of facts
and values is a modern heresy, he, nevertheless, distinguishes the two to
argue against modernity (Crook 278-81). In other words, Grant's argument
is heavily laden with distinctions between his values and the facts of mod-
ern life in North America that makes him open to the same charges he lev-
els upon sociologists. Thus, Grant suffers from a "metaphysical pathos
[that] stems from a nostalgic longing for the past" (Crook 282). Since nos-
talgia is "morbid" (Crook 283), it can do no more than offer "the indul-
gence of entering the warm and supportive world of fantasy" (283-4).

Virulent as Crook's assessment of Lament may be, it is perhaps too acade-
mic to take up Grant's central argument and central appeal concerning the
question of nationalism. John O'Neill, also a sociologist, while struck by
Grant's "depth and eloquence" (117), argues that Grant's position on
Canada as a local culture cannot prevent its being absorbed by the universal
and homogeneous state because, as the political expression of a modernity
Canada desires, Grant's argument contains "everything that is soporific and
lethal in the Canadian fact" (O'Neill 119). What Grant has failed to under-
stand is that technology, far from being a philosophical concept character-
izing the modern, is in fact a function of multi-national corporations in
their bid to seize power. The failure of Canadian political economic analysis
to grasp this point leads inevitably to the inability of a national discourse to
claim validity. O'Neill argues, however, from a patently Marxist position,
which privileges the discourse that would advocate a redistribution of
wealth and power on bases more equitable than that which capitalism is
capable of doing. The querulous tone of O'Neill's position on Grant sug-
gests a kind of frustration with the argument of Lament. If Grant's thought
has depth, surely Grant must see that the problem is not capable of being
resolved by turning to the platitudes that spring from "[t]he passing of the
Loyalist and [French] Catholic traditions of conservatism" (O'Neill 119).
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It is not surprising, then, that Grant's name figures frequently in Robin
Mathews' study, Canadian Literature: Surrender or Revolution. Commenting
on Technology and Empire, Mathews notes that "technology/technique is its
own ideology and so is not changed by the moral values of those who own
and control it" (146). The consequence of such a position is that it "invites
the Luddite-versus-Progress argument without serious consideration of
technology within political philosophy" (146). Moreover, it is an informing
cultural attitude that has powerful Loyalist roots that may be seen in the
work of Susanna Moodie (28), F.P. Grove (70), as well as in those writers
admired by Margaret Atwood (despite Grant's being barely mentioned in
Survival), all of whom maybe perceived as "small 'c' conservative moralists"
(122). Belonging to "the ruling elite, exploitative class in Canada," Grant
presents " . . . a monolithic and Establishment view of Canadian experience
which makes us all guilty of the sins of the Bank of Montreal, the Family
Compact, the multi-national corporations and their docile, fawning ser-
vants" (121). Because he refuses "to discriminate between the forces of com-
munity and exploitation, between the people and capitalism in Canada,
George Grant rests self-condemned, guilty, an alien in his own land and
history" (121).

By the mid and late seventies, it is evident that Grant was a name associ-
ated with a tradition and an ideology that pre-dated him but to which he
gave probably its most enduring mark. In the same period Charles Taylor
began to discover Grant, certainly a more personal Grant than the Marxist
Grant, and he suggests the degree to which Grant's nationalist discourse is a
prise de conscience that is not easily grasped in Mathews' polemic (137-38).
For indeed one of the fundamental differences between Mathews and Grant
is the latter's refusal, perhaps prompted by what appears one of the more
casual conversions in Christian history (Schmidt 62), to make of his medita-
tion on Canada, technology, and history a discourse in which his own expe-
rience was bracketed out in the professional manner. As O'Neill correctly
observes, "his experience is modern" (118), but his reading of it is personal:
Grant is his own exemplar that stands sub specie aeternitatis. In such a light,
his texts are spiritual exercises that assume that social revolutions that are
not preceded and guided by a personal revolution will amount to no more
than mere social engineering of a manifestly abstract character.

The risk of becoming an exemplar is high, for it means that one's per-
sonal history may not be perceived as a sublation, but merely as an explana-
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tion. As such it can be moulded to fit any argument, friendly or inimical.
W.J. Keith, for example, concludes his history of English-Canadian
Literature by seeing him as "in no way typical of modern Canadian atti-
tudes" (206). Keith does not use 'modern' here in Grant's sense. He means
'contemporary' and wants to emphasize Grant's position within Keith's own
construction of a dominant British North American tradition in English-
Canadian writing. Grant's work, therefore, testifies to "a traditional stance
that can be considered authentically Canadian" (Keith 207).

Unlike Mathews, Arthur Kroker is unable to translate United Empire
Loyalist into U.S. Empire Loyalist (Mathews 32), but argues rather that
Grant "is the revenge of the United Empire Loyalists against the American
dynamo" (26). The revenge is conducted along the lines of his analysis of
technology as presented in Time as History. In this text Nietzsche is privi-
leged as the master-narrator of modernity in which the following themes
are elaborated:

the mastery of human and non-human nature in experimental science and tech-
nique, the primacy of the will, man as the creator of his own values, the finality of
becoming, the assertion that potentiality is higher than actuality, that motion is
nobler than rest, that dynamism rather than peace is the height. ( Time 44)

To argue that technology is a defining idea of the human and not merely an
enabling instrument inhibits, needless to say, any easy equation between
technology and the power of multi-national corporations. They, in fact, are
as much subject to technology as we are, inasmuch as will is the "will to will"
tout court. Will has no other basis but itself. Furthermore, will is all the human
is: "Technique comes forth from and is sustained in our vision of ourselves
as creative freedom, making ourselves, and conquering the chances of an
indifferent world" (Grant, Empire 137). As Kroker trenchantly observes, this
limitation and utter dependence of the human upon will "involves a radical
colonization from within of the psychology of the modern self" (29).

The consequences of will as technology for Grant's image of Canada is
the proposition of alterity that he makes in Lament. By refusing, as Kroker
argues, technology as a mode of being and its historical realization in Am-
erican imperialism, he clears a space for an alternative mode of being and
realization in a culture at once regional and cosmopolitan. The Lament is

at one polarity, an almost mournful appeal for the recovery of popular culture, for
the activation of "memory" itself as a form of political resistance to empire, yet
at the other, fully universal in embracing any moment of cultural resistance
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which represents a refusal of the "uniform, world culture" of capitalist liberalism.
(Kroker 34-35)

Nevertheless, Grant's proposition is put forth in despair, perhaps because
the difference between his analysis of the problem ("technology is the ontol-
ogy of the age" [Justice 32]) and his solution ("our fate" should be perceived
"as enfolded in a timeless eternity" [ Time 48] ) is radical and impossible to
traverse (cf. Kroker 48-51).

If the nub of Grant's argument in the 1960s is that technology is realized
in the American will-to-power, particularly as manifest in the war in
Vietnam, then Canada, as an alternative, is, at least, a negative response to
that will. Grant's Canada would be a non will-to-power. The caricature of
this image is the complicitous posture of the Liberal Party of Canada from
the era of Mackenzie King, a party, apparently that could not wait to be of
service to its American masters. But is there not another non will-to-power
that springs from other sources, at once historical and psychological, that
Grant wishes to represent in his refusal to be colonized from within, to use
Kroker's phrase? And is it not this non will-to-power that the reception of
Grant's writing has been incapable of addressing?

Grant is either misguided (Crook and O'Neill) or of no political useful-
ness (Kroker). Opposed to such uncompromising despair, Dennis Duffy
(1969) finds hope, and R.D. MacDonald finds irony in a clever analysis of
Grant's rhetorical stance in Lament, in which Grant is able to cast doubt "on
all human thought. . . including Grant's own arguments" (251). Having
demonstrated the absolute vacuity of the secular world, nothing is left but
to follow Grant in the gesture of his final words that cite Vergil's perhaps
most memorable line, "Tendebantque mantis ripae ulterioris amore"
Nothing is left us in our absolute deprival but to stretch forth our hands in
love for (of?) the bank beyond. For MacDonald it is a paradox that this con-
clusion should be persuasive, and indeed it is, for there is no reason why
Grant's irony, as MacDonald reads it, need not be evident even here. For
those who stand so in Vergil's underworld are unburied souls whose fate it
is to fall like leaves touched by the first frosts of autumn or, like flocking
birds to be driven across the sea and sent to sunny lands (Vergil VI. 309-12).
The simile makes it manifestly clear that as creatures of nature, those who
stretch forth their hands in prayer have no wills of their own. In a certain
sense they are akin to the Christ who, "[a]t his height. .. surrenders his
will," substituting will with love (Schmidt 108).3 It would be otiose to cite
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how frequently Grant counters will with love, and therefore it appears to
me dubious that his conclusion is absolutely ironic or that "all human
thought" is also so to be considered.

Nevertheless, Grant's most ardent supporters are embarrassed by his will
not to will. When faced with Grant's despair in Lament, Charles Taylor can-
didly remarks:

Logically, I should have been plunged into despair: if my country was being inex-
orably drawn into the American empire, then what was the point in my return [to
Canada]? Yet Lament did not make me despondent: just the opposite, since I
found it exhilarating. This paradox was difficult to explain, but it seemed that oth-
ers had a similar reaction. (148)

He then cites James Laxer: '"He was saying Canada is dead, and by saying it
he was creating the country'" (148). Perhaps as a variation on an old expres-
sion—le Canada est mort, vive le Canada—it has a way of explaining how
Grant might be construed. Perhaps, then, as the lovely chiastic order of this
aphorism implies, Canada is a framework for the continuity of life out of
death, and the syntax of the sentence implies that we are only discussing a
paradox in appearance.

How else to explain the enthusiasm with which Dennis Lee, certainly
among Grant's most intense devotees, greets Grant's prophesies for Canada?
As he observes in his celebrated essay, "Cadence, Country, Silence: Writing
in Colonial Space," "Grant is scarcely an apostle of public joy" (160). In
effect, Canadian space has been displaced by American space by means of a
technology that dominates us totally as human beings. Because in Canada
there is no "dissent from liberal modernity," because silence is the only pos-
sible stance, we are unable to move outside an horizon of despair that might
constitute an alternative discourse. Nevertheless, while recognizing "all the
bleakness for which Grant is often criticised!,]" Lee confesses to "a surge of
release and exhilaration" while reading his essays in Technology and Empire
(Lee 161). This is because no one before Grant "enabled us to say for the
first time where we are" (Lee 161), as if one were to conclude, "in the begin-
ning was the Word, and the Word was Grant." This paradox, namely, that
silence is the only response, but that in silence there lies a "cadence" that
issues in a discourse that re-writes colonial space, is more difficult to under-
stand than the death and rebirth of Canada. But Grant's great refusals, espe-
cially the injunction of silence, appear to fall upon deaf ears, as if they
carried a subliminal message. "We are a dead letter," it says, "but you are to
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understand that in the spirit is life." For what does Lee respond to but the
"press of meaning" that exists beneath the surface of colonial gibberish. Grant
is praised as having brought Lee to such a space that recovers the lost space.

While Lee "may be only the best example" of the effect of Grant's pres-
ence in the 1960s, he was not alone (Mandel 170). What may appear some-
what strange to a contemporary observer is that the basis of Grant's appeal
is that his sense of Canada always derives from a profound awareness of
loss. And the sense of loss derives from the feeling of helplessness faced with
the self-regulating—one is prompted to say self-referential—character of
technology as ideology and historical manifestation, right there beside us in
American economic and political policy. It is beyond the scope of this essay
to argue the validity of this aspect of Grant's position. That he struck a
chord not only in the academy but also in business and labour circles, as
contemporary reviews indicate, testifies to his intense awareness of a serious
Canadian issue. Grant's work tended to inspire either defiance or accep-
tance, and balanced assessments, such as Ramsay Cook's discussion in The
Maple Leaf Forever are rare. Eli Mandel's asserts that there is "a certain
crankiness in Grant's style and thought that made his best work painful and
uneasy reading" (Mandel 163) and his own reading evinces the pain and
uneasiness. Nor does Mandel hesitate to indicate certain lapses in Grant
that might be construed as bigotry, not to speak of weaknesses and limita-
tions in his analysis of modernity. That this will always be a problem for
readers of Grant, especially those who are uneasy with the implications of a
tradition, which is largely Judaeo-Christian and classical, and with the
weaknesses of academic attitudes, to speak only of my own profession, which
are of an exclusive character. Perhaps the worst sin is the Loyalist ideology,
which Cook examines fairly and with an eye to the problem that its Ameri-
can origin for Canada possesses (50-54). Mandel prefers to propose a "more
rigorous criticism than Cook offers" (166). Mandel's objection to Grant's
loyalism is based upon a tendency in his writings from 1945 to that which
continues into Technology and Empire, which sets his sense of Loyalist morality
over against Freud, Marx, and the effects of British colonial policy (167).

While it is possible to argue that the questionable aspects of Grant's Loyal-
ism became attenuated in time, his views of Freud and Marx can be sub-
sumed under his notion of technology. Such knowledge, however, does not
take us any closer, in my view, in understanding a deeper sense of loss and
the "intimations of deprival" (Grant, Empire 141) that are more penetrating
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than his loyalism, but still affect profoundly his conception of Canada.
Grant's lecture, "Revolution and Tradition," given in 1970 (when did the
1960s end?) provides a very useful framework for understanding loss and
what it bids of us. Following Nietzsche, he posits "that both tradition and
revolution . .. [have] ceased to illuminate" (Grant, "Revolution" 93). He
then rehearses the relation between technology, mastery of nature, and will,
which leads to two essential questions, and he is unable to determine
whether the first (Nietzsche's) is more important than his own: "The essen-
tial question may not be: who deserve to be masters of the earth; but rather,
is it good that the race ever came to consider that mastery was its chief
function?" (Grant "Revolution" 93). This is one of Grant's finer questions,
for not only does it draw upon God's injunction to Adam in "Genesis" that
he should both "subdue [the earth]," and "have dominion .. . over every
living thing that moveth upon the earth" ("Genesis" 1: 28). but also upon
the statement that legitimizes Canada's geographical dominion "a mari
usque ad marem" While the discourse of modernity may prevent the
authenticity of the question, as Grant ironically suggests, it is perhaps the
only question to claim our immediate attention. I do not think that Grant is
here renouncing either a Canadian or Judaeo-Christian position, yet it could
be argued that he has transposed their implications as master-narratives as
a means of being in, but not of, modernity. His silence in the face of tech-
nology and America is an acceptance of a position akin to the Taoist "wei
wu wei," which R.B. Blakney terms a paradox that "is the key to Chinese
mysticism" (39). He describes it as "man's part; [for] he is to be still, quiet
and passive so that the Way, ultimate Reality, the universe of being, may act
through him without let or hindrance" (Blakney 39; see Watson 6). Such an
expression does not immediately conjure Jerusalem and Athens, but the
twin foci of Grant's thought, certainly his preference of rest to revolution,
actuality and being to potentiality would suggest that this is not far from
such thinking ("Revolution" 83, 88). Thus, what may appear to be mere
helplessness before technology may have partaken of the spontaneous pas-
sivity that reached Gandhi, as well as the Society of Friends. If this is Grant's
position on loss, at least insofar as he intimates it, then it is no surprise that
he has no practical solutions in an ordinary political or economic way. But
well he might lament the death of Canada, and not simply British North
America, for "wei wu wei" cannot be a political response.

Nevertheless, Lee and others felt in some way released and exhilarated by
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Grant's argument. Many years ago Hugh MacLennan, in a style toward which
some feminists might understandably take umbrage, referred to Canada as
"a good woman" in her relations with United States. "The national feminine
psychology," he observes, causes Canadians to be wryly amused at American
behaviour (6). Moreover, Canadians manifest "a sort of domestic defiance
of the United States. Her history shows that her dominant national impulse
is to retain in her own eyes the kind of personality she feels she has, even
though she has never been able to define this personality in words"
(MacLennan 6). The reason for this, MacLennan suggests, is that not only
must Canada bear the brunt of lying alongside the United States, but also to
sustain "within her nature contradictions so difficult to reconcile that most
countries possessing them would be torn by periodic revolutions" (5).4 As
the rest of his article indicates, however, Canada's ability to compromise,
which is the central mark of her character, is simplified by the fact that its
founding peoples may all be seen as betrayed and defeated (MacLennan 9-14).
This is a position held not only by MacLennan, but many other observers.
As the protagonist of Susan Swan's carnivalesque threnody remarks to her
mother, "to be from the Canadas is to feel as women feel—cut off from the
base of power" (Swan 274).5 Indeed, so persuasive is the idea that Canada is
composed of losers and the powerless that it may be considered to have
taken on the dimensions of a national myth (Lipset 67-68).

So it is, I would suggest, that the greater part of the power of Grant's
argument in Lament for a Nation is derived from the resonance of its appeal
to such a myth. No myths like those of the United States are made available,
furthermore, for later immigrants to assist them in becoming "Canadian,"
and therefore they remain residents of Canada but burdened by whatever they
may have left behind. As Sacvan Bercovitch argues, there is no "framework
for acculturation" in Canada (26). No suggestion, therefore, is provided that
Canada is preparing a future Utopia, and without too much difficulty it can
be perceived that Maillet's hint that Acadie is "un pays passé" is true for
Canada as whole (199). But it is a country of many pasts, both indigenous
and 'foreign.' Curiously, the cultivation of the past as loss transmutes such a
past from an idea into a lived present, particularly in such a discourse as
Grant's, an English-Canadian version of je me souviens, a central motif in all
of French-Canadian and Québécois literature. Thus Grant speaks directly
out of a shared, if varied, sense of loss that need not, as the generality of his
commentators do, be attributed to the nostalgia for a lost Loyalist past.
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Grant has no difficulty including French Canada in his paradigm, MacLen-
nan adds the Scots Highlanders, and with no difficulty we can add others,
especially Natives and Inuit. This would allow the sentence with which Anne
Hébert made her début as a writer of prose—"Je suis un enfant dépossédé
du monde"—stand mutatis mutandis as a viable motto for Canada (9).

Loss, then, is a primary Canadian signifier without connoting, as it does
for those whose aim is to win, a lack of meaning, a failure of being. Rather, it
generates fields of signification in Canada, and it is to such fields that Grant's
rhetoric appeals. And it has its own heroes, an exemplar of whom is Find-
ley's Robert Ross, who is almost destroyed by fire in World War I. His heroism
in a conventional sense is contested frequently in the novel, and what marks
him as a character is his decision to side with all the victims of the war, and,
in doing so, to emulate such models as his friends Harris and Rodwell pre-
sent, after abandoning the more typical heroes that the novel presents. We
are not, as Harris intimates, human in an ordinary way, but rather seekers
for the element that forms our being. For Harris, this is water (Findley 96);
for Ross it is fire. The novel is structured in such a way as to lead Ross
through an initiation into his element that brings him to a kind of oneness
with the cosmos and allows him, despite what fire has done to him as a
human, to smile, perhaps at his fate, perhaps at nothing at all (Findley 190).
He has reached the condition that the expression "wei wu wei" enunciates.

One might argue that much of the literature of Canada is a celebration of
such figures, who signify precisely through the character of their loss and
who are in some measure more than victims in the sense that Atwood
developed in Survival, another meditation, neverthess, on Canadian losing.
They are marked, as Grant notes in a general way, by "intimations of
authentic deprival," who are "precious, because they are the ways through
which intimations of good, unthinkable in the public terms, may yet appear
to us" (Empire 141). How are, to ask a question that continuously exercised
Grant, such figures to be preserved and cultivated? The first answer is
through an act of memory ("I lament [Canada] . . . as a celebration of
memory" [Lament 5]). The second answer is in Jacques Ellul's notion of
indigenous culture, which forms the leitmotif of Lament for a Nation. As
both perceive it, such a culture stands in binary opposition to the rule of
technology. As a consequence, an indigenous culture signifies Canada in
Grant's text, but a highly determined, metaphysical Canada whose meaning
transcends geographical space. Grant inaugurated his thinking in the sixties
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with a preliminary consideration of this problem in an article entitled "An
Ethic of Community." At that time technology had not yet become the sign
of deprival as it would later become. Here the capitalist ethic is invoked as
the obstacle hindering the realization of a "community which understands
the dignity of every person" (Grant, "Ethic" 26). It is the condition without
which the moral dimension of the human cannot be made manifest (21).

Even before the sixties, however, Grant's thinking turned toward the
notion of a federation of small communities in his pamphlet The Empire Yes
or No? There he argues that the world in 1945 faced a fundamentally disas-
trous situation in the confrontation of the U.S.A. and the U.S.S.R. The con-
frontation was of such a magnitude that it gravely endangered the
possibility of a "new world order" (Grant, Empire 2), characterized by the
United Nations. Grant's answer to the problem was the preservation of the
British Commonwealth. As Grant's detractors have argued, the British con-
nection is precisely what makes him parochial and limited in his attitude
toward Canada. The sense of his argument is based, however, upon the fact
that the two super-powers are marked by mutual fear and isolation that
eventually would lead to wars of incalculable disaster. The point of the
Commonwealth was that it could operate within spheres of isolationism. Its
security depended upon mutual assistance and cooperation (Grant, Empire
5-7). For Grant, the proof of this philosophy is the Commonwealth response
to Facism in Europe. Its roots lie also in Canadian history, a country formed
by two different cultures, namely, "by French Canadians who wanted to
maintain their own particular way of life" and "by English Canadians who
feared the U.S.A." (24-25). The struggle for responsible government is part
of the same desire: to possess self-government, while preserving, through
the British connection, a measure of security.

Whether the British connection is still of necessity now is a question his-
tory will decide.6 What is of significance is the emphasis upon the particu-
lar, the isolated community which retains local authority while claiming a
plurality of connections (the British connection does not prevent relations
with continental powers), and the overcoming of isolation with larger com-
munity 'networks.' Such a sense of the community as distinct culture signi-
fies in Lament Grant's vision of Canada. Unfortunately, "[m]odern
civilization makes all local cultures anachronistic" {Lament 54). What is
"modern civilization" but the universal and homogenizing state in its mod-
ern, technological form, the U.S. being a primary example? Its instrument is
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"the imperial power of [multinational] corporations [that] has destroyed
indigenous cultures in every corner of the globe" (64). In the sixties French
Canada was an indigenous culture whose nationalism was already taking "a
last-ditch stand," but as Grant shrewdly remarks, "[nationalism can only
be asserted successfully by an identification with technological advance; but
technological advance entails the disappearance of indigenous differences
that give substance to nationalism" {Lament76).

Was Grant's vision of Canada, then, so ideologically reified as it has been,
moving in fact toward one that he had not quite seen, but which is never-
theless adumbrated in his work? I would argue that he was moving toward
what we are now able to perceive as a pluri-centred order of particulars that
has realized the insuffuciency of nationalism as defined by borders of space
and language difference.7 In other words, what Grant saw for Canada was a
nation conceived as commonwealth, which fosters and encourages the local,
particular, and indigenous without the menace of a universalizing and
homogenizing myth of national order. Without perhaps so desiring, Grant,
then, anticipates contemporary thinking on Canada as a nation, that would
re-envisage the place of the truly indigenous, for example, as well as the
self-conception of Québec as particular or even as a plurality of
particulars.8

Is it surprising, then, that the theme that continually preoccupies Grant
is loss? All his efforts to define—indeed to find—Canada only mark him as
suffering Canada's undying immortal dilemma. As I have already suggested,
the theme recurs frequently in the literatures of Canada. By choosing it as a
central theme (or being chosen by it) the fictional makers of Canada appear
to wish to write a Canada that has no unifying discourse, but rather a plu-
rality of discourses that are designed to write their own centres, their own
particulars. Without, however, a clear, referential centre, and therefore
being constantly prompted to write one, it is difficult not to have a sense of
continuous displacement. Although Frye's question "Where is here?" has
become so effective as to have attained the status of cliché, it expresses, nev-
ertheless, absolutely the sense of absence that all the Canadian discussions
about place, origin, and identity raise. It is also why, finally, the literatures
of Canada have joined "Canada to the world" (Smith xviii), inasmuch as
the subject of the disappearing particular, the decentred order of interna-
tional discourses, and multiple claims of origin is a subject without borders.
Perhaps it is too late for elegy. Technology makes even laments superfluous,
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inefficient, and unnecessary. This does not prevent, however, the disappear-
ance of the local from occurring. And technology does not take its place,
being placeless according to its function.

Thus those critics who accuse Grant of perhaps doing little more than
lamenting his own disappearance, if only as the representative of a local cul-
ture, are right in only a limited sense, as Grant himself has argued (Empire
140). The larger "intimations of deprival" that he knew made Canada are, in
fact, a symbol for greater planetary deprivations, and here, I think, lies the
permanent significance of his work and why the appeal to loss is still per-
suasive. Canada, of course, did not arrive first among peoples of the world
as a lost nation, but part of its curious grandeur, as Grant saw so well, is to
have perceived itself as lost and made a culture of loss. In so doing, he
brings to mind Hubert Aquin's analysis of the corresponding dilemma of
French Canada:

Le Canadien français est, au sens propre et figuré, un agent double. Il s'abolit
dans "l'excentricité" et, fatigué, désire atteindre au nirvana politique par voie de
dissolution. Le Canadien français refuse son centre de gravité, cherche dés-
espérément ailleurs un centre et erre dans tous les labyrinthes qui s'offrent à lui.
Ni chassé, ni persécuté, il distance pourtant sans cesse son pays dans un exo-
tisme qui ne le comble jamais. Le mal du pays est à la fois besoin et refus d'une
culture-matrice. (Aquin 96)

The end of Lament hypostasizes loss by citing the famous line from
Virgil's Sixth Aeneid: "Tendebantque manus ripae ulterioris amore" What he
does not state is that those who are doing this are those who are dead but
not properly buried. The book, perhaps, is a burial service. I do not think
many, however, will wish to follow Grant this far, for it gives a kind of
divine sanction to his vision of his country of the lost, a country indeed of
ghosts. But placeless they are, Virgil's unburied dead, and therefore always
in a posture of eternal search for a ground. That absence of ground, which
is the Canadian fate, is paradoxically the ground itself of Grant's reception,
one absence appealing to another.

NOTES

1 I wish to thank Cathy Steblyk for her assistance in preparing the research for this paper. I
dedicate it to my friend Dr. Russell F. Taylor, who rekindled my admiration for Grant.

2 Charles Taylor discusses some of the implications of these remarks, indicating in a cer-
tain measure the degree to which Grant's inherited Presbyterianism was marked by its
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promotion of "liberal technology" (135). The implications of "gynarchy" are also
explored (135-36).

3 Commenting on the significance of his conversion, Grant remarked: ". .. it was the
recognition that I am not my own" (Schmidt 63). This is another way of describing the
surrender of the personal will.

4 The possible sexist bearing of MacLennan's remarks should be seen within a broader
context than the one he provides (see Lipset 63-65). I have also elaborated on this matter
in "Toutes Proportions Gardées: America in Canada's Text."

5 I have discussed this aspect of Swan's novel at greater length in " Toutes Proportions
Gardées:'

6 Other aspects of the pamphlet, particularly its Victorian attitude toward progress,
organic order, and those who are not British, may now, of course, be looked upon with a
certain superiority, despite the lack of malice with which they structure Grant's argument.

7 In advancing such an argument, I am aware that it is drawn largely from Grant's think-
ing in Lament. It does not attempt to address the despair of the final pages, for example,
of English-Speaking Justice that "the justice of liberty" does not belong by necessity to
anyone living within "assumptions underlying contractual liberalism and underlying
technology" (Grant, 1974, 91). In such a world, "what is at stake is whether anything is
good" (Grant, 1974, 93).

8 In the conclusion of his L'Écologie du rée/Nepveu argues that Québec has in the last 30
years passed beyond both its nationalist and subversion stages and has now entered
upon a phase that no longer is addressed to identity and origin. Rather, it is marked by a
plurality of centres, which inhibit a monolithic sense of unity (Nepveu 212-20).
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G a r y B o i r e

Theatres of Law
Canadian Legal Drama

The legal profession extends over the whole community and penetrates into all the
classes, acting upon the country imperceptibly and, finally, fashioning it to suit its own
purposes.
— D E TOCQUEVILLE, quoted in Lister Sinclair, "The Aristocrats of Democracy: A
Study in American Law and Lawyers" (1962)

During the late fifties and throughout the sixties the
convergence of two historical events provides a revealing socio-political
gloss on a particular formal and intellectual development in contemporary
Canadian drama. Marshall McLuhan describes one of these as the advent of
a "global village"; that is, the accelerated hegemony of an increasingly tech-
nologized media. "Information" is not only instantaneously international,
but in its selection and manipulation by executive technocrats becomes
powerfully formational. The creation of a saturating "global image" thus
contains the obvious potential to sustain Pierre Bourdieu's notion of the
habitus: "a system of lasting and transposable dispositions to perceive, rati-
ocinate, evaluate and act which is the incorporated product of socialisation .
.. of one's integrated social experiences. Each class of social conditions
engenders a type of habitus which tends to perpetuate these conditions by
functioning as the principle of the generation and structuration of practices
and representations" (Wacquant 76).

The second historical event is this global network's generation and struc-
turation of one particular species of practice and representation: the public
broadcast of arrest, trial, and imprisonment. The decade witnessed, for
example, televised coverage of the Eichmann trial in 1961, extensive reportage
of the Lonsdale, Blake, and Kroeger spy trials in 1962, and the media cir-
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cuses surrounding the investigations of Lee Harvey Oswald (1963-64), and
the indictments of Sirhan Sirhan (1968) and Lieutenant William Calley
(1969). News coverage of actual and discursive conflicts between the civil
rights movement and its fascistic opponents, between protestors and sup-
porters of the war in Vietnam, and, in 1968, between students and police in
Paris, consistently emphasized that these were clashes, not amongst oppos-
ing worldviews, but between order and disorder, legality and transgression.

In Canada the public gaze was focused intensely by and on this "drama of
law," though a drama that was possibly biased and impossibly ambiguous.
The Stephen Truscott trial in 1959, with its grotesque carnivalesque spectacle
of "body" evidence and sequences of contradictory statements, was fol-
lowed by Isabel Lebourdais' investigative journalism in The Trial of Stephen
Truscott (1966), and international coverage of the failed appeal in 1967.
F.L.Q. terrorist trials and Inuit murder trials in 1963 were hardly convincing
examples of a pure, transcendent jurisprudence; here the ideals of mono-
logic orthodoxy and a universally applicable code of ethics confronted the
realities of polyglot class-warfare and cultural relativism.

What permeated the sixties, in other words, was a visible image of naked
power—an image broadcast "as it happens." My contention in this chapter
is that the "sixties" were and are haunted by these "theatrical" representa-
tions; beneath the many available imageries of flowery protest there is the
recurring one of iron-fisted official power, frozen in a gesture of legal pro-
nouncement. I want to argue that this spectre, an echo of that ancient night-
mare of public inquisition, underlies some of the most powerful politicized
drama ever produced in Canada.

North American cultures of the sixties emerge in hind-
sight as a cluster of historical and fictional "theatres of law" which can be
read, not only as a series of dramatizations of particular cases (fictional or
otherwise), but more importantly, as a potent metonym of the symbolic
and actual struggles within society to determine the historical narrative.
Bourdieu argues that law implicitly contains "a confrontation among
actors" struggling "to interpret a corpus of texts sanctifying a correct or
legitimized vision of the social world" (817). The language of law, in other
words —technologically and suddenly translated throughout the global vil-
lage—stages an obvious paradigm of existing power relations (and therefore
a convenient grammar for either doxic or hétérodoxie discourse).
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More importantly, this symbolic domain, complete with its repository of
discursive strategies, structural hierarchies, specular modes, and internal
logic of reproduction, comes to stand as the perfect dramatic metonym of an
authoritarian reality. For by its own internal logic and external effects the
juridical field betrays "[t]he tendency to conceive of the shared vision of a
specific historical community as the universal experience of a transcendental
subject" (Bourdieu 819). As Bourdieu whimsically suggests, the judgments
by which law distributes differing amounts of capital to different actors in
society, concern "the entire practical activity of 'worldmaking'" (838).

Intriguingly, virtually every year of the decade witnessed the proliferation
of major "crime and punishment shows," most of which re-legitimize legal
process (and by extension the hierarchical "worlds" it contains and pro-
tects). The cultural hegemony of the American television industry resulted
in numerous popular shows centred on "legality": for example, Gunsmoke,
Perry Mason, and the unintentionally funny Dragnet, all placed consistently
within the top-ten viewer rated shows of the decade (Brooks and Marsh
966ff.)

Although films like Orson Welles' version of Kafka's The Trial (1963) and
Stuart Rosenberg's Cool Hand Luke (1967) deploy law to interrogate the
symbolic master narratives of an authoritarian world, in most legal films of
the decade law becomes a popular and sanctified form of official entertain-
ment. While cinema blockbusters like Stanley Kramer's Judgement at
Nuremberg (1961), John Frankenheimer's The Birdman ofAlcatraz (1962), or
Arthur Penn's Bonnie and Clyde (1967) may have exposed legal corruption
and exhibited a marked sympathy for marginalized victims, they inevitably
helped to install "legality" within the cultural field while valorizing that
legality as a necessary and natural form of social contract. Audiences, safely
insulated from the realities of political struggle by the mediation of either
distance or celluloid, become prime receptors of the easily internalized and
ideologically correct interpretation.

Now, admittedly even a superficial reading across the spectrum of
Canadian writing reveals a virtual sequence of dramatic structures, vocabu-
laries, or tropes derived from law's symbolic repertoire. One thinks of a vast
diachronic representation of legal "worldmaking": from Halloway's trial in
John Richardson's Wacousta (1832), to the legal superstructures of Rudy
Wiebe's The Temptations of Big Bear (1973) or a "play" like Wilfrid Watson's
experimental GramsciXi (1983). The sheer plenitude of Canadian "literary
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legalism" suggests that in at least one sense our imagination has always run
on an economy of crime and punishment.

But during the sixties especially, during this decade of electrically trans-
mitted spectacles of both official power and unofficial counter-statement,
our most experimental politicized literature is virtually overdetermined by
the legal trope. Callaghan's The Many Colored Coat (i960), Aquin's Prochain
Episode (1965), or Vallières's Nègres blancs de l'Amérique (1968) are only three
examples of legality's infiltrative presence within the literary field. Given the
inherent specularity of the trial or prison trope, however, it is small wonder
that it flourishes especially in one particular genre: our drama.

In the period i960 to 1969 alone no less than fourteen dramatic texts are
imbricated with language, imagery, and structures drawn from the legal
field. In some the imbrication is merely a prop: Gélinas' Bousille and the Just
(i960) and Yesterday the Children Were Dancing (1967), for example, use law
as an emblem of English officialdom, a prop that takes second place to the
political allegory of family breakdown. Less tangential, law is the focus of
sociological analysis in Lister Sinclair's 1962 radio dramatizations of de
Tocqueville's Democracy in America, notably in his "The Aristocrats of
Democracy. A Study in American Law and Lawyers" and "The Heavenly
Prison. A Study in American Reform." Wilfrid Watson's The Trial of
Corporal Adam (1963) centres on the trial trope in a literary parody of
Everyman, while Mervyn Huston's The Grey Cup Murder Trial (1964) is a
corny moralization on the ambiguities of everyday life; Alexander J. Ryan's
embarrassing Parallels (1969), on the other hand, is a trial rock-opera whose
singing hero dies and goes, not to Heaven, but to that great computer in the
sky. Much more interesting is Dan Daniels' surrealistic The Inmates
(1968)—"dedicated to all inmates, whomever and whatever they might be"
(6)—which incorporates legal ritual to satirize American imperialism, sex-
ism, and multi-national globalism.

Of all the sixties' legal plays, however, the foremost include John Coulter's
Louis Riel (1962), which culminates in the politically-charged trial of the
Métis leader, and two major centennial plays in 1967: John Herbert's gru-
elling prison play, Fortune and Men's Eyes, and George Ryga's tribunal play,
The Ecstasy of Rita Joe. Through an extraordinarily sophisticated process,
these plays consistently explore law itself as an appropriating "field" of dis-
cursive practice; subsequently law emerges not simply as an instrument of
overt domination, but as a metonym of those configurative processes by
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which subjects are placed within an economy of hierarchical values. In both
their strategies and intellectual argument Coulter, Ryga, and Herbert seek not
simply to disclose or demystify power relations, but to participate actively
in a dialogical subversion of their very structures. Not only do their literary
representations of legality constitute a defamiliarization of social mecha-
nisms, they also transform the playhouse into a site of discursive resistance.

Most fascinating, these playwrights consistently replicate Mikhail
Bakhtin's more complex carnivalesque concepts of hybridization and the
ritualistic inversion of hierarchies; strategic and inveterate punning, as well
as a persistent ironization of both legal language and legal process.1 This
discursive "alternative world" poses a series of configurations directly
opposed to, but symbiotically dependent on, the official distributions of
law. What unfolds is a discourse that mimics while it attacks, a "double-
talking" irony that interweaves critically with "the force of law" without
being co-opted by it (Hutcheon, [passim]). In this sense these legal plays do
not merely dramatize an essentialist collision between two representations
of power, but participate in the intricate, multiple, and ongoing discursive
battles which constitute "Canada" during this particular historical period.

In his program notes to the 1975 revival of Riel, John
Coulter remarks, "I see in [Riel's] uprisings . . . the early beginnings of
movements all over the world in which an emerging people .. . insist on
being left alone to mature" (qtd in Anthony 61). This overt postcolonial
sentiment highlights the keynote of resistance which marks Coulter's own
Riel plays, Ryga's The Ecstasy of Rita Joe, Herbert's Fortune and Men's Eyes,
and indeed the majority of politicized Canadian legal dramas.

Most of these plays are politically correct examples of sixties' activism,
and function initially as literary interventions into a specific social or politi-
cal reality. Most are based on historical events and, to varying degrees, each
seeks to re-write the symmetries of an official history, to dismantle what, in
a general sense, are seen as oppressive legal structures legitimized by a dom-
inant group. Whether the issue is native rights, historical atrocity, or the
brutality of the correctional system, each playwright sees Canadian law as
colonial law and consequently as an imperialistic, totalizing, and hege-
monic force. Predictably, as in the movies and news shows, law appears as
an instrument, a form of legitimized symbolic violence used to victimize
those deemed marginal in all dimensions of the social formation.2
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One strategic result of such agitprop intervention is a relatively transparent
binarism of evil or ineffectual law-men who function as authoritarian mem-
bers of the "high" world, and peripheralized criminal-victims, oppressed
members of the "low" world. This juxtaposition follows Bakhtin's simple
formula of folk culture and official society: within this binarism we have a
collision between official and carnivalesque representations of power. On
this elementary level, the worlds of Riel, Rita, and Herbert's prisoners emerge
simplistically as the demonized "other" to the set of values and forms that
make up the world which defines them. Law represents the values of sancti-
fied orthodoxy; prisoner-victims embody the second world and second life
of carnival, the pursuit of liberation, transgression, and "becoming."3

But these plays go further than the binarist limits that conflictual agit-
prop would allow. Each deploys the trope of law as more than merely a tool
of authority: law, in these plays, is a process. At this point it is worth digress-
ing momentarily to recall Pierre Bourdieu's concept of the "juridical field," a
concept which explores precisely those "structuring structures" which these
plays consistently address. For Bourdieu, the "juridical field" is a process
which functions as the métonymie, hegemonic syntax of a ruling elite. Any
cultural "field" constitutes a discursive "space of forces in constant tension
and systemic interdependence . . . an arena of permanent struggles and con-
flicts which, ultimately, involve the structure of the field itself" (Wacquant
72). Like John A. MacDonald's self-serving political machine in Riel or
Herbert's prison world in Fortune and Men's Eyes, Bourdieu's champ func-
tions like a quasi-Saussurean model based on an internally conflictual, yet
self-reproductive structure.

The essentially hierarchical field of law thus hegemonically expands its
influence into spheres like the political, social, and psychological, while yet
containing endless internal interpretive disputes of its own (for example,
legal arguments about the intended "meaning" of particular words.) While
the legal field may permit disputes amongst its practitioners, there is always
the endpoint, the recourse to hierarchy where a "supreme court" valorizes one
correct interpretation. Legal polyphony, like carnival, is allowed only tem-
porarily; the potential for anarchic heterodoxy is always subject to the exer-
cise of hierarchical veto. Appearing to have been already and always in place,
and possessing an immediate access to physical force (the War Measures
Act, for example), the invasive dynamic of law embodies "authorized, pub-
lic, official speech which is spoken in the name of and to everyone. . . . The
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law is the quintessential form of'active' discourse" (Bourdieu 838- 39). The
imperative fiction of Authority, law becomes the magical embodiment and
actuation of the orthodox, monologic interpretation of what, to the top of
the hierarchy at least, the social formation ought to be.

It is precisely this kind of "law" which permeates so many Canadian legal
dramas of the decade, most notably John Coulter's magisterial epic play,
Riel. Premiered in 1950, revised and first published in 1962, the play traces
the rise and fall of the Métis rebellions (1869-70,1885-86), as well as the arrest
and political trial of their leader, and concludes with Louis Riel's death-walk
to the gallows. The play is self-consciously paradigmatic of postcolonial
resistance in both its strategic form and intellectual argument; O'Donoghue,
for example, echoes Coulter's own Republican sympathies in the opening
minutes when he remarks, "We [the rebels] won't let Canada do to us what
England did to Ireland. . . . Irish eloquence is the flame leaping out of the
fire—the passion for the rights of small peoples" (Coulter 32-33).

O'Donoghue's implicit juxtaposition of discourses, of master narrative
and resistant utterances, underscores Coulter's structuring principle of
dialectical interplay. Riel operates initially on the predictable carnivalesque
tensions between rebel factions in the Northwest headed by the multilingual
Riel, and the decidedly official world of "Canada" headed by the unilingual
John A. MacDonald. This Lord of Rule presides over the legally sanctioned
"high" society of surveyors, financiers, priests, doctors, militarists, and the
R.C.M.P. And like Ryga especially, Coulter places his protagonist within a
network of ideological discourses which seeks control of the criminalized
Other either through enforced normalization and/or symbolic demonization.

Official discourse includes obvious enforcers like the army and the courts
which label Riel "treasonous"; more subtle forces like the psychiatrist, Dr
Jukes, or the priest confine him through such social definitions as "insane"
or "blasphemous" (Coulter 116,134). Still within Bakhtin's formula of the
simple carnivalesque, we can see Riel as the provisional "president" of the
Northwest Territories, a society deemed "wild" and "savage" by Canada, yet
deemed necessary to its imaginative and economic existence. This site is
characterized by a mix of languages, accents, classes, and desires: a "low"
world of heteroglossic and transgressive anarchy.

Coulter meticulously follows the peculiar carnivalesque logic of "inside
out," the topsy-turvey rhetoric of reversal and ritualistic inversion of both
cultural categories and audience expectation. Riel and Macdonald head
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hierarchically static, potentially anarchic territories, both of which are
threatened constantly from within (by political opponents) and without
(angry mobs and militaristic opponents). Ontario, the centre of political
and legal order, is presented numerous times as a ghoulish Halloween
upheaval, a carnival of precisely those furious desires and violent excesses
displaced by the centre onto the periphery. The stage directions for Part 1,
scene 7 ("An Open Place in Ontario") are typical: "The mob swarms on the
stage, a yelling, gesticulating, fanatical mass of people . . . Carried high is an
effigy hanging from a scaffold and labelled 'Riel"' (64). Similarly, the
Canadian military (portrayed simply as the logical enforcer of law's "active
discourse") is essentially a riot of drunken violence and emotional excess
(86), a sharp contrast with Riel's abstemious iron discipline (55).

What Coulter provides, in effect, is an ironic version of Bourdieu's inter-
nally conflictual yet self-reproductive fields: Canada and the Northwest are
each struggling, both internally and externally, to legitimize its own particu-
lar vision of historical destiny, one legally sanctioned, the "other" deemed
transgressive.

But Coulter's inversions are not simply defamiliarizing strategies, devices
that ironically disclose the hidden furies of official discourse. Most impor-
tant is Coulter's realization that social marginalization spells an allegory of
psychic displacement: what is socially peripheralized is symbolically central
to the imaginative life of the peripheralizing society (Stallybrass and White
5). Coulter's single greatest insight—one that he shares especially with Ryga
and Herbert—is that the cultural and political categories of high and low,
self and other, central and marginal, (that is, precisely those categories con-
tained in the metonym of law and transgression), are hardly opposite, but
in fact mutually dependent categories ultimately formed by, and in the
interests of, an official elite.

In only one sense does "Riel" represent the historical rebel leader who,
like Rita Joe or Herbert's homosexual prisoners, stands as the demonized
other of the colonialist/authoritarian project. In this limited sense Coulter's
trilogy of Riel plays ( The Trial of Louis Riel appeared in 1967 and The Crime
of Louis Riel in 1976) constitutes a magisterial protest against historical
injustice, plays which participate fully in the swell of sixties' protest against
tyrannical repression.

But as Coulter develops his cultural critique, "Riel" begins to take on the
more complex, hybridized meaning of Authority's ultimate social, political,
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and psychic threat: the dissolution of "category" itself. As a multilingual
Métis, "Riel" literally inmixes the binary opposites of high and low, white
and native, self and other, English and French, rebel and leader. A hetero-
doxical merging of elements usually perceived by ruling purists as incom-
patible, the Métis Lord of Misrule unsettles and ultimately collapses the
fixed binarisms of the system, threatening to rewrite the official definitions
of the socius. As a borderland persona, a creature of thresholds, Riel
becomes a figure of what Terry Goldie rightly calls the paradox of fear and
temptation. "Riel" 25 the literalization of what official society has repressed
or peripheralized in order to become what it is.

Interestingly, as Coulter replaces the militaristic battlefield with its dis-
cursive analogue in the courtroom (at which point the juridical field hege-
monically absorbs the forces of conflict into the field of its own operation),
Riel's costuming (like Rita Joe's "old clothes and running shoes made of
canvas" [Ryga 69]), plays out this subversive narrative of carnivalesque
hybridization. Initially in Part 1 "[he] wears a tweed jacket with dark trousers
. . . mocassins. . . [and] woolen toque" (33), stereotypical signs of the Native
and habitant settler. Towards the end of Part 1, as Riel appropriates the roles
and functions of ruler, he wears a fitting (and vaguely ominous) sign of
imperialist power around his neck: "a formal black frock coat, with a
'Gladstone' wide-wing collar. He carries a silk tall-hat in his hands. But he is
wearing mocassins" (74). In Part 2 Coulter works his costuming even harder
to visualize both Riel's own growing prophetic role and his hybridized
mimicry of officialdom: he progresses from "shabbier" clothes and a "cross .
. . on his breast" (88) to "an oddly assorted quasi-clerical outfit: a black jacket
and a purple waistcoat on which hangs a large cross" (92). In his final cos-
tume change of the play in Part 2, scene 7, Coulter plays out a grotesque
semiotic of carnival collapse: in a moment of supreme symbolic hegemony,
General Middleton offers to the motley, harlequinesque leader his military
"greatcoat" (103), ironically remarking, "Feel better in this" (103).

Coulter carefully corroborates the traditional symbolic implications of
his clothing metaphor (that is, "language is the dress of thought") by
installing an interpretive motif which culminates in the trial scene. The play
is filled with numerous letters, memos, documents, case histories, and
proclamations; Macdonald himself is an avid punster, constantly playing
with multiple meanings; and perhaps most telling, Colonel Wolseley rebuffs
Bishop Tache with the curt reminder that "My instructions were my

132



instructions. Your Grace will permit me to interpret them according to my
own—no doubt inferior—judgement" (85).

Interestingly, within the trial itself the one sure sign of Riel's madness is
his interpretive/linguistic anarchy. Not only has he had the temerity to
appropriate the "power of naming" in his wish to rename the days of the
week (107), not only does he want "to change the Mass and the liturgy, the
ceremonies and the symbols" (116), he also invents his own language:

DEFENCE: [Was there any] peculiarity you observed about his signature?
MIDDLETON: The word exovede.
DEFENCE: Exovede?
MIDDLETON: It frequently appeared after his name. He told me he invented it—
from the Latin words, ex, from, and ovile, flock. From the flock. He said he used it
to show he was assuming no authority except as one of the flock, an ordinary
member of society. He said that his Council, being composed of exovedes, was to
be called, exovedate.
DEFENCE: (With careful point) And in all this—you see no indication whatever of
mental aberration? (108-09)

What defines Riel in the eyes of his accusers as "insane" is his attempt to
name himself, to "hear himself speak," his attempt to wrest from the official
rituals and languages of control a liberating idiom of his own invention.4

Significantly this language is based on a heteroglossic mix—he prays in
French, Latin, and English (131); and, in his self-authored book "written
with buffalo blood," he embodies in almost magical form an alternative
unofficial history: "it's about himself and what he calls his people, his mis-
sion in the North-West. A sort of apologia pro vita sua" (123).

Within this perspective Coulter's under-read play enacts not simply the
dramatization of an historical moment, but a cultural critique whose criti-
cal agenda is to deconstruct the psychic underground of the imperialist/
authoritarian project. In direct counter-statement to the fragmenting defin-
itions of what Foucault calls the "micro-physics" of modern power, Riel and
his Northwest re-territorialize the political, psychic, and social binarisms
upon which master narratives are constructed. Within a carnivalesque erup-
tion of hybridized convergence, Riel comes to symbolize the crucial act of
resistant desymbolization, the act of infiltratively rewriting official dis-
course. As Macdonald ruefully remarks, in an unconscious recognition of
the complicities of law and transgression, self and other: "The outlaw once
more shapes the law. Henceforth, Louis Riel's name is scribbled across a
chapter of our Constitutional Law!" (141).
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Coulter's intricate use of the trial motif to explore
these inter-linked social, political, and cultural tensions aligns him with the
majority of Canadian legal dramas. One ideal that runs throughout most
legal scholarship is that the trial should represent a moment of open-ended
interpretation, a point wherein the state and its transgressors enter into a
mutual pursuit of "truth" (Elwork, Sales, and Suggs 1-25.) As Ryga's magis-
trate remarks, "There is room for dialogue. There is room for disagree-
ment" (Ryga 118). Room, ideally, for the co-existence of polyphonic voices,
for the processes of endless dialectic. Such mystifying idealism, however,
rarely obtains in Canadian legal drama; on the contrary, the trial ritual
comes to function as the central focus of a politicized deconstruction. In
plays like Coulter's Riel and The Trial of Louis Riel, in Ryga's The Ecstasy of
Rita Joe, or indeed in plays as diverse as Earle Birney's The Trial of a City
(1952) and J. Alexander Ryan's bizarre pop-opera, Parallels (1969), the trial
functions as the quintessential site of discursive contradiction, the locus
wherein the monological impulses of the "high self" confront the anarchic
polyphonic voices of the "low other."

In this process of literary deconstruction these play-trials continually
share the insights of theorists like Foucault and Bourdieu: that modern,
carcéral legality is anything but an open-ended,dialogue; it constitutes,
rather, a supreme monologue, an official soliloquy wherein the State listens
endlessly to its own pronouncements. For Foucault, the trial functions as a
network of figurative re-presentations, a point where multiple narratives
(like arrest sheets, psychiatric evaluations, medical reports, character refer-
ences and so on) converge in an attempt to reconstruct a history of the indi-
vidual on trial in order to understand and to rehabilitate an aberrant
otherness. In both Riel and The Ecstasy of Rita Joe, for example, testimonies
from family, friends, enemies, priests, psychiatrists, prison guards, and mil-
itary commanders [Coulter 103-126] all converge to construct an explana-
tory history of the rebel. The trial and process of conviction thus constitute
a metaphysical form of inscription; as Bourdieu remarks, this inscriptive/
interpretive process belongs in the final analysis "to the class of acts of nam-
ing or of instituting. . . magical acts which succeed because they have the
power to make themselves universally recognized" (Bourdieu 838).

This kind of narrative warfare, especially, underscores the deconstructive
representations of "trial" in a play like George Ryga's The Ecstasy of Rita Joe. I
have argued elsewhere that the play is typical of postcolonial "tribunalations"
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in its attempts, not only to disclose the "real" historical truth and contem-
porary legacies of colonization, but to demystify official "theatres" of dis-
cursive power (Boire 1991). In its ironization of the legal trope Rita Joe bears
many similarities to Coulter's trial of Louis Riel: the play-trial satirically
exposes official attempts to rehistoricize the demonized other; law is seen to
be based on a series of fragmenting disciplines; Native peoples are again
portrayed as victims of a discursive network of controlling ideologies. As a
series of ritualistic inversions, the play predictably reverses the focus of its
attack, and "tries" the mostly white, middle-class audience, condemning its
historical complicity in the oppressive actions of an imperialistic authoritar-
ian government.

Ryga accomplishes much of this process through a careful counterpoint-
ing of two types of dramatic "english": official white and unofficial red. One
of Bourdieu's crucial insights (which he shares with Coulter, Ryga, and
Herbert especially) is that the "magical" language of law inscribes in its very
processes the appropriation effect central to the operation of the legal field.
Ironically, juridical language is itself a hybridization of the common and the
specialized, a professionalized syntax that continually seeks a neutralizing
and universalizing effect which both sustains an elitist privileged body of
interpreters, and excludes common laypeople who base their interpretations
on the naive assumption that justice is synonymous with fairness. Passive
and impersonal constructions, systematic recourse to the indicative mood,
constative verbs in the present and past third person singular, factual
expressions, use of indefinites and of the intemporal present, all coalesce to
mark "the impersonality of normative utterances . . . to establish the
speaker as universal subject, at once impartial and objective . .. [and] to
express the generality or omnitemporality of the rule of law" (Bourdieu
820). Within this context the Magistrate's irritated remark, "try to tame that
accent that sounds like you have a mouthful of sawdust" (Ryga 69), is sim-
ply a variation of his opening question, "Can she speak English?" (38). Both
comments play out the implicit conflict in the play between different types
of "worldmaking" activities. The Magistrate's syntactical precision (corrob-
orated by "theoretical" statements like, "To understand life in a given soci-
ety, one must understand laws of that society" [38]), hegemonically
appropriates Rita's disempowered voice into a configuration based on the
ideals of universality and the unified/ homophonic self. Rita's grammatical
impropriety, elisions, and profanities—analogous to the low component in
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the controlling binarisms of law/crime, officialdom/ carnival, centre/mar-
gin, and so on—spell out an alternative multiple narrative of specificity and
fragmentation, defeated resistance and victimization.5

But like Coulter, Ryga also reads the official narrative of law metonymi-
cally: law is not simply an instrument of domination, but a language that
articulates the process by which a ruling class tries to state its own just-ness.
For Ryga, this language actually articulates what is essentially an elitist
process of distribution. As in Coulter, law narrates a series of classificatory
actions of exclusions and inclusions, a series of divisions into high and low,
self and other, legitimate and illegitimate, law and transgression. What dis-
tinguishes Ryga's portrayal, however, is his insight that, not only are such
official binarisms arbitrary and inter-linked (as they are in Riel), but that in
fact they are intensely and politically erotic.

I am thinking here specifically of a line of thought initiated by Frantz
Fanon, and later developed by Peter Stallybrass and Allon White in The
Politics and Poetics of Transgression. Discussing some of the more crucial
repetitions in the processes of cultural categorizations, Stallybrass and
White remark that one recurrent pattern is that as "the 'top' attempts to
reject and eliminate the 'bottom' for reasons of prestige and status," it dis-
covers "not only that it is in some way frequently dependent upon that low-
Other . . . but also that the top includes that low symbolically, as a primary
eroticized constituent of its own fantasy life." "The result," in true Fanonian
fashion, "is a mobile, conflictual fusion of power, fear and desire in the con-
struction of subjectivity: a psychological dependence upon precisely those
Others which are being rigorously opposed and excluded at the social level"
(Stallybrass and White 5).

It is precisely this contortion of eroticized violence which underpins
Ryga's ferocious presentation of Canadian colonial space through the
agency of legal inquiry. That Rita is a (de)sexualized Other is most obvious
in Ryga's iron-fisted portrayal of her multiple rapes: by the Young Man (64),
her employer (64), and the ominous Bergmanesque Murderers (129). Yet
this violent objectification is hardly limited to the social fringes; it is, in fact,
endemic to the system itself, implicit in the principles of its own "world-
making." One of the least discussed features of Ryga's play is the
Magistrate's voyeuristic puzzlement over both Rita's body and "female
childhood." From his first notice of her, he remarks, "I know your face . . .
yet . . . it wasn't in this courtroom. Or was it?" (44). What then follows con-
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stitutes a virtual anatomization of the criminalized other-body, punctuated
intermittently with bizarre reveries, vague dream-like reminiscences which
may or may not be construed as perversely sexual. What is clear is that in
his inquisition Ryga's Magistrate meticulously enacts the ways in which offi-
cial juridical discourses converge around the criminalized body, seeking a
classificatory knowledge that seeks control of what is perceived as an aber-
rant otherness:

Rita Joe, when was the last time you had dental treatment?
. . . You had your teeth fixed ever? (87)
Have you had your lungs x-rayed recently? (88)
When was your last Wasserman taken? (88)
Have your ears ached? (90)
Have you any boils on your back? Any discharge? When did you bathe last? (90-91)
Rita Joe . . . has a doctor examined you . . . I mean really examined you? Rita Joe
. . . you might be carrying and transmitting some disease and not aware of it! (91 )
Are you free of venereal disease? (91 )

In one sense the Magistrate's questions and comments operate subtly
enough as exemplars of jurisprudential language. The dissections fulfill the
requirements of Foucault's "micro-physics" of power: as part of official dis-
course, the questions each seek an interpretive mastery of the criminal-
object by microscopically "knowing" its constituent parts. This kind of
mastery overlaps with Bourdieu's "magical" acts of naming and fragment-
ing: here in Ryga the language of law appropriates a variety of cultural dis-
courses to "map," to "territorialize" that which is termed other. But Rita's
body, like Riel's Northwest Territories, is hardly the simple sign of a victim-
ized Native otherness; above all else, it is the sign of the site of conflictual
desire, the object of officialdom's (that is, "Canada's") own contorted
fetishism.

Initially the Magistrate's rhetorical dissections obviously displace onto
the other a combination of what is most feared and denigrated by and
within the polis. Rita, as scapegoat, is presented as sexually anarchic, beyond
discipline; for the Magistrate, she is a contaminating sexuality, threatening
to the moral and physical health of the body politic. Appropriately his
inquisitions are "divisive," "distributive"—official repugnance leads
inevitably to anatomization, and into each part of the divided self the offi-
cial world displaces its own fears of a desire that is death. The Magistrate's
inquiry "decomposes" the other into a series of verbal fragments.

But scapegoating, as René Girard has shown, is not only a unidirectional
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victimization, a simple displacement by a community of its own hated vices;
rather, there is a "polarization of all fascination and hatred on a single vic-
tim" (Girard 145; my emphasis). The Magistrate's questions are overdeter-
minedly voyeuristic, displacing onto Rita those desires most repressed and
hidden by and within the polis. Moreover, the anatomization, in its ritualis-
tic dismemberment, replicates the very forms of a male desire configured by
ideals of control, consumer commodification, and capitalistic fetishism.
Rita's "parts" are invested sexually, each containing more than the "value" of
the whole. Conversely, then, the Magistrate's inquiry "condenses" the other
into an overwhelming synecdoche of desire. What then obtains in our per-
ception of the Magistrate—and by extension, imperialist officialdom itself—
is that contorted blend noted by Freud in his classic study of paranoia:
"Paranoia decomposes just as hysteria condenses" (Freud, "Paranoia" 185).

Ryga's principal insight here is that in its definitions and oppressions of
the "low-Other," colonialist law, through its public rituals, constitutes an
uncanny purgation of its own innermost, "subterranean" desires. Law
emerges in The Ecstasy of Rita Joe as a practical and symbolic counter-vio-
lence—métonymie of Canada's entire social formation—which is directed
primarily against its own worst fears and greatest desires. These, in turn, are
embodied in that criminalized Other. Law thus performs a bizarre mimicry:
its violent dissolution of the criminal body constitutes a mirror violence
directed against what it perceives to be the violence of the native-other-
criminal: a sexualized desire that threatens the unity, the wholeness, of the
body politic. The Magistrate does verbally to Rita what he fears she (and all
that she represents) will do to him (and all that he represents); and he does
so with a mixture of fear and desire, fascination and repugnance.

In this sense, Rita is to the Magistrate what Defoe's Friday is to Crusoe:
what the indigene is to the colonizer, what the criminal is to the law: the
"uncanny" manifestation of, not only what has been long repressed, but
what, in the mind of the master/colonizer, should have remained
repressed.6 The Other is feared and desired not because of its unfamiliarity,
but, on the contrary, precisely because of its horrifying symbolic familiarity.
Within this scenario Ryga's trial play emerges as an extraordinarily astute
cultural analysis, more than has hitherto been admitted. The trial of Rita
Joe is not solely a reaction against racist histories, but a profound interroga-
tion of the psychic, social, and political dynamics of the Canadian mindset
in 1967, the year of happy celebrations and centennial hoopla.
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This critical use of the low-criminal-other—as an
uncanny embodiment of the official world's repressed textualizations—
reaches its apogee in what is arguably one of Canada's finest plays, John
Herbert's Fortune and Men's Eyes. Herbert pushes the legal trope to its fur-
thest extremes, constructing in his prison community a virtual paradigm of
the carnivalesque "other world". His literary prison is a hybridized image: at
one and the same time a representation of both totalitarian oppression and
carnivalesque resistance.

As in Peter Madden's The Night No One Yelled (1974) or Sharon Pollock's
One Tiger to a Hill (1981), Herbert's realistic features brutally satirize the
principles of totalitarian control: the Canadian correctional system emerges
as the actualization of law's distributive, homophobic language. As perhaps
the most métonymie representation of Foucault's carcéral society, Herbert's
prison, like the courtroom which precedes it, contains various discourses
which concentrate on the correction of abnormality, the transformation of
unproductive deviance into the socially and economically useful. The
prison "merely reproduces, with a little more emphasis, all the mechanisms
that are to be found in the social body" (Foucault 233). As a "theatre of pun-
ishment" "in which individuals are isolated in their moral existence, but in
which they come together in a strict hierarchical framework, with no lateral
relation, communication being possible only in a vertical direction," the
prison emerges as the perfect microcosm of carcéral society (Foucault 238).

Conversely, though—and this is Herbert's real distinction— the drama's
extravagant word play and outrageous self-conscious metafictionality
develop Herbert's prison world into a resistant representation, an astonish-
ingly sophisticated theatre of the oppressed. The prison becomes a second
world and a second life outside of, but contingent upon, officialdom
(Bakhtin 11), a symbolic site of discursive conflict wherein Herbert's various
actors struggle, not only to trace out a plot within the structures of their
own symbolic field, but to engage their field with those external discourses
of control in an act of ironic dialogical subversion. As Smitty remarks early
on, "I feel like I'm in another country" (Herbert 186). Herbert's prison rep-
resents that interstitial moment of carnivalesque hybridization; that point
where symbolic fields overlap, where "high" and "low" intermingle, where
the voice of authority is subjected to the polyphonic "contaminations" of
the "low." Herbert's prison language thus becomes a spectral reminder of
the "low" world's power to re-name, the power to engage in a constant

139



B o i r i

dialectic, a play of never-ending subversion and distortion. As Bakhtin
remarks, the "[ajbusive expressions [of carnival] are not homogeneous in
origin . . . they [have] .. . the character of magic and incantation" (16).
Like so many generic prison dramas of the sixties, Fortune and Men's Eyes
follows a relatively simple formula: we watch the gradual initiation of a rel-
atively innocent outsider into the unwritten protocols (that is, ideologies)
of an enclosed world. This, in turn, is comprised of hierarchical structures,
stock dramatic types, brutal methods of discipline, and a perverse "family"
which inexorably (hegemonically) incorporates the neophyte into its irre-
sistible dynamics (Queenie, for example, refers to himself as Smitty's
"mother," Rocky is his "old man" [187,189]). As a kind of theatrical pas-
tiche, the play incorporates speeches, songs, and situations from "high" cul-
ture, continually producing "low" versions in cartoon figures, popular
limericks, and vulgar jokes. Whatever else it might be, Herbert's prison rep-
resents a community governed by an anarchic and vital polyphony; a com-
munity based not on the monologics of law/control, but the punning
multiplicity of crime/transgression.

The play opens with a bizarre combination of official commands made
by a British guard and obscene songs, references to a quasi-Foucaultian
panopticism, a hint at retributive castration, not to mention Queenie's dis-
tinctive figurative language which continually blends high and low, sacred
and profane. In one sense such an opening recalls Coulter's blatant post-
colonialism: here the conflict between the boy's voice and the fascistic com-
mands of a British guard (with the submerged, yet obvious, conflict between
the languages of desire and repression), spells out Coulter's direct juxtapo-
sition between emerging peoples and suppressive authorities. We have, in
effect, a simple set of binarisms that read, Prison/Criminal: Britain/ Canada:
Authoritarianism/Desire. The play then operates straightforwardly as a
heartfelt protest against the brutal legacy of an imperialistic prison policy.

But Queenie's extravagant figurality does more than merely establish the
predictable binarisms of agitprop; his sacrilegious debasement, his hints at
class divisions, his earthy parody of redemption, his grotesque metaphors,
his literalization/ materialization of desire—not to mention his own limi-
nality as a transvestite male prostitute—initiates a series of inverse rites, a
litany of comic, carnivalesque interrogations of official languages of control.

The most grotesque of these, for example, occurs when Queenie
describes a talkative male guard: "That's our Cockney cunt—never closes
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her hole" (181). In one sense the obscenity is merely a coarse example of
prison humour: a vulgarity designed to shock conventional norms of pro-
priety. But the reversal works indirectly: it imposes a verbal violence on the
language and the British guard, thereby sustaining the play's overall assault
on the languages of control. By reversing the sites of sexuality and speech
(and twisting gender into the bargain), the comment slyly intimates the sex-
ualized nature of control, as well as the discursive aspects of transformed
sexuality. In this sense Queenie's crude joke, more precisely his crude vision
of a topsy-turvy androgynous body, glaringly encapsulates the carniva-
lesque nature of the entire play.

The "other" world is not opposite, but contingent, mirroring. The rever-
sal violently attacks not only the guard's body, but insinuates to the audi-
ence precisely the forms of hierarchical categorization of it, the fetishistic
approach adopted by the "high" towards the "low." As in Ryga, the body lin-
guistically disfigured in a grotesque reversal, mirrors the kinds of disfigura-
tions intrinsic to the "high" prison's systematic hierarchies of control and
transformation.

This kind of exteriorization of what is essentially internalized ideology,
Bourdieu's habitus, is most explicit in the play's centrepiece, Queenie's out-
rageous drag act for the Christmas show. Festooned with feathers, bumping
and grinding, and "looking like a combination of Gorgeous George, Sophie
Tucker, and Mae West" (223), Queenie sings a coarse parody of "A Good
Man Is Hard To Find": the predictable vulgar lyrics of "A Hard Man is Good
to Find."

Here the body is foremost, but a body that is again peculiarly androgy-
nous (a creature of thresholds, borderlands), artificial, packaged as a con-
sumable product. In an echo of Shylock, Queenie ripostes to Smitty, "It's all
yours, honey—every precious pound" (223). Herbert plays deliberately with
the notion of rapidly fading boundaries between male and female, inside
and outside, representation and re-presentation. In one sense Queenie
appears as a completely false composite, made up of fake jewelry and frag-
ments of other actors. Like a carnival clown, s/he forms a satirical version
on the principles of homophonic control, unitary subjectivity.

As a celebration of transgression par excellence, Queenie's puns, literaliza-
tions, and materializations—like both his own motley androgyny, Riel's
multilingual prayers, or Rita's grammatical "impropriety"—manifest a form
of counter-violence against authoritarian definition, a verbal attempt to
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disrupt either inherited norms or unwritten rules of totalizing discipline. As
a key feature of Herbert's prison language, it represents one of legal drama's
foremost counter-weapons, a miniature, funny, counter-discourse directed
against the faceless authorities of official language itself.

Herbert's deliberate "indiscipline of language," his carnivalesque linguistic
play, represents the quintessential discourse of Canada's legal theatre. Here
is a language which, in its playfulness, polyphony, transgressiveness, and
anger, represents an alternative world. This, in turn, is a creative re-inscrib-
ing of otherness, a re-inscription that aims against all that is complete,
immortalized, and cherished by officialdom. Against all that is embodied in
that chief metonym of the polis, society's most beloved verb, "law."

In the case of John Coulter's Riel, George Ryga's The
Ecstasy of Rita Joe, John Herbert's Fortune and Men's Eyes, and indeed in
most Canadian legal plays of the sixties, the language of law is portrayed,
not as the natural encoding of a universally held vision of social justice, but
as a socially constructed syntax, one that metonymically articulates the
sanctified "worldmaking" of Authority. In the carnivalizing hands of our
most powerful sixties' dramatists this language is consistently decon-
structed, dismantled, revealed for what it "really" is: a textualization of
power demanding interpretive struggle. Their manipulations of, and strug-
gles with the legal trope, disclose the "hermeneutics of power" which
underpin the political unconscious of the Canadian State (Gerald Graff qtd
in Levinson and Mailloux xiii). Interestingly, these deconstructions consoli-
date what appears to be an inherent obsession with law, one that infiltrates
the cultural fields of the global village. It is one which continues well
beyond the sixties.

Throughout the following decades, plays like Robert Gurik's The Trial of
Jean-Baptiste M. (1971), Peter Jennings' Charles Manson AKA fesus Christ
(1971), David Watmough's Scar Tissue (1972), Alexander Hausvater's The
Crime and Punishment Show (1975), Coulter's own The Crime of Louis Riel
(1976), Sharon Pollock's One Tiger to a Hill (1981), and Wilfrid Watson's
GramsciX3 (1983), continue to fasten onto this conception of law as both a
strategy and discourse which sustains official "author-ity." In all of these
plays colonial/capitalist/sexist law emerges as perhaps the most métonymie
of textualities—an appropriative, universalizing inscription which continu-
ally re-inscribes the realities of symbolic and actual violence under the guise
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of social contract. Such a "contract" cannot help but be a violent codifica-
tion of self-interest, one that demands the intense struggle of a political
response. For our legal dramatists this response is the struggle to see
beyond, to pierce through the "artificial fog behind which the world's rulers
hide their manipulations" (Weiss 41).

1 See Stallybrass and White on hybridization as a process that "generates the possibility of
shifting the very terms of the [semiotic] system itself (58).

2 I am indebted here (and throughout) to Pierre Bourdieu's concept of "symbolic domina-
tion," on which see Wacquant 66.

3 In Rabelais and His World, Bakhtin divides folk culture into three distinct forms, many of
which recur throughout Canadian and postcolonial legal dramas: ritual spectacles; comic
verbal compositions; and various genres of billingsgate. As Bakhtin remarks, "one might
say that carnival celebrated liberation from the prevailing truth and from the established
order" (9). But see Stallybrass and White's cautionary remarks (44) on the problem with
Bakhtin's model.

4 On this recurrent postcolonial trope, see Simon During (369). For a rejoinder to
During's idealistic optimism, see Hutcheon 89-90.

5 For an elaboration of this collision between "proper" and "improper" discourse, see
Foucault 291-92, and Bourdieu 818.

6 A potentially rich area for re-theorizing the indigene/ colonizer relationship is Freud's
1919 essay, "The Uncanny" wherein he develops the theory of the repetition compulsion.
Intriguingly, Freud identifies an "uncanny" fear with the repression process (394).
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Fonctions de l'art dans la
culture québécoise

C'est un projet ambitieux que d'évoquer la scène artis-
tique du Québec pendant les années 60, soit cette période que l'on a identi-
fiée la Révolution tranquille, tant elle fut féconde, intense et diversifiée. Nous
ne voulons pas ici faire oeuvre d'historienne, puisque de nombreux
ouvrages ont fait le récit de la succession des faits (Burnett 1983), mais tenter
plutôt d'éclairer le sens et la portée des phénomènes artistiques au sein
d'une culture en évolution.

Peu de développements en sociologie de la culture ont retenu les observa-
tions de Claude Lévi-Strauss à l'effet que les divers systèmes symboliques
dont dispose une société: la religion, l'économie, l'art, le langage et les sys-
tèmes de parenté, non seulement sont quasi étanches les uns par rapport
aux autres de par l'hétérogénéité de leurs prémisses, mais qu'ils évoluent
aussi à des rythmes totalement différents. Si un observateur présumait qu'il
est à même de communiquer à tous ces systèmes,—ce que Lévi-Strauss con-
teste, l'art étant justement le lieu de constructions de ponts hypothétiques
entre eux—il devrait mettre au point de multiples modèles d'analyses,
étrangers les uns aux autres, pour rendre compte de chacun de ces lieux cul-
turels. On ne peut encore imaginer quel type de méga-modèle, extrême-
ment complexe, pourrait illustrer leurs interactions ou chocs en retour à
travers le temps.

Et ces disjonctions et asymétries au sein d'une même société se doublent
de décalages externes qui rendent la communication entre différentes cul-
tures encore plus difficile à analyser. Comment parler du Québec à un non-
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Québécois? Il faut d'abord se rendre à l'évidence que le caractère bilingue
de la société québécoise lui a permis de développer une dynamique cul-
turelle qui offre peu de points de référence communs avec celle qui anime le
reste du Canada, si résolument unilingue. Par ses racines francophones, la
société québécoise semble plus activement liée à un large éventail de tradi-
tions culturelles européennes qui l'engagent à des dialogues conceptuels au
sein d'hypothèses théoriques souvent inconnues des compatriotes canadi-
ens. Dès le moment où les Québécois tentent de réaliser une synthèse entre
des éléments culturels véhiculés par les deux cultures française et anglaise
qui leur sont accessibles, ils apparaissent bizarres ou hors de propos à ceux
qui sont assujettis aux limites de l'une ou de l'autre culture, au Canada
même, aux États-Unis et en France.

Ainsi, dans les années 60, les intellectuels québécois se confrontèrent à
l'explosion des sciences humaines en France et aux développements de la
sémiologie et des théories fondatrices du post-modernisme. Ils se famil-
iarisèrent avec Barthes, Eco, Kristeva, Foucault, Derrida, Lacan, Lévi-
Strauss, Greimas, et ainsi de suite. C'est-à-dire qu'ils discutèrent,
assimilèrent et développèrent dans des directions différentes, ces prémisses
culturelles. On comprendra l'ironie qui veut qu'ils recommencent à l'heure
actuelle le même trajet pour être aujourd'hui à l'unisson de ce que
l'Amérique anglo-saxonne n'a découvert que partiellement, 20 ans plus
tard, sous le nom de la déconstruction.

Inversement, par rapport à la France, les intellectuels québécois qui
avaient lu Freud et Marcuse, en anglais, autour des années 50, durent les
reprendre en charge, lorsque Lacan relança la vogue du premier ou que
les premières traductions françaises du deuxième parurent pour accompag-
ner les turbulences de Mai 68. Et ils doivent maintenant patiemment
accompagner la laborieuse découverte de la pensée analytique anglo-sax-
onne, en France, qui n'a débuté qu'à la fin des années 80. Cet imbroglio
diachronique des courants et influences—au sein duquel l'histoire officielle
rapatrie toute théorie ou "invention" au crédit des grandes métropoles—se
fait sentir de façon aussi mystifiante sur la scène artistique que théorique ou
littéraire. Même si un méta-discours pouvait rendre compte de cet extraor-
dinaire écheveau d'aller-retours dialectiques, il n'expliquerait rien s'il ne se
fondait sur la compréhension du terreau local préalable où les idées pren-
nent sens à partir des besoins, désirs et aspirations d'un groupe national
quelconque.
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Les sources "artistiques" de la Révolution tranquille
II est de notoriété commune que l'heure de la Révolution tranquille sonna
au moment de la mort du premier ministre Maurice Duplessis, en 1959. Ce
nom n'est pas seulement le symbole impersonnel de la "grande noirceur"
qui obligeait, depuis les débuts du siècle, chaque génération d'intellectuels
et artistes québécois à s'exiler pour survivre et créer. Duplessis fut lui-même
un agent extrêmement actif qui consolida un système de répression
idéologique étouffant toute velléité de pensée.

L'on sait aussi que le manifeste du Refus global, publié en 1948 par le pein-
tre "automatiste" Paul-Emile Borduas et un groupe d'artistes qui l'en-
touraient, fut la première manifestation publique de dissidence, réclamant
l'instauration d'un autre type de société au Québec. Ce que l'on sait moins,
c'est que ce texte célèbre, fondateur du Québec actuel, n'est pas qu'un sim-
ple cri ou protestation verbale, mais qu'il articule un ensemble de valeurs
destinées à fonder la société future. C'est-à-dire que c'est par l'intermédiaire
de la création plastique que furent élaborées et formulées les valeurs d'un
nouvel humanisme. Ces réflexions étaient, selon Borduas, directement liées
à la pratique artistique elle-même, dite "automatiste," qu'il avait inaugurée
lui-même lors de son "Exposition de gouaches" en 1942. Conjuguées au
retour d'Europe de Pellan, ces années de réflexion et de création artistiques
furent tellement actives et profondes qu'un essayiste, Jean Le Moyne, pou-
vait écrire dans un quotidien montréalais, en 1943, que:

De toutes les manifestations de la vie artistique et intellectuelle du Canada
français, la peinture nous semble la plus "avancée," la plus sûre de soi, celle qui
fait preuve de la plus certaine maturité. . . . Son éclatante rupture avec l'a-
cadémisme nationaliste . . . est un scandale réconfortant.

Cette préséance de la théorie et de la création plastique sur tout le domaine
culturel est une caractéristique du Québec, qui se prolongera dans les
années 50 et le tournant des années 60. Ce qui oblige, si l'on veut compren-
dre les composantes de la scène culturelle des années 60, de rappeler les
enjeux épistémologiques de la "révolution picturale" qui secoua le Québec
en 1940 et le fit entrer dans la modernité. Ces problématiques survivront
largement à la disparition du mouvement automatiste lui-même, au
moment de l'exil de Borduas à New York, au sein du mouvement plasticien,
tout en trouvant des échos dans la créativité musicale et littéraire.

Tout au long des années 50, en effet, un grand nombre d'initiatives des
"nouveaux intellectuels" ( Saint-Martin, "Nouveaux" 255) poursuivront, à la
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suite des Automatistes, la recherche des éléments d'une culture "autre," une
culture québécoise parallèle, antagoniste au Québec traditionnel, dans un
espace mental nouveau, à créer de toutes pièces. La vitalité de ces lieux de
création se manifesta à travers des galeries d'art comme la Galerie
l'Actuelle, des maisons d'édition comme Orphée et l'Hexagone, des troupes
de théâtre comme les Apprentis-sorciers, ou des revues comme Situations,
Liberté, Cité libre, etc.

Pour Borduas, le seul espoir de construire une nouvelle civilisation sur les
échecs et débris de la société matérialiste et décadente contemporaine
résidait dans une ressourcement des forces de la sensibilité opprimées par le
rationalisme étroit et le dogmatisme ambiant. De façon immédiate, ce
processus ne pouvait être amorcé que dans et par un investissement global
dans ce domaine de l'art où la société ne voyait jusque là qu'un luxe ou une
activité de loisirs. Au contraire, l'art était maintenant défini comme une
expérience strictement indispensable à tous et qui met en question la glob-
alité de l'existence de chacun. En particulier, pour le commun des mortels
autant que pour les artistes proprement dits, l'art s'avérait la voie par excel-
lence où pouvait se découvrir cette dimension "inconsciente" de l'individu
que Freud avait révélée comme étant la plus fondamentale et la plus déci-
sive dans toute conduite de la vie.

Mais cet accès à des expériences plus généreuses et authentiques, où peut
enfin affleurer le désir trop refoulé par les contraintes sociales, exigeait une
transformation des modes de représentation symbolique. Il ne pouvait
s'obtenir, selon Borduas (1978), que par le recours à un art non-figuratif,
seule garantie de produire une représentation non-préconçue et libérée des
buts esthétiques traditionnels fondés sur l'illusion et l'idéalisation. Par la
suite, la sémiologie visuelle (Saint-Martin, Sémiologie) précisera que le refus
d'un art de mimétisme—ou de reproduction des apparences des objets
externes toujours susceptibles d'être dotés d'étiquettes verbales—résulte
dans tout l'Occident depuis les débuts du siècle, et au Québec dans les
années 40, 50 et 60, du constat de la faillite des idéologies qui sont
véhiculées de façon privilégiée par des langages verbaux. L'art non-figuratif
représente non seulement une contestation radicale de cette logocentrie,
mais aussi la volonté de susbstituer des paramètres différents, moins
abstraits et désincarnés que ceux de la pensée verbale, à la prise de con-
science des relations des individus avec la réalité. Ce conflit entre les sys-
tèmes symboliques verbaux et visuels cherche à réimposer une "pensée
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visuelle" qui se conçoit en opposition stricte avec les présupposés du lan-
gage verbal et de la pensée logique traditionnelle.

Cette remise en question de l'humanisme classique et des modes de
représentation en honneur depuis la Renaissance se prolongeait d'ailleurs
dans une égale volonté de transformer les modes littéraires et poétiques,
dont nous avons fait état dans un ouvrage de 1958, intitulé La Littérature et
le non-verbal. De même que Borduas a tenté de transcender la figuration
onirique du Surréalisme français, un grand nombre d'écrivains québécois,
notamment à travers l'oeuvre exemplaire de Claude Gauvreau (1971),
voulurent faire éclater les normes de la poésie, du roman et du théâtre.
Même si les écrivains ont été moins soucieux que les artistes visuels de
revendiquer leurs racines québécoises, la lignée est immédiate entre la
réflexion sur l'écriture des années 50 et la volonté de réunifier théorie et fic-
tion chez les poètes de la Nouvelle Barre du Jour ou des Herbes rouges, dans
les années 60, ou l'extraordinaire explosion que fut l'oeuvre de Réjean
Ducharme. Un analyste, tel Pierre Nepveu (1988), a été sensible à cette con-
tinuité proprement "contemporaine," analogue à l'orientation des décennies
antérieures, plutôt que "nationale," dans les oeuvres littéraires les plus
exemplaires des années 60 à 80 (Nepveu 10).

De plus grandes innovations cependant se sont produites dans le
domaine des arts plastiques, où en plein accord avec les présupposés fonda-
mentaux de l'Automatisme, les artistes des années 50 se confronteront
délibérément à la question des fondements d'un art non-figuratif. Ils entre-
prendront une analyse plus étendue des hypothèses formulées par les pio-
nniers de l'art abstrait au XXe siècle: Kandinsky, Malévitch et Mondrian. Il
apparut que dans les premières aquarelles abstraites de Kandinsky, le main-
tien comme éléments de base de masses tonales soumises à une perspective
atmosphérique, qui évoque un espace lointain où se meuvent des "objets"
en mouvement, engendrait un naturalisme persistant auquel se ralliait
encore l'Automatisme québécois.

De même, l'interprétation que Borduas fit de l'oeuvre de Mondrian qu'il
découvrit à New York en 1953, axée sur sa qualité lumineuse plus que sur ses
nouvelles structures spatiales, fut dénoncée dans un texte de Guido Molinari
(1955) comme la persistance d'un espace tachiste aux relents naturalistes.
Malgré l'intérêt des "drippings" de Pollock, qui développaient les nouveaux
espaces dynamiques de Mondrian, l'impasse où se trouva l'artiste américain
au début des années 50, qui le fit renouer avec la figuration, conduisit les
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Nouveaux Plasticiens à poser la nécessité de reprendre à la base la question
des éléments fondamentaux de la structure picturale (Saint-Martin,
Structures 138-41).

De fait, les tableaux "blancs/noirs" de Guido Molinari et les tableaux bi-
chromes de Claude Tousignant, exposés en 1956 à la Galerie l'Actuelle, inau-
gurèrent une forme d'abstraction chromatique, de caractère tout à fait
différent de l'abstraction géométrique européenne comme de l'expression-
nisme abstrait américain, même si la critique tenta, vainement, de la relier à
l'une ou à l'autre.

Bien que le catalogue de l'exposition Art abstrait (1959), organisée par les
Nouveaux Plasticiens à l'Ecole des Beaux-arts de Montréal, rendait hom-
mage dans une exergue explicite, en tout premier lieu à "Malévitch," le dis-
cours critique et l'histoire de l'art n'ont pas estimé à sa juste valeur le rôle
que le Suprématisme a joué dans le développement de la peinture québé-
coise des années 50. Comme nous le mentionnions plus haut, ces sauts dans
le temps et l'espace cadrent mal avec les schemes habituels, plutôt linéaires
et contigùs, de l'histoire et de la sociologie.

Même le critique d'art le plus important de l'époque, R. de Repentigny,
qui maintint dans les années 50, à la suite des "forums" des Automatistes, la
pratique d'une réflexion théorique publique sur l'art, ignora cette dimen-
sion. Ce critique d'art, qui fut aussi peintre et photographe sous le nom de
Jauran, publia un Manifeste des Plasticiens, en 1955, qui prend une position
critique vis-à-vis de la gestualité spontanée des Automatistes, au nom d'une
rigueur et d'un équilibre qui s'appuyait essentiellement sur une certaine
interprétation de l'oeuvre de Mondrian (Carani 119-20,126-9).

La visée critique de Repentigny sur les oeuvres des Nouveaux Plasticiens,
—c'est-à-dire ce mouvement qui, en 1956, s'opposa vivement et se substitua
peu à peu aux Premiers Plasticiens, formé de G. Molinari, C. Tousignant, J.
Goguen, L. Perciballi, D. Juneau, etc.—ignora tout de l'impact du
Suprématisme sur ces développements. On pourrait expliquer cette lacune
de deux façons. D'abord, la fascination exercée par la récente émergence—
et bientôt l'impérialisme sur la scène internationale—de l'Expressionnisme
abstrait de Pollock, de Kooning, Kline et autres. Cette "Action Painting"
revalorisait un espace tachiste que l'Automatisme québécois avait déjà
inventé et exploré pour son compte, donc ressuscitait un débat que l'on
croyait clos sur l'expressionnisme de la spontanéité et le lyrisme des tex-
tures et accidents de matière. Le refus de ce nouveau "tachisme" au Québec
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fut aidé par la considération des propositions plus ambitieuses de Malévitch
au début du siècle.

En second lieu, il faudrait peut-être invoquer le fait qu'au cours du long
séjour qu'il fit à Paris au début des années 50, R. de Repentigny n'entendit
jamais dans les milieux artistiques qu'il fréquenta, des commentaires perti-
nents sur la contribution du Suprématisme à l'art non-figuratif. Dora
Vallier a souligné que l'intérêt pour l'oeuvre de Malévitch commence seule-
ment "à se manifester vers i960," au moment où le Stedelijk Museum
d'Amsterdam devient propriétaire et expose un ensemble de ses oeuvres
(Marcadé 11). Mais cette observation n'est juste que pour le milieu européen,
lequel fut, par ailleurs, si remarquablement réfractaire à l'art abstrait. Mais,
par l'intermédiaire de la métropole américaine, de ses Musée d'art moderne
et Musée Guggenheim, les artistes québécois avaient pu expérimenter l'im-
pact concret d'oeuvres suprématistes et constructivistes, leurs probléma-
tiques théoriques et leur influence possible sur la peinture vivante.

Les tentatives de Malévitch, en 1915, pour fonder un art complètement
neuf, à la fois dans sa réflexion théorique sur Le Monde sans objet et dans la
production de ses "enumerations suprématistes," apparurent comme fonda-
mentales sur le plan plastique aux artistes québécois, en dépit de tout ce qui
pouvait séparer la Russie et le Québec "pré-révolutionnaires." De même, la
liaison des recherches de Malévitch avec celles des poètes Kroutchonykh et
Khlebnikov, en vue de construire un nouveau langage zaoum, faisait écho
aux préoccupations québécoises sur la nécessité de reconstruire aussi bien
les bases de l'écriture poétique que plastique.

Qui plus est, la réflexion critique de Malévitch sur le sens et la fonction des
diverses formes de représentation visuelle au sein de sociétés et cultures dif-
férentes, qui aurait pu servir de fondements à une sociologie de l'art ou une
sociologie des connaissances, ne fut pas étrangère aux orientations que prit
dans les années 60, les recherches québécoises en sémiologie visuelle, comme
nous le verrons ci-dessous. Malévitch a montré dans son "Introduction à la
théorie de l'élément ajouté en peinture" (Ecrite 365-409) la façon dont le
contexte social, où est inscrit l'artiste (campagne, village, ville, siècle, etc.)
conditionne son mode de connaissance du monde, c'est-à-dire ses structures
perceptuelles et idéologiques. Celles-ci sont nécessairement liées à des formes
de représentation visuelle particulières. A chaque niveau d'évolution mentale
et sociale doivent correspondre des formes de représentations différentes,
aussi bien à un niveau structurel et syntaxique qu'au niveau de la sémantique.
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Plus radicaux que Malévitch lui-même, les Nouveaux Plasticiens québé-
cois fondèrent leur expérimentation des années 50 et 60 sur la définition
même qu'il avait donnée du Suprématisme, soit "la primauté [c'est-à-dire la
suprématie] du problème de la couleur" (qtd in Khardjiev 147). Rejetant
tout mimétisme d'objets externes, statiques ou en mouvements, ils ne pou-
vaient retenir de Malévitch, ni son cubo-futurisme, ni ses perspectives aéri-
ennes et planétaires ultérieures, mais visèrent plutôt à l'élaboration
d'espaces non-euclidiens à partir de l'énergie même des phénomènes chro-
matiques. Ils interprétèrent la célèbre formule du Monde sans objet,—
encore sybilline à bien des historiens d'art aujourd'hui—comme une
conséquence de la nouvelle physique contemporaine et le signe d'une trans-
formation épistémologique fondamentale (Henderson 291-4). Il ne s'agis-
sait pas du simple rejet de la ressemblance des objets externes dans l'oeuvre,
mais bien de la structure euclidienne même de l'objet statique et autonome,
isolé et fermé sur soi, dans un cosmos aux dimensions infinies. Ces artistes
se vouèrent à la production de formes de représentation qui puissent rendre
compte de relations à la fois subjectives et objectives. D'une part, l'on cher-
cha une représentation plus adéquate des trajets dynamiques incessants
dans un réel en perpétuelle mutation. D'autre part, l'on poursuivit la créa-
tion d'un langage qui permette enfin la prise de conscience des mondes
internes, que la psychanalyse décrit comme essentiellement affectifs, ten-
sionnels et ambivalents.

Ainsi, l'énumération des "éléments suprématistes," notamment les carrés,
croix et crucifix (Malévitch, Suprematism) n'a pas été interprétée comme la
présentation de formes géométriques faisant office de résidus ou d'em-
blèmes d'objets évacués. Mais dans une intuition post-einsteinnienne, ils
apparurent comme des éléments vectoriels prenant possession de l'entièreté
d'un plan dont ils unifiaient la torsion topologique (Saint-Martin,
Fondements). Loin de redupliquer des objets naturels ou abstraits pré-défi-
nis, ces éléments construisaient des types de spatialités, susceptibles de
représenter plus adéquatement l'expérience affectivo-conceptuelle que l'être
humain a du monde.

L'épanouissement des années 60
Dans cette foulée, l'on peut dire que les productions artistiques tant
visuelles que poétiques de cette Révolution tranquille des années 60 ont eu
la possibilité de développer et d'épanouir les ferments déjà mis en place
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dans les années 40 et 50, alors que le Québec accédait à la modernité. Sauf
que la société québécoise tout entière faisait maintenant peau neuve, aban-
donnant ses conduites absolutistes antérieures et ses prétentions à l'unan-
imisme de façade. La Révolution tranquille était espérée comme une
ouverture au pluralisme de la pensée et de la création, une volonté de
tolérance envers les discours les plus divers, en réaction au dogmatisme qui
avait étouffé les générations précédentes. Les contradictions étaient
assumées clairement et une hétérogénéité féconde semblait nécessaire à la
naissance d'une nouvelle culture québécoise.

Dans ces années 6o, dans un monde aux frontières ouvertes, les artistes
québécois ont de fait entrepris une réflexion critique sur les oppositions
véritables entre les deux fortes traditions locales, apparemment irré-
ductibles. Soit une orientation vers une gestualité à la fois lyrique et
automatiste, plus ou moins assujettie à la structure de. "la forme sur un
fond" et une seconde, plus construite, axée sur le dynamisme de la couleur
et l'invention de spatialités nouvelles. A la reproduction d'objets, toujours
infiniment redondants, on voulut substituer l'intuition des rencontres et
relations entre les éléments. En restant attentifs à leurs racines, non seule-
ment ces artistes s'inscrivaient d'emblée dans les problématiques de l'art
international, mais les oeuvres des années 50 des Nouveaux Plasticiens
offraient déjà en germes les caractéristiques de ce qui sera identifié dans les
années 60 comme "l'art minimal" (Burnett 67-70). Cette nouvelle conjonc-
tion avec l'évolution de l'art international explique sans doute qu'un si
grand nombre d'artistes automatistes (Marcel Barbeau, Jean McEwen, Rita
Letendre, Paterson Ewen, Marcelle Ferron, Ulysse Comtois, etc.) évoluèrent
au point de produire dans les années 60 et 70, des oeuvres relevant des
paramètres du plasticisme québécois.

D'autre part, une plus jeune génération d'artistes tentera au milieu des
années 60 d'opérer diverses synthèses entre les tachismes québécois/améri-
cain et l'abstraction chromatique plasticienne (Charles Gagnon, Jacques
Hurtubise, Serge Lemoyne) ou entre l'abstraction chromatique et le Op Art
(Yves Gaucher). Par contre, avec un retard de quelques années, la jeune
gravure québécoise et son chef de file, Pierre Ayot, renouant avec le figu-
ratisme du Pop Art qui triomphait à New York, marquera la fin d'une
époque, et d'une certaine façon, la fin de l'autonomie et de l'assurance cul-
turelle qui caractérisait la Révolution tranquille.

Il semble, en effet, que la Révolution tranquille s'est close, au plus tard, en
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1968, alors que réapparurent, en force, sur la scène culturelle, deux nou-
veaux types de dogmatisme: le marxisme et un néo-nationalisme qui
renouait avec les mythes anciens. On peut estimer en effet qu'après le tri-
omphe de l'Exposition universelle de 1967, qui révéla au monde entier le
visage jeune et dynamique d'une culture québécoise qui s'ouvrait à toutes
les autres afin de se constituer elle-même, l'année 1968 est contemporain d'
un tournant pour les jeunes générations d'artistes et un dérapage du projet
collectif. A titre de symbole de ces nouveaux courants qui interrompirent
l'élan de la Révolution tranquille, on pourrait évoquer l'évolution, fort
paradoxale à l'époque, de la revue Parti-pris, qui intégra le nationalisme à
un socialisme qui se voulait radical.

D'une part, l'influence marxiste-léniniste, vivement ressentie dans les
milieux intellectuels, artistiques ou universitaires, réaffirma la violence
anti-picturale de l'orthodoxie soviétique des années 20, en tentant d'assu-
jettir l'art à un nouveau productivisme de propagande, lequel exige néces-
sairement le retour à la figuration, tout en soutenant les dispersions d'un
"non-art" tout aussi nihiliste.

D'autre part, la montée d'un nouveau nationalisme encouragea une mas-
sive identification avec des formes passéistes, patrimoniales d'expression. Si
de nombreux artistes poursuivirent dans les années 70 et 80 leur recherche
fondamentale, les nouvelles générations ne surent pas tout à fait trouver
dans l'attraction toute ponctuelle des nouveaux "styles" internationaux, ou
dans l'éclectisme du post-modernisme, les éléments d'une créativité qui
leur seraient tout à fait propre.

Dans ces contextes dogmatiques, et foncièrement opposés à toute réflex-
ion critique chez les artistes ou les théoriciens qui ne serait pas l'éternelle
répétition du Même, la scène artistique au Québec et dans le monde com-
pensa par une boulimie de "production," un "vide théorique" dont le critique
d'art, René Payant (1987) devait bientôt dénoncer les néfastes effets (353).

De fait, cette réflexion théorique sur l'art, qui avait été l'un des
phénomènes les plus constamment associés à la création artistique au
Québec, devait se poursuivre, mais dans un autre champ et sous une nou-
velle appellation, soit la sémiologie ou sémiotique visuelle que Payant intro-
duisait officiellement en 1976 au Québec. Mais il faut souligner que cette
démarche, qui se voulait scientifique avait, sous d'autres appellations, de
solides racines dans le discours des artistes et théoriciens de l'art, qui
avaient été négligées par le discours sur l'art.
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Théorie de l'art et sémiologie visuelle
Comme toute discipline scientifique, la sémiologie visuelle est un
phénomène interculturel qui opère de multiples sauts dans le temps. Elle a
acquis un nom propre, en France, au début des années 60, à partir d'une
ferme intention de préciser des modes de description et d'interprétation du
langage visuel qui préserveraient la spécificité d'une forme de représenta-
tion non-verbale par rapport au langage verbal. Plus spécifiquement encore,
cette nouvelle discipline entendait substituer aux processus traditionnels
d'interprétation offerts par l'iconologie panofskyenne de nouveaux fonde-
ments à la compréhension de l'art visuel.

Même si la sémiologie concerne davantage la réception que la création
artistique, ses objectifs tendent manifestement à satisfaire aux éternelles
réclamations des artistes visuels, aussi bien de Cézanne et Monet que
Borduas au Québec ou Newman aux Etats-Unis, devant les détournements
de sens que l'iconologie inflige à leurs oeuvres. C'est-à-dire la réduction de
leurs messages aux quelques "étiquettes verbales" qui peuvent être
accrochées aux formes reconnaissables dans l'oeuvre, processus rendu caduc
par l'avènement de l'art abstrait. La sémiologie s'inscrit aussi dans la suite
des recherches de nombreux historiens d'art, de Riegl et Wôlfflin à Arnheim
ou Francastel, qui avaient vu dans les oeuvres visuelles des représentations
d'une intuition du monde qui ne pouvait être traduite dans le langage verbal.

Pourtant la sémiotique européenne effectua un faux départ. Le bilan qu'a
dressé G. Sonesson (1989) de près de 30 ans de ces recherches conclut mal-
heureusement à une certaine impasse et à une sorte de renforcissement de
l'iconologie par une trop forte obédience aux paramètres de la linguistique
verbale. De fait, Sonesson réclamera une réorientation de la sémiotique qui
se fonderait sur le recours aux sciences cognitives et des théories de la per-
ception, en vue d'élaborer une nouvelle phénoménologie de l'expérience
humaine et de la représentation symbolique. C'était l'orientation déjà
choisie par la théorie de l'art au Québec dans les années 6o, afin de répon-
dre aux défis des nouvelles formes artistiques.

Certes, de nombreux artistes, dont Delacroix, Signac, Klee, Matisse,
Hofman, Albers et d'autres, avaient tenté déjà de mettre en place des élé-
ments, toujours fragmentaires cependant, permettant de saisir la nature du
fonctionnement du langage visuel. Tous soutenaient que les transformations
dans les représentations artistiques ne sont pas que des variations superfi-
cielles et futiles, mais les témoins d'une évolution véritable de la sensibilité
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et de la pensée humaine. Le plus important à cet égard est sans doute
Kandinsky (1970) qui, dans un texte intitulé "Point, Ligne et Plan"—qui
résulte de son enseignement tout à fait "pré-sémiotique" au Bauhaus—
chercha à déterminer les éléments de base du langage visuel, une "gram-
maire de la création." Il fut le premier à décrire la fonction du plan concret
et matériel où s'inscrit l'oeuvre, qu'il appela le Plan originel.

Malévitch tenta aussi de détecter dans l'émergence périodique d'un "élé-
ment ajouté" le catalyseur permettant de transformer radicalement un sys-
tème symbolique, même lorsque certains autres éléments semblent se
maintenir:

II faut construire dans le temps et l'espace un système. . . qui soit plutôt le sys-
tème philosophique de la couleur où se trouvent réalisés les nouveaux progrès
de nos représentations, en tant que connaissance. (Ecrite 213)

Selon lui, il est utopique de croire que l'on puisse modifier les modes de
sensibilité et de connaissance humaine dans des directions plus fructueuses
que celles qui prévalent actuellement, si l'on ne construit pas des "modes de
représentation" dont les fondements syntaxiques et sémantiques diffèrent
de ceux qui canalisent et conditionnent nos comportements actuels. A cet
effet, les premiers niveaux de l'investigation sémiologique conduite au
Québec, dans les années 60, s'inscrira à l'intérieur des recherches des sci-
ences cognitives, en vue de comprendre la nature de nos premières relations
au réel, au niveau de la perception (Saint-Martin, Structures). Loin d'être
standard et uniformément effectuée par tous, la perception visuelle est
apparue, à la suite des tests de Rorschach, comme étant extrêmement vari-
able et différente d'un individu à l'autre. Tant chez l'artiste que chez le spec-
tateur, les éléments qui sont prélevés et retenus dans le champ visuel, en vue
de constituer une "image," sont étroitement dépendants de la structure
émotive des individus. De la même façon, les structures conceptuelles sont
souvent acquises et maintenues de façon à satisfaire ces besoins émotifs,
plus ou moins névrotiques, dans l'ensemble des individus. D'où les liens
très étroits toujours péremptoirement affirmés par les artistes entre la con-
naissance, la sensibilité et les structures du langage.

L'attachement de chacun à des types de styles, de compositions ou de
perspectives, et les jugements esthétiques qui en dérivent, ne sont pas des
effets du hasard ou des accidents sans importance. Ils expriment plutôt l'ef-
fet des conceptions du monde et d'eux-mêmes de chacun, les structures
simplistes ou complexes qu'ils utilisent pour penser le monde et leur relation
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aux autres. Ils dépendent spécifiquement de l'ensemble des équilibres ou
déséquilibres émotifs que les sujets humains construisent ou tentent de
maintenir dans leur évolution existentielle. Dans un va-et-vient constant,
les trajets perceptifs et les outils linguistiques qui en rendent compte inter-
agissent les uns sur les autres. Ainsi les symboles nouveaux traduisant de
nouveaux processus de la pensée et de la sensibilité, loin d'être des innova-
tions arbitraires, représentent, pour une bonne part, une vaste reconquête
d'expériences humaines saccagées par des siècles de logicisme aristotélicien
et, pour une autre part, de nouvelles structures théoriques et sensibles des-
tinées à mieux lier les unes aux autres les nouvelles connaissances que
l'homme a obtenues de lui-même et de la réalité. (Saint-Martin, Structures 14)

Certes, artistes et théoriciens d'art ont eu de la difficulté dans le passé à
reconnaître que le langage visuel opère selon des structures expressives
inconnues du langage verbal, parce qu'elles relèvent de constructions spa-
tiales que le verbal ignore, de par sa propre structure linéaire et irréversible.
En outre, ils ont eu encore plus de difficulté à persuader les diverses collec-
tivités humaines que le langage visuel, justement parce qu'il se déploie dans
la spatialité, ne "parle" pas uniquement de la réalité en tant que visuelle,
mais aussi dans toutes ses particularités perceptuelles: tactiles,
kinesthésiques, posturales, auditives ou thermiques. C'est-à-dire que la
minorité qui accepte l'hypothèse que les oeuvres artistiques puissent offrir
des messages différents des énoncés verbaux les ont par suite inféodés, dans
un second temps, à des références liées seulement à ce que les yeux
perçoivent du réel.

L'on comprend ainsi la difficulté des publics, dans les années 40, 50 et 60,
d'appréhender des oeuvres visuelles telles les oeuvres automatistes ou
plasticiennes, qui renvoient davantage à la mouvance de processus émotifs,
essentiellement "invisibles," mais traduisibles par des organisations spatiales
tactiles, posturales ou kinesthésiques. L'obstacle majeur à la réception des
oeuvres d'art contemporaines s'avère donc davantage d'ordre épisté-
mologique que d'érudition, comme le voulait l'iconologie classique.

Dans cette foulée, la sémiologie québécoise a affronté la problématique
majeure de l'art du XXe siècle, qui est son refus énergique de l'espace eucli-
dien, comme l'ont maintes fois répété aussi bien Malévitch que l'Auto-
matisme et les Nouveaux Plasticiens (Molinari, "Réflexions" 72-85). A partir
des travaux de la psychologie génétique de Jean Piaget (1948), la réflexion
théorique sur l'art s'est poursuivie dans une prospection des modes de
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structuration de l'espace naturel à l'être humain, avant la prédominance
octroyée à la perspective euclidienne, et qui se sont révélés de nature
topologique. Seule cette diversité de perspectives et de spatialités permet
aux êtres humains d'accéder à une prise de conscience des multiples
approximations de leurs désirs et points de vue sur le réel et surtout d'ex-
plorer les expériences spatiales proxémiques, ce domaine privilégié de la
phénoménologie de l'être humain.

Il semble donc, en conclusion, que pour rendre compte de son objet, le
discours sur l'art ne peut faire l'économie de cette pulsion de connaissance
que les travaux psychanalytiques de Bion (1980) joignait intimement aux
pulsions d'amour et de haine. Ces préoccupations épistémologiques ont été
à la base de l'évolution artistique au Québec depuis plus d'un demi-siècle.
Si, comme nous le proposons, l'histoire culturelle est naturellement faite de
sauts, de détours et de parenthèses, d'amnésie et d'anamnése, il n'est pas
exclu qu'en faisant retour sur la théorie et la pratique artistiques qui mar-
quèrent les années 60, la société québécoise reprenne contact avec les
hypothèses culturelles complexes qui ont accompagné sa créativité artis-
tique. Et qu'elle reprenne ainsi le fil de son évolution tranquille.
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London Recaptured
for Greg Curnoe (1936-1992) '

In August 1990,1 returned to London, Ontario, for the
first time in at least ten years. The occasion was a party Sheila and Greg
Curnoe were throwing to celebrate their silver wedding anniversary with
friends and relatives. When Greg phoned to invite me, I accepted on the
spot. I would enjoy once again seeing London, which I had visited for the
first time in the fall of 1966, nearly twenty-five years before.

Although it may have borne little resemblance to the matinée chez the
Princesse de Guermantes that Proust recounts in The Past Recaptured, the
party gave me the chance to renew acquaintance with a number of artists
whose studios I had visited off and on in the sixties and seventies: Walt
Redinger, Ed Zelenak, Murray Favro and Jamelie Hassan, among others, as
well as Art Pratten, clarinetist, and Bill Exley, lead vocalist of the infamous
Nihilist Spasm Band. I was flooded with memories of rowdy, reckless con-
certs at the Paris Biennale des Jeunes and the I.C.A. in London, England, in
October 1969, which I have described in Artscanada ("Confessions" 67-8).

I was first exposed to the sound and fury of the Spasm Band in the fall of
1966 or early 1967, when Greg Curnoe invited me to attend one of their per-
formances in the tavern at the York, a London fleabag. It was one of the
funniest—and noisiest—shows I had ever been to. I could barely stand the
din and experienced a nausea worthy of Sartre.

The anniversary party at the Curnoes' was an evening of pleasant
encounters with people who, like me, had aged somewhat; but the discus-
sions, above all of politics, were as lively as in the past. One conversation in
particular, in the kitchen, raised anew the question that had inevitably been
put to me in English Canada back in the late sixties and seventies: "What does
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Quebec want?" The very same question hung almost palpably in the air in
London that summer, when everyone was still dazed by the collapse of the
Meech Lake agreement and confrontations at the Kahnawake and Kanesatake
reserves. I had no better answers in 1990 than ten, or twenty, years earlier.

The atmosphere out in the yard was much calmer than the heated excite-
ment of the kitchen, which I had abruptly left in the face of attitudes that
struck me as offensive to many of my fellow citizens. I joined in less agitated
talk with, among others, Don Vincent, who had made a wonderful series of
photographs of London artists and their studios in the 1960s, to be used in
the catalogue of the exhibition The Heart of London I had organized for the
National Gallery of Canada. This exhibition of works by eleven London
artists was shown in Ottawa and several museums and galleries across
Canada. It revealed to the public the extraordinary vitality of the contempo-
rary art scene in London at the time. And it grew out of the discoveries I
had made during my first trip to London in 1966.

A recent graduate of the Université de Montréal, I took a position in May
1966 as Assistant Curator of Canadian Art at the National Gallery of Canada
in Ottawa. My first months on the job had been devoted to getting to know
the permanent collection of Canadian art and to helping catalogue it. Early
in the fall of 1966, my boss, Jean-René Ostiguy, who was Curator of Canadian
Art, got a letter from a young artist in London, Greg Curnoe, asking that the
National Gallery consider purchasing one of his works for the permanent col-
lection. Mr. Ostiguy had seen Greg Curnoe's work at the Sixth Biennial Ex-
hibition of Canadian Painting in Ottawa in the summer of 1965, where Curnoe
exhibited Girdle, and perhaps earlier, at the Mirvish Gallery in Toronto, in 1964.2

Mr. Ostiguy told me he found Curnoe's work attractive, although he had
yet to see a work he thought substantial enough for the National Gallery's
permanent collection. At the time, the National Gallery was struggling to
overcome stagnation of almost Brezhnevian proportions in the realm of
contemporary art; Jean Sutherland Boggs, who had been Director since
June 1966, had scarcely had the time to take matters in hand and instil the
dynamism the National Gallery would subsequently know.

So Mr. Ostiguy sent me to London on a scouting mission, to meet
Curnoe and see if I couldn't pick something out, perhaps of modest size.
Although I doubt that Mr. Ostiguy expected I would make any miraculous
discoveries, he was obviously willing to examine the matter in closer detail.

From my point of view, it was simple. I had no idea who Greg Curnoe
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was or even exactly where to find London on the map. I had never heard it
spoken of as a centre of creativity and knew only that it was the birthplace
of Paul Peel (1860-1891), one of the most famous Canadian painters of
his time.

In fact, the only previous contact of any depth I had with contemporary
Canadian art was through the Musée d'art contemporain in Montreal and
that city's commercial galleries. I had seen the Canadian biennial exhibition
in 1965 but had no outstanding memories of it. I knew New York fairly well
and had visited, among others, the Museum of Modern Art and the
Guggenheim Museum various times, where I was exposed to the main
trends in modern art and some aspects of contemporary art. I had only
been to one artist's studio, Guido Molinari's in Montreal, which I visited
twice while at university, on a student assignment. He had extended a most
courteous welcome, answering my questions about the sources of his art
with great cordiality. I had very positive memories of my meetings with
Molinari and had one of his paintings hung in my office at the National
Gallery, an "avant-garde" escapade that astonished several of my colleagues.
When my former teacher Louis V. Randall, whom I held in high esteem,
came to my office, he was scandalized. With a laugh, he wondered out loud
whether his student had not turned out decidedly badly.

The few newspaper clippings I took from the Greg Curnoe file at the Gal-
lery's library provided little information and gave me no idea what to expect.

When I arrived in London, I went directly from the airport to deposit my
bags at the London Hotel and then on to Curnoe's studio, above a store on
King Street, London's main shopping street at the time. The city had an air
of Victorian coquetry lulled to sleep in the comfort of its own prosperity.
The large yellow brick houses and the two- and three-storey stores down-
town made it seem as if it had been forgotten by time. The London Hotel,
beside the Armoury, was the biggest hotel in town but showed its age. The
plumbing was worthy of the Nihilist Spasm Band, of whose existence I
was—alas, but temporarily—ignorant. In recent years, time has taken its
revenge: parking lots have invaded downtown, the Armoury has become a
hotel and the venerable London Hotel is no more.

Having confirmed my appointment with Curnoe by phone, I walked to
202 King Street and climbed the stairs to his studio. Inside, I was immedi-
ately bewildered by the total disorder. Magazines, collages, assemblages,
drawings and all sorts of papers littered the tables, while two or three paint-
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ings Curnoe had just finished, part of the "Family" series, leaned against the
wall. Curnoe showed me two large drawings that he explained had been used
at London Nihilist Party meetings: one of Francis Picabia, with the inscrip-
tion DADA!; the other of Ontario Premier John Robarts, with the inscription
"Vote No". Curnoe enlightened me by informing me that the Nihilist Party
was one of the numerous groups and associations he and some of his
friends had founded and run. I have already mentioned the Nihilist Spasm
Band. There was also the annual Nihilist Party picnic, the 20/20 Gallery, the
Region Gallery, the magazine Region and later, 20 Cents Magazine.

The magazines and galleries are gone; but the Spasm Band still gives con-
certs, and for all I know, the annual Nihilist picnic still takes place. Some
years later, I had the honour of attending one of these. But I reached a sort
of pinnacle when I appeared as drummer in the notorious Nihilist Spasm
Band, in Paris, no less. By 1966, Region was on its last legs, but 20 Cents
Magazine was still going and I took out a subscription. I also visited the
20/20 Gallery, the Region Gallery, too, having disappeared.

These institutions served as a forum for the London artists of the period.
Curnoe's studio was also a gathering place, as was true, to be sure, of the
excellent French-Canadian restaurant Le Petit Prince, founded by Ginette
Bissonnette during those years.

In the course of our conversations, I soon realized that Curnoe was highly
cultivated. He had the entire range of modern art history at his fingertips
and could talk with equal ease of Marcel Duchamp, Robert Delaunay, Kurt
Schwitters and Dadaism and the latest currents in contemporary art. As I was
well acquainted with a number of his artistic and intellectual points of refer-
ence, our first contact was stimulating. Curnoe also expressed curiosity about
Quebec politics. It was before the October 1970 crisis, when the atmosphere
in and around Montreal was at times strained by sporadic FLQ incidents.

Despite the impressive accumulation of works, Curnoe's studio itself was
not particularly big. What I saw aroused my keen interest, but my hesitation
in choosing a painting for the National Gallery seemed to confirm the accu-
racy of Mr. Ostiguy's judgement. Perhaps sensing my hesitation, Curnoe
invited me to come with him into a second room to get a large painting he
had just finished. Together we carried it into the studio proper and set it up
so we could view it more conveniently.

I reacted with immediate enthhusiasm to the colourful exuberance of the
painting, The Camouflaged Piano or French Roundels, and its simple,
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straightforward eloquence. As Greg Curnoe was later to write, "It does not
represent angst but as in a lot of my work it is the juxtaposition—of things
and events that interest me—without any logical order" (Curnoe qtd. in
Théberge, Curnoe 90). The painting effectively portrays a facet of the i960
London artistic scene.

At the time, I wasn't struck by its formal relationship to American and
British Pop Art. Rather, I was struck by an analogy with Henri Rousseau,
which quite surprised Curnoe when I spoke of it. But I sensed in this paint-
ing the absolute solidness, the unshakable faith in the reality of what is rep-
resented that one finds with Rousseau, though there is no stylistic similarity
whatsoever between the work of the two artists. Curnoe's entire output is
impregnated with this strength of conviction.

I reserved the large painting for the National Gallery on the spot. A few
days later I informed Mr. Ostiguy of my find, and soon after, the painting
entered the National Gallery collection. Needless to say, however, it first
caused consternation at the acquisition committee meeting, which I antici-
pated with a certain apprehension, given the committee's reputation for
conservatism. Curnoe's painting and Guido Molinari's Black Angle, from
1956, which I had discovered in his studio not long after my trip to London,
were among the first works I suggested for purchase. I still savour the plea-
sure I felt when my suggestions were approved by Mr. Ostiguy, Jean
Sutherland Boggs and a majority of the committee.

In this way, more intuitively than consciously, I had made a preliminary
declaration of what my policy towards the contemporary collection would
be: the important thing was to acquire strong, eloquent works, art that says
what it has to say clearly and intensely.

When Curnoe and I left his studio, he invited me to visit the studio of
another artist, Murray Favro. The chaos there was even more bewildering—•
if that's possible—than in Curnoe's studio. At the time, Favro was building
ingenious flying machines from a mixture of refuse: sticks of wood, bits of
salvaged metal and, for the outer skin of the fuselage's wooden skeleton in
the first version of his Sabre-jet, metal lithographic plates from the printshop
where he worked as a commercial artist. Favro struck me as a somewhat
taciturn, mysterious inventor, but he had a sensitivity that recalled both
Marcel Duchamp and Buster Keaton, and a creative spirit that was more
related to late nineteenth-century "tinkerer-geniuses" like Alexander
Graham Bell, Thomas Edison and the Wright brothers. I was impressed by
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Favro's ironic intellect. A true philosopher, a Da Vincian cosmologist, he is
an artist who deserves to be much better known in Canada and abroad. The
day ended with dinner at the Curnoes' apartment, where I met his wife
Sheila and their first child, Owen, who was only a few months old.

I returned to London often during the sixties, especially in 1968 when
choosing works of the eleven artists who were represented in the exhibition
The Heart of London (the title was taken from a painting by Curnoe, as well
as Jack Chambers's The Hart of London): John B. Boyle, Jack Chambers,
Greg Curnoe, Murray Favro, Bert Kelly, Ron Martin, David Rabinowitch,
Royden Rabinowitch, Walter Redinger, Tony Urquhart and Ed Zelenak. The
catalogue entry on the painting The Heart of London for the retrospective
Greg Curnoe, which I organized for the National Gallery of Canada in 1979-
1980, summarizes the intentions of the earlier exhibition (Curnoe 91-92),
which aimed to convey the originality and vitality of this artistic milieu
through significant works by a limited number of the many artists active in
London. When I think back on the London scene of the sixties, what strikes
me most is how all the artists there were proud of where they lived and of
the institutions they had created and ran. Each had his own well-defined
individuality and evinced a deep-rooted conviction that artistic creation
was absolutely essential to his life. Yet, none of them tried to impose his
stylistic preferences on the others. I owe a great deal to that milieu. In my
career as a curator, I have always sought to define my professional goals and
clarify my ideas with a strength of conviction equal to theirs. Whether I
have succeeded is for others to say.

I went back to London often until mid-1979. By then, much had changed.
Some artists left for Toronto and New York; others came to take their place.
But the level of energy remained constant. Most of my sallies into the
London art scene had Curnoe's studio as their focal point, but he was always
quick to draw my attention to what other artists were doing and encourage
me to visit their studios and see their exhibitions. His advice was always
beneficial, and I was time and time again delighted by his intellectual
curiosity and by his extraordinary openness to everything around him.

In 1968, Curnoe set up his studio on Weston Street. This too became a
meeting place for artists, a forum for lively and animated discussions on a
host of subjects. It was also the starting point for the first expeditions of the
Association for the Documentation of Neglected Aspects of Culture in
Canada, which was officially founded in Saint-Éleuthère, Kamouraska
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county, Quebec, in August 1971.31 had invited Greg and Sheila Curnoe and
their children to spend a few days in Saint-Éleuthère, where I was born and
spent my first seven years, so they could in turn get to know my part of the
country. My family had lived over the general store my grandfather founded
and built. As I look back on it today, it must be that over the years I re-
experienced, in Greg Curnoe's studio, something of the atmosphere I knew
as a child in the late 1940s at the Magasin Théberge, when the village sages
came to sit in a big circle near the spittoons to talk and talk and talk, of
provincial politics mostly—Duplessis was on everyone's mind!

A detail confirming this vivid impression comes back to me as I write. In
Curnoe's studio there was a Windsor chair exactly like the ones at the
entrance of the Magasin Théberge that the assembled coterie sat in during
those evenings of impassioned discussion. I even seem to recall Curnoe's
studio having a clay spittoon. But I dare not ask him whether it's true, for
fear of shattering even the least part of this modest "past recaptured."

Postscript
This was written in March 1992, and I sent a copy to Greg Curnoe. He later
told me he was flattered by it. "As far as I'm concerned," I said, "it is not
flattery but the plain truth."

In March 1993,1 went to London to visit Sheila Curnoe and to see the studio
again. The Windsor chair was there, but I forgot to look for the spittoon.

NOTES

1 Translated by Donald Pistolesi, Montreal Museum of Fine Arts.
2 Curnoe had not exhibited in Toronto during 1965, and his first solo exhibition at the

Isaacs Gallery in Toronto did not take place until November 15-December 5,1966, after
my first visit to his studio.

3 See "The St-Éleuthère Manifesto" (in collaboration with Greg Curnoe) in La Revue de
l'Association pour la Documentation des Aspects Négligés de la Culture au Canada, vol. i,
no.i (December 1974): 1.
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Canadian Native Literature
and the Sixties
A Historical and Bibliographical
Survey

I. "Native Literature in the Sixties?"—Stating a Dilemma

H.L.: I was asked to contribute to a book on Canadian literature in the 1960s, put
together by somebody here at UBC. . . . And I looked at my sources, and I said, "I
can't, because in the 1960s there was no, or hardly any, Native fiction or poetry or
drama . . . "
H.A.: No, there was no literature! Native people were not at all at that level of
concern. We were still in the ghettos, and we were still concerned with issues of
bread and butter on the table. You cannot talk about culture or literature when
you are hungry. So, there was no way! I had tried it, and I would only get insulted
from my own people. So, there was no way that we would talk about literature at
all. We were just not there! (Adams, "Interview" 137)

The quotation above is from a conversation with the Métis scholar, writer
and activist Howard Adams, recorded on October 10,1990 at his home in
Vancouver. It demonstrates not only Adams's dilemma in 1964 after his
return from Berkeley as the first Métis to hold a doctorate, but also my
dilemma in writing this essay. The more I looked at the task before me, the
more I came to realize how nearly literally Howard Adams's words would
have to be taken.

II. The Setting: A Legacy of Colonialism and Ethnocide

But our greatest wound was not of the flesh but in spirit and in our souls. We
were demoralized, confused and frightened. (Chief Dan George 19)

The 1960s were indeed "bread and butter" years for Canadian Native people,
both in the physical and in the ideological sense. Confronted with stifling
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conditions, Native people struggled hard to retain/reclaim their identity.
While there were incidents of remarkable hope and "progress" in the rela-
tions between Native and non-Native, there were also failures, and the
period is marked by contrasts and internal conflicts, as a few examples may
serve to demonstrate.

As "late" as the winter of 1957/58 fourteen Inuit people died of starvation
in the North of Canada, but, as "early" as 1958 John Diefenbaker appointed
Jim Gladstone (Blood) as the first Indian senator (Dempsey 164), at a time
when Indians and Inuit people did not have the right to vote. Two years
later, franchise followed on the federal level (and for the Inuit in 1962), but
Alberta and Quebec did not implement provincial franchise for Indians
until 1965 and 1969 respectively. While the Canadian Bill of Rights was
passed in 1960, Indian women continued to lose their Indian status on mar-
rying a non-Native husband, while Native men upon marriage extended
their Indian status to the whole family, including non-Native wives.' In 1962
Norval Morrisseau and other Native artists won national recognition in
Toronto, while in Saskatchewan in 1963 Métis people were forcibly driven
off their road allowance settlement near Yorkton, in the last of many Métis
dispersals (Campbell, "Interview" 45), and in Glaslyn, Saskatchewan, white
citizens beat to death a young Saultaux Indian for camping on "their"
sportsfield. The sixties abound in such contrasts as do our own times, and
many Native adults today recall with bitterness the ordeals they endured. So
does Beth Cuthand in her narrative poem "Four Songs for the Fifth
Generation" (39-45), where the voice of the third generation is that of a
Native woman who grew up in the sixties.

It was 1960
when dad and mom
got the vote.

All us kids got copies of Canada's
'Declaration of Human Rights'

and took them home
and put them up
all over the walls.

Yeah, that was a great day
for Canada

'Oh Canada
Our true north strong and free.'

We moved south when I was ten
to a town with sidewalks
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and running water
and a playground with a pool

not a lake
'Hey Injuns! Yer not allowed

in the pool.
You'll get it dirty,

dirty'. (42)

Through most of the sixties the brutal policy continued of removing
Native children from their communities and educating them in residential
schools. Amongst the results of this ethnocidal practice was the physical,
linguistic, and spiritual alienation of three generations of Native people
from their own homes and families. After three generations of not having
had the privilege to grow up in a family situation, many individuals today
are reduced to a status of confusion and shame, the effects of which are felt
daily in Indian urban ghettoes and on skid row throughout North America.
Colonialist "de-education" left the majority of schooled Natives literally
speechless. Native writing reflects this process.

The current lack of Native scholars with graduate degrees in literature
(or, indeed, in any subject) is the result of the residential school system,
which was certainly not designed to prepare Native children for university.
The de-education practice was based on an 1880 amendment to the Indian
Act of 1876, still upheld by the Indian Act of 1951, by which "any Indian
obtaining a university degree would be automatically enfranchised"
(DIAND 61). "Enfranchisement," one of the key issues of all Indian Acts and
amendments, is a euphemism for loss of Indian status. Very few individuals
chose to pursue a higher education under these conditions, even if their res-
idential schooling had enabled them to. For example, in 1958, Bill Asikinack,
today a professor at the Saskatchewan Indian Federated College, was the
only Native student in teachers college in Ontario from where he graduated
in 1962. Howard Adams for years denied his Native background, passed as
white, and in the sixties went to the United States to receive higher educa-
tion from Berkeley. It was in California that Adams experienced his "politi-
cal awakening," which later turned him into the most active and vocal Métis
leader in Saskatchewan,

The more I became involved, the clearer colonialism became. I was very moved
when I heard Malcolm X speak to the students about black nationalism.
Afterwards, I wanted time to think of the beautiful things he had said. The ideas
he expressed about black nationalism were so important that I could not put
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them out of my mind. I kept trying to put them into the Indian/Metis situation at
home. Nationalism seemed to be the spirit that motivated the black people to a
new sense of pride and confidence. Like the black people, I began to reject my
feeling of inferiority and shame, and to become proud of my Indian heritage and
Native nation. In Berkeley I read everything I could find on Métis and Indians of
Canada. I spoke with pride of my Indian heritage. By the time I'd finished my doc-
torate I was anxious to return to Canada and particularly to Saskatchewan where
I would be at home among Métis people. (Adams, Prison 153)

Like language and the oral tradition, Native religious lifeways are tied to the
land. Traditionally, Native religious ceremonies are unalienable parts of
everyday life practices, not restricted to certain edifices, days of the week,
relics, artifacts and so on, but a whole way of conducting one's life. Such
religions cannot be destroyed unless lifeways are changed and other beliefs
are forcefully put in place. Amendments to the First Indian Act were
designed to help missionary efforts at destroying Native religious identities,
and an 1884 amendment forbade the celebration of the Potlatch and the Sun
Dance. The 1951 Indian Act lifted these bans. While most ceremonies had
continued underground in clandestine meetings, the many years of prohi-
bition did impede their scope. In the 1960s Native people began gradually
to overcome the effects of these bans. Early writings by Native authors are
often attempts to reclaim what had been made to vanish (Johnson 1911;
Robinson 1956; Clutesi 1967; 1969; Spradley/Sewid 1969).

III. The Sixties Between Reform and Revolution

She also told me about a local group called Native Alliance for Red Power (NARP)
. . . and when I read their first issue it sounded pretty good to me . . . sort of an
anti-White culture thing along with a demand for Red Power. They also wrote
about their first demonstration, which was against religious, mainly Catholic,
schools. They called it "cultural genocide" and objected to schools not allowing
Indians to speak and be taught in their own languages. (Maracle, Bobbi 132)

In the late fifties and early sixties Diefenbaker's populist politics appealed to
large sections of Western and non-establishment Canadian voters. Jim
Gladstone's appointment to the senate extended this appeal to many "pro-
gressive" Native people, and franchise for Status Indians and the
Declaration of Human Rights in i960 looked like further steps towards rely-
ing on the support of Native citizens. From the start, many Native leaders,
especially conservative treaty Indians, were wary of the right to vote for
Indians, fearing that it might constitute a decisive step towards assimilation
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because it meant the relinquishment of treaty status and the unilateral
imposition of civil rights (and duties) on Native peoples. Such fears were
not ill-founded. In 1953, the American Congress had passed House
Concurrent Resolution 108, better known as the "Termination Act,"
designed to assimilate all Native Americans into the melting pot, by using
privatization of Indian reservations and termination of all special rights and
privileges guaranteed to Indians by the BIA (Bureau of Indian Affairs).
Native Americans soon came to call this devastating act to destroy tribal
structures the "Extermination Act," and they fought a long struggle against
it, until the Nixon administration halted the erosion in the seventies.
Canadian Natives feared the beginning of a similar development in Canada.
In 1968/69 the liberal federal government under Prime Minister Trudeau,
with Jean Chrétien as the head of the Department of Indian and Northern
Affairs (DIAND), conducted a series of consultations with Native leaders
who voiced their concerns, especially with regard to land title, treaty rights
and cultural self-determination. But policy had already been unilaterally
determined before talks even began. When the federal government in 1969
published its White Paper, and Jean Chrétien publicly called for a dissolu-
tion of his own department, Native leaders were appalled and protested this
initiative, which advocated almost an exact replica of the Termination
Policy in the United States sixteen years earlier. It called for a repeal of the
Indian Act and an end to "the federal responsibility for Indians and termi-
nating their special status." In the DIAND's own words,

. . . the government hoped to abolish what it deemed the false separation
between Indian people and the rest of Canadian society.

What the government had not fully understood was the value Indian people
placed on their special status within confederation and on their treaty rights. The
Indian Act thus revealed itself to be a paradox for Indian people. While it could be
viewed as a mechanism for social control and assimilation, it was also the vehicle
that confirmed the special status of Indians in Canada.

So vehement was the negative reaction of Indian people and the general pub-
lic that the government withdrew the White Paper. Ironically, the new policy had
served to fan sparks of Indian nationalism. (DIAND 87-8)

The government recalled Indian agents from the reserves and started fund-
ing Native organisations directly. This decisive latter move helped to divide
Native groups into those who were funded and respected by the govern-
ment, and those who rebelled and lost good standing with their colonial
grantgivers. It is true, however, that the response to the White Paper helped
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encourage already existing tendencies towards Native cultural nationalism.
The "winds of change" fanned Canadian Indian politics.

Harold Cardinal's The Unjust Society (1969) is a seminal book for Native
cultural nationalism. It was written and published in direct response to
Chretien's White Paper, and the title ironically reflects Prime Minister
Trudeau's vision of a "just society" for Canada (17, 28, passim). Cardinal
states that "Indian people are now impatient with the verbal games that had
been played" (11). He hopes in his book "to point a path to radical change
that will admit the Indian with restored pride to his rightful place in the
Canadian heritage . . . and find his place in Canadian society" (2). The latter
statement is typical of Cardinal's approach. It is an angry, powerfully ver-
balized, and poignantly argued attack on dominant culture's treatment of
Canadian Native peoples. The book contains an abundance of illuminating
and pertinent passages on education, Indian identity, the relationship to the
land, and on the cultural and political conflict between Christian priests
and Native medicine people. His observation that missionaries and church-
men have supplanted medicine people and elders, thus utilizing the elders'
power for the colonizer, has lost nothing of its actuality. Maria Campbell
drew attention to this fact twenty years later (Campbell, "Interview" 47).

Cardinal amasses a great number of cases where the government and its
colonizing administrators have wronged Native people, and his book was a
consciousness-raiser for many Native and non-Native readers. But it remains
a response to existing conditions rather than proposing fundamental changes
or radical action. Like Howard Adams in the interview quoted, Cardinal
states that even political action for the impoverished is a "bread and butter"
issue: "If Indians have money they must buy food and clothing first" (114).

Cardinal argues for joint action and says that Indians must organize (97),
but at the same time he says, seemingly without much regret, that

[t]he deep division between registered and nonregistered Indians could not be
bridged. The Métis or nonstatus Indians also were in the process of attempting to
organize. However, their problems and consequently their aims were markedly
different from those of the registered Indians. Provincial governments hold
power over the Métis. The federal government ruled the status Indian. Treaty
Indians feared association with the Métis would jeopardize their relationship with
the federal government and, more importantly, endanger their treaty or aborigi-
nal rights. (109-10)

Unlike Howard Adams in his analysis of internal colonialism in Canada,
Prison of Grass (1975), Cardinal does not identify colonial imperialism, let
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alone capitalism, as the main enemy, but rather the hypocrisy of white rulers
who speak with forked tongues across what he calls the "buckskin curtain."
While perceiving parallels with the struggle of Blacks in the United States,
he is not calling for international solidarity with Third or Fourth World
peoples around the globe, but rather limits his analysis to the relationship
between registered Indians in Canada and administrators, priests, politicians,
and educators who deny Natives access to the resources they were promised
in the treaties. Even some of Cardinal's case studies, fictional or real, tend to
uphold the colonial give-and-take relationship rather than advocating polit-
ical radicalism. Cardinal quotes an anonymous "young chief" who rejects
being on welfare, because he wants to be a free man. The young chief ends
his statement by pointing out that Natives have enough natural resources,
and then he asks the colonizer for a different type of handout,

Why does the government not send us men who would come to teach us the
skills we need to survive in the ways of the white man? . . . Instead of sending us
welfare, why does the government not send us the money to develop the
resources that we have here so that people can make their living from these
reserves? (63)

This is a plea for administrative reforms to extend the niche provided, at
least on paper, for registered Indians within Canadian society. Harold
Cardinal's later book, The Rebirth of Canada's Indians (1977) remains similar
in style and approach. When compared to later texts by Adams, Armstrong,
LaRocque, Campbell or Maracle, the limits of the reformist approach in The
Unjust Society become obvious.

Besides official government measures like the White Paper directly per-
taining to Native peoples, there were external influences affecting
Native/non-Native relations in the sixties. The impact of the Civil Rights
Movement began to be felt. In 1964 Ontario finally repealed the law requir-
ing the segregation of Black students in provincial schools, a practice that
had long been discontinued. A year later, 2,000 Civil Rights marchers,
including many politicians and officials, protested in front of the American
Embassy in Ottawa. Lincoln Alexander, the first Black Member of
Parliament, was elected in 1968. In the process, white liberals came to realize
that race relations in Canada were not so much better than in the United
States.2 Instead of blatant discrimination there was a general neglect of
Native people and their plight. Student activists attempted to implement in
Canada the civil rights tactics developed in the Southern States, and in the

173



summer of 1965 ten students from Toronto and Saskatchewan moved onto
Indian and Métis communities in Saskatchewan as part of the Student
Neestow Partnership Project to learn more about conditions there and to
support the Native struggle for self-determination (Dobbin 226).

However, there are also major differences between Natives in Canada and
Blacks in the United States. Both suffer from colonialism, but they have dif-
ferent histories, a different relationship to the land, and most importantly,
they differ in numbers, in cultural diversity, and in their degree of urban-
ization. Nevertheless, the more radical political leaders emphasized the par-
allels and called for the solidarity of all Third and Fourth World Nations,
seeing reservations and urban ghettos as internal colonies involved in the
international anti-imperialist struggle for decolonization. As the Civil
Rights Movement was radicalized in the Black Panthers and the most active
student organizations, so were some groups of Native people in Canada,
especially the Métis of Northern Saskatchewan, who share a tradition of
political activism closely connected to the names of Jim Brady and Malcolm
Norris (Dobbin). Many young Native people felt attracted by the activism
and insights of radical students and political leaders, while others followed
the drift towards depoliticization and escaped into the fringes of the hippie
subculture. West Coast Métis author and activist Lee Maracle relates, in
her autobiography Bobbi Lee: Indian Rebel (1975), how, for a time, she went
through this process herself, and Jeannette Armstrong (Okanagan),
describes the development in great detail in her novel Slash (1985).

In the late sixties George Ryga's play The Ecstasy of Rita Joe, first staged
in Vancouver in 1967, played throughout Canada in the following years,
became a general consciousness-raiser, not only for white audiences, but
for many Native persons as well, who for the first time witnessed how a
sympathetic non-Native author addressed their situation in public. The
play demonstrated that Native actors could successfully play on mainstream
stages, and that urban Indians could, indeed, be "news." For many young
Native people seeing Ryga's play became an incentive in their struggle
for their humanity. By the end of the sixties Native people in Canada were
no longer invisible or inaudible. Gradually, like Harold Cardinal, they
started to articulate their demands and to express their cultural identity in
writing, using English as the lingua franca of pan-Indian and intertribal
communication, and as the appropriate medium to reach the Canadian
majority at large.
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IV. Oral Traditions and Life Histories
I'm not a lawyer, I'm not a politician. I'm a storyteller. I've always been a story-
teller . . . This is probably the only contribution I can make to my society: to be a
storyteller, and to defend the authentic Native voice, to speak up for the Trickster.
To tell people: "Keep your hands off! If you want to hear stories then you come to
me. And you go to my grandmother or my grandfather." (Keeshig-Tobias 83-4)

In his introduction to the 1961 republication of E. Pauline Johnson's Legends
of Vancouver (originally 1911), Marcus Van Steen writes about the Mohawk
poet and her West Coast mentor, Chief Joe Capilano: "they both came from
the proud but warm-hearted race of our first Canadians" (vi). He addresses
the collection in the same vein,

None of these stories, as they appear here, can properly be classified as folklore.
There is more in them of the sophisticated artistry of Pauline Johnson than of the
simple imaginings of a primitive people. But the folklore is unmistakably there, lov-
ingly embellished, almost transformed by the word skill of the Mohawk singer, (vii)

In their condescension, Van Steen's words are symptomatic of the early
1960s. More than thirty years later, it seems superfluous to criticize Van
Steen in detail, because phrases like "our first Canadians [emphasis mine],"
or "simple imaginings of a primitive people" reveal themselves for what
they are: as not only racist, but also factually wrong. When Lee Maracle read
the book recently, she lauded E.P. Johnson for not embellishing but retain-
ing the voice of Joe Capilano without transforming it:

She was true to his voice, the beautiful language that he used in English. . . . Our
great-grandmothers and great-grandfathers, really did speak English very well in
the beginning. The residential school robbed us of both languages. Those who
didn't go to residential school had no problem learning English or speaking
English. . . . (Maracle, "Interview" 171)

In the sixties, after half a century of paternalist domination and ethnocidal
education, Native people in Canada had become literary mutes: "The decades
between the First World War and the 1969 government White Paper on In-
dian policy was a barren period for native writing in Canada" (Pétrone 95).3

Instead of articulating themselves on the printed page, mainstream culture
spoke in their place. While the oral tradition had been carried on in Indian,
Métis and Inuit communities in the aboriginal languages as well as in English
and French, its situation in the sixties presented a dialectic. While some saw
(and continue to see) its function as being the residue and bearer of tradi-
tional cultures not accessible to the colonizer—thus, not to be published in
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order to protect it for Native people—others would like to see it in print to
preserve it from being lost, since it is always only "One Generation From
Extinction" (Johnston, "One Generation" 10). In the sixties, however,
Native authors/storytellers did not have enough access to publishing to even
attempt the latter process. If Native stories saw print at all, it was either in
collections of "Indian Tales" written and/or edited by non-Native ethnolo-
gists, hobbyists or literary scholars, or as "autobiographies," which were,
more often than not, retold and extensively edited by non-Native ethnolo-
gists or friends. This pattern of literary domination did not begin to change
until very late in the decade.4

George Clutesi's Son of Raven, Son of Deer: Fables of the Tse-shaht People
marks 1967 as the beginning of contemporary writing by Native authors in
Canada. It is a collection of tales, of translated poems from the Nootka oral
tradition, and of illustrations by the author. In his introduction Clutesi
himself, rather than a non-Native, explains the origin and objectives of his
collection. He illuminates the didactic function of traditional Native story-
telling by opposing it to the often nonsensical "message" of European nurs-
ery rhymes. His style is often self-consciously literary. The poems, mostly
unrhymed, use repetitions, onomatopoeia and other rhetorical devices.
Native names and terms, and a whole stanza in Nootka (Wakashan), mani-
fest the linguistic identity of the author's people on the printed page and
demonstrate his pride in Nootka cultural heritage. As a descendant of a
Sheshaht lineage of chiefs, George Clutesi was an official storyteller, and the
book is an extension of his traditional function.

Like so many Native authors5, Clutesi was a multi-talented artist. At the
Montreal Expo, he painted a mural and presented a poem in English which
proudly depicts the cultural practices of his people, moving from the paint-
ing of petroglyphs to the carving of totem poles and culminating in the
ideal of being a strong provider,

In the beginning he merely marked
Then he incised on rock.
Later he carved on wood to paint and colour with rock and roe.
He believed in a God; he aspired to a generous heart.
Asked for strength of arm, a true aim for his bow.
To provide and share with his fellow man. (125)

Alliterations and irregular rhymes follow conventional literary patterns to
extol the art and values of his culture before colonization. As such, the
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poem stands in line with similar ones, like "The Red-Man," written much
earlier by the Canadian Iroquois exile in Britain, Frank Prewett, or like "I
am the Redman," written a decade later by Duke Redbird. Clutesi's poem
ends with an assertion of sovereignty and equity, and the tradition of shar-
ing that reached its greatest manifestation in the Potlatch tradition of the
West Coast nations,

With all the powers at hand,
A great potlatch he would now command.
To bid you: "Come, enter and share with me."
A rich cultural inheritance is his indeed. (126)

The importance of Clutesi's collection for the development of Native litera-
ture in Canada can be assessed better today than when it was published over
two decades ago. Since then Native tales have been collected and published,
from the West Coast (Schwarz), from the Crée (Ray/Stevens; Brass), the
Inuit (Nanogak; Metayer), the Ojibway (Johnston), and from other Native
nations. Clutesi was the first to collect stories and write them down as a
Native storyteller, and to write an introduction explaining their function to
non-Native readers. It was not until twenty years later that Alexander Wolf
achieved a similar degree of self-determination with Earth Elder Stories
(1988). With his conscious effort to preserve his heritage for future genera-
tions, and to share with a general public by publication, Clutesi was ahead
of his time.

Next to tales and myths from the oral tradition, Native autobiographies
are the most widely published type of early Native writing. Gretchen M.
Bataille and Kathleen Mullen Sands in their study American Indian Women
Telling Their Lives distinguish between oral and written autobiography, each
with varying degrees of non-Native participation. According to Bataille and
Sands, autobiographies based on an oral original may be separated into the
"ethnographic" and the "as-told-to," depending on the scholarly interest or
personal empathy of the collectors. It is characteristic of early Native auto-
biographies that they are not really autobiographies in the true sense of the
word, but depend heavily on outside collaboration with non-Native
recorders, translators, co-authors, writers and/or editors.

Nuligak's autobiography, I, Nuligak, the life story of an Inuit from the
Mackenzie Delta area, is based on a manuscript in Nuligak's own hand, but
it is not clear how "true" to the original the published version may be.
Following an underlying traditional mythic structure (McGrath 102,103),
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the life-history was originally written down in Inuktitut some time before
1956. The manuscript was then handed over to missionary Maurice Metayer
for translating and editing. The English translation (from the French)
appeared in 1966. It stands as the first in a long tradition of Inuit autobi-
ographies that were published throughout the seventies and eighties relying
on non-Native collaborators like Dorothy Eber, Maurice Metayer or Gerald
Deagle and Alan Mettrick, the lawyers of Anthony Apakark Thrasher. Later,
in the eighties, Inuit editors and publishers assumed the function of collab-
orators and began publishing bilingual, tri-typographical oral autobiogra-
phies by Inuit elders, in English and Inuktitut, using syllabic and Roman
orthography. Besides recording the adventures and exploits of the author, I,
Nuligak also contains two poems, one of them in a bilingual Inuktitut-
English version (171,185). Appendices include Inuit sagas and a treatise on
the igloo. The autobiography is a record of Nuligak's life and an ethno-
graphic source of information about the Inuit hunting, fishing and gather-
ing culture, as well as a historiography of their gradual colonization and
dependence on sedentary life at mission stations and trade settlements.

By contrast, another well known autobiography of the late sixties, James
Sewid's Guests Never Leave Hungry: The Autobiography of James Sewid, a
Kwakiutl Indian, is not based on a manuscript by Sewid, but was composed
from taped conversations, structured interviews, a daughter's scrap book,
psychological tests and the participant observation of James P. Spradley,
who is listed as the author. Written in the first person singular, the text
appears to convey James Sewid's own voice, but because of the context of its
production, the book reflects a colonial discourse in which James Sewid
remains the observed object, studied and interpreted by the ethnographer
as subject. In his introduction, Spradley explains the objectives and meth-
ods pursued, and in his final evaluation he explores Sewid's adaptation to
culture conflict. Sewid's own objective for the book was neither literary nor
ethnological, but rather political and cultural: to set an example and to
reach readers he would not have been able to approach personally (260).
Similar to Clutesi's books, the text documents the pride in being able to
share. Sewid is a chief raised in the tradition of the Potlatch and the impor-
tance of titles and lineage. As a personalized and regional historiography,
the text follows West Coast Native cultures from the times when the "big
do," the Potlatch, was still banned, to the time of rebuilding a culture
almost destroyed by missionary impact. Throughout, Chief James Sewid
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insists on the equality of both cultures and the necessity to be "progressive,"
that is to be successful in the mainstream. The older he grows, however, the
more deliberately he returns to, and rejuvenates, Kwakiutl culture. His
return culminates in the erection of a big house and the establishment of
the Kwakwala Arts and Crafts Group. Gradually, as one reads the text, the
initial object-subject relationship, of which one is almost painfully aware in
the beginning, seems to be reversed and in the end James Sewid reveals
himself as a strong personality, an ambitious entrepreneur, a leader of his
people, and a social worker who dedicates his life to the improvement of
Native/non-Native relations, based on a pride in Kwakiutl heritage that
allows his people to face the dominant society without fear.

How to face the dominant society and how to survive in it are questions
underlying most Native autobiographical writing of the seventies, the
decade in which this genre became the most prolific one in Native literature.
Some texts were true autobiographies (Tetso 1971; Boulanger 1971), while
others were edited by non-Native specialist James R. Stevens, and contained
oral history and "folk tales" (Kennedy 1972; Redsky 1972). Autobiographies
relating the contemporary struggle for survival in urban and rural Canada
appeared both as results of collaboration with non-Natives (Pelletier 1973;
Maracle, Bobbi Lee 1975) or were written by the subjects themselves (Willis
1973; Campbell 1975). Many of these texts had their origins in the 1960s and
earlier, but it needed the rebirth of nationalism and ethnic pride, inflamed
by political anger, to arouse larger public interest and to set the first Native
bestseller in motion: Maria Campbell's Halfbreed still stands as a seminal
work, setting a standard against which all later Native autobiographies are
being measured, both in literary and political terms. The examples of
Nuligak, Sewid, Campbell and others indicate that Native writing in Canada
developed according to a pattern outlined in the United States some years
earlier, with an ever increasing number of Native persons acting as authors,
collectors, editors, and publishers.

V. Literature as Assertion of Ethnic Continuity

. . . the language changes from place to place. But also, in the country you live in,
the past is always there. The voices, even if they are 5,000 years old, a million
years old, are there. But when you leave that place, and you come to another
place, then it must be harder to be able to hear those voices. (Campbell
"Interview" 63)
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Towards the very end of the sixties, Native authors began producing texts
that went beyond the more traditional forms of "myths and fables," politi-
cal oratory, or life histories. With these texts they moved into the area most
easily recognized as "literature" (belles lettres) in a conventional
European/Eurocentric sense. Often, poetry and prose fiction are direct
results of a growing pride in Nativeness, and contents and message reflect
the process of growing socio-political and cultural emancipation of Native
people in Canada (Lutz 1995b).

Kent Gooderham's I Am An Indian (1969) reflects the very beginning of
this process, marking an initial step. It is the first anthology of Native litera-
ture published in Canada, and in most aspects it still follows the "colonial"
pattern: the editor is non-Native, the majority of texts are historical, either
from the oral tradition or sections from memoirs and biographies. Approxi-
mately fifteen authors are non-Native, seven are Indians from the United
States, and of the remaining fifty or so texts by Native people from Canada,
only about twenty are contemporary, including recorded speeches, (parts
of) memoirs, newspaper articles, historical sketches, Buffy Sainte-Marie 's
song "Universal Soldier," and about ten poems.

Poetry was and still is the most predominant genre used by Native
authors and other People of Colour in North America. In the case of Native
authors, this may have to do with structural affinities between poetry and
certain ritualized forms of oratory. More generally, however, the phenome-
non is related to the "bread and butter" issue addressed earlier, that is, for a
person preoccupied with economic survival, writing a short poem may be a
more feasible undertaking than the sustained and costly effort of writing a
full-length novel or drama. Some poems are spontaneous reactions to daily
experiences, such as the sadness expressed in Amy Marie George's
"Damian" over having to surrender a baby to hospital (A.M. George 20-21),
or Saul Terry's comical "Coming of Age" of a bullfrog (Terry 39). Because of
the collective trauma experienced by Native people, the majority of authors
lament the loss of lives, land, language and religion in their poems. Some
texts contain both nostalgia for a past seemingly forever lost, and hatred for
the European settlers who caused that loss. Others go beyond "the lament"
and derive strength for the future from pride in the past.

The rejection of dominant society is also the most striking feature of
songs of protest sung in the sixties by Native performers Winston Wuttunee,
Alanis Obomsawin, Buffy Sainte-Marie, and Willie Dunn. Throughout
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their careers, singers Sainte-Marie, Obomsawin and Dunn have remained
active supporters of the Native struggle for self-determination. Born at
Piapot Reserve in Saskatchewan in the forties, Sainte-Marie was adopted
and raised in the United States by a part-Micmac family. Her songs "Now
that the Buffalo is Gone" and "My Country 'Tis of Thy People You're Dying"
personally address the dominant culture as a collective "you," exposing the
hypocrisy of white politicians, educators, and missionaries. By singing out
the names of places, historical individuals and Indian nations involved, Buffy
Sainte-Marie evokes memories of concrete political and military incidents,
and of fraud and deceit in the relations between Native and non-Native. "My
Country . . . " is a detailed and historically charged overview of Native
American history, stating that the white man is now killing the land itself.
"Now That the Buffalo Is Gone" attacks the hypocrisy of Uncle Sam who
left nothing to the Indians after having conquered them and killed off the
Buffalo, while, after having defeated Nazi Germany, he left Germans "their
pride and . . . left them their land" (which by the way is not quite correct).

In Native poetry and songs of the sixties, the greed of the white man and
his aggressiveness are addressed in pictures of bearded men (Williams 36),
missionaries, exploiters and developers who strip the land (Dunn "O Canada"),
cut down trees (Oppenheim 38-39) and dam rivers (Buffy Sainte-Marie;
Redbird, "Beaver" 97-99). As in many texts and songs by people of colour
and anti-establishment activists, a major attack is launched on the national
symbols of the United States and of Canada. Willie Dunn sings "I pity the
country," and he ends one of his songs to the tune of the Canadian anthem
with "O Canada." Buffy Sainte-Marie, referring to the United States, sings of
the "blue, white and scarlet hypocrisy" and "the eagles of war" that were never
anything more "than carrion crows; / Pushed the wrens from their nests,
stole their eggs, changed their story" (Sainte-Marie, "My Country" 166).

While some poems or songs nostalgically evoke the memory of a better
past for Indians (Rowland 80), Willie Dunn follows the tradition of hon-
ouring historical heroes by writing songs about them—a tradition that is
ongoing even in modern pow-wow music, where "honouring songs" are
sung to remember and praise special individuals. In his song "The Carver"
Willie Dunn honours the West Coast artist Mungo Martin. He remembers
the many Native children who lost their lives trying to escape from boarding
school, in his moving song about little "Charley Wenjack," who froze to
death under the Northern lights, asking fearfully "Is that the great Wendigo,
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come to look upon my face" (Dunn "Charley Wenjack"). In his song to
honour Louis Riel, Dunn elevates the Métis leader to quasi-apotheosis, fol-
lowing a pattern established earlier in French Canadian drama and Métis
folk traditions (Klooss I4iff; Mossmann 237-9). Other honouring songs are
about Crazy Horse (Lakota), who defeated Custer, and Crowfoot
(Blackfoot), signatory to Treaty No. 7. Such songs and poems derive
strength and encouragement from their celebration of heroes of the past
who dedicated their lives to sustain their people.

The greatest source of encouragement, however, are the earth and the
natural creation. Native poetry often establishes a spiritual relationship
between Native people and their surroundings, with "All My Relations" as
the Lakota say at the end of their prayers. Authors present individuals as
surrounded by the tangible and intangible aspects of a homeland which holds
the spirits and the bodies of their ancestors, and of which Native people are
and will remain physical and spiritual parts themselves. Shirley Daniels
expresses this identity with and through the land in her short poem "Drums
of My Father," which forms the "Epilogue" to Gooderham's anthology,

A hundred thousand years have passed
Yet, I hear the distant beat of my father's drums
I hear his drums throughout the land
His beat I feel within my heart.
The drums shall beat, so my heart shall beat,
And I shall live a hundred thousand years. (196)

Shirley Daniels belongs to the Ojibway (Anishinabeg), for whom the Midé
drum is intricately tied in with religious practices. A traditional
Anishinabeg poem, "The Sky Clears" (136), states that the sound of the
Midé drum causes the sky to brighten up and the water to be calm for the
one who carries the drum. Added to the mythical and geographical dimen-
sions addressed in Daniels' poem, "The Sky Clears" also expresses the
notion that the drumbeat attunes the heartbeat of all people to the pulse of
the land.

Native writing addresses again and again an almost physical relationship
to the Earth, and this relationship is older than the New Age or present eco-
logical concerns about our Mother Earth. It has existed for ages, as a deep
conviction and experience, and it permeates all Native epistemology and
life practices. It finds expression in Phil George's "Old Man, the Sweat
Lodge" (68-69), m v- Rowland's despairing "The Spirit Trail" (80), and even
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in Mary Jane Sterling's "Thoughts on Silence" (37-38), where the isolated
poetic voice receives an encouraging message from birds singing and flying
overhead. When Willie Dunn sings "O Canada!/We sympathize with thee/O
Canada!/We stand on guard for thee," his statement entails more than a par-
ody of Canada's national anthem (Lutz 1993). It is an affirmation, in mod-
ern form, of an age-old Native traditional identification with the land which
sees Native nations as trustees rather than owners of territories. As Native
writers are aware (Cardinal, Unjust 24-25; Campbell, "Interview" 62-64 )>
this identification with the land transcends national boundaries and has
roots far deeper than any Euro-Canadian can claim.

Few texts of the late sixties are as consciously literary as Gordon Moore's
poem "The Spell of the Windego" (Gooderham) or George Clutesi's multi-
media novel Potlatch. Moore's poem treats a traditional topic, the luring
play of the northern lights, in a form that is reminiscent of E. Pauline
Johnson and Frank Prewett's poetry,

With trailing green and red between
And blinding yellow bars
We heed the tune of mellow moon
And dance beneath the stars. ( Moore 108)

Clutesi's prose sometimes follows a similar romantic vein,
. . . the myriad of live sparkling stars that floated upward on invisible surges of
air currents to effuse through the smoke-hole at the ridge of the easy sloping
plank roof. (11)

To me, Potlatch is the most remarkable Native text of the sixties. Of novel
length, the text combines formal oratory and poetry of the Nootka, trans-
lated/recreated in English, with varying narrative points of view that inte-
grate historiography, myth, ritual, drama and forms of short story. In his
prose style Clutesi seems close to Victorian conventions, whereas his multi-
media blending of various forms of presentation is in keeping with typical
sixties experiments. However, in the case of Potlatch, such blending of gen-
res and media seems rather an outgrowth of the multi-media tradition of
the Potlatch itself than an effort to follow the contemporary literary devel-
opment in mainstream, to which Clutesi seems to have had little access. In
general, the transcending of Western linear definitions of time, place, reality
and genre is characteristic of most Native Literature today. In its multi-
dimensional format, this early book by a male author already foreshadows
the development of a literary complexity reached in contemporary Minority
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Literature by such women novelists as Alice Walker, Tony Morrison, Gloria
Anzaldua, Leslie Silko, Maxine Hong Kingston, or Joy Kogawa and Louise
Erdrich (Karrer and Lutz, "Minority"). Often it remains unclear where the
border lies between illusion (created by the skilful use of masks, music,
lighting and dance in Potlatch rituals), and where the extra-textual "reality"
constituted by the text transcends Western notions of realism into the
supernatural or magic. This approach, in which the physical, the social, the
psychological and the spiritual blend into a complex reality far larger than
European notions of it, is characteristic of Native cosmology and traditional
everyday life practices. Potlatch, in its multi-generic discourse, reflects this
multi-dimensionality, and, quite in line with traditional Native practices,
explanations are not given, and events are described "as seen," without
ethnographic or literary omniscience.

The narrated time spans one full cycle of the moon, from crescent to
crescent, and the narrative depicts the celebration of one full Potlatch cere-
mony in a Nootka village before contact. Significantly, it describes a circular
motion, starting with The Short One's journey to visit the master canoe
builder (13), and ending after the close of the "Tloo-qwah-nah," with The
Short One watching "the last canoe move downstream and fade into the
mist" (186). The circular pattern is underlined by the roundness of grand-
mother moon. Such a circular, holistic structure is characteristic of many
Native novels today (Lutz "The Circle").

And so is the use of words and phrases taken from Native languages.
Code-switching has become a conscious literary device in much Chicana/-
o, Métis and Indian fiction and poetry today. The use of pocho, patois or
Native phrases in English texts "constitute literary strategies which subtly
express cultural conflicts through linguistic tensions" (Karrer and Lutz 25).
Clutesi's use of Nootka terms encodes Tse-Shaht linguistic and cultural
identity. Throughout the text, he uses the Nootka term for "potlatch,"
"Tloo-qwah-nah," but explains in the introduction,

Tloo-qwah-nah later came to be known as Potlatch by the early Europeans per-
haps because the Nootka verb Pa-chitle, to give, was often heard during these
festivities so naturally the early settlers mistook that verb for the name of the
feast. Pa-chitle is the verb. Pa-chuk is the noun and means article to be given.
Both words were used only when the articles were given in public such as at a
feast. (9-10)

The "Introduction" and the "Epilogue" tie Potlatch in with the present and
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the past. In his very first paragraph, the author admits that he attended the
last Tloo-qwah-nah as a young man, when it was still unlawful to hold
Potlatches,

Indeed his [Clutesi's] own kin was arrested for having staged such a Tloo-qwah-
nah. It is then with trepidations that this "eye-witness" account is given and it is
because of this lingering fear that actual names have been omitted. (9)

This matter of fact statement makes clearer than many "lament"-poems that
Native people and their culture exist under a colonial situation. Thus, the
"Introduction" marks the book as a defiant assertion of ethnic continuity,
both in cultural and political terms, and the "Epilogue" continues this
proud cultural nationalist assertion. "Chah-Mah-Dah, Heir Apparent of the
Tse-Shaht People," is a hymn or honouring song in the form of a poem,
extolling the virtues of a West Coast dignitary/noble, carefully raised for
chieftainship,

There was pride in the way he moved.
Slow and lazy, like the stream that runs deep.
There was no room for arrogance in his face.
It smiled to all men and also to nature.
When he turned, the color, the hue of his skin shone,
Like the copper in the light of a growing moon.
His sea-otter breech cloth glistened in the night.
He stood naked before his God, Creator of all men
He spoke with ease. There was no hurry. The night was long.
He need not say that he was kind, that he was good.
No need to tell that he was generous, truthful and honest too.
No boasts of arms so strong, of will power secure.
Long years of training, of bathing in the streams of a tarn;
Rubbing, kneading and scouring his limbs with the herb of yew.
From a child to manhood he was in commune with the Creator
He was a man, rooted to the earth. To mother earth.
He was Chah-ma-dah, heir apparent. . . .(187-188)

The strength of the heir-apparent comes from his careful training for the
position he is designed to hold. But it also comes directly from creation
around him, from bathing in the streams, and from using the sacred yew.
Most importantly, the land gives the chief identity and strength to share and
hold Potlatches: throughout the book there are passages of giving thanks to
the chief's lands and the over-abundance of food they provide to share with
all. Clutesi celebrates this identity in the seemingly conventional form of an
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English poem, but in his poem he still uses methods of the oral tradition;
thus pauses are indicated by spacing.

Almost two decades before the first Indian novels in Canada, and a year
before Markoosie's Inuit novella Harpoon of the Hunter, Clutesi's innovative
book is a textual monument commemorating the enormous communal
spiritual and material efforts which went into conducting a Potlatch, and it
celebrates the sophistication and the intricate relatedness of all participants
in the event. Similar to James Sewid's autobiography, Potlatch is a bold
assertion of West Coast culture and a gift to the readers. Thus, the novel is a
"Pa-chuk," a public gift-giving in itself, and while it is a literary creation,
Potlatch is also about literary creation and creativity—the Short One and
others are song makers and composers. For Clutesi, like modern Native
writers such as Jeannette Armstrong, Lee Maracle, Tomson Highway, Daniel
David Moses and many others, there seems no longer to be a contradiction
between traditional identitv and modern forms of expression on the written
page or the stage. Writing is merely a technological tool that can be used, just
as metal blades have superseded stone adzes in the creation of totem poles
and Big Houses. Clutesi's novels shows that by the end of the sixties Native
cultures began asserting themselves as alive and vibrant, and literature
became just one additional medium to express and celebrate this vitality.

VI. Still Voicing the Land

It goes beyond that. The Earth is also a teacher. (Johnston, "Interview" 232)

In Canada, more so than in the United States, Native people often continue
to live in the region originally called "home" by their ancestors. To this day
their attachment to the land remains essential to their identity as Native
persons. When asked ;ibout their sources of inspiration, contemporary
Native authors in Canada like Anne Acco (i3if.), Maria Campbell
("Interview" 49f.; Luiz 1995a), Tomson Highway (89f., 94f.), Basil Johnston
("Interview" 23if.,234f.), Lenore Keeshig-Tobias (84, 86), Emma LaRocque
(i8if.), and Ruby Slipperjack (2O3f., 2o6f.) named the oral tradition of their
people as the greatest influence. And the oral tradition is tied directly to the
region they come from. The land, in its tangible and intangible aspects,
remains the basis ol Native identity—it carries the "voice of the Mother," as
Maria Campbell explained ("Interview" 49f.).

Beth Cuthand's narrative poem "Four Songs for the Fifth Generation"
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(39-45) follows the development of Native/non-Native relations through five
generations. Retrospectively, it also reflects developments in the sixties—
quite bitterly, as we have seen at the beginning of this paper. The first stanza
starts with the voice of a great-grandmother who remembers the buffalo,
"but now they are gone"(39). There is a recurrent chorus listening to the
echo of pounding hooves, drums, and heartbeats in the land itself,

Drums, chants, and rattles
pounded earth and

heartbeats
heartbeats

Chants are sung and drums sound for dancers who pound the earth with
their feet just as the thundering hooves of the buffalo who "flowed like a
river/over the hills into the valleys" (39). Together they create a song on the
skin of the earth that resounds with the rhythm of drums and rattles, and
the song of the chanting voices of people surrounding the drum's circle.
They are all related through the earth.

The fourth generation in Beth Cuthand's poem are the young people of
today. One of them, the son of the "I" who grew up in the sixties, fearfully
asks his mother about the next generation of Natives in Canada, and the
chorus ties his question in with the unending cyclical time measured in
"pounded earth and heartbeats,"

When I grow up
will my kids
have to fight
for a place in the neighbourhood
too?"

Drums, chants and rattles
pounded earth and

heartbeats
heartbeats. (45)

NOTES

1 This practice was upheld by a Supreme Court decision in the famous Lavell case in 1973
until finally defeated by Bill C 31 in 1985.

2 For an exploration of racism in Canada as directed against Natives see the contributions
by Joane Cardinal-Schubert, Emma LaRocque, Ron Bourgeault, Boyce Richardson and
others in Racism in Canada, ed. Ormond McKague (Saskatoon: Fifth House, 1991).
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3 To my knowledge, Penny Pétrone seems to be the only critic until now to have seriously
looked at the sixties in terms of First Nations literary productions. In her Native
Literature in Canada (pp. 108-11) she mentions a substantial number of writers and
activists, and concludes her discussion of their works by stating that "the 1960's can now
be seen as the threshold of a new wave of assertive action and creative energy" (111).
Moreover, in her two anthologies, First People, First Voices (1983) and Northern Voices
(1988) Pétrone has published 'Indian', Métis and Inuit texts from the sixties.

4 Gordon Robinson's Tales ofKitamaat is an isolated attempt even before the sixties to by-
pass the paternalist interference of non-Native collectors, translators, editors and pub-
lishers. It is a collection of Kwakiutl legends, children's stories, hero-tales, folklore and
ethno-historical information, published in the city of Kitimat, B.C., just "across the bay"
from the Haisla village ofKitamaat, where Robinson was born in 1918 (v). It is a 60-page
booklet, illustrated by crests and symbols from Haisla heraldry. The stories told in the
little book are from the oral tradition, and the author does not explain for whom he
decided to write them down. Written in the style of European fairy tales, they are an
assertion of pride in his culture, and although the brief historical comment, "Kitamaat
Life Prior to 1876" contains no direct criticism of colonization, its nostalgia for a life that
was "entirely satisfying" (39) conveys the author's attitude, which also prevails in his
account of Charles Amos' campaign to christianize his people in 1876 which concludes,
"Christianity did change the social order so drastically that the old, almost carefree days
were no more" (41). One must remember that the book was published only five years
after the ban on the potlatch was lifted!

5 Serain Stump's There is My People Sleeping (1970) inverts the process of illustrating a
text. His drawings tell stories of which the few printed words—haiku like—reveal only a
skeleton. Incidentally, in his first letter to his publisher, which forms the introduction to
the book, Serain Stump expressed his desire to meet George Clutesi: "He's the first of the
Indians far away I feel like going to see" (N. pag.).
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G a r r y N e i l l K e n n e d y

The Nova Scotia College
of Art and Design and the
Sixties: A Memoir

In 19671 was contacted by board officials of the Nova
Scotia College of Art to see if I was interested in becoming their president. I
was in my second year as the head of the art department at Northland
College, Ashland, Wisconsin then. Wisconsin was cold, I was thirty years
old, a Canadian from Ontario and with fond childhood memories of living
in Nova Scotia. So, I thought, why not? I had confidence in my views on art
and in my teaching. At Northland I had many students enthusiastically
making art based on the new movements of the sixties, pop and minimal-
ism. I thought, if interesting and exciting work could happen in the back
woods of Wisconsin, it could happen in Nova Scotia.

In 1967, the Nova Scotia College of Art was eighty years old, but it had
fewer than one hundred and twenty-five full-time students, and a teaching
staff of only nine. With an annual budget of about $100,000 derived mostly
from city and province, it was not wealthy. Its facilities too were meagre:
there was an old four-story building with a few tools, some easels, plaster
casts to draw from, studios for classes in ceramics, weaving, design, print-
making, photography, drawing and painting. The studio teaching programs
were firmly tied to the past, and while there were courses in art history,
there was no attention given to art that was made after the early part of the
century: abstract art was still a topic open for debate.

But I liked the College, I had respect for its tenacity, and already there were
plans for a new wing on the drawing board. NSCAD was a place that had
hung on for eighty years waiting, it seemed, for the time when the government
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would finally recognize that it had an important role in Nova Scotia. Founded
mostly through the efforts of Anna Leonowens (of Anna and the King of
Siam), the College had been served by many fine leaders, among them
Arthur Lismer (1916-1919), Elizabeth Nutt (1919-1943), and D.C. Mackay
(1945-1966), all of whom were active artists and committed teachers. Looking
back over the College's history, it seemed to me that these leaders had had
two central preoccupations: one to keep the place alive and, two, to keep it
adequately housed. These were the circumstances when I took over from
D.C. Mackay.

In my early years in Halifax I was so involved with the College that I don't
really have a good take on the city at that time. Though the war in Viet Nam
was raging when I left the United States, there was a feeling there that
protest could stop it. The war, the riots, the shootings at Kent State, and the
assassination of King and Kennedy all occurred far away from Halifax, but
television, the music of that time and expatriate Americans brought the
message of a deeply troubled society. Protest across Canada was limited
mostly to the universities. In the Maritimes there were sporadic outbreaks at
neighboring Dalhousie University and major disruptions at the University
of New Brunswick. Students were calling for change, insisting on the need
for universities to get involved in real issues. Universities were accused of
remaining aloof from social problems while at the same time supporting the
"military industrial complex" through research and financial investment.
Students wanted a voice in the decisions that universities were making, par-
ticularly in determining the content and structure of their own courses. There
was a demand for "relevancy," that elusive catchword of the sixties. The young
artists and teachers I began to recruit were also looking for relevancy. We
recognized the need to bring the ideas embraced by the early years of the
century from the margins into the core of the art school curriculum. We
needed to acknowledge that we were the heirs to the great art of the dadas,
the futurists, the surrealists, the constructivists. Pop artists, fluxus artists,
happenings and performance, innovative dancers, filmmakers and musicians,
were all out there: all we had to do was bring them into the institution.

In a talk given at the College in November, 1969, the New York critic Lucy
Lippard, an early supporter of the new art, described the new possibilities
of the times. She spoke of the changing structures of the traditional art hier-
archy, which had become decentralized by moving out of such centres as
New York:
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. . . The impermanent art that is being done now demands that artists travel as
well as the art. As artists travel to different cities and countries, they talk to other
people and to other artists who are in turn directed to ideas of their own rather
than waiting for the objects to be dragged up to where they are, which often
takes a long time. Europe is wide open for this kind of decentralization process
now, and Canada probably still more so. Europe now is comparable to America,
or New York, in the Thirties. It has a gallery structure, a museum structure, but
they are fantastically irrelevant, and it seems possible for artists working in
Europe to do much more about breaking out of this structure than it does for
artists working in New York. Because New York has a very, very strong gallery,
museum, critic, collector, magazine oriented power structure and it's going to
take an awful lot of energy to get rid of it. In Canada, maybe you can start from
scratch and don't even have to mess with breaking down any barriers.

Her remark about Canada seemed convincing: There was no city or provin-
cial art gallery. There were no curators, no critics. The art of the province
was scattered and much of it was in storage—there was no single place to
see it. Some of it was at the College, some at Dalhousie University, some at
the Nova Scotia Museum, and some in the Nova Scotia Archives.

With rare exception, notably the work of Leroy Zwicker, most of the
active artists of the province made landscape or seaside paintings or
seascapes. Some of them were very good, but they looked to times past, and
considering the needs of the sixties, they were irrelevant. The College had
no personal links with a modernist past among its senior staff similar to the
connections provided by the abstract painter Jock MacDonald at the
Ontario College of Art or Jack Shadbolt at the Vancouver College of Art. In
this sense, there was a vacuum in Halifax and the chance to make of the
College a visual arts centre not only for the area but for the country and
beyond. This feat could be accomplished by bringing in people and ideas,
from New York and Europe.

Thus the creation of a situation allowing the best young artists from
North America and Europe to make visits long and short to the College
became the core principle of the new NSCAD structure. But we also had to
attract active professional artists and craftspersons to the faculty, individu-
als who were not only committed to teaching but who were also aware of
what was going on in the art world and of the artists who were making
things happen in Canada, the States and Europe.

To meet this need I began in 1968 by appointing mostly people from the
States: David Askevold, Gerald Ferguson, Jack Lemon, Bill Nolan, and Bob
Rogers (all from the Kansas City Art Institute), John Pearson from Britain
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(but working in New Mexico) and Pat Kelly, a colleague from Northland
College.1 We used no other college as a model. In the past the College had
limited itself by looking to the Ontario College of Art for educational direc-
tion. Having graduated from OCA myself and having acquired an M.F.A. in
the States, there was no doubt in my mind that the College should look fur-
ther than central Canada for inspiration. However, there was no rigid over-
all plan prescribing what the College was to look like. There was just the
simple notion that there were interesting artists, either on the faculty or as
visitors to the College, who had a desire to pass on their ideas to students.
An educational structure (that is, standards, courses, programs, timetables,
grades, and so on) would then fall into place. Nobody was worried in those
days about what the College would look like on paper. The sixties fostered a
spirit of trial and error, and for the most part errors were soon forgotten in
the rush to move on to something more exciting. If an idea made sense, we
gave it a try. Below I describe some of the "tries" which worked out.

The Halifax Conference
The Halifax Conference was a curious event if there ever was one. In early
1969, Seth Siegelaub, a New York supporter, dealer and curator of much of
the conceptual art that was emerging at the time, approached the College.
Siegelaub thought it would be of value to have important artists from
around the world meet in one place. That place, he suggested, should be
NSCAD. We agreed, and the Benson & Hedges tobacco company offered to
sponsor the event. In his proposal for the conference Siegelaub rationalized
its purpose in words that made perfect sense only in the sixties:

[it] . . . is conceived to bring about a meeting of artists in as general a situation as
possible, so that the responsibility for the direction of the conference will be the
accumulation of the individual concerns of each artist. Because no specific topic
of discussion has been imposed on the conference, the reason for each artist
attending the conference is the total reason for the conference.

The idea was to have twenty-five artists from seven countries meet for two
days in a room closed to the public. However, the students were to watch
the proceedings live by a video monitoring system in the gallery. Later there
would be a verbatim transcript. The artists who actually made the trip were
Carl Andre, Ian Baxter, Joseph Beuys, Ronald Bladen, Daniel Buren, John
Chamberlain, Jan Dibbets, Al Held, Robert Irwin, Mario Merz, Robert
Morris, Robert Murray, Richard Serra, Richard Smith, Robert Smithson,
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Michael Snow and Lawrence Weiner. Those who were invited but did not
show were Roy Lichtenstein, Claes Oldenburg, Larry Poons, Robert
Rauschenberg and Jean Tingueley.

The conference in fact would have been dull except that a few lively things
happened to make it interesting. Morris, Serra and Smithson had a problem
with the format. With all the artists on the inside and all the students on the
outside, they claimed it was elitist. They were also upset with the College's
plans to profit from a publication of the conference proceedings. Although
we agreed to destroy the tapes so that we could not profit from them, we
could not resolve the format issue; as a result, Serra, Morris and Smithson
went home. Others also left, more out of boredom, I feel, than out of sym-
pathy with the protest at hand. There was no question, however, that the
informal contacts between faculty, students, and artists gave a great lift to
the College. It certainly put the College on the international if not the local
map, as the headline of the next day's paper read "Benson and Hedges Goes
Up in Smoke" (the same writer captioned the 1969 Lawrence Weiner exhibi-
tion in the College gallery, "Hot Dog It's A Weiner").

There was an important sequel. A telegram was received from New York
signed by a number of women, the name of only one of whom I recognized
—Lucy Lippard. It was a stinging statement, condemning the conference
for not having included women. But it had been even more shameful than
the signers realized for, though present at the conference, Serra's wife, Joan
Jonas, was excluded from the proceedings as were Michael Snow's wife,
Joyce Wieland, and Ian Baxter's wife, Elaine Baxter (his partner in the N.E.
Thing Co.). The telegram set the stage for the beginnings of change, albeit
prolonged and gradual, toward gender equity within the institution.

Projects Class
We found different ways of making sound use of the visiting artists. Some
came for a week or less, others for either a term or a full year. We accom-
plished these arrangements by leaving full-time vacancies open for visitors
or by filling sabbaticals with visiting artists. Further, our summer term was
reserved almost exclusively for visiting artists. An innovative variation on
the use of the visiting artist was a class initiated and produced in the Fall of
1969 by David Askevold, the Projects Class.

Askevold invited a number of artists (it is important to note that these
individuals had not reached the prominence in the artworld that they were
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later to have, though many of them did their best work in the sixties) to
submit works or projects for the students in the Projects Class to make or
undertake. In most cases the artist would visit the College to discuss the
work with the class. Sometimes, however, communication was carried out
from a distance. Artists who participated included James Lee Byers, Robert
Barry, Mel Bochner, Jan Dibbets, Dan Graham, Douglas Huebler, Joseph
Kosuth, Sol Le Witt, LucyLippard, N.E.Thing Co. Ltd., Robert Smithson
and Lawrence Weiner.

The project submitted by the Dutch artist, Jan Dibbets, for instance,
reads: Photos of tree shadows every 10 minutes
1. Find a place in a not too closely overgrown part of the woods where there
are very clear shadows.
2. Use one or more days to find out exactly how the shadows are moving:
when they start and what moment they come into camera view. Try to get as
much as you can from the trees in the photos keeping in mind that their
shadows are the most important.
3. When everything is ready start taking the photos. #i-no shadow, #2-first
shadow, #3-extended shadow, etc. Take one every ten minutes. Choose a day
with uninterrupted sunshine.
4. Make a work drawing on paper. Glue all the photos (contact prints—
small) in order of succession and hang in order; the negatives on negative-
leafs.
5. Make two prints of each on paper 24x24 centimeters and 30x30 centime-
ters. Hang them in a row so only the shadow is moving.

For his submission to the Projects Class, Mel Bochner invited the stu-
dents to "measure/consider (subjectively also) the classroom in every possi-
ble way they can think of, i.e. height, length, volume (walls, doors, floor,
windows etc.), temperature, humidity, thickness of walls, amount of illumi-
nation, number of objects, how it feels to be there, etc. It doesn't matter to
me what the specific details are or how they are presented."

One work, Douglas Huebler's, had the students create a myth. The stu-
dents created a fictitious art school and published an ad for it, announcing
its art star faculty in leading art magazines. One of the responses was a letter
from the lawyer of Frank Stella asking to have his name removed. The stu-
dents in the Projects Class were Marylou Bowstead, Richards Jarden, Jo
Knapp, Sue Krassman, Al McNarama, Ron Saab, Terrel Seltzer, John Young
and Tim Zuck.
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Lithography Workshop and the NSCAD Press
The Professional Lithography Workshop and the Press of Nova Scotia
College of Art and Design helped the College develop innovative ways of
involving the visiting artist. Gerald Ferguson had earlier introduced me at
the Kansas City Art Institute to Jack Lemon, a master printer who had
recently graduated from The Tamarind Lithography Workshop in Los
Angeles, the centre responsible for re-establishing the importance of hand
lithography in the U.S. In Kansas City, Lemon had set up a small profes-
sional workshop in the basement of one of the college buildings where he
made prints with important Midwestern artists.

As this procedure seemed a useful idea for NSCAD to build upon, I
appointed Lemon to build and direct the Lithography Workshop of the
College and also to be responsible for setting up the student lithography
and intaglio areas. In the sixties there was much federal money available for
post-secondary technical and vocational education, and the federal govern-
ment not only paid for our intaglio and litho areas but also for the building
and equipping of our new six-story building including a gallery. By 1969 we
had the finest printmaking facilities in the country. The objective of the
professional shop was to invite to the College artists to work, in collabora-
tion with our master printer, to make limited editions of lithographs. There
would be several very positive consequences to this scheme: the students
would have direct contact with professionals from the world they were
being prepared to enter, and as shop assistants they would get "hands on"
experience with the craft of making hand-pulled lithographs. Further, the
knowledge of this newly revived form of art would enter the outside world
through the exhibition and sale of the prints. As none of the artists invited
had had experience with lithography, the mast printers (Jack Lemon and
Bob Rogers) would look after the production process, and the artists would
deal with the creative process. Obviously this old world system required
mutual respect for the other's abilities, truly a collaborative enterprise.

The presence of the Litho Workshop within the College offered many of
the artists an opportunity to experiment with the medium. It also helped
some artists to involve the students directly in the process of making the
print. Further, there was no undue pressure to make saleable products as
most of the shop's overhead was carried by the College.

Among my most poignant memories of some of the earlier works is Joyce
Wieland kissing the litho stone with her lipsticked lips to the syllables of "Oh
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Canada." I think it was her best work because it showed (literally) an astute
understanding of lithography, a process which depends on the antipathy of
grease (lipstick) and water, at the same time carrying a clever nationalist/
feminist statement, her main theme at that time. (Incidentally, Canadian
nationalists like Wieland, Greg Curnoe and John Boyle dismissed the College
as an American outpost, and we wondered why they bothered to come at
all. It seemed strange to Nova Scotians to have all this interest from Ontario.)

Sol Lewitt made good use of students in the production of his suite often
lithographs. He simply mailed instructions to the shop indicating how his
work should be drawn, and students were hired as draftspersons to carry
out the instructions. This process of course is consistent with all of LeWitt's
work as he stated in 1967 "that all of the planning and decisions are made
beforehand and the execution is a perfunctory affair." As a result, one of the
ten prints followed instructions like these:

Within a twenty inch square area, using a black, hard crayon, draw ten
thousand free-hand lines, of any length, at random.

The Baldessari print, "I will not make any more boring art," is as famous
in the United States as the Wieland print is in Canada. At that time John
Baldessari lived in Los Angeles and was a teacher at the California Institute
of the Arts,2 the college which, like NSCAD, was developed in the sixties
into a high profile centre for serious students of contemporary art. As a
response to an invitation to mount an exhibition in our Mezzanine Gallery,
Balderssari requested that as a penance students be invited to write repeat-
edly on the gallery wall in pencil the words, "I will not make any more bor-
ing art." The handwritten example for the text that Baldessari mailed to the
gallery was used as the image for the lithograph (as an old hand at lithogra-
phy, I had the privilege of printing this edition myself).

Many other prints by many other artists were produced over the years to
include 110 different prints by 55 artists, many of whom were relatively
unknown at the time of their invitation to the College. The lithographs as a
collection have been part of different exhibitions, the first in 1971 at the
Museum of Modern Art, the second in a circulating show organized by the
National Gallery of Canada, the third in the mid-eighties in the Landgrant
Universities of New England.

The Litho Workshop continued into the mid-seventies when for a num-
ber of reasons I felt it might better be put to rest. It was expensive. As they
operated concurrently for three years, the Litho Workshop was in competi-
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tion for College funds with the NSCAD Press which was becoming a more
important activity for the times. So there was pressure on the Litho
Workshop to make money. It did not seem like a good idea for a university
to make prints primarily for the purpose of producing revenues; this was
the role of a commercial press, not NSCAD. Further, we had problems
keeping our master printers. After Wallie Brennan had gone north to set up
the workshop at Cape Dorset, we appointed John Hutchenson. When he
was attracted away to a shop in New York, it became evident that the money
was not available to keep top quality master printers.

One artist invited to do a print in the workshop, Lawrence Weiner, did
not choose to make a print; instead, he made a book (actually the second
book of his career) entitled, Flowed. Weiner was to go on, of course, to
make scores of books, a medium for which he is as well known as for his
posters, films, videos, music and installations. However, it was Dan
Graham, an artist who had been affiliated with the College since 1970 when
he did his first solo show, who suggested that the publication of books
would be a viable enterprise for the College to embark upon, and he also
suggested Kasper Kônig as the person who was best suited to head such a
venture. Kônig's background was in books. With his brother Walther (who
operates one of the most prominent art book stores in Europe), he had
published books with several artists including Gilbert and George, Stanley
Brouwn and Jan Dibbets. He had also been a freelance curator having put
together the 1968 Warhol retrospective in Stockholm as well as its impres-
sive catalogue, a book described by Benjamin Buchloh as one of the best
artists' books of the sixties.

Kônig was appointed the resident editor/director of the press and the
plan, on the suggestion of Dennis Young, then head of art history, was to
publish "Source Materials of the Contemporary Arts." The idea was to fol-
low a program which would stress original writings by artists and give
emphasis to documentation rather than to books written about artists'
work or photo books of artists' works. For me, this program appeared to
satisfy the needs of the College in a way similar to that of the Litho
Workshop: artists would be attracted to visit the College while working on
their books, while the books would contribute to the advancement of
knowledge in the visual areas to which the College had committed itself. We
felt that the books, like the workshop prints, would not have appeared
without the support of the College—the true role of a university press. But
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we had to be flexible. The first book, for example, only loosely fell within
the guidelines. While it was scarcely source material, it did provide docu-
mentation on Ludwig Wittgenstein's architecture, and Wittgenstein's philo-
sophical writings were of basic interest to many conceptual artists of the
sixties. Other books fell more in line. Thus Raw Notes by Claes Oldenburg
documented previously unpublished texts of performances from the sixties:
Stars, 1963; Movey-house, 1965; Massage, 1966; The Typewriter, 1968.

Yvonne Rainer's Work 1961-73 follows the development of this most influ-
ential artist including her early solo dances and her work in narrative, slide
projections, film and spoken and projected texts. Other books under
Kônig's editorship were Simone Forti's Handbook in Motion, Steve Reich's
Writings About Music, Hans Haacke's Framing and Being Framed, Donald
Judd's The Complete Writings 1959-1975, Michael Snow's Cover to Cover
(1975) and Paul Emile Borduas' Ecrits/Writings 1942-1958 (1978).

While Kônig was the key person overseeing this enterprise, others played
important roles in seeing the books to their completion. Emmet Williams,
the renowned poet and artist who was teaching at NSCAD at the time, col-
laborated in completing the manuscript for Simone Forti's book, and
Dennis Young edited the Wittgenstein book and translated and coedited the
Borduas publication with François Gagnon and Benjamin Buchloh.

It goes without saying that the involvement of all these
people in the activity provided an exciting energy around NSCAD during
those times. Simone Forti gave several performances, and there were at least
two presentations by Yvonne Rainer of her work. Both Steve Reich and
Hans Haacke taught summer terms. Claes Oldenburg came up to make a
print in the Litho Workshop to help defray the costs of his book, and Michael
Snow also taught for a term during which he edited and first screened his
marathon film, Region Central. Kônig was like a magnet drawing many
important artists to the College. In fact, he set up a summer film program
taught by filmmakers Robert Frank and Peter Kubelka and a film history
class taught by Yon Barna. The influence of Robert Frank's film course can
still be felt. Many local filmmakers attribute the growth of the Halifax film-
making activity to Frank's many visits to the city. Kônig negotiated a co-
publishing arrangement for all of these books with New York University
Press. As well as defraying some of the costs, the NYU link provided a good
distribution system. In due course, however, the costs of producing this
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kind of specialized book became too burdensome for both NSCAD and
NYU, and in 1976 we ceased operation.

After a few years, however, it again seemed feasible to operate the Press if
we could hire a director with part-time faculty responsibilities. Benjamin
Buchloh who was teaching contemporary art history at the Academy of
Fine Arts in Dusseldorf was an ideal candidate for such a position. With
experience in writing criticism for museum catalogues and editing several
volumes of the publication Interfunktionen, Buchloh was indeed a natural
for the position, and when his outline for an editorial program was
approved, he joined the College in 1978 as general editor of the Press and
instructor in art history. Buchloh saw the Konig years as having focused on
artists who had shaped and denned art in the sixties ranging from pop art
through minimal art with parallel activities in performance, dance and
music. Under his leadership the bias was toward the historical acknowl-
edgement of artists who emerged out of the post-minimal and conceptual
context. And to its credit there were no rigid barriers limiting the Press
from doing a book simply because it was felt to be important, in spite of the
guidelines of its program. Under Buchloh's tenure the Press completed the
unfinished Borduas and Michael Asher books and initiated and completed
the Dan Graham, Video. Architecture- Television: Writings on Video and
Video Works 1970-1978 (1979), the Hollis Frampton/ Carl Andre 12 Dialogues
1962-1963, Daniel Buren's Les Couleurs: sculptures/Les Formes: peintures,
Mining Photographs and Other Pictures, photographs by Leslie Shedden
with essays by Allan Sekula and Don MacGillivray, Modernism and
Modernity edited by Serge Guilbaut and Benjamin Buchloh. Buchloh also
initiated a pamphlet series that included 3 Works by Martha Rosier, Gerhard
Richter's 128 Details From a Picture (Halifax 1978) and Jenny Holzer's
Truisms and Essays. Sekula's Photography Against the Grain, and Dara
Birnbaum's Rough Edits: Popular Image Video were finished after Buchloh
had departed to take a teaching position in New York, as was the catalogue
for the Lawrence Weiner Poster Archives of NSCAD. As under Kasper
Konig the Buchloh years as director generated great activity throughout the
College. All the principals who were involved in the books took part in the
academic life of the College in one form or another. Holzer, Rosier, Richter,
Birnbaum, Sekula, Weiner, all taught and held exhibitions of their work,
and both Rosier and Buren gave addresses to NSCAD graduating classes.

Since the departure of Buchloh, the Press (in name only, as the Press is
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now defunct) recently copublished with MIT Press the proceedings of a col-
loquium sponsored by the College to celebrate its centennial and the cen-
tennial of Marcel Duchamp. The Marcel Duchamp centennial colloquium
was organized by Dennis Young and Thierry de Duve, and the book (edited
by Thierry de Duve) The Definitively Unfinished Marcel Duchamp proved to
be an outstanding contribution to the discourse on this influential artist.

Other "tries" for relevancy
There were many other NSCAD initiatives that grew out of the optimism of
the sixties, an optimism shared by both faculty and students. The hedonistic
lifestyle and aesthetic indulgence commonly associated with the youth of
the "laid back" sixties did not seem to be at odds with the rather stringent
aesthetic adopted by the NSCAD faculty who focused on rationally-based
art directions.

The origins of NSCAD's current extensive network of student mobility
programs3 can be traced back to 1969 when a group of students decided to
organize a course called World Encounter. This program enabled them to
gain a year's credit by completing projects in either academic or studio sub-
jects while travelling around the world. And from this outward looking
approach to education came the idea for establishing a base in New York
City. In order that students could see and study current art as well as visit
the broad choice of historical museums, the College has maintained a loft
space in Manhattan's Soho area since 1972.

The Mezzanine Gallery was established in 1969 to provide another means
of international communication. Under the direction of Charlotte
Townsend-Gault, the Mezzanine Gallery operated for about three years.
Often seen as the prototype of the artist-run spaces which developed across
the country in the seventies, it operated on a minimal budget as it was less
concerned with the object art (painting and sculpture) than with easily
transportable material like artists' books, photo documentary, printed
work, video tapes, and so on. Mezzanine shows turned over rapidly, and its
roster of exhibitors, while also including the work of faculty and students,
reads like a who's who of international conceptual art—John Baldessari,
Joseph Kosuth, Bruce Maclean, Vito Acconci, Lee Lozano, Tony Shafrazi,
Jackie Winsor, William Vazan and Eleanor Antin.

One of NSCAD's major accomplishments, the development of its new
campus in the historic waterfront section of downtown Halifax, was close to
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home. Having outgrown the uptown premises, the College needed addi-
tional space. Two recently appointed architects to the design faculty, Bob
Parker and Bill Smith, suggested that old buildings in the downtown core
be restored for the purpose. Having spent a good part of the sixties as
designers in the Boston area, they were aware of the benefits to the life of a
city gained by refurbishing rather than demolishing a city's downtown core.
It was clear to them that Halifax's historic waterfront was the ideal spot for
NSCAD; it would not only serve as a great campus but would also halt City
plans to destroy much of the historic areas to make space for a four-lane
harbour drive and for more high rise buildings. With great (financial and
political) support from the Province and from citizen committees, the
College and its developer led a movement which successfully rescued a
three block area of heritage buildings, a large section of which forms today's
NSCAD campus, one of the finest among art schools anywhere.

Every possible effort has been made to identify the origin of the quotations used in this
essay.

1 The two British designers Tony Mann and Frank Fox were also appointed to lead the
development and expansion of the design division. The American ceramics artist Walter
Ostrom lent his expertise to the development of the craft area. While these areas made
great impact upon their professions, the major thrust of the school in the sixties was in
the fine arts studio area. Its local and international impact ultimately attracted new fac-
ulty to the whole college. Another former Northland colleague, James Davies, was
brought in as Dean to oversee the integration of studio activity with an academic cur-
riculum, thus enabling NSCAD to be the first degree granting art college in Canada.

2 There have been strong ties over the years between Cal Arts and NSCAD. CIA had been
the Chouinard College of Art in Los Angeles when taken over by the Disney family (it
was in Disney's will that it be established) with great fanfare in 1968. In 1971 it moved out
to Valencia, a bedroom community of L.A. Its existence, its location, its success are as
puzzling to me as the location, existence and success of NSCAD.

3 The College now enjoys student exchange arrangements with over 40 art and design col-
leges and universities around the world. Throughout the year there are 20 to 30 exchange
students visiting NSCAD and about the same number of our students studying across
Canada and abroad.
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Paddle

water slap wood creak
duck's feet dangling
a peeper's eyes

titter, a tad probe
there

where the long finger

rinse, dip
clean as a coffee spoon

in and out in and out
in and out in and out

nothing

log in dark reaches
loosening

shabby, the green silk
sticky as spider spit
clings

to the
slither

drumming the wood ribs
see it?

shadow
in broken shadows

higher,
higher

the wood box hops the water
left right

sky
filled with
grey mountain

(good for you, all that exercise)
wet shoe
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for Marya Fiamengo

The Applauding Swimmer

Carry on. The depression back at dawn
like beaten traffic going in
the direction of money's slick erection;
your feet the feet there on the stair—
step down, be sure, avoid the railing;
your hand the hand there in the air—
step down, be ready, address the sea.

There is no path, the sand is bitter,
like you, the litter strewn by the past.
There is no sign, the warning is worn,
like you, the shore hewn by the horizon.

At the knee the water is always a wave
like some angry little girl left alone
dancing on the shed dress of childhood;
you enter the sea through a thought,
permanent as an entrance, led by words.

Under the water, the bottom briefly a bridge
like some lonely mirage set loose
charging in the dark heat of womanhood;
you embrace the blue, surmising it's the sky,
overcast as a handshake, fed by confusion.

Why the urge to breathe, here at this depth?
Floating in the known with who you have been,
kept buoyant by buttons, the act of dressing,
a sad ritual the morning made common
for her, the Campus Jill, who you are no longer.

Travel light. The ascension back at night
like driven parents reaching for
the sedation of reality's loyal reflection;
your breath the breath in the bubble—
push up, be alive, applaud the heartbeat;
your applause the applause at the surface—
swim in, be prodigious, reassess the land.

206



T h o m a s O ' G r a d y

A Poem Leaves No More
Mark
A poem leaves no more mark
upon the world than a gull's

dull cry at noon; or a gust
across the bay. Or the Point Prim

beacon blinking in a late-home
trawler's wake. What have I

to show for finding quiet
harbor here? Angel wings spread

on rippled bars, my daughters
singing Echo! off the cliffs:

a prayer makes time stand still.
A poem leaves no more mark

than whirlpools spooling thimbles
into rock at turning tide:

a fingerhold (and no more)
on a solid sandstone shore.
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For Bulkington

Stamping my foot at tiny God,
I roared like a beetle. Professors passed
shuffling their papers, their
structural excitements, plots, unplots,
like knitting run up wrong
with neither closure nor opening.
(I buttoned me my buttons and went on.)

Go, lovely book! Among the crowd
of heaped confetti, compost, and forlorn
dismissed recyclables, letters,
and diapers, and mattress frames
pecked over by gulls, you seep
into the ducts of deepest earth.

A sentence says more than its sentencing.
The parole officials censure
and describe the scribbler, who, cribbed,
confined, writes on water which is world.
Night calls its own. Landlessness
opens new adventures, but my page
closes. My light will be put out.

"Deep memory writes no epitaphs."
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Psychanalyse: un bon
usage?
André Vanasse
Le père vaincu, la Méduse et les fils castrés, xyz n.p.
Monique Lafortune
Oedipe à l'université ou les liaisons dangereuses
entre professeurs d'université et étudiantes, vlb n.p.
Reviewed by Neil B. Bishop

Ces deux ouvrages complémentaires con-
sistent chacune en une série d'études de
type psychanalytique d'oeuvres littéraires
québécoises. Le père vaincu, la Méduse et les
fils castrés réunit des articles parus entre
1971 et 1985, témoignant de la continuité de
la présence de l'approche psychanalytique
en critique littéraire québécoise au cours
des deux dernières décennies. Oedipe à
l'université ou les liaisons dangereuses entre
professeurs d'université et étudiantes semble
bien se placer dans la lignée méthodolo-
gique du livre de Vanasse, voire comme
oeuvre-disciple: tous deux examinent Le
semestre du romancier et (psycho) critique
Gérard Bessette (l'étude de Lafortune cite
plusieurs fois celle de Vanasse)—et l'ou-
vrage de Monique Lafortune examine
aussi Avenue De Lorimier de . . . André
Vanasse.

Qu'André Vanasse re-publie des études
dont trois sur huit remontent aux années
1970 (1971,1972 et 1977 pour être précis)
alors que les autres remontent pour la plu-
part jusqu'à la première moitié de la décen-
nie suivante, se justifie mieux que la plupart
des re-publications. Vanasse démontre

ainsi sa fidélité à la démarche psychanaly-
tique. Fidélité confortée par la diversité que
le critique réussit à trouver dans cette
démarche: il s'inspire tantôt de Freud, tan-
tôt de Lacan, tantôt encore de Charles
Mauron (comme l'annonce le sous-titre
Psychocritiques d'oeuvres québécoises con-
temporaines). André Vanasse réussit ainsi à
offrir à son lectorat une polyphonie cri-
tique intéressante tant par le corpus abordé
(des textes de M. Dubé, R. Ducharme, V.-L.
Beaulieu, G. Bessette, A. Major, A. Thério
et G. La Rocque) que par sa gamme d'ap-
proches psychanalytiques; la constance de
l'approche générale et le choix de textes
québécois exclusivement, d'à peu près la
même époque, consolide l'unité et la
cohérence de l'ensemble.

En outre, il est fort agréable de lire (ou
re-lire) une étude portant sur l'oeuvre
(aujourd'hui trop négligée) de Marcel
Dubé; de même, A. Major et surtout A.
Thério sont des auteurs qui souffrent d'une
éclipse critique excessive, et il est heureux
que l'ouvrage d'André Vanasse vient nous
rappeler leur intérêt.

Quant à la valeur des études que comporte
Le père vaincu, la Méduse et les fils castrés,
elle sera à apprécier en fonction de l'idée
que l'on se fait du statut scientifique de la
psychanalyse et donc de sa valeur (en tant
que méthode d'investigation rigoureuse de
textes littéraires plutôt qu'en tant que
métaphore poétique apte à rehausser notre
jouissance de lecture). Or, les études de
Vanasse semblent bien convaincantes dans
leur démonstration de l'importance du
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père vaincu et de son pendant le fils psy-
chologiquement castré en littérature
québécoise. Mais il aurait été utile que
Vanasse souligne que la "Méduse," c'est le
produit des modalités de présentation des
personnages féminins dont surtout la
manière dont ils sont perçus par les person-
nages masculins dans son corpus de fic-
tions, plutôt que d'une quelconque vérité
sociale. Le livre dans son ensemble aurait
appelé une introduction plus étoffée, plus
rigoureuse qui aurait abordé de manière
directe et approfondie, à l'aide de la science
la plus actuelle, le statut épistémologique
(voire ontologique) de la psychanalyse. Il
faut justifier tout emploi de celle-ci, car à
notre époque les découvertes de la neurolo-
gie et des disciplines connexes n'exigent-
elles pas que l'on cerne et définisse les
rapports entre la théorie psychanalytique et
(par exemple) la spécialisation hémis-
phérique, entre la notion d'inconscient et
l'activité biochimique et bioélectrique de
l'hémisphère droit? Et une fois justifié le
recours à la psychanalyse, ne faudrait-il pas
peser les avantages et inconvénients relatifs,
pour la critique littéraire, des travaux de
Freud, de Lacan, de Mauron et d'autres au
lieu de recourir tantôt aux uns, tantôt aux
autres là où cela nous arrange?

Oedipe à l'université a ses qualités mais
souffre d'un grave défaut qu'indique la
suite du titre: ou les liaisons dangereuses
entre professeurs d'université et étudiantes.
Où donc est ce vocable "fictif" qui sig-
nalerait que les découvertes du critique se
feraient dans des univers imaginaires pou-
vant différer fort du hors-texte social?
Lafortune impose un titre et sous-titre qui
affirment qu'elle va nous révéler la vérité
sur les rapports entre professeurs et étudi-
antes dans le monde réel. Le texte de son
ouvrage répète souvent cette vision. Un
ouvrage précédent de M. Lafortune—Le
roman québécois reflet d'une société—mon-
trait déjà cette orientation qui comporte sa
part d'utilité mais que Lafortune applique

ici d'une manière excessivement réductrice.
Cette critique semble voir la littérature
comme simple procès-verbal, exact, sur la
vie sociale, la psychologie des êtres humains
réels et les interactions entre ceux-ci. Or,
peut-être l'est-elle—mais il faudrait le
prouver. On regrette que Monique
Lafortune ne se soit pas contentée d'af-
firmer qu'elle comptait révéler certaines
vérités sur certains textes de fiction québé-
cois.

Néanmoins, Lafortune réussit à démon-
trer que les professeurs (fictifs) de son cor-
pus, qui ont des relations sexuelles (dans
trois cas; dans l'autre, il n'y a pas passage à
l'acte) sont précisément les "fils castrés"
dont l'ouvrage de Vanasse démontre aussi
l'importance romanesque, et qu'au souci
qui naît chez ces professeurs d'avoir
enfreint un tabou socio-professionnel s'a-
joute l'angoisse d'avoir cédé aux séductions
de l'inceste, l'étudiante-amante représen-
tant tantôt la fille, tantôt la mère du mal-
heureux enseignant. Monique Lafortune a
le mérite de mettre en question le bien-fondé
d'une certaine vision, chez ses protago-
nistes masculins, de la femme québécoise
comme Méduse, faisant observer que dans
l'univers des romans comme dans la société
québécoise réelle, les femmes québécoises
ont subi une condition féminine largement
répressive (précisément, pour recourir au
vocabulaire de Vanasse et de Lafortune:
castratrice).

Farewell to Nova Scotia
Ian McKay
The Quest of the Folk: Antimodernism and
Cultural Selection in Twentieth-Century Nova
Scotia. McGill-Queen's UP $55.oo/$i9.95
Reviewed by Pat Byrne

The Quest of the Folk is concerned with the
now familiar notion of the invention of tra-
dition, but, similar to David Whisnant's All
That Is Native and Fine, McKay's study
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deals not with a single tradition or even a
number of traditional practices, but with
the invention of an entire place and people,
in this case a highly romanticized, arche-
typal Nova Scotia, peopled by a singing,
dancing throng of contented, simple fisher-
folk. This vision of Nova Scotia, which,
McKay argues, makes the province barely
recognizable when it is set against histori-
cal, social and economic realities, resulted
from the falsification, oversimplification,
and sterilization of the region's cultural his-
tory. The creators and perpetuators of this
idyllic view of the province were and are a
varied group of "urban cultural producers,"
who "pursuing their own interests and
expressing their own view of things, con-
structed the Folk of the countryside as a
romantic antithesis to everything they dis-
liked about modern urban and industrial
life." In so doing they were, according to
McKay, working squarely within the realm
of middle class elitism which has character-
ized "the world of folklore scholarship" from
its beginnings to the present day, especially
in its Anglo-American manifestations.

The bulk of the study is taken up with
illustrating how the efforts of a number of
representatives of this group of "urban cul-
tural producers" helped shape a mythified
view of rural Nova Scotia and its people. It
focuses especially on the careers of the
journalist-turned-amateur-folklorist Helen
Creighton, and the craft revivalist Mary
Black, but it examines as well the work of a
host of "writers, visual artists, promoters,
advertisers," and government officials who
contributed to the process. Influenced by
the post-Herderian concept of "the Folk,"
they fused it with a local variant of anti-
modernism that McKay calls Innocence, so
that historical "memories of starvation,
mercantile exploitation, and impoverish-
ment" gave way to a romantic view of Nova
Scotia as a peaceful and enchanted isle frozen
in time. McKay insists that his study is to be
seen neither "as pressing charges of insin-

cerity" against those who promulgated this
view, nor "as a straightforward exercise in
debunking." He maintains that the intentions
of the cultural producers were honourable
in most instances, and their efforts were
sincere, but he argues that the approaches
to culture which they espoused arose out of
a benighted naivete that was "shaped by
ideologies and social processes of which
they were not fully aware." What he excori-
ates is "the conservative essentialism they
installed as a way of seeing their society."

McKay suggests to his readers early on
that those "who believe they need an
explicit statement on theoretical frame-
works before they can enter into a detailed
discussion of evidence may prefer to start
with the second section of chapter 5." I sug-
gest that readers ignore this advice. The
"discussion of evidence" makes for fasci-
nating reading because it shows the fruits
of painstaking research and offers a wealth
of insightful and challenging commentary,
all presented in a fluid, engrossing style.
Some who will refuse to admit the need to
reexamine periodically our cherished pop-
ular mythologies, or who will insist on see-
ing McKay's unflinching analysis of the work
of individuals who have become cultural
icons as personal attacks will be offended
by The Quest of the Folk. That will not make
the book any less valuable. There are, how-
ever, more serious problems with the study.

McKay capitalizes "Folk" throughout his
study "as a way of bracketing the word and
the concept without resorting to intrusive
quotation marks." He wants his readers to
understand that the word refers to a purely
mental construct invented by nineteenth-
century romantic nationalists and their
descendants among modern cultural pro-
ducers. One wishes he had adopted a simi-
lar approach with the word "folklore." His
failure to do so results in a confused and
confusing multiplicity of, sometimes con-
tradictory, meanings being imposed on the
word. Contemporary professional folklorists
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are the first to admit that "folklore" is an
"ideologically frightened" word, but con-
temporary scholarship in the field has qual-
ified and moved the word and the concepts
it attempts to define well beyond the anti-
quarian, survivalist, elitist approaches which
McKay criticizes. His failure to acknowl-
edge this, especially in his last chapter, "The
Folk under Conditions of Postmodernity,"
detracts from his overall argument.

The second problem is McKay's failure to
explore fully how it is that the victims (the
Folk?) of misguided middle class urban
intellectuals so often appear to accept the
stereotypical identity created for them. He
does refer to the case of the Ironbound
Islanders who roundly rejected Frank
Parker Day's portrayal of them in his novel,
Rockbound, but points out that this is "a
rare instance of working people rejecting
their representation as Folk in literary cul-
ture." Why incidents like this should be
such a rarity is only partly accounted for by
the theoretical stance of the study which
suggests an attempted reconciliation of
"Marxian political economy and
Foucauldian genealogy—by combining
their strengths in a third, neo-Gramscian
framework." Nevertheless, McKay's study is
worthwhile and timely because the tempta-
tions to take refuge in invented traditions
as a response to the closure of the fisheries
and other economic crises are being faced
not only by Nova Scotia but by the Atlantic
region as a whole. The Quest of the Folk
highlights a number of the pitfalls which
await those who might be moved to suc-
cumb to such temptations.

Reading, Representations,
and the Ethnography of
Philosophy
Jonathan Boyarin, ed.
The Ethnology of Reading. California UP
US$35. oo/$i4.00
George Levine, ed.
Realism and Representation: Essays on the
Problem of Realism in Relation to Science,
Literature, and Culture. Wisconsin UP
US$50.oo/$23.50

Reviewed by Blanca Chester

Both The Ethnography of Reading and
Realism and Representation examine the
translation of different kinds of knowledge
into written texts. But there the resem-
blance ends. Realism and Representation
explores the link between real and repre-
sented in terms of analytic philosophy.

In contrast, The Ethnography of Reading
approaches its topic through the lens of
cultural studies and anthropology. These
essays do not examine writing per se, but
the act of reading. The authors try to
explain what happens to meaning when
one reads a text—but they move beyond
reader response theory into the realm of
cultural studies. Because reading is a cul-
turally constructed activity, Jonathan
Boyarin argues it may be studied by using
techniques borrowed from ethnography.
Boyarin, editor of this collection, makes his
topic the bridge between cultural anthro-
pology and literary studies. He observes
that reading, like writing, is both culturally
and historically determined. Reading has
been and is constructed differently by dif-
ferent reading audiences in different times
and places.

Overall, The Ethnography of Reading
deconstructs what we think of as individual
acts of reading. It dismantles the dichotomy
of oral/literate by looking at these cate-
gories as interconnected and complex.
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Several of the papers dismantle the notion
of a solitary reader who reads privately.
This reader is an individual, separate from
all but the historical biases of his or her
specific time and place. But reading is a
community affair, as Boyarin, Nicholas
Howe, Johannes Fabian, Greg Sards, and
others point out. A community of readers
shares conventions and expectations about
how to draw meaning from a text; the idea
that a reader reads—and thinks—in private
is one of those conventions. Even within
Western tradition, reading has not always
been thought of in this way.

Daniel Boyarin's opening essay discusses
oral tradition within the context of (writ-
ten) biblical studies. Reading, in biblical
Hebrew, is not solitary and silent but a
speech act. Boyarin explicitly reinstates oral
tradition as part of Western tradition. The
oral is not simply a category reserved for
"primitive" societies and cultures. Boyarin
goes on to note that the line between (his-
torical) fact and (literary) fiction is blurred
in biblical texts because, "It is from the
point of view of our own practices of read-
ing that biblical narrative reads as fiction."
Howe moves forward in time in his essay,
"The Cultural Construction of Reading in
Anglo-Saxon England," arguing that cur-
rent Western conceptualizations of the act
of reading arise from Romantic notions of
the self. Howe observes that this identity
would be incomprehensible to a medieval
reader. The medieval reader, shaped by
classical traditions and practices, was a dif-
ferent reader—not just a different writer.

Reading practices vary across cultural
lines as well as historically. Diana Digges
and Joanne Rappaport illustrate the con-
nections between what they describe as an
ethnography of reading and an ethnogra-
phy of writing and ritual practice in
Colombia. Relationships between written
and oral traditions are mediated by other,
non-textual forms of understanding, and
Digges and Rappaport give several convinc-

ing examples which show the pitfalls of try-
ing to create meaning from "other" texts.
Constructing meaning requires a great deal
of cultural context. As Sarris notes, cultural
biases about the act of reading influence
how one reads and interprets a text. Sarris
shows, moreover, how the notion of culture
as fixed and homogenous in itself is prob-
lematic and impedes any sort of meaning-
ful cross-cultural dialogue. He also suggests
opening up the field of reading to include
all sorts of texts and contexts.

The strength of The Ethnography of
Readingkes in the varied ways the contrib-
utors open the field of cross-cultural dia-
logue and the ways in which the reader is
required to think about what he or she does
when studying the pages of a written text,
whether that text is familiar or not. The
authors point to an interchange between
orality and literacy which refuses to be
structured into a neat system of binary
thoughts or dichotomies. The Ethnography
of Reading provides new insights into stud-
ies on orality and literacy, and should be of
interest to anyone concerned with cultural
anthropology, textual and literary studies,
as well as cultural studies.

The audience of Realism and Representation
is also likely to include a broad cross-sec-
tion of readers interested in various sorts of
textual studies and literary theory. This
book's emphasis, however, is on the philo-
sophical issues surrounding the issues of
realism and mimesis in literature and sci-
ence (including contributions from N.
Katherine Hayles, George Levine, J. Hillis
Miller, Richard Rorty, and Robert Scholes.)
Realism and Representation does not decon-
struct the metaphysics of the terms realism
and representation as larger philosophical
issues, or, for example, discuss the politics
surrounding issues of representation.

The editor, George Levine, maintains that
the idea that all knowledge is context-
dependent plays into a nihilistic poststruc-
turalism. Many of the papers, therefore,
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struggle to preserve the notion of some
kind of scientific objectivity. Most of the
contributors restrict themselves to the
study of written texts and verifiable "evi-
dence." As Richard Miller notes, scientific
realism and moral realism are the popular
topics in current analytic philosophy.
Realism and Representation creates a spe-
cialists' dialogue on this hot topic. The
question is, how does one define and
express realism objectively?

Churchland, for example, discusses how
an artificial brain is "programmed" like a
real brain, to construct potentially different
ways of seeing, thus eliminating the prob-
lem of subjective contexts and perspectives
by grounding them in a sort of objective
biology of the human mind. Whether or
not this works for the reader depends on
the construction and hegemony of prior
paradigms such as that of the scientific
method itself. Hillis Miller observes that a
key difficulty in the study of realism and
mimesis is the tendency of criticism to
express itself in dichotomies, and some of
the papers in this collection fall into this
trap. But others, like Ludmilla Jordanova's
essay, "Museums: Representing the Real?"
provide a refreshing look at the ways in
which realism is mediated or represented.
Jordanova suggests that avoiding represen-
tation is impossible. Richard Rorty, how-
ever, wants to dispense with the notion of
representation altogether, leaving it to
"things like maps and codes." And so the
exchange continues, back and forth. Ulti-
mately, Realism and Representation provides
its own representation of the philosophical
positions in the debate between realists and
antirealists. The high caliber of thinking
and writing in this compilation of papers
makes one wish that Levine had broadened
the terms of reference for the discussion.
Ironically, Rorty sums it up best when he
states, "Understanding how the network
comes to distinguish mines from rocks tells
you nothing about mines and rocks."

Realism Revisited
Norma Harrs
Love Minus One & Other Stories. Hounslow
$16.99

Grant Buday
Under Glass. Oolichan $10.95
Reviewed by Mark Cohen

Amid the cacophony of experimental writ-
ing emanating from Canadian small presses
these days, Norma Harrs' Love Minus One
& Other Stories strikes a distinctive note.
Writing in the realist tradition of Margaret
Laurence and Alice Munro, Harrs' second
book is a wry, witty and sometimes surpris-
ing collection of stories that is eminently
readable. Like Laurence, Harrs writes about
her heritage in the British Isles and her
adopted home, Manitoba. "In the Driver's
Seat," Harrs' story about the aging Emma
who defies her mean-minded daughter-
in-law by continuing to hold conversations
with her recently deceased best friend, is,
if a bit derivative of The Stone Angel, also
touching in its depiction of a proud but
helpless woman.

But, as with Munro, Harrs' real strength
lies in her construction of taut and incisive
tales about women's relationships and
sexuality. One of the best stories is "Pur-
veyor of Love," in which Marion, recently
separated from her sexually inept husband,
agrees, on the advice of a close friend and
of her psychiatrist, to see a sex therapist.
Both believe what Marion needs is an
orgasm. "'Orgasm,' what an odd word,"
writes Harrs. "It sounded like a giblet that
had been overcooked in an oven." So, after
several phone conversations, the sex
therapist, Gary, visits Marion at her home.
Gary reads Marion through the vibes in
her house, the leftovers in her refrigerator
and her parents' photos on the mantle.
Through subtle, caring questioning, he
helps her face some of the pain of her past
and, finally, coaxes her to the elusive
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orgasm. This story would be potent enough
without the remarkable twist ending that
Harrs adds. Later that evening Marion
gets a phone call: "Gary Anderson here.
I believe you've been waiting to hear from
me?. . . We could start your therapy
any time."

Although there are a number of narra-
tives like this about women responding to
difficult situations with courage, humour
and sometimes vindictiveness, not all of
them are as carefully written. "Snakes" is a
delectably dark story of a daughter who,
having been subject to a cruel mother as a
child, takes revenge after her mother has a
paralyzing stroke by forcing her to eat dry
toast and listen to the recitation of her hus-
band's adulterous love letters. But the story
begins from the point of view of the fami-
ly's maid, an unnecessary perspective that
pulls against the power of the otherwise
tight narrative, for the maid is never heard
from again. In the volume's title story, the
central male character's eyes seem to be
important. The only problem is that they
are first described as "those strange green
eyes of his," and only a few paragraphs later
as, "unmistakably blue; in fact, the bluest
eyes Julie had ever seen in a human being."
I can see nothing else in this story to indi-
cate that Harrs might be playing, toying
with a non-realistic narrative. If she is, it is
a stranded, incongruous example of this
technique. If not, the blunder is one of the
few discordant notes in the author's other-
wise harmonious realism.

Like Harrs, Vancouver's Grant Buday,
another small press author, also writes real-
istically of the old country and of Canada.
Under Glass is the charming, whimsical tale
of Josef Bodner, who begins his life in
Czechoslovakia obsessed with glass, and
moves to Canada in the hope of realizing
his dream of becoming a master craftsman.
That dream is consistently frustrated for a
number of reasons—male competitiveness
being one—and Under Glass is very much a

study in the pressures and vicissitudes of
the aspiring artist: in this case it is a study
in the development of the failed artist, a
kind of anti-kiinstlerroman.

Under Glass is not merely a story of artis-
tic failure, however. Josef's wife Moira is
also an artist of sorts, a remarkable woman
whose gift of singing is first taken away by
a church who casts her out for shattering
the communion goblet with her sublime
voice, and who then loses her voice alto-
gether as soon as she marries Josef—
another suggestion of the hazards to the
artist of a male-ordered world. But unlike
Josef who will not modulate his suffocating
obsession, Moira manages to rechannel her
artistic impulses from music to a new art
form: weaving human hair into tapestries
and clothing. Moira succeeds where Josef
fails, Buday seems to imply, because she
does not allow her artistic medium to dom-
inate her, but realizes that beauty depends
on the artist's patience, determination and
hard work. Josef only begins to realize
this by the end of the novel, when he exam-
ines the thread from one of Moira's unrav-
elled tapestries for the fabric's secret: "So
he had pried it apart; but there were no
satyrs or magicians, no fires or peacocks.
Just thread."

Buday's realism is starker than Harrs',
written with the simple diction reminiscent
of a children's story (Buday has written
one children's book). Anything but juve-
nile, Under Glass is a carefully sculpted and
multi-faceted story—Buday does with
words what Josef Bodner would like to be
able to do with glass. Part of the fun of this
novel is identifying the remarkably numer-
ous ways Buday uses glass as a leitmotif.
Like Peter Greenaway's film Drowning by
Numbers, Under Glass challenges us to
notice the work's predominant image lurk-
ing everywhere among the detritus of the
characters' lives: a chandelier here; stars
glinting like bits of glass there; the ice-
covered pond where Josef's childhood dog
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drowns. By constructing a world of glass
through which the reader moves with the
novel's protagonist, Buday helps us to
understand Josef's obsession with that
world and his failure to connect with it as
an artist.

Cohen's Various Lives
Ira Nadel
Various Positions: A Life of Leonard Cohen.
Random House, $29.95.
Reviewed by Douglas Fetherling

A big row of stitches, like the seam on a
Softball or the aftermath of an appendec-
tomy, runs through the life of Leonard
Cohen. Such jagged lines of demarcation
are a common feature of people whose sto-
ries are divided in two by some act of im-
migration or emigration—by people who
have taken geography into their own hands.
Much of the virtue of Ira B. Nadel's biogra-
phy Various Positions: A Life of Leonard
Cohen is that he deals with this border-line
so effectively without dwelling on it or even
calling undue attention to it. We all under-
stand that there are two Cohens: the
Canadian literary figure of the 1950s and
early to mid-1960s and the American show-
business one from about 1967 on. Nadel's
accessible yet careful narrative gives the
natural history of each while clearly prov-
ing how the two are the same, how the twin
processes of ageing and of returning again
and again to ideas conceived in youth have
made the older Cohen (now 62) the father
of the earlier one. This is of course what
biographies should do, but the trick is so
seldom performed successfully these days
as to be remarkable somehow.

As I was reading Nadel I chanced also to
be reading City Unique: Montreal Days and
Nights in the 1940s and 50s by William
Weintraub. Weintraub's is a perfectly ser-
viceable journalistic social history, nothing

more, but it does throw considerable light
on the now highly obsolescent if not actu-
ally obsolete anglo Montreal out of which
Cohen came. Cohen achieved his majority
during the reign of Maurice Duplessis who,
in distinct contrast with the various far-
right provincial premiers of our own time,
had no interest in suppressing the arts. He
thought culture more or less irrelevant and
not worth eradicating. So it was that writ-
ing and related arts blossomed in Montreal
(against a background of nightclubs, gam-
bling and municipal corruption) during a
time of strict government controls on
behaviour. The flowering was of course
partly in response to such controls, which
served to provide writers and artists with
the type of tension often so vital in these
situations. I believe this atmosphere (city
unique indeed) helps explain not only the
boldness of many of Montreal's anglo-
phone writers of the time but also the sur-
prising fact that they were such a cohesive
group, not withstanding all the differences
of age, ethnicity and class background.

One of the significant facts that Nadel
brings out (though it's hardly a new disclo-
sure) is the abiding nature, not merely the
depth and sincerity, of Cohen's attachment
to Irving Layton, his opposite in everything
but Jewishness and his elder by 22 years.
Cohen was even indebted to arch-WASP
Frank Scott, 35 years his senior. These were
not exactly mentor/pupil relationships, for
Cohen was clearly treated as their equal in
an atmosphere in which politics contrived
to produce a meritocratic underground.

Cohen was to the late 1950s as Michael
Ondaatje became to the late 1960s: the
youngest figure bringing the chronological
vanguard into all the important antholo-
gies: the bright hope. Nadel shies away
from saying so, but Cohen clearly seems to
have turned his back on Canadian
Literature (which then, especially in the
person of Louis Dudek, turned its back to
him) following the publication of Beautiful
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Losers in 1966.1 once went back and read as
many of the Canadian reviews I could find,
and concluded that this was surely one of
the most consistently damned Canadian
novels of its own or any other day. In my
interpretation of events, which takes some
reading between Nadel's lines, an under-
standably embittered Cohen, who had
given his all in that book as he would never
give his all in any endeavour again, stood at
a cross roads. He was already putting his
poems to music and could just as easily
begin conceiving songs whole. His first
album, Songs of Leonard Cohen, was ready
in December 1967 (the same month, inci-
dentally, as Dylan's John Wesley Harding, so
that I continue to hear them together in my
memory, these two simple expressions of
applied religiosity).

The Canadian Cohen was the last figure
of the Romantic movement, separated by
his colleagues of the early 19th century less
by time than by the fact that he was a
wholly urban creature with no wish to
rhapsodize about Nature. Otherwise, the
similarities are remarkable. Cohen culti-
vated unrequited love, wore a Basque beret
and fantasized about Cuba the way Byron
did about Greece. Cohen's famous graffito
MARITA PLEASE FIND ME I AM
ALMOST 30 suggests that he wouldn't have
been surprised if he had outlived Keats by a
margin of only four years and ended in a
dead heat with Shelley. As time went on
(way past 30), Cohen's romanticism
became blacker and more in the decadent
and even symbolist style of the period 1890-
1914 in France, Russia and elsewhere. His
stance, that is, had become highly caf-
feinated, a bit edgy. This doubtless eased
the transition to the United States.

On Nadel's evidence, the American
Cohen at first must have seemed an odd
creature, especially in the folk music move-
ment that look him up and made him
famous by "covering" his songs: too inno-
cent, too earnest. His story since becoming

a star is that he has let go of literature but
gradually, and with great effort cultivated
his melodic gift. One is stunned to read
that his last book, the compilation Stranger
Music: Selected Poems and Sons (1993), was
such an oddly unsatisfying selection in part
because he passed the editorial function to
people such as Rebecca De Mornay, the
actress, his paramour at the time.

As Cohen has two-stepped towards the
millennium, his songs have become more
musically sophisticated as the lyrics have
become wearier, more pessimistic—more a
manifestation of his recurring depression,
if we are to take Nadel's point. Cohen has
also, given American entertainment's atten-
tion span, found it necessary to stage come-
backs from time to time. This is his way of
persisting, it seems. So is adopting a new
American vocabulary in order to propagate
at least some of the concerns that have
engaged him from the beginning, back in
Montreal: a distinctly Canadian style of
public personality, for instance, concerned
with the individual but devoid of American
individualism. To do this—to survive—he
has had to mutate. Recently I spent a cou-
ple of days replaying almost all of his music
in chronological order. In such a situation,
the listener can hear him losing his
Canadian accent, to say nothing of his
adverbs and the G's on participial endings.
(Notices at the border might well say:
"Abandon your adverbs, all ye who would
enter here".) Still, Cohen has remained the
brash and prematurely wise Cohen of his
Montreal days. He has simply grown into
his weariness.
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Dispassionate Witnesses
David Staines
Beyond the Provinces: Literary Canada at
Century s End. U Toronto P $45.00/514.95
James Doyle
The Fin de Siècle Spirit: Walter Blackburn Harte
and the American/Canadian Literary Milieu of the
1890s. ECW $25.00
Reviewed by Graham Forst

Beyond the Provinces: Literary Canada at
Century's End is David Staines' millen-
nium-end summing-up of the achievement
of Canadian literature and criticism.
Originally delivered as the F.E.L. Priestley
Lectures in the History of Ideas at the
University of Toronto in 1994, Staines' brief
book (it contains only about seventy pages
of text) sets out to show how Canadian
writing has gone "beyond the provinces";
that is, has shed its colonial mentality and,
in a series of "astonishing developments,"
finally gained a voice of its own.

Staines' first chapter, titled "The Old
Countries Recede," outlines the "progress"
from the colonial attitude of "Where is
Here?" to what he regards as a new "self-
sufficiency in place, a here defined without
reference to there" This shift Staines sees as
first appearing in Sheila Watson's The
Double Hook, which he calls "the assertive
beginning of [Canadian] post-colonial fic-
tion . . . the first naturalized Canadian novel,
the first novel that is unselfconsciously
Canadian" (a point Earle Birney always
stressed about this, his favourite novel). For
although the novel is set in B.C., this back-
drop is incidental to its structure and the
working-out of its themes, thus reflecting,
according to Staines, Watson's tacit endorse-
ment of "literature's accepted selfhood."

Canada's independence from the United
States is given a different slant in the sec-
ond chapter of Beyond the Provinces, where
Staines notes how often "the Canadian" in
U.S. literature often appears as a sort of

"North American other," and thus becomes
a "dispassionate witness" (a phrase bor-
rowed without acknowledgement from Frye)
of American character and values. Staines'
central example of this "Canadian outsider"
—detached, observant, intelligent, slow to
judge but always morally in line— is
Faulkner's Shrevlin McCannon: born in
Edmonton—whence he returns at the end
of Absalom, Absalom!—Shreve shares a
"dispassionateness born of distance . . . a
perspective, an understanding, a compre-
hension that he can impart to his foreign
subject and audience."

Staines' third and final thesis is that
Canada at the millennium's end has not
only developed a Canadian literary voice
and found a characteristic literary arche-
type both inside and outside Canadian lit-
erature, but also established a distinctively
Canadian critical voice. Here Staines, again
following Frye, finds in the work of E.K.
Brown an equivalent in literary criticism to
what Sheila Watson provided in creative lit-
erature—an escape from colonialism. For
in "sailing between the Scylla of provincial
self-aggrandizement and the Charybdis of
cosmopolitan condescension" Brown
refused to jingoistically praise or cynically
condemn a work simply because it was
Canadian, thus opting once again for this
"dispassionateness," this "impartiality that
strives for a calm understanding and appre-
ciation of literature." In this respect, Brown
was obviously drawing on Arnold's (and
Kant's) concept of "disinterestedness"; only
now it appears "in a New World context,"
in which the value of indigenous literature
can be appreciated, thus permitting native
literature to produce a tradition.

Brown's precedent, as Staines goes on to
show, led to the development of a critical
tradition in Canada which he calls "the-
matic" or "systems criticism" in which (in
Frye's terms) criticism becomes an act of
"recognition" rather than "judgement."
Staines cites D.G. Jones' Butterfly on Rock,

218



John Moss's Patterns of Isolation, Atwood's
Survival, and much of the critical work of
Robert Kroetsch and Linda Hutcheon as
examples of such "post-colonial criticism"
—criticism which "compile[s] a national
literary history in order to affirm an inde-
pendent cultural identity."

Staines' theses, while defensible, are hardly
new: all of them, for example, are stressed
frequently by Frye (see esp. Divisions on
a Ground: Essays on Canadian Culture and
others). And although Staines, like Frye,
stresses the value oî this archetype of.
Canadian-as- "dispassionate witness" both
as a literary archetype and as a means of
defining Canadian cultural identity (and he
might have added, in international politics,
as a peacekeeper), it unfortunately seems
naive now to ignore how quickly the
Canadian "dispassionate witness" is
becoming a zealous participant in the
American cultural feast/orgy, due to the
proliferation in Canada of U.S. financial
and cultural influences (witness CBC-TV
and the imminent invasion of American
"super" bookstores), and the complete fail-
ure of the Liberal government to defend the
mandates of such cultural garrisons as the
Canada Council and CBC Radio. However,
Staines writes clearly and economically,
and Beyond the Provinces is a valuable and
concise anatomy of the fragile biomorph
called Canadian identity.

Staines' definition of the Canadian liter-
ary sensibility as "poised .. . between
British and American models" would
appear to have found an interesting early
avatar in Walter Harte, the British journal-
ist and pamphleteer who resided briefly in
Canada in the late 1880s before joining Bliss
Carman, Charles G.D. Roberts and others
in a mass exodus of Canadian writers to the
U.S. a decade later. And in fact, near the
beginning of his book, James Doyle indi-
cates that this question of the relationship
between Canadian and American literary
sensibilities does indeed interest him. As he

notes, the eastern U.S.'s "Mauve Decade" of
the 1890s reveals significant "connections"
and "shared and reciprocal influences"
between the two countries, which produced
a "substantial interest among Americans in
the literature of English Canada."

Unfortunately, however, Doyle doesn't let
this important theme extend beyond his
Introduction, and consequently his book
remains a sore test of Virginia Woolf 's con-
tention—as Doyle himself quotes her—that
"there is no such thing as a 'minor' life." And
his attempt to inflate the importance of
Harte's short life and negligible work by im-
plying that it "epitomize[s] the experience
of creative humanity as a whole" and "con-
firm[s] the ephemerality of life and the elu-
siveness of universal truth" seems fatuous.

Rather less ambitious—and more suc-
cessful—is Doyle's attempt to show how
the "work-a-day struggles, occasional tri-
umphs, and frequent disappointments" of
this hack British expatriate Annexationist
journalist at the turn of the century in the
U.S. can "characterize an era," which he
does well enough to show how little has
changed in the world of Canadian journal-
ism to the present: no money, no market
for quality, no public for chap-books, and
no reservations about going south.

Dramatic Depression
Jason Sherman
Three in the Back, Two in the Head. Playwrights
Canada $11.95

Ken Gass
Claudius. Playwrights Canada $11.95
Mansel Robinson
Colonial Tongues. Playwrights Canada $11.95
Reviewed by Frances Frazer

In "A Prayer for My Daughter," W.B. Yeats
defines amoral irresponsibility as "the
murderous innocence of the sea," thus
implying an obverse—conscious, chosen
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innocence. Depressingly for us, hope for
that kind of virtue as a powerful agent in
human affairs does not feature promin-
ently in contemporary culture. Instead, we
are continually told that we have lost or
are losing our "innocence." On the evi-
dence of the three plays under considera-
tion here, our playwrights are particularly
despondent.

Jason Sherman's Three in the Back, Two in
the Head, which won the 1995 Governor
General's Award for drama in English, is
the most philosophically ambitious of the
three. It is a complicated dramatization of
an arms-race story heavily indebted to the
actual career of Canada's "Dr. Doom,"
Gerald Bull. A brilliant designer of arma-
ments, Dr. Bull achieved towering success
in research and production funded by
Canada and the U.S.A. and then, having
lost their support, descended to the service
of less and less savoury regimes. He was
working to supply Iraq with a super gun
capable of launching rockets for immense
distances when he was murdered in 1990.

Bull seems to have been oblivious or wil-
fully blind to the characters of his later
employers. His counterpart in Sherman's
play is, by contrast, an idealist who has
consistently devoted his talents to a means
of blocking and detonating missiles in
space, hoping to thus make possible world
peace. In the play's present time, he has
been killed, as Bull was, by three bullets to
his back and two to his head.

In fourteen brief scenes, the audience is
compelled to work through two kinds of
puzzles. The factual puzzle concerns who
killed the scientist and why. The philosoph-
ical puzzle involves clashing convictions
about how nations should and can cohabit
on earth. The scientist has remained com-
mitted to the view that safety from long-
range attack is essential to mutual civility.
A powerful opponent has worked secretly
to thwart him on the ground that national
safety breeds aggressiveness. But the play's

victory goes to a third party, a proponent of
personal and tribal survival at all costs.
Fittingly, his vision of the eternal situation
is atavistic: ". . . in the jungle there is no
morality, in fields there is no morality, there's
you and your tribe running naked. . . ." In
short, murderous innocence.

The dialogue of the play occasionally
strains for eloquence but seldom attains it,
although the liar's prim little euphemisms—
"a lie has passed between us," "a brusque
manner" (meaning murder)—are effective.
But much of it goes far beyond realism in
its incoherence and obscenity.

Obscenity is also a dominant feature of
Ken Gass's Claudius, a bawdy semi-burlesque
of Hamlet. Gass, founder of Toronto's Factory
Theatre Lab and Canadian Rep Theatre, is
now recognized as an estimable long-time
campaigner for Canadian drama, even
though he figured as its enfant terrible in
the late seventies, when the wanton sex and
violence of his "comedy" Winter Offensive
set off shock waves that threatened public
funding of the Factory. Conceivably Gass is
seriously trying to undermine Hamlefs
claims to dignified, tragic significance, say-
ing in effect that a modern realist knows
what Shakespeare did not or refused to rec-
ognize about the lusts, treacheries, and
killings in ancient Elsinore.

In Gass's lumpy melange of slapstick,
passion, and gore, Hamlet is more clown,
inept plotter, and two-timing lover than
tortured philosopher or agonized son. But
he is positively sympathetic beside the
play's Polonius, a vain, vicious fool.
Claudius is a power-obsessed thug whose
political strategy boils down to kill him/her
now or later and bury the evidence. The
notion that Hamlet might be trying to acti-
vate his conscience amuses him: " . . . con-
science? Guilt? .. . Hah! He's living in the
wrong century for that."

Feminists may find support in the play's
conclusion, which indicates that women,
less impulsive and driven than men, are
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more able to rule. But the female victory is
achieved by deadly manipulation fuelled by
a ruthless determination to survive.
Gertrude can't take time to say goodbye to
her dying son (who has chosen "not to
be" and is expiring with Ophelia in a bath-
tub). She has to stage-manage the death of
her dangerous husband. Fortinbras, un-
represented in this tragi-comic farce, was
a considerably more inspiring heir to the
kingdom.

In setting and action, Colonial Tongues by
Mansel Robinson expresses disillusionment
and depression too. But at least some of its
characters also emanate warming nostalgia.
The play is a threnody for lost loves and
loyalties, lost homes and communities—
sacrificed to technological developments
and people's pursuit of individual freedom,
money, and urban thrills. Edna Barnett in
1967 and her grief-crazed son Butch in 1995
are fighting against an overwhelming cul-
tural tide. This is a young author's play,
somewhat overloaded with symbols, stage
devices, and repetitions. But it works
because the lament, laced with rueful
humour and credible feeling, sounds a true
note. Edna is a believable Mother Courage,
writ small but genuine. Her yearning Butch
is an articulate, appealing chief mourner
for values he sees being buried under an
avalanche of greed and heedlessness. And
in the end, he seems to have achieved,
amidst huge loss, a small victory of true
memory and validation.

The messages of these three plays are
dire: the old virtues are dead, or worse,
never existed except in people's collective
imaginings. It could be argued that all three
promote the importance of what they
mourn or tacitly declare unreal. But that
argument affords only chill comfort. Isn't
it time for more positive plays, however
challenging, that point some ways to
earned, educated innocence? Fin de siècle
need not mean barren cynicism every hun-
dred years.

Acting Like A Man:
Kinds of Performance
Kristine Brunovska Karnick and
Henry Jenkins, eds.
Classical Hollywood Comedy. Routledge,
Chapman Hall US$16.95
Dennis Bingham
Acting Male: Masculinities in the Films of James
Stewart, jack Nicholson, and Clint Eastwood
Rutgers UP US$45.oo/$i5.95
Mark Simpson
Male Impersonators: Men Performing Masculinity
Routledge US$16.95
Reviewed by Stephen Guy-Bray

Despite the scorn of the contributors for
film studies which analyze only famous
comedies, Classical Hollywood Comedy
sticks to the usual suspects. The writers
have read enough theory to feel that canons
must be exploded, but writing about screw-
ball comedies, Mae West, Buster Keaton,
and big-time schlock like Moonstruck is not
exactly striking off into the unknown. For
all the ritual homage to recent literary and
psychoanalytic theory, this is a conven-
tional work. This is particularly true of the
essay on screwball comedies by Karnick,
the editor. Karnick wants to see these
movies as at least partially subversive and
this leads her to distort the evidence. She
says, for instance, that "Sullivan gives up
his job and his comfortable life and ends up
on a chain gang." Perhaps Karnick left 15
minutes early or perhaps she has been priv-
ileged to see one of those director's cuts we
hear so much about. Karnick wants to sug-
gest that the heroes and heroines of screw-
ball comedies have to give up wealth. In
fact, the movies show that love and money
go together; perhaps this is what is classical
about classical Hollywood comedy.

The best essays in the book tend to be
those which deal with non-canonical works
or which approach canonical works in
an unconventional way. Charles Musser
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contributes a fine essay on silent comedies
about divorce. The essay by Jenkins on
Preston Sturges's chronically unpopular
Unfaithfully Yours is also good. Alex Doty's
queer analysis of The Women is intriguing,
if somewhat overstated. It would be remiss
not to add that the book is, for the most
part, atrociously written and edited, with
plurals and possessives routinely incorrect
or confused.

Dennis Bingham's book provides an
unconventional analysis of three of the
most successful movie stars ever. His intro-
duction is particularly good, as is his study
of James Stewart. The section on Jack
Nicholson is a disappointment, however.
Bingham feels that Nicholson has sold out,
which suggests a naive appraisal of
Nicholson's early work as subversive.
Throughout his career, Nicholson has been
a rebel which, as Bingham should know, is
the most conventional role of all. Bingham
is also rather nasty about Nicholson's
receding hairline and expanding waistline:
as Bingham points out, no actress could get
away with aging so visibly and so poorly,
but then again neither can an actor. Other
male movie stars who have remained stars
while getting old—Stewart, Henry Fonda,
Gary Cooper, Cary Grant, Paul Newman—
have kept their looks to a positively alarm-
ing degree. I realize that Bingham is only in
his early forties and doubtless as lovely as
ever, but I think he might have more sym-
pathy for Nicholson's honesty about his
body and more critical interest in what that
means to our images of masculinity.

I dwell on the point because an actor's
physicality is such an important part of his
work. But except for his disapproval of
Nicholson's middle-aged body, Bingham is
not particularly interested in the physicality
of the stars he writes about. This is a signif-
icant omission in a study of the representa-
tion of masculinity in the movies; it is
particularly unfortunate in his discussion
of Eastwood who is, although no one has

told Bingham, an exceptionally handsome
man. Bingham's study, interesting as it is,
would have been stronger had he consid-
ered this aspect of the star system.

Mark Simpson speaks almost entirely of
men as sex symbols. He writes with great
spirit about the sexualization of masculin-
ity, and although most of the book consists
of occasional pieces which appear to have
been hastily thrown together and
expanded, it is easily the most enjoyable—
and, unfortunately, the most poorly
bound—of the three. It was deeply satisfy-
ing to read his attack on Robert Bly. There
are some weak spots—the section on foot-
ball is grindingly obvious, as is his depreca-
tion of Tom Cruise's films. Like so many
critics today, Simpson often discusses the
difference between the penis and the phal-
lus. Unfortunately, he ends up talking
mainly about the latter. Here, as elsewhere,
his interest in theory tends to be a distrac-
tion. Many people can write about Freud,
but very few can write as interestingly
about pop culture as Simpson. One of his
most admirable qualities is that he is
equally at home with various aspects of
pop culture and the representation of mas-
culinity. His keen sense of context makes
his book a pleasure to read; this sense is
one of the main things missing from the
other books I reviewed.

Star Apprentices
Gary Boire
Morley Callaghan: Literary Anarchist. ECW
$14-95
William Burrill
Hemingway: The Toronto Years, 1920-1924.
Doubleday $25.95
Reviewed by Hildegard Kuester

Though officially announced as a biogra-
phy, Hemingway: The Toronto Years is more
than that. What Burrill modestly calls
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"Appendices" includes 25 previously unat-
tributed journalistic pieces by Hemingway,
thus adding to the ostensibly complete
Dateline, Toronto collection. When a few
years ago word was spread that "lost" Hem-
ingway stories were discovered and would
soon be printed, the news made headlines.
Scholars interested in the development of
Hemingway's unique prose style will be
particularly pleased about Burrill's book.

As biographies and memoirs on
Hemingway abound—the introductory
survey of biographical writings and mem-
oirs will come in handy for readers—
Burrill concentrates on a short period of
the writer's life, his years as a Toronto Star
reporter. Only few people will know that
the career of one of America's finest writers
started at a dingy four-story newspaper
building at 18-20 King Street West. And it
all began with Hemingway being offered a
job as a baby-sitter for the nineteen-year-
old son of a wealthy Toronto family.
However great the importance of Toronto
was for initiating Hemingway's future
career, to entitle the biography "The
Toronto Years" is not quite to the point. It
may be a case of wishful thinking—it cer-
tainly is yet another irony in a Canadian
context: out of those four years as a free-
lance reporter for the Toronto Star
Hemingway spent not more than eight
months in the city itself; he lived there only
at the beginning and end of his journalistic
assignment. When he was offered the post
of European correspondent for the newspa-
per he accepted gladly.

It was during his early Paris years that
Hemingway developed his unique prose
style; his European articles for the Star were
in many ways closer to fiction than to jour-
nalistic writing. By the time he returned to
Toronto—anything but eager to start a new
period of life in what he considered a stifled
and Puritanical atmosphere—Hemingway
claimed that he had "invented a new style
of writing." Burrill offers what can be con-

sidered a detailed analysis of how the
author's style was formed by his job as a
journalist, and he compares some of
Hemingway's early articles to stories he
would later write. He also hints at themes
and motifs in Hemingway's fiction which
can be traced back to his experience as a
Star reporter, among them the notorious
bull-fighting scenes. When Hemingway
finally left Toronto for France in early 1924
(the circumstances of his departure are still
shrouded in mystery), he had decided to
leave journalism behind for good. At the
end of his biography, Burrill quotes
Hemingway's words on how valuable jour-
nalism was for his career but also on how
essential it was to break with it, because it
'"begins to destroy your memory1 by forc-
ing you to 'forget every day what happened
the day before. . . . A writer must leave
before that point. But he will always have
scars from it.'"

Burrill's biography cum collection of
Hemingway stories will captivate readers
interested in the author's early develop-
ment, and it will also make good reading
for a general audience eager to learn more
about Hemingway's life as a young man. Is
it the attempt to present both these aspects
of the writer's biography at the same time
that causes the critic to close the book with
a slightly ambivalent feeling? Every once in
a while the tone gets a bit too chatty or one
is tempted to skip some passages showing
in minute detail how Hemingway wrote
some of his newspaper articles.

In this respect, Gary Boire's biography
Morley Callaghan: Literary Anarchist gives a
more uniform impression. As part of ECW's
Canadian Biography Series, the book pro-
vides basic information on one of Canada's
most important and prolific writers. Boire

• covers all of Callaghan's career, but like
Burrill, he focusses on the writer's early
years. As the subtitle of the biography reveals,
he considers Callaghan's idea of the artist as
an anarchist to be one of the dominant
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themes of his writerly development. To
make use of current literary jargon, for
Boire, Callaghan is a "subversive, carniva-
lesque clown" who despaired of Canadians'
predilections for the sentimental.

Boire traces Callaghan's attempts to find
literary models that would help him
develop his individual style. One of the lit-
erary figures looming large in Callaghan's
early career was of course Ernest
Hemingway. In both Boire's and Burrill's
biographies there are references regarding
the literary friendship that developed
between the two young Toronto Star
reporters. Though the American writer cer-
tainly influenced his younger Canadian col-
league—he was one of the first to
encourage Callaghan and he introduced
him to the literary circle in Paris including
Scott F. Fitzgerald who in turn was most
instrumental in getting Callaghan pub-
lished—there was a great amount of disap-
pointment involved in the relationship.
Both were formed by their Star experiences,
both were influenced by modernist and
especially imagist techniques, and they
shared an enthusiam for the atmosphere
Paris offered North American artists. Yet
fissures began to appear in their friendship
when Hemingway's need to be recognized
as the superior writer was threatened; he
felt insulted when in 1929 he was accused of
imitating Callaghan. The crisis climaxed in
the same year after the notorious boxing
match between the two (Fitzgerald acted as
referee). For those interested in the psycho-
logical complications underlying the fatal
misunderstanding that followed, Boire
offers a detailed account drawing on
Callaghan's biographical That Summer in
Paris.

Apart from Hemingway's influence, Boire
also examines Callaghan's relationship with
other American writers such as Josephine
Herbst and Nathan Ash as well as with
Canadian author Raymond Knister with
whom he shared the impression that

Canada was a cultural wasteland. Similarly,
Boire describes the important influence of
the so-called French Catholic revival on
Callaghan's fiction. Boire must be credited
for presenting an enlightening picture of all
the early influences that shaped Callaghan's
individual style and for doing so in a lan-
guage free of temporary literary jargon and
ideology.

The Anatomy of Toronto
Robertson Davies
The Cunning Man. M&S $29.99
Reviewed by Martin Kuester

In his novels set in Toronto, Robertson
Davies has created an attractive village-like
microcosm. Unfortunately his death, the
news of which reached me during the com-
position of this review, draws an end to the
world of Colborne College and the
University of Toronto, and to unforgettable
characters like Dunstan Ramsay, the
hagiographer. The Cunning Man, Davies'
latest novel, is yet again set in these some-
what "parochial" surroundings, and Davies
shows once more his great resources as a
storyteller. While Dunstan Ramsay makes a
short appearance as the hagiographically
inspired and inspiring history teacher of
Colborne College, this novel is narrated by
another Toronto original, Dr. Jonathan
Hullah, the eponymous cunning man. He is
the persona through whom we are
acquainted with some unfamiliar aspects of
Toronto cultural life, and especially with
the extremely High Church Anglican parish
of St. Aidan's.

Hullah reminisces about various stations
of his life: his youth in a northern Ontario
mining town, where he is confronted with a
native wise woman's methods of medical
treatment; his school years in a Toronto
boarding school; his student years at the
University of Toronto; his careers as a
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World War II army doctor treating shell-
shock patients with poetry and as a post-
war police surgeon. His final position, from
which he looks back at his life, is that of an
idiosyncratic but successful, rich but celi-
bate holistic physician who believes as
much in Platonism as in medical technol-
ogy and to whom other doctors send the
neurotic patients they have grown tired of.
His life story is parallelled with the careers
of two fellow students with whom he
attended Colborne College, one of whom,
Browchell Gilmartin, becomes a renowned
professor of English at Waverley University
in Salterton, whereas the other, Charlie
Iredale, follows his overly strong religious
inspiration and becomes assistant to (as
well as hypnagogically inspired murderer
of) Father Hobbes, the priest of St. Aidan's.
In this church, which turns into one of the
centres of Hullah's social life, the doctor
makes friends with a coterie of Toronto
originals, including the church's homosex-
ual musical director and the religious edi-
tor of the local newspaper. The other centre
of Hullah's social life happens to be right in
the house in which he has his practice, and
it is run by the Ladies, two artistically
inclined British expatriates who had eloped
to the colonies, and one of whom rises to
modest fame as a sculptress when called
upon to portray a series of Canadian politi-
cians and businessmen. One of the Ladies
writes a series of almost unbearably chatty
and slangy letters back to England, and
these letters provide some welcome relief
from the somewhat pompous (or is it
snobbish, or heavy-handedly ironic?) tone
of Hullah's own prose.

One of the problems with this book is
that it is inhabited by more notable charac-
ters than would fit in a thousand-word
review, including bank managers, spies,
deacons and superintendents. As for the
action, readers are well served with adul-
tery, prostitution, sex, crime and, yes, mur-
ders, but the narrative perspective is that of

an anatomy, which means that it is all over
the place and sometimes in danger of los-
ing the reader. Ostensibly, we have Jon
Hullah remembering his life over a period
of several years, and this remembrance of
things past is provoked by Esme, the young,
attractive journalist who in the course of
the novel will become both the widow of
Hullah's murdered godson and the woman
with whom the aged narrator falls in love
(thank God, without her noticing). As a
journalist who is either not too bright or
very clever in her ways of gathering infor-
mation, she is working on a series on The
Toronto That Used To Be and prods Hullah
to tell her about the almost forgotten his-
tory of St. Aidan's, the church in the vicin-
ity of which he lives, and about the
mysterious death of Father Hobbes.

Strangely enough, Hullah soon is so pos-
sessed or obsessed by his memories, espe-
cially by those he decides to confide to his
Case Book rather than to Esme, that he
finally even starts on a project of his own,
which is to rewrite the history of literary
criticism from the point of view of a well-
read dilettante. While I am willing to for-
give this not completely likable character—
"I have much to conceal, and I shall do so,"
he proclaims at the start—his excursions
into his best friend's marital bed (after all,
this friend had married Hullah's girlfriend),
as a literary critic I have trouble with his
excursions into my own field: Hullah, who
derives many of his medical and philosoph-
ical insights from Burton's Anatomy of
Melancholy (from which, of course, Davies
also derives his epigraph and title), decides
to write his own Anatomy of Fiction as the
ultimate answer to Deconstructionism.

Canadian historiographie metafiction has
been known to use all kinds of literary
models, but I doubt that Davies's choice of
Burton as a model to be imitated in this
historiographie and hagiographie metafic-
tion of a Toronto parish was an ideal
choice. Why does the physician Hullah have
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to turn the tables on the medical layman
Burton who wrote on medicine?

In The Cunning Man Robertson Davies is,
as he always was, an entertaining story-
teller, but I think that in this volume less
would have been more, especially since his
narrator himself often admits to having
been numbed by the narrative structure of
his anatomy of St. Aidan's: "Anyone reading
this Case Book might well become con-
fused in its time-scheme, because, while it
tells a few things about my life from its
beginnings, I really did not begin to write
them down until rather less than four years
ago when Miss Esme Barron of the Colonial
Advocate came to pump me about the his-
tory of the district of Toronto in which I
live. . . ." For me, at least, the mixture of
historiographie metafiction and deft story-
telling is somewhat on the heavy and
lengthy side, giving me more than I am
willing to take from Dr. Hullah. The ending
of the novel, the experienced doctor's
unhappy love affair with a younger woman
whom he had long described as superficial
and shallow—he himself calls this part the
farce following a tragedy—cannot reconcile
me completely with his snobbish (or just
ironic?) pose. Nevertheless, Hullah is a
powerful creation and an unforgettable
character. He closes the novel with "a
Burtonian answer" with which it is hard to
disagree: " . . . this is the Great Theatre of
Life. Admission is free but the taxation is
mortal. You come when you can, and leave
when you must. The show is continuous.
Good-night."

'Reviews Are Not Written
For The Author'
Lorraine M. York (ed.)
Various Atwoods: Essays on the Later Poems, Short
Fiction, and Novels. Anansi $24.95
Hilde Staels
Margaret Atwood's Novels: A Study of Narrative
Discourse. A. Francke Verlag DM58
Reviewed by Jill LeBihan

Margaret Atwood's writing, as well as hav-
ing a broad popular audience, is widely
taught in undergraduate and graduate
courses in Canada and elsewhere, and so a
proliferation of critical essays on her work
is to be expected. Lorraine York's collection
on Atwood's recent novels, short fiction
and poetry will become a well-read volume
in university libraries, as will Hilde Stael's
patient study of Atwood's novels to date.
Both texts will undoubtedly both prove
very useful reference works for Atwood
scholars, but for different reasons.

Various Atwoods is, claims editor Lorraine
York, a follow-up to the Davidsons' The Art
of Margaret Atwood (1981), and is a celebra-
tion of the writer's multi-faceted talent and
of the 'energetic and heterogeneous critical
discourse' that surrounds her work. The
collection includes a fascinating discussion
of Franklin and wilderness in Atwood's
work by Sherill Grace; Sandra Djwa's dis-
cussion of the many sources and mytholo-
gies behind the poetry that seems to
suggest that reading Atwood is like an
encounter with a dictionary of quotations;
a sympathetic consideration of power and
panopticism in Cat's Eye by Molly Hite; and
a rather peculiar reading of the film adap-
tation of The Handmaid's Tale by Glenn
Willmott that focuses almost entirely on
the few male characters, in a novel which
has feminism and the position of women as
its central focus. York's introduction
encourages the varied nature of Atwood
criticism, and argues 'Just as there are, for
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Atwood, true stories but no true story,
there are arguably "various Atwoods" but
no Atwood.'

English critic Coral Ann Howells pro-
vides a clear, knowledgeable and engaging
argument that links the two ends of
Atwood's career in prose fiction, from
Surfacing to Wilderness Tips. Howells
argues that the meaning of Canadian iden-
tity is still being defined in terms of land-
scape, as Atwood herself explained more
than twenty years ago, but identity is now
'tipping' precariously under the sway of the
postmodern era. Howells' positioning of
Atwood's work in a postmodern context is
balanced with Diana Brydon's analysis of
Bodily Harm using the post-colonial critical
discourse that wasn't established when the
novel was first published. Brydon argues
that the novel shows how Western culture
is involved in 'worlding' and 'soul-making'
of cultural others, and the ways in which it
denies, obscures and justifies exploitation.
Brydon takes stock of many of the varied
critical perspectives on the novel, and her
argument for the compromised placement
of settler/invader cultures in the post-colo-
nial context remains an important one for
scholars of Canadian literature who are still
at a loss as to where it fits within literary
critical categories. Perhaps most interesting
in this essay is the use made of the dis-
course of travel literature and the reading
of Bodily Harm up against writers such as
Dean MacCannell, James Clifford and
Jamaica Kincaid. Brydon is successful in
creating a place for this often neglected
novel within contemporary literary debates.

Whilst Brydon and Howells use contem-
porary critical theories to produce enlight-
ening commentaries on Atwood's work,
there are other essays in York's collection
that are clumsy in their application of theo-
ries. Shannon Hengen, for instance, talks
about 'post-national,' 'post-feminist,' and
'post-imperial' issues without any clear def-
initions, or apparently any awareness of the

immense amount of discourse proliferating
around the problems of the 'post.' Hilda
Hollis, in her attempt to reject the applica-
bility of deconstruction to Atwood's work,
lacks the understanding of the philosophy
required for such an undertaking. For
example, in referring to Atwood's use of the
body as sign in True Stories, she includes
obfuscatory passages such as the following:
'When a body becomes both signified and
signifier, the gap that allows infinite inde-
terminacy is closed. There is no temporal
gap between intention and meaning.' It
seems to me that Atwood's familiar motif
of the body as sign, always already a combi-
nation of signifier and signified, may not
have a discernible intention, but that is not
the concern of deconstruction: there must
still be slippage along the axis of significa-
tion, of meaning, whether we perceive a
gap between intention and meaning or not.

The 'Study of Narrative Discourse' in
Atwood's novels, promised by the subtitle
of Hilde Staels's volume, would be a wel-
come thing indeed. However, it is not what
this converted PhD thesis provides. This is
not to say that Staels's work has no value:
her work is patient, detailed and shows an
enviable familiarity with the narratives of
the novels that can only have come with
several rereadings of each (an opportunity
of which I would be glad).

The introduction suggests that Staels will
make use of the work of Bal, Genette,
Rimmon-Kenan and Kristeva. This is a
slightly strange combination of approaches,
from the high structuralism of Genette to
the radical psychoanalytic post-structural-
ism of Kristeva, and it is a problem which is
not confronted or resolved anywhere in the
text. The majority of the Staels's writing
consists of cautious, rather unrevelatory,
explanations of the narrative features of
each of Atwood's novels. The issues of fem-
inism, post-colonialism and the work of
Kristeva are returned to in the conclusion,
but when they remain unexplored by the
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majority of the writing, the result is uncon-
vincing. Similarly the appendices, which
include a wonderful interview with Atwood
about The Robber Bride, are valuable but
should be properly integrated into the rest
of the text. The interview with Atwood
includes her comments about book reviews,
of which we critics should take note:

You can also get attacked by people who
reduce you and then attack the reduced
figure they have concocted. None of this
really concerns me as the author,
because reviews are not written for the
author. They are written for an implied
reader of some kind. The implied reader
of a newspaper review is the general
reader and the implied reader of an acad-
emic review is other academics.

So it is with other academics in mind that
I make my suggestions: there is much for
students to learn from Staels's close read-
ings of Atwood's novels, and the uneven
quality of the essays in York's collection
should not deter Atwood aficionados from
acquiring it: the excellent essays more than
compensate for the disappointing ones.

Heavy Haliburton
George L. Parker, ed.
The Clockmaker. Series One, Two and Three.
Oxford $34-95/$i5.95
Reviewed by Mary Lu MacDonald

Thomas Chandler Haliburton's place in
English-Canadian literary history has
remained solid for over a century. After a
long editorial process, the Centre for
Editing Early Canadian Texts (CEECT) at
Carleton University has made a major con-
tribution to Haliburton's continuing place
in our national pantheon with the publica-
tion of all three series of his Sam Slick
books in a single 655 page text, plus 103
introductory pages and 212 pages of
explanatory and editorial notes. There is
some justification, of the "if it's not done

now, it never will be done" school, for com-
bining the three series of The Clockmaker in
one volume, but with almost a thousand
pages it becomes a massive tome, and one
wonders how useful it will be in the class-
room. For scholars of Canadian literature,
however, it is an important work.
The project was a daunting one. In pub-
lishing history alone the three volumes
must set Canadian records, with over 130
editions and impressions printed in at least
seven countries, yet the editor, George
Parker, chronicles the history so clearly that
the ordinary reader can understand what is
meant by the "third issue of the first edition
of The Clockmaker, Series Three" and simi-
lar complexities. On a scholarly level, liter-
ary historians can get caught up in the
intricacies of copyright, piracy, and per-
sonal and publishing relationships.
Textual scholars will appreciate the
Bibliographic Description of the Copy-
texts, the lists of emendations and the
Historical Collation. Of the three series, the
choice of a copy-text for Series One, which
appeared in many versions in Haliburton's
lifetime, was the only significant problem.
The explanation of the reasons for this
choice, and the resulting decisions about
Haliburton's intentions as to spelling, are
clearly stated and defended.
Modern students, who find it difficult to
enter into the world of early nineteenth-
century Canada, will find the book hard to
use, since neither the Editor's Introduction,
nor the Explanatory Notes, while excellent
on details, provide any overall socio-politi-
cal context for the three Clockmaker books.
One can understand the necessity of keep-
ing the size of the volume within bounds,
but the lack of introductory information
providing general historical context for
Sam's sayings and doings will limit its class-
room usefulness.

At this point in time no one is going to
review the actual Clockmaker texts as literary
works. They have been enshrined in the

228



canon, frequently referred to, but rarely
read except in small doses in anthologies.
CEECT has taken canonization as sufficient
justification for the publication of a mod-
ern critical edition, yet in all this massive
volume only two paragraphs are devoted to
an assessment of the importance of the
Clockmaker, nationally or internationally.
Nonetheless, at $15.95 it is a wonderful buy
for scholars of Canadian literature, and
everyone should definitely own a copy. The
text is as carefully prepared and authentic
as we are ever likely to see, and the editorial
apparatus is a model of its kind.

Anxiety Shared and
Staged
Tony Hamill
Singular Voices: Plays in Monologue Form.
Playwrights Canada $49.95
George F. Walker
Shared Anxiety: Selected Plays. Coach House $14.95
Jim Millan and Blake Brooker
Serpent Kills. Playwrights Canada $11.95
Reviewed by Paul M. Malone

In George F. Walker's Beyond Mozambique
(1974), the mad scientist Rocco exults,
". . . there's something about committing
crimes against humanity that puts you in
touch with the purpose of the universe;"
the drug-addicted homosexual priest Liduc
replies, "That is the most intellectually
obscene comment I have ever heard." Vari-
ations on this theme appear throughout the
two decades' work distilled into Shared
Anxiety, a well-chosen retrospective of
Walker's theatre. Mozambique, Zastrozzi,
and Theatre of the Film Noir represent the
earlier work: polymorphous perversity and
social satire in exotic settings derived from
B-movies but viewed through a hallucino-
genic kaleidoscope. Zastrozzi is the most
famous play from this period, though the
lesser-known Film Noir maybe, as the title
suggests, its ultimate expression. The Art of

War, final play of the Power trilogy, illus-
trates Walker's move to a more naturalistic
style, though still with ties to Hollywood—
the private-eye atmosphere and the protag-
onist's name, Tyrone Power. By 1984,
Walker had settled his works in a particu-
larly Canadian milieu, the East End of
Toronto, and added a grittier, urban-crime
background. This collection includes the
series Criminals in Love, Better Living, and
Escape from Happiness, in which the wildly
dysfunctional Quinn family battle small-
time hoods and police conspiracies while
coping with the return of a long-absent
abusive father. All three plays have been
altered and shortened from previous edi-
tions, resulting in tighter scripts with fewer
digressions and—particularly in Better
Living—increased clarity on several major
plot points (Walker's contention, however,
that Better Living is "almost a new play" is
exaggerated). Shared Anxiety ends with the
hard-hitting play for young people,
Tough!, which presents gender conflict and
responsibilities in light of an unplanned
pregnancy. A preface by Robert Wallace
ably defends the selection of these eight
plays and the omission of others, and
Stephen Haff contributes a brief introduc-
tion to Walker's "Brave Comedy of Big
Emotions."

As a primer, this volume displays the
strengths of Walker's work—and its diffi-
culties. The older plays seem dated in their
'70s sensibility: their wit threatens to turn
to bombast, and their portrayal of political
and gender relations can seem to embody
what they in fact criticize; while the newer
plays, with the trappings of naturalism, can
easily devolve into monotonous screaming
of obscenities and frenetic violence. More
than ever, a keen directorial sense is neces-
sary to fulfil the potential of Walker's rich,
and very brave, offerings.

The anxiety of Walker's theatre also res-
onates through the plays in Singular Voices.
Tony Hamill, the editor, remarks in his
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introduction that the growing popularity of
one-person shows reflects the poor econ-
omy and rising production costs. He also
maintains, however, that the plays in this
collection would have been written anyway;
and certainly the form is an attractive one.
Challenging as it is to sustain the audience's
focus on a single actor, the monologue is a
surprisingly flexible medium, as Singular
Voices bears witness. The playwright—in
five of the six plays here, the
playwright/actor—can be a seemingly
straightforward storyteller (James
O'Reilly's Blood Everywhere), or can dis-
guise the play as a lecture (Arthur Milner's
Masada); can play one character through-
out, referring to or imitating others as
needed (Diane Flacks's By a Thread and
Morris Panych's The Story of a Sinking
Man), or can play several characters, either
all at once (Margo Kane's Moonlodge) or
one after the other (Janet Feindel's A
Particular Class of Woman). In any case the
uniquely personal nature of the monologue
makes possible a visceral theatrical experi-
ence which rebounds from hilarity to hor-
ror like a roller-coaster.

Horror, indeed, is often present in the
plays in Singular Voices, four of which deal
with either incipient or past violence—
whether social or individual—or with
grotesque alienation; of the six, only
Moonlodge and, to some extent, A
Particular Class of Woman resolve their
premises with hopeful endings, while Blood
Everywhere defuses its nervous energy with
a disappointing (on the page) shaggy-dog-
gish ending. This anthology is nonetheless
to be commended both for the diversity of
form and tone, and for the high quality, of
the plays chosen.

Walker's Zastrozzi turns up as a touch-
stone for charismatic villainy in a review
quoted on the back of Jim Millan and Blake
Brooker's Serpent Kills; an ironic proof that
life imitates art. Charles Sobhraj, the vil-
lainous centre of Serpent Kills, is very real,

alive and in prison in India, serving seven
years after a career of smuggling, robbery
and murder that ranged from South Asia to
Europe. Millan and Brooker take the often
contradictory accounts of Sobhraj's life and
fashion a shattering vision of postcolonial
rage: Charles, half-Vietnamese, half-Asian
and raised in France, is both fascinated
with the West (he worships James Bond
and calls himself "El Lobo") and repelled
by the mixture of romanticism and racism
that draws Western tourists to the East.
This ambivalence is reflected in the con-
trast between Charles's harsh but justified
criticism of Western involvement in Asian
history and the conscienceless crimes that
swell both his wallet and his ego. As unset-
tling as the indifference with which Charles
kills is the casual manner in which his
Canadian accomplices—his lover Marie
and the play's narrator, the journalist
Gerry—"go with the flow," smuggling
drugs and helping Charles lure vacationers
to be drugged, robbed and often killed;
held in thrall by his charm and his drive,
they refuse to acknowledge the corpses pil-
ing up in their wake.

"This morning I watched mothers
bathing their children in the river," says
Jenny, one of Charles's victims, "That's
what I want. That's peace." "That's poverty,"
replies Charles, as the drugged Jenny falls
over dead. This disturbing little scene
describes the leitmotiv of Serpent Kills, and
whether the play as a whole becomes
unbearably intense through its repetition,
or merely redundant, will depend on the
production; but certainly Millan and
Brooker provide a basis for amazing and
horrifying theatre.

Despite the high quality of their contents,
the Playwrights Canada Press volumes suf-
fer by comparison with the slick packaging
of Shared Anxiety: not only does their lack-
lustre jacket design seem rushed and ama-
teurish, but they badly need better
proofreading.
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Life as an Aftertaste
Jacques Brault
-H n'y a plus de chemin, avec cinq dessins de l'au-
teur. Editions du Noriot/Table Rase n.p.
Reviewed by Cedric May

Readers of the Paris daily Le Monde have
the chance occasionally to read reviews and
articles by the writer and theoretician of lit-
erature Philippe Sollers. An article of January
1995 mourned the decline of poetry, stifled,
marginalized, as he sees it, by a social con-
spiracy. Hôlderlin, Baudelaire, Rimbaud,
Lautréamont, Artaud are tolerated and even
envied as a token of wildness and passion.
But society is deaf to their words which
denounce our refusal to live, to think, our
love of clichés and trivialities, our lack of
moral courage and generosity. Society likes
its poets to be old, the priests of a periph-
eral wisdom tempered by long experience,
a sign of the durability of the human spirit.
Young poets are best when they are prema-
turely aged, that is timid, wistful, careful,
moralistic, riddled with fear, doubt and
self-deprecation, convinced of the impossi-
bility of self-expression which underlines
the strength of their meagre messages.

Jacques Brault subscribes to the social
conspiracy theory. // n'y a plus de chemin is
not so much a cry of world-weariness but
rather an attack on the modern world
which outlaws the vagabond and denies the
right to wander at will. This is topical stuff
when we recall the recent outbursts of the
Major and Chirac governments against
mendicity. A handful of epigraphs, sar-
donic, terse, sometimes cryptic—the liber-
tarian views of Beckett, Queneau, Michaux
contrasting with those of repressive social
manipulation, the sociologist, the psychia-
trist, the encyclopedia and other guardians
of the social norm—serve as a conceptual
framework for the poems and the poet's
own charcoal sketches. The five sketches
owe something to Victor Hugo, his love of

black on white, of a shadowy reality, haunt-
ing, desolate. One image is of the social
outcast. There is a progression from the
companionship of the cover to the lonely
figures of successive plates, to the prostra-
tion of the last.

// n'y a plus de chemin is like a promise
kept. The title appeared in an essay Brault
wrote in 1967, or rather in the marginal
gloss of 1973, the two published together in
Chemin Faisant (1975). He stands at his
window admiring the early morning sky
and shedding a tear over the extreme
poverty of his childhood. This sharpens his
resolve to write for suffering humanity
wherever it is found, from Siberia to
Vietnam. The essay is a reflection on Zone
by Apollinaire and the words "la poésie ce
matin" which gave Brault the title for a col-
lection of poems published in 1971. Chemin
faisant, and the title bears interesting com-
parison with that of the work under review,
is the most characteristic text by Brault,
combining crictism with his restless desire
to write his "art Poétique." He does this
obliquely always, straining towards an
understanding of himself and his craft as a
poet whilst writing joyfully if compulsively
on Alain Grandbois, Hector de Saint-Denys
Garneau and Gaston Miron. This docker
turned philosophy professor relies on
poetry to purge the sense he has of betrayal
of his origins. La poésie ce matin is the grat-
ing sound of the washing-line pulley as his
mother hangs out clothes on a frosty
morning. This poetry of the back streets
must accommodate as best it can the strong
ontological streak pervading Québec poetry
from Grandbois to Miron, Chamberland
and Brault and which saved them all from
overt political writing.

In II n'y a plus de chemin the marriage is
complete. Elegy and ontology are indistin-
guishable. The poems take the form of a
discrete allegory. The poet stumbles around
the dead-end streets and waste land of his
childhood. He seeks out the companion-
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ship of Personne (Nobody), engaging in
charming word-play and threatening to
abandon anguish and loneliness for good if
they cannot keep up. One foot in front of
another, his meanderings are not so much
aimless as unplanned. There is nice play
here on the word "non-sens" which com-
bines the ideas of the absurd and a lack of
direction. He is grumpily content with life
as an aftertaste.

Jacques Brault escapes being Philippe
Sollers's venerable poet (he was born in
i933)> tolerated and even canonised by soci-
ety, lionised and so silenced. He modestly
brushes aside his achievements, remaining
faithful to his roots and a certain tradition
whilst recognising that the poet's way begins
afresh in the sounds and dazzle of a new day.

Shall it be Ours Again?
Robin Mathews
The Death of Socialism and Other Poems.
Voyageur $7.95
Robin Mathews
Treason of the Intellectuals. Voyageur $9.95
Reviewed by Kenneth McRobbie

In his Introduction to The Death of Socialism
—certainly one of the best poetry books of
the year—Robin Mathews rightly deplores
"a narrowing of the subjects considered
suitable for poetry." The varied collection will
surely receive elsewhere the detailed con-
sideration it deserves. Suffice it to say that
after some initial gesturing at the bland face
of power Mathews finds his voice, one mod-
ulated with expressiveness, even tenderness
in those poems which are most personally
felt. But to understand why he concentrates
on the political—shown here to be far less
of a limitation than may be supposed—it is
necessary to turn to Mathews's longer book
Treason of the Intellectuals which, particu-
larly in view of its spirited range of refer-
ence, deserves to find a place in Canadian

Studies and literature courses.
Its point of departure is Mathews's

understandable despair at the "moral ques-
tion" of Canada's plight, fast becoming a
"deeply colonized US satellite." He fears for
the passing of an idealized Canadian
"canon," its unique compromise between
tradition and the individual, its principled
commitment to equal justice (several times
repeated). For he sees the nation threatened
not only from without but, more particu-
larly, from within by the collusive treason
of "most" or "many" of its intellectuals (the
scope of the agency is never made clear).
Other sources define the intelligentsia as
made up of specialists serving institutional-
ized power and others addressing spiritual-
cultural concerns. Mathews is concerned
mainly with those teachers and critics of
literature who are "active destroyers": their
"alienation" from Canada is "overwhelm-
ing"—though not from the truly alien cor-
porate powers they are charged here with
abetting as "intellectual publicists for a
kind of North American Gleichschaltung"

Sapping the foundations of meaningful
national independence are the current fash-
ions of post-modernism and, strangely
enough, what purports to be the message of
Martin Heidegger (though the thrust of the
book brings another German philosopher
more to mind). But Mathews is certainly
right to question why the current "myth of
radical individualism" is passed over while
that of the nation among others is being so
busily deconstructed. That the resulting
insupportable atomization and insecurity
may enhance the appeal of a totalitarian
option is what so concerns Mathews (even
in his Dedication).

The charge that Canadians tend to
import theory, rather than deducing it
from native practice, is extended to include
(English-speaking) immigrant intellectual
practitioners of deconstruction who disre-
gard the historical conditions and presup-
positions of the existing culture. Mathews
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usefully points out that, whereas post-
modernism in Europe and the US provides
"a lively critical thrust" but no serious chal-
lenge to the legitimacy of cultural and
social independence, its effects are very dif-
ferent in Canada. Indeed, that its practi-
tioners make the politics of national
self-protection a matter for controversy
must seem incomprehensible in other
countries—not least, I would add, in for-
mer Soviet satellites. Elsewhere, Mathews
notes, ruling classes protect the integrity of
that which they rule, whereas "ours" show
"subservience, sell-out, betrayal." This is
the twenty-fifth anniversary of the publica-
tion of Kari Polanyi Levitt's Silent
Surrender, and as this review is being writ-
ten the sale of CN, further reductions in the
CBC and additional provincial dismember-
ings must be added to Robin Mathews's
long list of national assets disposed of. Even
the newer emphasis on regionalism in liter-
ature may serve Mathews's argument that—
to the extent that it provides a focus for the
grievance and resentment of those who
seek "freedom" from national concepts—
Canada itself is at risk of becoming merely
a region in relation to the US "centre."

Power is the ever-present reality, yet in
Canada only its domestic manifestations
are challenged. Economists who "assume
away the political factor," and cultural crit-
ics of nationalism, Mathews rightly argues,
ignore those foreign forces reshaping our
economy and prejudicing the integrity of
the nation. Indeed they accept that the
location of valid power is in the USA, whose
ideas are regarded as universal rather than
"other," and whose culture they internalize.

Contrary to radical individualist tenets,
everything derives from society, including
the individual's sense of self-worth. At issue
is the degree to which we may understand
how self is enhanced, not diminished,
through participating in our shared social
reality's democratically accountable pro-
cesses. In particular, unintentioned changes,

such as the sharpening of class differentia-
tion on the basis of wealth and increasing
foreign domination, merit the critical
attention that literary intellectuals at pre-
sent devote to aspects of the personal.

This book is as angry as it is outspoken,
and though Mathews assures us that he is
not motivated by "resentment," his tone
reveals scars from his notable campaign on
behalf of Canadian Studies and a more
Canadian faculty. Shortage of space proba-
bly contributes to the impression of tenden-
tiousness in some of Mathews's comments
on passages, selected on a somewhat nar-
row basis, from the works of a few critics.
For example, even those who approve of
Mathews's stand on nationalism will take
issue with his treatment of Frank Davey's
Post-National Arguments (the book's dedi-
cation to him he terms "bizarre"), in which
the author reveals himself as certainly not a
dupe of the Globe and Mail, nor arguing
the Free Trade case (as charged), nor
endorsing "the homogenizing force of
multinational capitalism." Perhaps what
troubles Mathews, apart from the provoca-
tive title, is that the works of the sixteen
Canadian novelists surveyed by Davey
reveal attitudes which he would have pre-
ferred to see emanating only from the criti-
cal conspiracy.

It is no easy thing, in this stormy century
of the fall of empires, to be a citizen of a
relatively new country still suspended
between hegemonies, a "country of contrary
desires" (in Davey's phrase), which contin-
ues to reproduce itself amid inner as well as
outer contestations. Mathews throws out a
lifeline, woven of a few precious strands of
our history and tradition. But the waves
that surge about us are history's too.
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Time to Break Glass
Robert Lecker.
Making It Real: The Canonization of English-
Canadian Literature. Anansi $22.95
Reviewed by John Moss

Robert Lecker is so wide-ranging an entre-
preneur within the small but fragmented
economy of Canadian literary studies that a
reviewer of anything he writes, particularly
when it is published by someone other than
himself, must necessarily declare a position
in relation to his extensive field of influ-
ence. I have never done a book with his
press nor an article in his journal, except
when it has been guest-edited. Although we
spent a few memorable days together in
southern Italy, where we ran on ancient
roads through sun-drenched olive groves,
we have never lunched. We share a pub-
lisher, Anansi; I was on his Ph.D. examina-
tion committee; I am mentioned with some
ambivalence, or my writing is implied,
quite often in his work; he once sent me a
complimentary letter about an essay I
wrote called "Bushed in the Sacred Wood,"
a letter I value both for its unexpectedness
and its critical acumen.

Position declared, I would argue there is
much in Making It Real to rival the best
that has been written on the politics of
Canadian culture and Canadian literary
studies. The first four essays are passionate,
intelligent, and, if not always convincing
due to lack of specific details, invariably
provocative and intriguing. The rest,
another six essays including a didactic epi-
logue, is an elaborate and sometimes
inspired gloss on the opening argument(s).
While it should be required reading for
anyone in the field, this book won't, as the
author ruefully acknowledges, reach a
wider public.

Despite his subtitle, Lecker writes about
more than the formation and manipulation
of literary taste and the literary canon in

English Canada. What he offers reader-crit-
ics is an elegant and highly persuasive
polemic on the need for defining and meet-
ing civic responsibilities, on the moral
necessity in a Canadian context of
acknowledging the presence of Canada in
our literature, and of our literature in
Canada. Using literary criticism as his prin-
cipal field of discussion, with occasional
references to fiction (from mainstream to
arcane), and a very few to poetry, he argues
that Canadian literary studies have become
isolated, private, solipsistic, esoteric, pro-
scriptive; we have left ourselves nothing to
study but the studies themselves, or so it
seems.

During what Lecker describes as the
industrialization of Canadian literature,
which he sets in an historical context
between the Canadian Writers' Conference
held at Queen's University in 1955 and the
Future Indicative Conference at the
University of Ottawa in 1986, with the 1978
Calgary Conference on the Canadian Novel
as, perhaps, its moral nadir, a thematic
hegemony articulated self-affirming canon-
ical status to select texts, excluding
unnamed others as marginal to individual
presence or collective purpose. This in turn
forced closure—the canon as garrison.
Critical discourse not concerned with con-
solidation turned elsewhere, to what Colin
Falck describes as the "callow and philo-
sophically incoherent anti-metaphysical
posturings" of theory or to multicultural-
ism and marginality as the new frontier, the
centreless centre.

Writing without the bitchiness that char-
acterizes some of his periodical essays,
Lecker the cultural critic shows an astute
understanding of the historical imperatives
informing canonization—while leaving
Lecker the literary entrepreneur largely out
of the equation. He describes with critical
discretion his own position relative to his
various enterprises, including ECW Press
and Essays in Canadian Writing, and to
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other critics, especially Frank Davey
(avoiding Davey's penchant for writing and
re-writing himself into the shifting centre
of Canadian cultural history). Such
restraint curiously strengthens his position,
enhances his insights. He knows what he is
talking about and tries to sway the reader
through argument based on research and
rhetoric. Without compromising his own
achievements, he is able to constructively
critique the consequences of their impact.

He avoids Davey's assumption in
"Surviving the Paraphrase" that the so-
called thematic critics conspired in a sort of
cultural vacuum to erect perimeters around
critical discourse, and mounts a sophisti-
cated plea for renewal, not of the values of
those more ingenuous times, nor of their
critical strategies and procedures, but of
what might be termed their cultural self-
consciousness. If Canada is no longer rea-
sonably to be presumed a monolith, in
which canonical texts are inseparable from
the literary institution whose values they
reflect, celebrate, and perpetuate, then still
it is necessary for our cultural survival to
imagine the country, the nation, as a collec-
tive fiction, to explore canonicity not as the
limit of enclosure but as a field of inquiry
in our on-going discourse with ourselves.
The alternative, Canada as merely an
agglomeration of competing forces, and
Canadian literature as only Canadian for
academic convenience, anticipates the col-
lapse of Canada as a cultural entity.

There is so much in the first half of
Making It Real to argue with, for and
against, it is difficult to imagine an
informed reader who will not fill the mar-
gins with expletives, retorts, exceptions,
notes, arguments, commentary verging
almost on a parallel text or private sub-text.
It is equally difficult to imagine a wide
readership, however, for the specialized
knowledge necessary to engage in such
debate will exclude even the most literate
non-Canadianist, ironically undermining

Lecker's valid arguments for a return to
criticism as a public act.

The second half of the book, while cer-
tainly thoughtful and provocative, does not
elicit the same complexities of response.
Following a statistical analysis of antholo-
gized short fiction that is far more valuable
for its peripheral insights than its quasi-
mathematical exactitudes, Lecker delivers a
rather interesting excoriation of the New
Canadian Library, especially the NCL mar-
keting of so-called "classics." In the follow-
ing essay, he isolates As for Me and My
House as our most notable classic manqué.
Then there are parallel essays on Northrop
Frye and Frank Davey: the Frye essay is
commendable for its reading of the
Conclusion to The Literary History of
Canada as a personal narrative; the Davey
essay, taking the same tack, is devastating.
Davey, as narrator, comes across as a clever
opportunist, smug and manipulative;
"Surviving the Paraphrase," as shallow,
solipsistic, pseudo-subversive.

Lecker is good when he is nasty. He
writes with edgy wit and a fair amount of
bravado. He is better when he is contem-
plative, writing with passionate intensity,
demanding reader response, insisting we
attend to what he says, not what he does or
has done. Canada matters; Canadian litera-
ture matters; critical activity in the field of
Canadian literature has a cultural function,
social responsibilities, historical relevance.
If we as reader-critics find ourselves invisi-
ble in a hall of mirrors, hearing only voices
from outside the funhouse talking to each
other, perhaps it's time to break glass.
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Justification Fiction
Bonnie Burnard
Casino and Other Stories. HarperCollins
$22.95/$i5.oo
Florence McNeil
Breathing Each Other's Air. Polestar $14.95
Reviewed by Kathleen O'Donnell

Burnard's collection presents nine stories of
trenchant experiences sometimes deeply
felt and sometimes callously denigrated.
"Crush" describes a young girl's partial
stripping—frightening to the male viewer,
wrong to the girl's mother. And the girl
believes the feeling "is something she will
trust." "Breaking the Law" again presents a
mother who is shocked, but not by her own
children. Her hope rests on her son grow-
ing up in a world of assault and murder,
crimes that contrast with the dog fights
that were the criminal acts remembered
from her own childhood.

Burnard employs narrative without dia-
logue in "Breaking the Law" as well as in
the two following stories, "Casino" and
"Figurines." The hazard of fire at the
Casino is visualized. It "will burn one
Saturday night, right to the ground."
Burnard describes what will happen, seem-
ingly inevitably, within the limitations of
human life. The first three stories hardly
introduce the potential for human trans-
formation or transcendence.

However, "Figurines" ranges from the
concrete to the psychological and finally to
a suggestion of deeper human experience.
The author describes Joan in middle age
and her Aunt Lottie in a seniors' home,
bound "with soft thick bands of bleached
white cloth, although that's the visitor talk-
ing, they would not have been soft from her
perspective." The quotation reveals Joan's
emerging sensitivity. Her father, as execu-
tor, arranged for her inheritance of her
Aunt Lottie's figurines. Thinking of her
father's inevitable death, Joan wants his

annotated Testament, for in his notes, she
"expects to find hope and disillusionment
and stamina and heartache." The story ends
with Joan's desolate realization that there
might be no one who would want a memo-
rial of her as inheritance.

Central in Burnard's collection is the
longest story, "Patsy Flater's Brief Search
for God," which describes the young girl at
meetings in the Gospel Hall, her visit to her
friend's uncle confined in an iron lung, her
learning of the practice of crucifixion in
ancient Rome, and her own Baptism.
Immersed by the minister, the girl experi-
enced "the strength of his arm about her
shoulders and the blunt force of his hand
on her chest." For her, "there was time to
feel the pull of the waterlogged weight of
the gown and to reach up and take the
front of his shirt in her fist." As announced
in the title, the story tells of a brief search,
not a finding. The predominantly worldly
level and the sense of inevitability of the
first stories remain in this central story.

Burnard's motif of the difference between
mother and daughter, introduced in
"Crush," re-appears starkly in "Deer Heart"
with the added currents of divorce and vio-
lence. The accidental death of the deer in
collision with the car driven by the mother
becomes assimilated into the life of the
daughter who knows and states plainly that
her mother killed the deer, that the deer
might have died of fear. In stories of the
generation gap, Burnard portrays the par-
ent sympathetically while insight and
vulnerability are often associated with the
young.

"Deer Heart" is followed by "Nipple
Man" in which the young are barely pre-
sent. It is a story of the anguish of adults
including the divorce of the main character,
John McLarty, and his involvement with a
colleague, Marion Anderson, who exposes
to him the scars of the removal of her
breasts. John's wife was a person who had
"laughed them all through more than one
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rough spot." Finally, in a car with Marion
after her revelation to him, he heard "a
sound that might have been laughter, if
laughter is sometimes brutal." With that
echo, Burnard shows human anguish with-
out transcendence.

The final piece, "Ten Men Respond to an
Air-Brushed Photograph of a Nude Woman
Chained to a Bull" balances the first story
which ended with a partially nude girl. The
story sketches the lives often persons and
their responses which, with the exceptions
of Father Michael's and five year-old
Ryan's, show no deep concern. The priest
and the child, the spiritual and the inno-
cent, are a contrast to the general indiffer-
ence or self-justification.

Florence McNeil's novel Breathing Each
Other's Air begins with Elizabeth
Morrison's research into an unsatisfactorily
explained collision of two yachts. The quo-
tation of Emily Dickinson's poem, "After
great pain a formal feeling comes—," par-
tially explains Elizabeth Morrison's emo-
tional state. She has experienced the great
pain of the death of her father, her miscar-
riage, and her separation. More subtle pain
follows her. Watching a television program
of archaeologists plunging into a sink hole,
she thinks of her husband, Greg. She thinks
Greg should have been hired for "he could
deduce in precise charted language whether
this project could be costworthy." In her
sorrow, Elizabeth "needs coffee now, and a
mouthful of food to ward off the pain that
is coming." Even more subtly, she is per-
haps suffering from her mother's re-mar-
riage. Elizabeth thinks of her mother's
second husband, Les, as "poor clinging Les"
and of her mother as someone "who had
attached herself to him, and they are
breathing each other's air."

Through the time of her research,
Elizabeth experiences some expression and
development of emotion. She knows that
she has "never stopped grieving" for her
father. Thinking of her relief at his death,

she "weeps uncontrollably, her face buried
in humped pillows." Also, she develops
feelings for the wife of the owner of the
smaller yacht destroyed in the collision,
"Bess, domestic Bess, wrongfully accused."
For support and direction, emotional or
otherwise, Elizabeth relies on modern
resources: the Emily Dickinson poem,
reading of Dickinson's poems in "a theatre
which had once been a church," a counsel-
lor, an "ardent feminist," colleagues and
friends. Principal among the friends are
Susan Mittleton, the Virginia Woolf
scholar; and Julia Matheson, the nun doing
research in sociology.

Elizabeth's trust is placed in none of
these, but in the cabin boy, now an aged
man, of the luxury yacht destroyed in the
collision. He reported to her the facts
which she could verify by underwater
exploration. In the wrecks, she found suffi-
cient evidence to exonerate the owners of
the smaller yacht from any responsibility
for the disaster. Her research is justified,
and perhaps she has attained some self-
knowledge, if not transcendence. The
beginning and end of the novel contain the
same reference to Easter, but it is the vigil,
the waiting for the Easter miracle, rather
than the miracle itself that is stressed.

Two for the Record
Christl Verduyn, ed.
Dear Marian, Dear Hugh. U Ottawa P $18.00
Susan Gingell, ed.
Pursuits Amateur and Academic: The Selected
Prose ofE.J. PrattV Toronto P $50.00
Reviewed by John Orange

One can think of good reasons to collect
correspondence, reviews, essays, even old
lectures and prefaces written by our better
writers, especially if their works are studied
in schools and universities. Some new and
significant facts or ideas may be brought
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into the light to banish shadows of misper-
ception, misunderstanding, or misinterpre-
tation. Perhaps the writing is so beautiful
that no further justification is necessary.
Further evidence of a writer's personality
or vision may be found in these products of
more relaxed moments. Even the minutiae
of a writer's life may offer significant clues
for future scholars to unearth revisionist
views of her or his work. The last ten years
or so has seen a growing list of collections
of this kind of material, along with biogra-
phies, coming from Canlit presses. Perhaps
there is such a thing as an author after all.

Two recent entries into the biocriticism
market are examples of the strongest and
weakest reasons for publishing this kind of
material. Dear Marian, Dear Hugh includes
thirty-nine letters Hugh MacLennan wrote
to Marian Engel mostly between 1956 and
1966. Marian Passmore, as she was then, had
attended McGill in 1956 to take graduate
courses, including one taught by MacLen-
nan, and he directed her M.A. thesis. They
got to know one another as professor and
student do, and MacLennan encouraged
her dream of becoming a fiction writer. This
book includes MacLennan's letters (some
are merely notes of acknowledgment) but
not Engel's, so the reader has to imagine
what she wrote from clues in his responses.

On the basis of these clues, Christl
Verduyn makes some mighty large claims.
The most sensational one is that Engel
wanted to pursue a romantic relationship
with MacLennan but was gently and firmly
rejected. Verduyn calls it "an intense emo-
tional relationship," and hints that this rela-
tionship was on a "course" that was
eventually deflected. The letters themselves
do not bear this out—at least not convinc-
ingly. What is clear is that in November
1958 there was some momentary miscue
between them. Engel wrote a letter which
she then asked MacLennan not to open (he
didn't) and to destroy (he did). He men-
tions that she was unhappy that evening at

the "inequality" between them and he goes
on to mention how his social life is more
active than hers is, but that they are both
lonely in their own ways. One or two lines
in the letter hint at possible romantic incli-
nations (" . . . I believe I was wrong to have
seen you as I did, and may be wrong to see
you at all;" and " . . . [in the future] it
would not be possible to me to claim from
somebody like you as much as I might
want. But at the moment there is some-
thing not right in a situation in which you
are alone much of the time . . . "). Since
there is no context in which to interpret
these sentiments, they could indicate
almost anything. We know that MacLennan
had lost his wife a year earlier and that he
remarried about six months after this small
mix-up with Engel. She was 24 and he was
50. He had encouraged her writing and flat-
tered her about the brilliance of her thesis.
He had dutifully answered her letters and
sometimes he added small personal details
about his routine to his larger opinions on
art and life. This may have led up to their
momentarily testing the nature of their
relationship and they may have quickly
drawn back. Who knows? It may not have
been like that at all. There is not much,
though, to justify Verduyn's claim: "But
MacLennan's letter brings another word to
mind. That word is love."

As for the rest of the correspondence,
there is not much that is interesting or even
useful in it. MacLennan's huge generaliza-
tions about fiction are not very relevant,
the prose is rather flat, and the small
insights the letters afford into his personal-
ity are not flattering. In one letter, for
example, he states: "The modern North
American novel, usually, is ruined by sex,"
and later: "That is because a woman of 20,
if she's intelligent, is basically more mature
than an intelligent man of 30." Sentiments
such as these abound, and even if in their
context they may shed light on MacLennan's
moral didacticism, that is not exactly news.
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Susan Gingell's edition of Pursuits
Amateur and Academic: The Selected Prose
ofE.J. Pratt is a companion volume to E.J.
Pratt on his Life and Poetry (1983). This very
substantial collection contains representa-
tive samples of Pratt's early sketches, his
theses, essays, columns, editorials, reviews,
prefaces and introductions, as well as a few
of his lectures and addresses, all placed
neatly under those headings and arranged
chronologically. There is also a biographi-
cal chronology, an index, and over fifty
pages of explanatory notes and references.
The introduction to the collection is a
model of editorial writing. Each selection is
justified by its biographical and historical
relevance. Common sense prevails.
Gingell's observations emerge out of the
tradition of Pratt criticism and they are
helpful in drawing the reader's attention to
thematic and stylistic elements in the prose
that might otherwise attract scant notice.

The volume is also worth reading for the
prose itself. Not every entry sparkles, of
course, but the delight is that so many do.
The budding Leacock in the young Pratt
makes one wonder what could have hap-
pened if he had not become an academic.
His humour remained one of his most
endearing qualities as a poet, but he clearly
had a wider range of topics available to him
as a prose writer. His treatment of golf in
"Golfomania" suggests he would have been
a charming humorist. His balance and
good nature also make him a kind reviewer
and editor—too kind sometimes to his
friends as Gingell points out, but for all
that an influential literary figure partly by
virtue of his personality.

If general readers will find enough to sat-
isfy them in this volume, the scholar at all
levels of expertise will also find the selec-
tions a convenient, rich ore body for dig-
ging. Pratt's review of Masefield's The
Wanderer of Liverpool in 1930, for example,
seems a likely inspiration for his "The
Titanic." In a review the previous year,

Pratt jokes that there must have been
"extraordinary sustenance in the oatmeal of
the early [eighteen] sixties" which could
account for the productivity of the
Confederation poets. The joke turns up in
"Towards the Last Spike" more than twenty
years later. Another review whispers that
one might find a major influence on Pratt's
humorous verse in the work of Watson
Kirkconnell. Most of all, Pratt's personality,
or what one likes to imagine as his person-
ality, echoes through these old structures.
Whether or not one shares his rationalist
humanism, his distrust of "obscurantist"
art, or his Christian assumptions, this vol-
ume makes it difficult to resist admiring his
mind at work and his commitment to his
most deeply held convictions. One wonders
whether or not Marian Engel would have
discarded such a grandfather figure.

Artifice and Artifacts
Marjorie Perloff
Radical Artifice: Writing Poetry in the Age of
Media. U Chicago P US$13.95
Margaret J.M. Ezell and Katherine
O'Brien O'Keefe, eds.
Cultural Artifacts and the Production of Meaning:
The Page, the Image, and the Body. U Michigan P

Reviewed by Lisa Pottie

The mediation of our knowledge of arti-
facts—primarily the printed text—through
cultural, ideological, historical and techno-
logical ways of knowing is the "object" of
both Radical Artifice and Cultural Artifacts
and the Production of Meaning. The resis-
tance of artifacts to final meaning is per-
haps, however, more aptly presented by
Geoffrey Braithwaite in Julian Barnes'
Flaubert's Parrot, when in his search for
which stuffed parrot Flaubert actually bor-
rowed from the Museum of Rouen during
the writing of Un cœur simple, he asks of

239



B o o k s i n R e v i e w

Monsieur Andrieu, "So you mean either of
them could be the real one? Or, quite possi-
bly, neither?" His quest for knowledge of
the "real" parrot is frustrated, leaving us
instead with a commentary on the ways in
which our quests for determinant meaning
are themselves already determined by the
kinds of questions we can ask within the
frameworks available to us.

In Radical Artifice, Marjorie Perloff asks
what effect the framework of technological
communications has had on contemporary
poetry. In the introduction Perloff
announces that "The impact of electronic
technology on our lives is now the object of
intense study, but what remains obscure is
the role, if any, this technology has in shap-
ing the ostensibly private language of
poetry." Her following examination of con-
temporary poetry of "radical artifice," or
poetry that draws attention to itself as
praxis, that calls into question the primacy
of natural speech, that denies lyric poetry's
claims to an authentic self and the authen-
ticity of its images, while interesting in
itself, ultimately fails in her primary object,
which is to position such poetry as the
oppositional voice to the world of elec-
tronic communications. That object fails in
part because she simplifies the nature of
computer communications, both initially,
when she enthuses over the fifty-font world
of the Macintosh and the breathtaking and
thus also terrifying speed of electronic
mail, and finally, when the binary nature of
computers (On/Off, Yes/No) is drearily and
predictably opposed to a "poetic discourse
[that] defines itself as that which can vio-
late the system, which refuses the formula
and the binary opposition between 1 and
2." To assume that the macro level of struc-
ture is all that there is to computer technol-
ogy is to misunderstand the nature of the
framework, and to limit the questions it
allows us to ask, and therefore the answers
she allows the poetry to give. An ancillary
aspect of her failure is to convince the

reader that this poetry is not obscure; while
she argues that the stumbling block to
understanding the poetry of artifice is con-
vention, her prolonged explications of it
are necessary, I would suspect, to almost
any reader. This being said, the explications
of, for example, the work of Steve
McCaffrey, Johanna Drucker, Lyn Hejinian,
or John Ashberry's "Business Poems" and
Charles Bernstein's "Safe Methods of
Business" are interesting and illuminating
in themselves, without necessarily return-
ing to the oppositional framework.

Another way to approach the failure of
Perloff s argument about the significance of
the oppositional position of contemporary
poetry in relation to electronic media is to
consider Houston A. Baker, Jr.'s essay
"Beyond Artifacts: Cultural Studies and the
New Hybridity of Rap," in Cultural Artifacts
and the Production of Meaning. As Baker
relates, his students' collective response to
the question "What will be the poetry for
the next society?" was "rap" and "MTV."
The terms applied to each by the class
included "public, performative, audible,
theatrical, communal, intrasensory, post-
modern, oral, memorable, and intertex-
tual." Baker's response was "What this list
suggests is that my students believe that the
function of poetry belongs in our era to a
telecommunal, popular space in which a
global audience interacts with performative
artists. A link between music and perfor-
mance—specifically, popular music and
performance—seems determinative in their
definition of the current and future func-
tion of poetry." What is fascinating is how
close his students' definition of rap and
MTV is to Perloff's of John Cage's Lecture
on the Weather, "a verbal-visual-musical
composition that relies on current technol-
ogy for its execution." But rap is easily and
demonstrably oppositional culturally, and
active in its engagement with its audi-
ence—a much broader audience too—and
the new technologies in a way that Cage's
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composition is not. Moreover, the
"telecommunal, popular space" is signifi-
cantly missing from Perloff's condemna-
tion of the new world of electronic
communications.

On the whole, Cultural Artifacts reveals
more fully than Radical Artifice's poets that
"we receive any textual artifact mediated...
through technologies generated by the cul-
ture that created it." Jerome J. McGann's
reading of the social into three books of
Pound's Cantos, Howard Marchitello's
examination of sixteenth-century maps
and mapmaking as a process of "the
inscription of national identity in historical
topography," Herbert Blau's exploration of
body art as resistance to anesthetizing aes-
thetic strategies, and Jeanne Holland's
analysis of Emily Dickinson's refusal to pub-
lish as agoraphobic fear of the nineteenth-
century marketplace and the democratization
of print, are some of the essays that take up
the question of how to read the material
artifact in cultural studies. While the edi-
tors' proclamation that the object resists
"simple, unified, closed readings" may not
be precisely demonstrated by a collection of
essays on very different artifacts, the various
readings of historical and contemporary
"textual" and "somatic" objects do force us
"to become conscious of our own cultural
and technological boundaries." The same
conclusion might be reached, however, and
more entertainingly, by reading Flaubert's
Parrot. Nevertheless, the individual studies
in Cultural Artifacts, like the analysis of
individual poems in Radical Artifice, prove
to be both challenging and useful.

Enormous Verbs
Paulette Jiles
North Spirit: Travels Among the Crée and Ojibway
Nations and Their Star Maps. Doubleday Canada
$27-95
Reviewed by Catherine Rainwater

Tracing the seven years that Jiles spent
among the northern Crée and Ojibway
peoples of Ontario, North Spirit opens with
an amusing account of her arrival, by bush-
plane, at Big Trout Lake. A remote village
without radio or television, Big Trout Lake,
when Jiles first arrives there in the mid-
1970s, needs a CBC journalist about as
much as an Iditerod racer needs a poodle.
In her first months there, Jiles eventually
discovers that the Ojibway people had
sought a radio station, not to broadcast the
news or the latest showtunes, but to help
them keep track of each other when work-
ing trap-lines. Trap-line radios stand
between a stranded trapper and death by
starvation or worse. The Ojibway benevo-
lently tolerate Jiles's broadcasts as she
learns to laugh at their rendition of her
name, Paulette, which they pronounce
"Puan-ets" because they cannot quite
enunciate the English "1." Coincidentally,
"Puan-ets" in Ojibway means "shabby little
foreigner," and long before Jiles under-
stands this fact, the name becomes a source
of great amusement to a people frequently
delighted by their own verbal wit.

Readers of Jiles's book will learn much
about the lifeways of the Crée and Ojibway.
Unforgettable portraits of individuals such
as Mrs. Mindemoya, Oldman Woman, and
Nimrod Kanakakeesic also emerge as Jiles
replicates for the reader her own experience
as a complete outsider, only gradually win-
ning acceptance from an extremely polite
but closed community. Their response to
the intrusions of white society is usually a
quiet withdrawal. No one remarks the inci-
dent, for example, when Jiles, unfamiliar
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with the radio station's equipment, inad-
vertently blasts the countryside with an
odd mixture of Beethoven's Ninth
Symphony and the recorded voice of the
village shaman, Kanakakeesic.

As a writer, Jiles is undoubtedly at her
best when sharing with us her early obser-
vations about the Ojibway language. She is
enchanted, and so are we, by the linguistic
distinction that Ojibway makes between
animate and inanimate things, and by the
ways in which verbs grow "enormous"
through complex additions of prefixes,
inflections, and suffixes. "Whole sentences
could be made of one verb," she exclaims.
Learning that the word for her caribou-
hide gloves suggests the gloves are some-
how still alive with the spirit of the animal,
Jiles takes special pleasure in putting them
off and on and in showing her gratitude for
the warmth they afford.

Unfortunately, at times, the charm of
Jiles's narrative persona fades. The passages
about the gloves and the verbs reveal the
writer at her best with language, but in
other passages, Jiles's humor too frequently
becomes clichéd and adolescent. Certainly,
Jiles means to convey through the narrative
voice the extent of her youthful naivete
upon coming to the north country; how-
ever, when her narrator responds to the
dialogue of the other characters with words
such as "cool," or when she banters about a
how a degree in sociology "rots your brain,"
the reader begins to wonder about the
extent of the writer's control of the narra-
tive persona. Likewise, Jiles's writing style
sometimes cries out for further editing.
Pointless use of run-on sentences mars the
reading experience, as do lapses into care-
less, colloquial speech patterns. Writing
about a shopping trip to some of the stores
in Sioux Lookout, Jiles declares "I went
into the main one and looked at parkas.
There were ones [emphasis mine] made of
down . . ." Such stylistic infelicities contrast
disturbingly with extremely articulate

expression elsewhere in the narrative.
I conclude on a positive note, however.

Jiles's book is, overall, fun to read. It brings
us into intimate contact with a world that
most of us will never even briefly visit.
Through her self-deprecating tone
throughout the text, Jiles teaches us just
how difficult the majority of us would find
life in this northern world. During her first
nights at Big Trout Lake, for example, she
disturbs neighbors and wildlife alike by try-
ing to chop frozen wood inside her cabin
while the fire in the stove dwindles alarm-
ingly. Jiles also reassures us that, so far, the
spirit of the north still blocks many of the
incursions of so-called "civilization" suffi-
ciently to awaken in visitors such as herself
a dim, perhaps tribal memory of life lived
more in tune with the elements. Jiles never
fails to evoke our laughter through ironic
contrasts when such a visitor at one
moment, for instance, glimpses the ancient
"hunter" within and, at the next moment,
revels in the luxury of "decorator cotton
sheets" tucked inside of a "Woods Five-Star
down sleeping bag."

Two Futures
Rick Salutin
The Age oflmprov. HarperCollins $26.00
Keath Fraser
Popular Anatomy. The Porcupine's Quill $24.95
Reviewed by R.W. Stedingh

A futuristic novel, by definition, should
entertain the reader with a unique vision of
the future, and often, satirize the present
through the lens of the future. Rick Salutin,
in The Age oflmprov, does both, but Keath
Fraser, in Popular Anatomy, makes no
attempt to do either.

Rick Salutin's novel is too mild-man-
nered and well-behaved to qualify as devas-
tating staire, a claim his publisher makes,
but he does give us a vision of Canada's
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political future which is not altogether dif-
ferent from the present. Salutin's Globe and
Mail column is often a welcome oasis of
good sense and good writing; in this novel
the good sense persists, but the writing is
more of a problem—characters are poorly
developed, the plot is erratic, and often,
Salutin describes action instead of repre-
senting it on the page.

In the imagined future of the year 2000,
the Canadian government is in crisis, party
discipline and cohesion have disappeared
as have all political parties themselves, and
Mathew Deans, successful TV actor, prod-
uct of the New Left 60s and graduate of
radical theatre collectives, decides to run
for Parliament. He's prompted by a mixture
of whim and political idealism and the
belief that politics is "the attempt to bring
out by collective and conscious acting some
of the possiblities inherent in human life . . .
which is just what the artist does in his art,
and the actor does in his playing. . .."
The Age oflmprov follows him to media
prominence, unexpected election and even
more unexpected elevation to the Prime
Minister's Office.

Along the way we get rather brief flash-
backs to the drugs, sex and improvisational
theatre of the 60s and a sketchy sense of
Dean's failure as a husband and his re-
connection with Dal, the daughter he left
behind at the end of his marriage.

Once in power, in a wonderfully
Canadian moment, he launches a referen-
dum on the role of solidarity in social life,
deals gracefully with the separation of
Quebec, and suddenly, without apparent
reason, quits politics. His off-screen life is
darkened by the loss of his daughter to a
new and airborne HIV mutation, and
briefly heated by a sexual liaison with a
conservative woman, a former Prime
Minister.

Salutin is only just adequate to the chal-
lenge of the daughter's loss; her character
has been implausibly quick to forgive Dad's

earlier desertion, and the sense of ill-
defined saintliness he's given her makes the
death and aftermath scenes verge on the
maudlin. The sex scene with the ex-PM,
however, is crisply written and fully imag-
ined; it is the best writing in the book.

The Age oflmprov is full of good ideas for
a more humane Canada, but these ideas
have more force than the actual narrative
which reduces the book to the status of
closet-novel. There is also a touching faith
in the power of language to change things,
but Salutin's own language proves ineffective
on many fronts. Some pulp novels are writ-
ten with screen adaptation in mind; despite
all its references to stage and video, this is a
book yearning to be a CBC radio drama.

Keath Fraser's Popular Anatomy is no less
disappointing. The novel lacks a truly dra-
matic situation and rambles on and on for
582 pages from one uninteresting event to
the next. Set in the 21st century, but dwelling
on the lives of three characters during the
1980s, this pseudo-futuristic novel deals
only with the relative present and fails to
meet the demands of a futuristic novel.
Even so, as a novel of any kind, it fails.

The book is divided into three sections,
each dealing with the life of a character. In
the first section, Dwight Irving is a travel
agent who loathes travel, but who finds this
no impediment to fabricating a travel
empire of advice and packaged trips through
his highly leveraged company, Herodotus
Tours. The novel opens with his incarcera-
tion in a Costa Rican jail for not paying a
$n, 000 bill his agency owes a Guatemalan
hotel. This is a great situation with lots of
dramatic potential, but Fraser passes it up
for a conventional montage of Dwight's
past and his efforts to expand his business.

Part Two of the novel is devoted to
Dwight's foster charge, Aloysius, a brilliant
punk-rock orphan from Bombay, with an
earring and purple hair, whose clambering
entrepreneurial spirit brings him to trial for
trafficking in refugees. Aloysius wants to be
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a success, a landlord, which he suddenly
becomes by inheriting the house of Marian
Irving. His story is perhaps the most inter-
esting in the book, but it is told in tiresome,
rambling prose.

Part Three of the novel is devoted to a
doctor of chiropractic, Bartlett Day, friend
and housemate to the Irvings, who is a
wide and ironic traveller, visitor of bone
caches from Calcutta to Kampala, Phnom
Penh to Lima. He is a man disillusioned
with his dislocated patients at home. But
his story is a dull one; nothing truly inter-
esting happens to him in the narrative.

Each chapter of this book ends with a
diary entry by Gwyn Potts, Dwight Irving's
daughter. The diary entries are in inverse
chronolgoical order, dated from 2091 to
1986 and are topical in nature, but the style
lacks focus. These entries do not shed any
light on the rest of the novel.

Popular Anatomy is three novellas trying
to cohere; certainly this is not Keath Fraser
at his best.

A Hunger Not For Food
Rosemary Sullivan
Shadow Maker: The Life of Gwendolyn MacEwen.
HarperCollins $28.00
Margaret Atwood and
Barry Callaghan, eds.
The Poetry of Gwendolyn MacEwen: The Early
Years. Exile $19.95
The Poetry of Gwendolyn MacEwen: The Later
Years. Exile $19.95
Reviewed by Diane Stiles

Gwendolyn MacEwen once described her-
self as a poet of chiaroscuro, confronting
and representing the darkness in human
experience, in order to illuminate and clar-
ify what is beautiful. She was a secretive
person, her life so private and compart-
mentalized that few people knew her in
more than one context; there are no
accounts at all of some aspects of her story.

In entitling her biography Shadow Maker:
The Life of Gwendolyn MacEwen, Rosemary
Sullivan extends MacEwen's metaphor; her
project is to reconstruct from a multitude
of shadows the life and personality of the
poet who cast them. Shadow Maker is a
very different biography from Sullivan's
first, that of Elizabeth Smart. Smart led a
highly social life, and kept extensive jour-
nals. Working with a wealth of informa-
tion, Sullivan was able to represent Smart
from multiple perspectives, and to retain
many of the contradictions and ambiguities
of a real-life personality. The gaps in
MacEwen's story allow Sullivan to con-
struct her in a more straightforward way, as
a victim of a society which crushes those
who cannot live according to its norms.
Sullivan sees MacEwen's life as "sacrificed
to secrets." Her biography is organized
around the earliest entry of MacEwen's
dream journal:

1945-50: Recurring d.[reaml of a giant key
floating through dark skies like a space
ship; silent, heavy, v.[ery] slow—
fearful, reminiscent of army blimps.

Sullivan painstakingly searches for the real-
life secret that might produce such a dream
in the mind of a four-year-old child. On
discovering that a foster child in the
extended household had been sexually
abused by MacEwen's uncle, Sullivan won-
ders if MacEwen was similarly victimized.
The evidence supporting this theory is
encoded in the form of dreams, and possi-
bly also in MacEwen's writing; she never
directly reveals her own most personal
experience of what she once referred to as
the "face of the darkness." What is certain is
that MacEwen's mother was mentally ill,
occasionally violent and frequently institu-
tionalized, and that her father eventually
died of alcoholism. Sullivan shows us the
emergence, from a childhood of pain and
isolation, of the disciplined auto-didact
who taught herself Hebrew, Arabic and
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Greek, the artist who between the ages of
twenty and forty-six published twenty
books.

MacEwen came into her own as an artist
during the 1960's, as Toronto was coming
into its own as a cultural centre. Sullivan
remarked after a reading at UBC that
Canadian culture is now well-established
enough for its centres of activity to be
romanticized in the tradition of say,
Hemingway's Paris. One of the most valu-
able aspects of this biography is its vivid
portrayal of MacEwen's milieu. At the
Bohemian Embassy, centre of Toronto's
counter-culture, the young MacEwen read
her poetry to the future who's who of
Canadian literature: Margaret Atwood,
Margaret Avison, Leonard Cohen, Irving
Layton, and Jay Macpherson, among oth-
ers. Here she met Milton Acorn, to whom
she was briefly married. Sullivan evokes the
excitement and volatility of the new cre-
ative community, as yet small and intimate
enough that every one knew everyone else.

Many of the biography's strengths derive
from Sullivan's insight into her subject's
experience as a female artist. She inter-
weaves accounts of MacEwen's personal life
with analyses of her work, recreating the
sense of a woman's struggle to resolve the
often contradictory demands arising from
each. She includes a fascinating discussion
of MacEwen's apparent immunity to the
female role conditioning of the 1950's, as
well as her apparent lack of response to the
subsequent feminist movement. Some of
Sullivan's most moving descriptions of
MacEwen's psychological distress are suf-
fused with a sense that she has been there
too, that she knows the particular disorien-
tation women can experience when travel-
ling alone, the pain suffered when an
intense sexual relationship ends.

Sullivan presents MacEwen's life as a
series of cycles, in which periods of happi-
ness and productivity alternate with peri-
ods of despair. As her subject slips into the

alcoholism that leads to her untimely
death, Sullivan seems to find it increasingly
imperative to understand why. She returns
several times to the possibility that
MacEwen had experienced some kind of
sexual abuse she was never able to con-
sciously acknowledge, but perhaps her
most striking insight into her subject's life
concerns MacEwen's response to known
traumas. Observing that both MacEwen's
sister and her sexually abused foster sister
"shuffled off their pasts like dead skins"
and "constructed themselves by their own
wills," Sullivan states:

Gwendolyn was different. From an early
age, Gwendolyn decided that she would
never accept a version of the world that
did not take her parents' fates into
account. If they had gone over a dark
edge, she too would know that edge and
that darkness. It was extraordinarily
brave, but it was not a survivor's strategy.

Some of MacEwen's friends are more criti-
cal of her than Sullivan is. One observes
that MacEwen could have the "occasional
very nasty mood"; another wonders if some
of her health crises were attempts to
manipulate her ex-husband. Still another
asks bemusedly why the chronically impov-
erished MacEwen refused to give readings
funded by the Canada Council, complain-
ing that it took too long to get paid.
Sullivan records these opinions without
comment, rather than attempting to incor-
porate them into a more contradictory rep-
resentation of her subject's personality.
Shadow Maker leaves unasked the question
that pervades biographies of Sylvia Plath
and Anne Sexton, whose lives also ended
tragically: to what extent are these talented
poets victims of forces beyond their con-
trol, and to what extent are they strong-
willed individuals who make impossible
demands of themselves and their lives?

The Poetry of Gwendolyn MacEwen is a
two-volume set edited by Margaret Atwood
and Barry Callaghan; the introduction and
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introductory notes in the first volume are
by Atwood, in the second by Rosemary
Sullivan. The selection includes MacEwen's
most compelling work, while also giving a
sense of her artistic progress from late ado-
lescence until her death at age forty-six.
The early poetry is lush and exuberant, but
often enigmatic to the point of inaccessibil-
ity. In "Certain Flowers," for example, the
speaker is initially asked to "define a certain
fear in flowers,/ chalk out quickly the peril
of beauty." The "unthinking god" who asks
this of her "is made of towering flowers; his
eye/ in the tall blue tulip sky;/ a profound
petal there." In the end, the speaker stands
in "a garden of void . . . capturing the
moment of bloom/ in a cage of [her] own
sunlight." The imagery is almost hallucina-
tory, the logical connections too loose to
convey more than a general impression of a
rich and energetic imagination at work.

In A Breakfast For Barbarians (1966),
MacEwen retains this energy, but directs it,
making the poetry more accessible; Atwood
considers this MacEwen's "single most
accomplished collection." The title poem
celebrates the life of the mind through an
image of barbarians who have "a hunger
which is not for food," but for "boiled
chimera/ and apocalyptic tea,/ an arcane
salad of spiced bibles,/ tossed dictionaries."
The effect is like fireworks; extravagant
imagery bursts out of a central irony, that
the barbarians historically maligned for the
destruction of culture and knowledge are
conflated with artists and intellectuals who
"consume [their] mysteries." The
artist/barbarian is finally apotheosized:

we laugh, barbarians, and rock the
universe—

and exclaim to each other over the table
over the table of bones and scrap metal
over the gigantic junk-heaped table:
by God that was a meal

The poem is a high note in MacEwen's
work; never again will she express such
exuberance and optimism.

"The Thing Is Violent," in this same col-
lection, signals a new mode in MacEwen's
poetry. The speaker addresses a self she
desires to be "violent" paradoxically she is
not afraid of this "exquisite rage," but
rather of the "shadows of her sanity" that
may "blacken out [its] burning." The
release of this violence transcends every-
thing else in her experience: "sweet wounds
. .. burn like stars,/ stigmata of the self's
own holiness,/ appear and plot new zodiacs
upon the flesh." The poem is an investiga-
tion of the sources of personality and cre-
ativity; MacEwen's next collection, The
Shadowmaker (1969), which won her the
Governor General's Award, includes several
similar investigations. "The Red Bird You
Wait For," "Poem," and "The Discovery"
each record what Atwood terms a "darker
probing of the shadow side," most forbod-
ingly in "Dark Pines Under Water:"

This land like a mirror turns you inward
And you become a forest in a furtive lake;
The dark pines of your mind reach

downward.
You dream in the green of your time.
Your memory is a row of sinking pines.

The intensity of the earlier work has
abated; these new poems are meditative in
tone, although with an underlying urgency.
They suggest a gradual and inexorable
approach to the depths of a personality,
where vital knowledge is concealed:

. . . the dark pines of your mind dip
deeper

And you are sinking, sinking, sleeper
In an elementary world;
There is something down there and you
want it told.

In Sullivan's opinion, MacEwen "found
her greatest strength" in The T.E. Lawrence
Poems (1982), a poetic account of
Lawrence's life from childhood to death.
Here MacEwen strikes a balance between
the explosive imagery of her early work and
the meditative quality of the Shadowmaker
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poems. The collection is arguably her most
coherent; MacEwen's Lawrence speaks to
us, a colourful and complex personality,
ultimately governed by emotional and sex-
ual patterns established in his childhood
and never completely understood by him.
The individual poems are controlled by
their expository or narrative content, which
is interwoven and reinforced by powerful
and graceful metaphorical connections. "In
Bed," for example, establishes Lawrence's
conscious aversion to sexuality: "My flesh
crawled/ With unspeakable desires,. . . and
I knew myself to be/ Just one step short of
perfect." It is the casually interposed line,
"and the wind teased/ The silly trees," that
evokes the conflict between his conscious
and unconscious desires. After reading
Sullivan's biography, it is difficult not to
wonder about the source of MacEwen's
remarkable affinity for Lawrence. They
were obviously similar in their fascination
with Arabic culture; could it be, as Sullivan
wonders, that the sort of early sexual pat-
terning MacEwen sees as shaping Lawrence's
life had a special resonance for her?

The editors' selection includes some of
MacEwen's work in other genres: Terror and
Erebus, a verse play about the Franklin
expedition; "Helen," a translation of a
poem about Helen of Troy by Yannis Ritsos;
and "The Papyrus of Meritaton," the last
chapter of the historical novel King of
Egypt, King of Dreams. This last choice is a
particularly happy one. Much of
MacEwen's fiction, such as the novel Julian
the Magician and the short stories in
Noman, is self-conscious in a way her
poetry never is. In the early chapters of
King of Egypt one has the sense that the
story is being fitted around a wealth of
carefully researched historical detail; the
"Meritaton" chapter is almost prose poetry,
in which the historical context provides an
exotic matrix for a lyrical account of a sex-
ual love between two siblings.

MacEwen's last collection, Afterworlds,

was published several months before her
death; in it she seems to be reviewing her
life, revisiting moments in her childhood
and youth, writing poems to old friends
and lovers. Other poems are mystical, med-
itations on the beginning of the world and
apocalyptic visions of its end. The collec-
tion is circular rather than linear, the first
and last poems linked by repetition of lines
which in retrospect seem to be MacEwen's
final pronouncement on her poetry, and
perhaps her life:

. . . I hurl
Breathless words against my lord Death,
send these

Words, these words
Careening into the beautiful darkness.

Writing Webs of History
Karl Wilhelm Loggen
Erzahlungen. Stahringer n.p.
Reviewed by Ulrich Teucher

Karl Loggen's Erzahlungen (i.e. Tales) con-
sists of four items of varying lengths, of
which both the first and final, very long
narratives ("Kanadische Jahreszeiten" and
"Die Mangel") appear to be autobiographi-
cal, while the very short "Seasons Once
Again Reviewed" (the only section in
English) and "Weltwind" offer loosely con-
nected aphoristic musings on history.

The first chapter, "Kanadische
Jahreszeiten," tells of the author's voyage in
1953 from Germany to Canada on an immi-
grant ship. The account of a stiff Atlantic
breeze and widespread seasickness prepares
the reader for the difficulties to come: hav-
ing disembarked in Montreal and arrived in
Edmonton by train, Loggen finds the city
in a recession, reeling from high unemploy-
ment. Yet the new immigrants "are not
without hope." Loggen's cautious style
touchingly illustrates an immigrant's tenta-
tive optimism in the face of uncertainty.

247



B o o k s i n R e v i e w

Before long, Loggen finds work with a
railway company in Drumheller, Alberta.
Short sentences reflect the acceleration of
the journey as his new life takes shape.
However, Southern Alberta's "telluric"
countryside surprises the writer with fea-
tures that also seem to pervade the railway
buildings and fellow workers. The author-
ity of the station's time clock and its impos-
ing boiler fascinate the writer as much as its
characters, old Pemberton, and the ancient
engine driver, Spencer. Taciturn, stiff, and
stubborn, they serve their machines, pol-
ishing complex webs of pipes and the dri-
ving rods of'genuine' steam locomotives of
'unimaginable power'.

This 'valley of dinosaurs' seems stagnant,
strangely void of dialogue, with anony-
mous powers hovering over it. While
Loggen artistically polishes his imagery of
country and workplace, he provides sur-
prisingly few glimpses of people. His obser-
vations, taken from his diary, lose their
immediacy perhaps because "Kanadische
Jahreszeiten" was written in 1982, some
thirty years after the events.

"Seasons Once Again Reviewed" (1992) is
even more abstract. This non-fictional text
reflects on the plight of the immigrants to
Canada who, because of their broken
English, were separated by "something like
an invisible dog-collar" from competing
and assimilating with their hosts. The lat-
ter, having won the war, had greater expec-
tations and became the 'pincers' of
business. Nevertheless, the writer sees all
groups as contributing to a web of cultural
and economic interests that define the
place of Canada in the world.

The aphorisms of "Weltwind" attempt to
extend the web of culture to the web of his-
tory and its writing, especially regarding
the horrors of a world war. While the hor-
rors must be evaluated from a distance,
eyewitnesses die and new conflicts occur,
thus preventing historians from the gather-
ing and evaluation of historical detail that,

according to Loggen, should provide the
basis of historiography. In addition, he
says, information should be gathered from
all sides of a conflict, exemplified by such
widely different authorities as Thucydides
and Theodor Fontane.

As it turns out, in the final autobiograph-
ical narrative "Die Mangel," Loggen proves
himself well prepared for the gathering of
details and their evaluation. After the war,
Loggen had found work with the U.S.-led
"Historical Research Division" in Frankfurt/
Main. There he gathered, from scores of
homecoming German POWs, detailed
information about military and economic
establishments in Russia. Loggen's own war
experience as an army radio operator on
the German Eastern Front taught him the
importance of precise information. A care-
fully planned surprise attack on the
Russians by his company led to disaster as,
apparently, the more detailed intelligence-
gathering of the Russians proved to be
superior; they forestalled the German attack
by a few minutes and went on the offensive
themselves. With the gathering of detail and
its evaluation, Loggen returns to the central
concern of Erzaehlungen . Historiography,
the writer argues, must be based on the
mediation of detailed personal experience
rather than the setting forth of sweeping
judgements about the course of history.

Karl Loggen's Erzaehlungen is exciting in
its many levels of reflection on historical
writing. I found the imagery of the first
autobiographical narrative particularly
compelling. The second and third chapters
offer reflections on culture and history that
inform the author's writing. These argu-
ments, well developed, would require a
book in themselves; perhaps this is why
Loggen chooses to restrict himself to a
gathering of aphorisms which, in their
brevity, propound sometimes startling gen-
eralizations. A larger collection of Loggen's
autobiographical impressions might have
proven more satisfying.
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Performing Selves
Rudy Wiebe
River of Stone. Vintage $15.00
Louis Dudek
Notebooks 1960-1994. Golden Dog Press S19.95
Reviewed by Penny van Toorn

Rudy Wiebe's River of Stone and Louis
Dudek's Notebooks make available a selec-
tion of "minor" writings by two of
Canada's major contemporary literary fig-
ures. But while Wiebe's strength in short
narrative forms calls into question their
"minor" ranking in the hierarchy of genres,
Dudek's pompous banality causes us to
question only the wisdom of whoever
decided to bring these selections from his
notebooks into print.

River of Stone takes advantage of, and will
add impetus to, the revival of interest in
Wiebe's work brought about by the publi-
cation of his latest novel, A Discovery of
Strangers (1994). The collection brings
together twenty-two fictions and memories
published between 1964 and 1994. Some,
like "The Naming of Albert Johnson,"
"Bear Spirit in a Strange Land," and
"Where Is the Voice Coming From?" have
been anthologized before, and are already
well known to long-time followers of
Wiebe's work. Others, particularly the
pieces written in the 1980s and 90s, are less
widely known, having first come into print
during a period of relative obscurity for
Wiebe—the long, apparently dry spell
between My Lovely Enemy (1983) and A
Discovery of Strangers. My only complaint
about River of Stone is that more of Wiebe's
later writings, specifically "Dialogue at an
Exhibition" and "The Shells of the Ocean,"
were not included.

In some of the stories included in this
collection we see what looks like (but isn't)
a new element in Wiebe's work—a humor-
ous side that has been overshadowed by the
serious moral intensity of the "giant fic-

tions" upon which Wiebe's reputation
mainly rests. The construction, ranking,
and mental overlaying of places is explored
in "The Beautiful Sewers of Paris, Alberta,"
in which Wiebe recalls a 1950s summer job
as a labourer (a "grunt"), laying down
sewer pipes in a prairie town while reading
the "massive romance" of Les Misérables.

The entire edifice of my understanding of
Wiebe's work threatened for a moment to
collapse when I came to his confession in
"The Blindman Contradictions: An
Interview with Rudy Wiebe" that he was
not the son of Russian Mennonite refugees,
but in fact the child of an English gentle-
man farmer who, when the farm failed,
opened a store in Falconer, Alberta. (Was
this the Canadian counterpart of Australia's
Helen Demidenko scandal, I wondered?)
But no. A moment's reflection confirmed
that Wiebe couldn't be Anglo-Canadian;
after all, his face was on the cover of all
those numbers of the Mennonite Brethren
Herald he edited in the early 1960s. Wiebe's
confessional mode in the "Contradictions"
enables Wiebe to make two points: first, he
satirizes the critical interest in so-called
ethnic writing—("in Western Canada there's
much more point to being ethnic than to
being English"); and second, he uses the
interview form to suggest that the authen-
tic selves we fictionalize are all the more
convincing when discursively performed in
genres of truth, such as the interview,
which is presumed to offer a transparent
window to the author's real self.

Wiebe's trajectory as a writer can be
described as a movement from didacticism
towards indirection, from overt rhetorical
preachiness towards a self-consciously dia-
logic mode. This dialogic principle is
clearly activated by the baffling photograph
on the cover of River of Stone: four dark-
suited men stand in the foreground; they
are surrounded only by prairie grass and
sky. Solemn as they are, they look funny
because they hold their hats over their faces.
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Their fingers are interlaced, so presumably
these are devout Mennonites praying. But
they remain curiously unframed: they float
in the open space of the prairie, cut loose
from any textual or cultural context. There
is no key to the image, no comforting cap-
tion to direct understanding. We are forced,
or freed—or perhaps trusted enough—to
make what we want of this image.

It is precisely this freedom and trust that
seem to be lacking in Louis Dudek's
Notebooks. The visual semiosis on the cover
of the Notebooks sets up a very different
relation between reader and text than that
which is established by Wiebe's cover. On
Dudek's cover we see a photograph of a
manuscript page, and two of Dudek's
books—Collected Poetry and Infinite
Worlds. These titles position Dudek as a
poet and philosopher, a serious creative
writer and intellectual heavyweight, which
are exactly the roles he adopts in the
Notebooks. From olympian heights of
abstraction, he dispenses "great thoughts"
to a hypothetical neophyte reader located at
the master's feet. There is no sharing of
authority here, no room for semantic plu-
rality, no linguistic play, and certainly none
of what F.R. Leavis called "exploratory-cre-
ative" use of language. Dudek is fond of
sweeping generalisations in the form of
short epigrammatic statements. Like a
modern-day Samuel Johnson, he surveys
mankind with extensive view. (Womankind,
of course, hardly gets a look-in.) But unlike
Johnson, Dudek hasn't got a Boswell, which
is perhaps why, in the Notebooks, we find
him attempting to play Boswell to himself.

A question that arose for me was: who
was Dudek writing these notebooks for7.
The published selections are written in a
distinctly public voice, as though it were
still a viable option to write for posterity.
What I had wanted to read, though, were
the really private notebooks—the messy
ones where we see Dudek not tossing off
philosophical aphorisms but instead

wrestling with language and other slippery
beasts. The Notebooks are a polished per-
formance of self by a self-consciously eru-
dite writer who takes himself very, very
seriously, and who is therefore absolutely
without Wiebe's ability to engage in any
sort of play.

In the final analysis Dudek's Notebooks
are a rather sad set of documents because
in terms both of their content and the very
fact of their publication, they preempt a
judgement of greatness which may never be
made about him or his work. Again and
again Dudek's Notebooks turn to questions
of greatness, literary value, reputation, high
cultural attainment, and the phenomenon of
elites. Ultimately perhaps, Dudek's Notebooks
are a work of self-consolation for his not
having received during his lifetime as much
critical acclaim as he might have wanted.

Children and Politics
Vivien Alcock
The Face at the Window. Methuen $17.99
James Heneghan
Torn Away. Viking $18.99
Reviewed by Gernot Wieland
(with Alexandra Wieland)

Nothing strikes a deeper chord than seeing
children become the victims of political
strife: the image of a Vietnamese girl crying
and running naked because Napalm had
burnt the clothes off her back or the pic-
tures of maimed children issuing all too
regularly from Sarajevo touch us because
their youth is equated with innocence in
the madness raging around them. And yet
children do have a political sense, because
of their youth often a more radical one
than that of their elders who are more will-
ing to compromise. It is this political sense
of children that Vivien Alcock's book The
Face at the Window and James Henneghan's
Torn Away explore.
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Alcock's novel, set in London, deals with
a problem that also is a familiar one in
Canada: what to do with illegal immi-
grants? Henneghan's examines the psyche
of a young Belfast boy whose mother and
sister had been killed by a Protestant bomb,
who becomes active as an IRA terrorist, but
is caught and shipped off to Canada, specif-
ically to Otter Harbour, a small place on
one of the Gulf Islands. Should he return
and carry on the struggle against the
British or should he leave the fighting
behind him and remain in Canada?

The Face at the Window is the story of
Lesley, a young girl who discovers that the
children next door, the Harwoods, harbour
a young fugitive from a Third World coun-
try and that their parents know nothing
about it. When Mrs. Harwood becomes
suspicious, the refugee finds a place to stay
with Lesley, but Victoria Harwood cannot
bear to speak to her mother anymore. In a
tale full of suspense—will the boy be dis-
covered? will he have to go back to his own
country?—Alcock presents the children's
uncompromising loyalty to the fugitive,
their unerring sense that what they do is
right, but also their eventual failure: the
boy is discovered. He is, however, not sent
back to his home country. The children
have to learn that their moral instinct to
protect the illegal immigrant is correct, but
that their ability to help him is limited.

Declan of Torn Away goes through a simi-
lar learning process. Once he has been
shipped off to Canada, he wants nothing
more than to return to Ireland and avenge
his relatives' deaths. His uncle Matthew
promises him the money for the return
flight on one condition, namely that he stay
in Canada for six months. The story pre-
sents Declan's struggle against anything
that could bind him to Canada: the young
native Indian Joe, who becomes his friend;
the cousin Ana, who wants him to stay; the
West Coast's natural beauty, especially its
fauna; and uncle Matthew. Matthew, it

turns out, had been an IRA terrorist him-
self, but has come to the conclusion that
the "IRA and the Protestants are both
wrong! They are killing each other! What
good does it do? Violence isn't the answer!"
Declan remains uncompromising until he
is on board the plane that could take him
back to Ireland. Then he, too, learns to
compromise.

Both stories, written for an audience of
"young adults," are fast-paced, gripping,
suspenseful and compelling. Young readers
(I take my 12-year old daughter as an exam-
ple) will find it hard to put the books down
before they have finished them. And if
these stories teach young readers the
importance of political compromise, then
at the same time they remind older readers
of the deep convictions, the values, and the
moral rectitude they possessed before they
learned to compromise.

Intersections
Frederick Buell
National Culture and the New Global System.
Johns Hopkins $14.95
Himani Bannerji
Thinking Through: Essays on Feminism, Marxism,
and Anti-Racism. Women's Press $14.95
Reviewed by Herb Wylie

It has become a cliché of our times that the
world is shrinking, becoming more inter-
connected and in many ways more homog-
enized, especially because of the
domination of the world economy by
multinational corporations. Frederick
Buell's National Culture and the New Global
System meets these verities head on (and,
indeed, demonstrates the cultural imperial-
ism which often underpins them) by
exploring in detail the nature and implica-
tions of globalization, and in fact comes to
quite a different conclusion: that "as the
world draws more tightly together into a

251



B o o k s i n R e v i e w

single system, it multiplies its circulation of
differences." Buell in particular addresses
the fate of culture and the nation-state in
an increasingly globalized era, and drawing
on a wide range of theoretical and literary
texts—ranging from Asian-American writ-
ing to world-systems theory—constructs
an almost dizzying picture of a culturally
heterogeneous and thoroughly interpene-
trated and differentiated world in which
cultural borders have not so much been
abolished but dissolved and deconstructed,
recognized not as determinate phenomena
but as provisional and strategic constructs.
As he sifts through models of cultural
nationalism, ethnicity and multicultural-
ism, postcolonialism, postmodernism and
globalization, Buell's attitude towards the
emergence of such a syncretic and
hybridized global culture is on the whole
positive. Indeed, despite his occasional
recognition of the downside of this world-
wide interpénétration and cultural differ-
entiation, one gets the impression that
Buell is perhaps too inclined to see the
global glass as half full rather than half
empty.

Buell's particular focus in National
Culture and the New Global System is the
"ways in which national cultures have
reconceived themselves in order to persist
in an era of intensified globalization." In
the book's first section he examines what he
calls "nostalgic, primordialist nationalism,"
anti-colonial nationalism in the Third
World, and post-national global culture. In
the second part of the book, Buell illus-
trates how to décentre "the core" (a legacy
of colonialism), first of a homogeneous
cultural nationalism—which he accom-
plishes by exploring the concept of ethnic-
ity in America in general and the notion of
Asian-American writing in particular—
and, second, of colonial power, which Buell
addresses through an extended exploration
of postcolonialism. In both cases, Buell
illustrates the ways in which cultural pro-

duction is a necessarily interpenetrated and
hybridized activity that is not confined
within fixed boundaries but is "always
already" syncretic and "always already"
global. Buell goes on to develop some of
the limitations of postcolonial theory in a
chapter on "postcolonial dialogism," which,
drawing on the work of Edward Said,
Roland Robertson and Arjun Appadurai,
paints a picture of "a world so fragmented .
. . and so complexly interactive . . . that
even Said's anti-colonial, anti-centrist cri-
tiques seem too centering, too indebted to
the colonial narrative of boundaries
between the West and the rest."

While Buell's disruption of the notion of
clear-cut boundaries between colonizer and
colonized is certainly compelling, his refig-
uring of postcolonial theory seems—if
you'll pardon the expression—somewhat
homogenizing in its heterogenizing of
things, too totalizing in its anti-totalizing
tendencies, as the various power imbal-
ances which persist in this new global sys-
tem, while by no means ignored, are
certainly diffused and downplayed as Buell
opts to highlight the interpénétration and
mutual constructedness of colonizer and
colonized and the increasing dispersal of
these notions in a highly carnivalized
world. This tendency to celebrate rather
than caution or criticize is evident particu-
larly in the concluding section of the book,
which is nonetheless a very engaging explo-
ration of contemporary world-systems the-
ories, touching on the work of Robertson,
Appadurai, Anthony Tambiah, and
Immanuel Wallerstein. For instance, Buell
clearly approves of theories which see local
and global culture "as two aspects of the
same process" rather than an imposition of
one on the other, whereas a more guarded,
moderate view seems more apt. And while
he concedes that some critics "may feel that
[an] emphasis on socio-cultural fragmenta-
tion and interaction licenses a deceptive
multiculturalism, one that masks persisting
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racial and geopolitical inequities with
claims of cultural equality attained," he
clearly leans towards theories that accentu-
ate the positive: "even if... the possibility
of unusual new global conversations
between partners formerly ranked as
antagonists but now equally decentered, is
seen as Utopian, it provides an opening
from the uncertainty of the present onto a
future that past nationalism could scarcely
imagine."

Himani Bannerji's Thinking Through is a
fairly varied series of essays that drives
home—in a discourse that is alternately
theoretical, sociological, personal and
poetic—the necessity to theorize race, gen-
der and class not as independent considera-
tions but as necessarily interconnected. The
collection starts out as a fairly theoretical,
Marxist exploration of the limitations of
feminist theory, with Bannerji criticizing
what she calls essentialist feminism for its
marginalizing of considerations of race and
class. If Buell's book argues for a disruption
of the binaries between colonizer and colo-
nized, and perhaps goes too far in privileg-
ing differentiation, Bannerji is quite
determined to retain such oppositions,
grounding racism in contemporary Canada
in larger social relationships that extend to
the history of colonialism and slavery, and
consistently positions herself as a voice for
"non-white women" and talks in terms of
"us" and "them." For Bannerji, emphasiz-
ing differentiation can be disempowering,
as ". . . this politics of difference errs on the
side of the particulars, often making it
impossible to see the forest for the trees."
Bannerji's advocacy, however, puts her at
the risk of committing the same exclusions
for which she takes white, middle-class
feminism to task, as it could be argued that
the profile of the "non-white" in Thinking
Through does not adequately represent, for
instance, the experience of aboriginal
women in Canada. But later in the book,
Bannerji theorizes individual consciousness

and its relation to the social world in a
much more inclusive fashion which at the
same time does not diffuse the larger social
relationships that shape the experiences of
specific individuals, particularly of non-
white women.

Bannerji's exploration of the intersections
between race, gender and class shifts from
the theoretical, sociological discourse of the
early essays to a more personal voice as in
later essays she contemplates the position
of the emigre, considers her experiences as
a part-time instructor in York University's
Atkinson College, and applies her theoriz-
ing of the race/gender/class nexus to a case
of sexual harassment involving a worker for
a major pharmaceutical company, a case in
which Bannerji served as a consultant for
the defense. The focus on this nexus, it
might be said, is what runs through a fairly
varied set of essays whose diversity makes
the collection seem a bit cobbled together,
but they nonetheless reflect the concerns
which shape Bannerji's life as a teacher, as a
writer, and as a citizen in contemporary
Canada.
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Hommage à
Gaston Miron
Alain-Michel Rocheleau

Gaston Miron n'est plus. Personnage
légendaire des lettres québécoises, à la fois
poète, éditeur et animateur culturel, Miron
fut aussi, de l'avis de plusieurs, l'un de ceux
qui ont façonné le Québec moderne. Poète
avant tout, il publie ses premiers écrits dans
Amérique française et Le Devoir. Auteur de
Deux sangs (1953) et de Courtepointes
(1975)» sans compter les textes divers parus
dans les journaux et revues; créateur de
nombreux récitals de poésie présentés au
Québec comme en France, dont le tout
dernier, La marche à l'amour, qu'il offrait
sur scène depuis quelques mois, Gaston
Miron a acquis une réputation interna-
tionale suite à la publication de L'Homme
rapaillé, en 1970. Cet ouvrage, étudié dans
la plupart des universités canadiennes et
vendu à des milliers d'exemplaires au
Brésil, au Danemark, en France, en Italie,
aux Etats-Unis aussi bien que sur le conti-
nent africain, est sans nul doute l'un des
plus populaires de la poésie contemporaine.

En défendant haut et fort ce qu'il tenait
pour vérité, en liant l'identité québécoise à
l'universel, en faisant du pays et de la
langue française les principaux thèmes de
son écriture poétique, Miron a su décrire le
Québec comme aucun autre avant lui. Au
tout début de sa carrière, dans un poème
intitulé "Compagnons des Amériques,"
l'auteur instaurait déjà les couleurs ryth-
miques et la portée universelle qui carac-
térisent désormais l'originalité de son
oeuvre:

[...] donne la main à toutes les rencon-
tres, pays

ô toi qui apparais
par tous les chemins défoncés de ton

histoire
aux hommes debout dans l'horizon de la

justice
qui te saluent
salut à toi territoire de ma poésie
salut les hommes des pères de

l'aventure1

L'oeuvre sensible et le pouvoir des mots de
Miron vaudront à ce dernier de nombreux
prix littéraires: le prix de la revue Études
françaises (1970), le prix Ludger-Duvernay
(1978), le prix Athanase-David (1983) et, en
France, le prix Guillaume-Apollinaire
(1981). Membre de l'Académie Mallarmé
(1977). Gaston Miron sera également récip-
iendaire de la médaille de l'Académie des
lettres du Québec (1990), de l'Ordre des
francophones d'Amérique (1991) et des
insignes de Commandeur des Arts et des
lettres de la République française (1993).

Poète reconnu et accompli, Miron fut
également un éditeur des plus talentueux.
À la tête des Éditions de l'Hexagone, de
1953 à 1983, il participa également à la fon-
dation de la revue Liberté. Depuis 1991, il
dirigeait la collection de poche Typo, vouée
à la réédition de classiques de la littérature
québécoise. Sincère dans son engagement
politique comme dans tout ce qu'il faisait,
cet homme militait activement depuis le
début des années i960 en faveur de la sou-
veraineté du Québec. Gaston Miron (1928-
1996) nous laisse le souvenir d'un être
intense, chaleureux et rieur. Tous ceux qui
l'ont connu, moi y compris, ne pourront
jamais l'oublier.

NOTES
1 "Compagnons des Amériques," L'homme rapaillé

(Montréal: Presses de l'Université de Montréal,
1970) 123.
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