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Something Wild is a tight, little known,
extraordinarily forceful,and near-brilliant
film that crushingly reflects the most
fundamental problems facing women in
this society: masculine power and rape.
This 1961 movie is based on a novel by
Alex Karmel and directed by Jack
Garfein.

The leading character, played perfectly
by Carroll Baker (who, ironically, gained
fame as the sex object in Baby Doll,
1956), is a New York City College
student from a white middle-class
family. She takes the subway to and
from school, and one evening, on the
way home, she is raped. In shock, she
staggers sorely to her house and up the
stairs to her room. In the adjoining bath-
room, she undresses, and with a pair of
scissors meticulously cuts up her under-
wear into tiny bits which she flushes
down the toilet. Exhausted, she takes a
hot bath, puts on her nightgown and
goes to bed.

The next morning, deeply depressed and
ashamed, she stays late in bed. She has
evidently lost her enthusiasm for school,
her aspirations and image of herself, her
former view of the world. Called down-
stairs by her innocuous stepfather, she
has a painful scene with her mother
about missing school and forgetting to
say good-bye when she leaves in the
morning. She does say good-bye this
morning and gets on the subway headed
for school..In the station where she gets
off, she faints.

Afterwards, unable to face her family,
she decides to leave home, find a job,
and get a room of her own. She finds a
grimy walk-up with a super-slimy super-
intendent and gets a job in a dimestore.
She is persecuted in her apartment for

using too much water and on the job for
not smiling and shuffling enough. The
effect of the job, the room, the possi-
bility of pregnancy, having no where to
turn — all this drives her to attempt
suicide.

She is prevented from jumping off the
Brooklyn Bridge by a kindly male
(played well by Ralph Meeker). He
gently leads her to his apartment,
insisting she really has no other place to
go and that she can stay there as long as
she ljkes. She reluctantly accepts his
offer, and after he goes off to work, she
falls exhaustedly asleep on his couch.
Upon his return they eat supper to-
gether. Then, when she decides to leave,
he pleads with her not to. He tells her
she is his last hope. Nevertheless, she
feels she must go. It’s at this point that
he asserts his power and forbids her to
leave (“for her own good,” of course).

Itis then that the real drama begins, for
she is his helpless prisoner. [We wish so
desperately with her that he would just
leave her alone and let her free.] He
informs her that she owes him her life,
and he therefore feels justified in doing
to her whatever he thinks is necessary.
The next evening he lurches in, com-
pletely drunk, and when he becomes
aware of her presence he tries to attack
her. As he crawls after her, terrified, she
kicks him in the eye with her pointed
heels. He screams and bloodily crashes
onto his bed where he passes out. The
next morning, he can’t recall how he
was injured and thinks it must have been

‘in a fight at the bar. Though he goes to

a doctor for care, he eventually looses
the eye. When he next tries to assault
her, she tells him she’ll kick out his other
eye. He is stunned as he realizes that it
was she who was responsible for his
cyclopean blindness. The situation is

further clarified for him. He believes
that now she is even more obligated to
him and consequentlymust become his
“wife,” even though she has no feelings
except fear and repulsion for him. He
tries again for sex with her; and again she
fights him off. After further preventing
her futile attempts at escape, and reali-
zing that force has not been ‘satisfac-
tory”” (although it could easily be
“successful”), he tries again for the
nice-guy, quilt-obligation approach. He
brings home steak and wine and prepares
dinner for them. She refuses to eat. And
again he becomes insistent that she be-
come his wife.

Then one morning, he leaves for work
and forgets to lock the door. As she
cowers in hei corner staring after him,
the door slowly swings open. She is out
like a bird, frantically making her
escape, but with no real place to go but
the city itself. She runs, walks, almost
skips in her freedom. She naps in Central
Park, buys an apple, and biting it struts
down the avenues a free spirit.

Here, of course, the movie should end
(and in fact it could be cut at this point
for showing to women’s groups); but
here, of course, it doesn’t. Script writer
Garfein and Karmel tack on an incred-
ible “well made” (read ‘‘male fantasy”’)
ending. In the last ten minutes of film,
she arrives back at her former prison,
and decides to marry her former captor/
warden. Now a fulfilled, legitimate,
married woman, she can face her family.
She calls her mother who arrives directly,
and after some initial haggling (the
mother wanting “her’” daughter to
return “home’’), they embrace in the
joy of the daughter’s having married

and being pregnant, and now setting

up her own family. Puke.
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It is obvious that this movie deals
with some classic situations: The
high aspirations of a college woman
who is demolished by circumstances
and winds up accepting something
much less than her capabilities and
desires warrant, and under the
pressures and options afforded by

‘this society succumbs and accepts her

final state. The reality of rape and

its consequences — the rapist going
free and the victim ashamed and
afraid to confide even to her mother
let alone the police, because somehow
its all a dirty business, and somehow
the victim is at fault.

We see, tangibly, how such an act and
the attendant societal attitudes are
responsible for ruining a woman'’s
life. Incredibly, the commentary in
Movies on TV, edited by Steven H.
Scheuer, does not even mention

rape: “Carroll Baker plays an
emotionally disturbed young girl [sic]

‘who is saved from doing away with

herself by a man who turns the
incident to his advantage. Ralph
Meeker's performance as the guy who
brings the frightened girl to his apart-
ment and keeps her prisoner is the
best thing about the film"'! [My
italics]

Viewing the woman as emotionally
disturbed because of her reaction to a
completely destructive social situation
is the typical male ploy of directing
our attention away from the
maleficient causes of her plight and
focusing on some alleged weakness

in the individual female.

We also see in this film the friendly,
helpful male, doing his gallant and
gratuitous thing, and then demanding

payment for his unasked-for services.
And we are shown the helplessness of
a woman trapped by the superior
power and brutality of a man. And,

a flagrant insult to our credulity, we
see the male director’s fantasy ending:
not that the woman was forced to
choose a bad alternative or even that
she had no other choice, but that she
actually went willingly back to her
former captor, forgave his malevolent
behaviar, now needed his insidious
dominance, and would thereafter live
happily with him.

The subject matter of this movie and
the resultant story line are so para-
digmatic as to need no further com-
ment: so | will offer none. But it is a
powerful experience to see this film,
and | hope you get the opportunity.

Daisy Kenyon is a swing of the cinema- |
tic pendulum. Based on the novel by
Elizabeth Janeway, this 1947 fast
moving and tightly scripted film is about
a strong ““career” woman who is in con-
trol of her life. She has “made it,” is
economically independent, and thus is
able to make her own decisions regard-
ing the things that affect her existence.

Joan Crawford plays the title role, the
apex of an unusual triangle that has two
men playing their respective angles. She
is a successful magazine illustrator with
an apartment at 32 West 12th Street in
New York and is having an “affair’* with
a high-powered, rich, and married law-
yer, Dan O'Mara (played by Dana
Andrews) who has the obnoxious habit
of calling people “’baby,” ““honey-
bunch,” “sweetie,” etc. In the dpening
scenes between the two of them, we see
the friction generated by Dan'’s over-

bearing insistence on controlling the

events of their relationship because of
his precarious situation (as an adulterer)
and her relative security. We learn that
itis with growing resistance that she
accedes to his continuing demands. She
asserts, “’l have to fight to stay happy —
fight to win everything.”

Before he leaves for Washington and an
important suit against the government,
he goes home where we see there, too,
his submissive wife rebelling more and
more openly — this time regarding his
relationship to their two daughters.
“You see them five minutes a day — just
enough to spoil them.” As the quiet-
spoken autocrat, the gentle tyrant, he
replies self-righteously: “Don’t interfere
with my attempt to make better
children of my daughters.” Then they
get ready to go to dinner at the Stork
Club.

Meanwhile, Peter Latham (played by
Henry Fonda) a Master Sergeant recent-
ly returned from a second tour in
occupied Germany, whom Daisy met at
a party, comes to her apartment to keep
a date. They too head for dinner at the
Stork Club where they are unable to
find a table until Dan enters, and,
unasked, arranges one for them. Instead
of accepting his favors, they leave.

We find out that Peter was once married
but is now a widower and that before
going into the army he was apprenticed
to his father as a yacht designer. Before
he and Daisy part for the evening, he
arranges to meet with her the following
Sunday to go to a movie.

When Dan returns from Washington, he
tells Daisy that a civil rights attorney
there has asked him to take the case of
Suyo Noguchi, a Nisei Japanese who
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“ fought in World War 11 in Europe and
returned home to find his farm “legally
stolen” from him. Dan is going to take
the case , and this will be a kind of
moral breakthrough for him. He has
invariably handled cases for rich clients
only — and for enormous fees. There
will be o such financial reward in this
instance.

After Daisy is stood up on her movie
date with Peter, she goes out with a
woman friend, only to be confronted on
her return home by a solemn Henry
Fonda who tells her how years ago his
wife had been killed in an auto accident.
“The world’s dead, and everybody in it's
dead but you,"” he tells her. As they talk,
she dissipates his melodramatics, and he
penetrates her pose of self-confidence.
He then proposes to her: ““Come live
with me and be my love, [really! he says
that, and then adds with saving practi-
cality] better still, let me come here
[her apartment] and live with you.”

Ironically, when Dan gets back from his
singular ethical case in California, he
discovers that Daisy is now married to
Peter Latham. The couple plans to get a
cabin on the Cape. She’ll take magazine
assignments in New York, and he’ll
work on designing and building boats.
We see her driving the car as they head
together for Massachusetts and their
new home. Once there, however,
problems arise. Although Daisy has
managed to ““forget” Dan, Peter can’t
get his late wife out of his “system.”” It
becomes apparent that Daisy is the most
human, well-balanced, and controlled
character in the movie.

When Daisy goes back to New York to
do a magazine assignment, Dan shows
up. He has lost the Noguchi case — a

terrible blow to him (we of course never
see Suyo Noguchi)! As in the old times,
he drinks some coffee and she smokes a
cigarette (without inhaling); once again,
the soft but strong halo of light falls
across Joan Crawford’s face — as it does
in every crucial moment throughout the
film. Suddenly, Dan grabs her and tries
to force her sexually. She fights him off
and tells him to get out and take his
ugly friendship with him; she’ll never
forgive him!

Later, he calls to tell her how he’s sorry
for what happened and to protest his
complete devotion to her. Lucille, Dan’s
wife, is listening on an extension and
breaks into the conversation to tell
Daisy what a tramp she is, etc. Dan runs
to Lucille’s phone, rips it from her hand,
and screams: “‘l always thought you
weren‘t worth killing, but now you are!”’
This is overheard by his younger
daughter, Marie, who has always
worshipped her father. She is shocked
and terrified. After Dan slams out of

the house, Lucille determines to tell

her children what their father is really
like.

Dan and Daisy then separately walk the
streets all night, and, waiting at her
apartment in the morning, he meets and
talks with her. He apologizes again for
everything and says that now he is
humble. She leaves him outside and goes
into her apartment alone. '

Lucille has decided to divorce Dan and
to name Daisy Latham as co-respondent
unless Dan will agree to give her exclu-
sive custody of their daughters. The
daughters, Marie and Rosemond, want
to live with their father.

Dan then calls a meeting with Peter and

Daisy. Peter admits that he broke in on
Daisy Kenyon's life because he needed
her at the time but doesn’t any more.
Dan asks Daisy then if he can make
public their relationship so as to gain in
court the rights to his daughters. Daisy
agrees. (Incidentally, gaining self
confidence, Peter has picked up the
habit of calling Dan ““Honeybunch."’)

Throughout the movie, Dan relates only
with superficial kindness and often with
cruel indifference towards his daughters —
whatever suited his mood and served his
purposes. Now at the trial, when he dis-
covers that Marie has a bleeding ear, he
assumes it is purely physical — punish-
ment inflicted on Marie by her dis-
traught mother. When Daisy is put on
the stand, Dan stops the trial to protect
her from tribulation. Lucille then breaks
down, crying that she can’t take care of

her daughters “alone’” (even though, in

reality, she has done so all along).

With the trial over and having rights to
his daughters, Dan sends for Peter who
is working on plans for a diesel fishing
fleet. Dan wants to know if Peter is still
willing to bow out of Daisy’s life if
that's what Daisy wants. Peter is. Dan
gives Peter the divorce papers tosign, but
Peter wants Daisy to sign them first.
When Dan takes the papers to her, Daisy
says she's “not up to that civilized non-
sense.” Rejecting them both, she insists
she has to be alone, and she leaves for
the cabin in Massachusetts. They try to
find her, phoning to the cabin repeat-
edly. The ringing bell drives her outside
where she takes her car out over the
snow-covered roads, the phone still
ringing in her ears, driving more and
more recklessly until she finally has an
accident. She emerges unhurt and walks
back to the cabin.

’
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Peter and Dan are there, playing cards,
waiting for her. She walks in and
demands to have the whole thing out
immediately. Dan tells her,”You have to
stop running away."”

*“I have stopped running away,” she
replies.

Dan then “explains’ to her: ““Daisy, we
need a fresh start. . . we've been through
a lot, baby, but we've never given
ourselves a fair chance.” He goes on to
say how he will give up everything he
has for her.

Daisy, who has always been more
genuinely concerned about his daughters
than he has (with the light glowing on
her face) says no. “We've got to kill [our
love] for good. The memory of it mixed
me up. Good bye, Dan.”

Dan and Peter go out to their car. And
then we have another one of those
tacked-on endings that is totally incon-
gruous with the preceding action. Daisy
has finally established her complete
independence, explicitly stated she
preferred being alone, and told both
men to get out of her life. But in the
very last minute of the film, old Henry
Fonda walks back into the house to be
welcomed “home” by Daisy, as Dan
drives away. '

Nevertheless, the message is clear that
here is a strong woman who's through
taking shit from people. And even if
Peter’s around, she’s gonna rely on her-
self to make it through life.

* * * *

If you get a chance, see Marked Woman,
with Bette Davis. This 1937 film is

about a close-knit group of prostitutes
completely controlled and intimidated
by the syndicate that exploits them. But,
after Bette Davis’ innocent sister is
“accidently” killed by the mob, Davis
emerges as a powerful galvanizing force
that brings the women together in soli-
darity and leads them out of bondage.
This action may verge on the unreal, but
itis a model of the resistance to tyranny
and oppression that is taking place at all

levels throughout the world — the kind

of struggle that must continue if
freedom is to be realized.

BOOIAS

Bill Nichols

STANLEY KUBRICK DIRECTS, Alex-
ander Walker, Harcourt, Brace, Jovano-
vick, 272 pp, $8.95 (hardcover), 1971.

A mixture of interview, commentary
and formal analysis that is often sound
and seldom brilliant. Walker’s discussion
of 2001 consists primarily of a vast array
of stills and commentary that follows
gingerly in the paths suggested by
Kubrick in various interviews. Written
before A Clockwork Orange was released,
Walker brings no light to questions of
Kubrick's view of women although there
is ample room for a good beginning in
films like Lolita, Dr. Strangelove and
The Killing.

JEAN VIGO, Pesalles Gomes, University
of California Press, 256 pp, $5.95 (soft-
cover), 1971.

Mr. Gomes’ account is principally bio-

graphical with extended reference to the |

films but more in terms of their making,

Vigo's conception of them, problems

of realization, etc. than in terms of criti-
cal analysis. Vigo's life, though, is an
extraordinarily dramatic one beginning
with the adventurous, dedicated and
tragic life of his father as a militant
anarchist. For some reason there have
been very few truly exciting, illuminating
biographical studies in film — most tend
toward star-struck anecdotalism — and
even Gomes' suffers from his lack of
critical equipment when it comes to the
films. Far superior to most biographies,
however, on a figure of great interest,
Gomes’ book makes a most valuable
supplementary source.

CINEMA BOREALIS: Ingmar Bergman
and the Swedish Ethos, Vernon Young,
Equinox Books/Avon, 331 pp, $3.95
(softcover), 1971.

Mr. Young is not an auteur critic and he
doesn‘t subscribe to the now dominant
practice of only discussing those films
and filmmakers one likes. Young
obviously thinks Bergman is well-worth
extended study but there is no infatua-
tion with his profundity and mystifica-
tion. Near the end of his discussion,
Young admits that after The Virgin
Spring he finds in Bergman a “‘doctrine
of existence that repels me. | can only
resolve the problem by ironically con-
ceding that the depletions in Bergman'’s
art originate in cultural assumptions
without which his art would not be.”
And it is Young’s careful correlation of
Bergman to the Swedish ethos that his
book takes on its greatest value. Without
writing in the jargon-filled esoterica of
the academic sociologist or the determin-
inistic simplification of the vulgar
Marxist, Young relates basic patterns in
Swedish life — its Puritan remnants, its
isolation and lack of spontaneity ("It ic
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the only society on earth where you can
leave someone’s house in a suburb at
twe in the morning, with the tempera-
ture below zero, and be assured that it's
only a ten-minute walk to the Under-
ground because your host doesn’t want
to take his car out of the garage.”’) —

to the worldview of Ingmar Bergman.
He doesn’t incorporate a feminist per-
spective and yet his analysis provides a
wealth of material that should prove
invaluable to anyone trying to come

to grips with the films of Ingmar Berg-
man.

DIANYING: ELECTRIC SHADOWS,
Jay Leyda, MIT Press, 515 pp, $12.50
(hardcover), 1972.

Mr. Leyda has succeeded in making a
market in film histories of post-
revolutionary societies. His Kino stands
as the only historical account of the
Russian cinema during its most

heralded years and now his Dianying
becomes the one and only account of
Chinese cinema available in English,
What is so profoundly regrettable is that
in both cases, Mr. Leyda leaves unsaid as
much as he does say and that what he
says is both severely limited in its critical
and political insightand highly confusing
in its narrative arrangement. Mr. Leyda
does not appear to belong to any critical
school or to employ any particular
critical method. His discussion of films
revolves around plot summaries and
evaluative statements based upon them
that generally relate to assumptions
about the value of traditional narrative
modes (psychological compexity in
characters, “‘good’’ pacing, etc.) which,
in Dianying especially, leaves considerable
uncertainty about the degree to which

he has attempted to see the films in
relation to Chinese rather than occident-
al culture.

Apparently his stay in China (from
1959-64) was during a period of tension
in which the Chinese government did
not confide very much in foreigners. He
had only glimpsing impressions of the
economic and political dislocations that
were taking place at the time and he
does not seem to have made any effort
to turn to other sources to fill in his
‘own spotty knowledge. His references to
Mao’s thought and policies reflect a
disparaging detachment from their
tactical importance and his commentary
on the changes in the film industry
indicate only a tightening grip of
bureaucratic control without attempting
to understand why this came about or
what the central conflicts were.

In general Leyda seems to have come
looking for another Eisenstein and
having failed to find one, left disappoint
ed. He concludes with a faint sense of
hope for the future but with little indi-
cation of what prompts this hope. He
notes that his own suggestions for
scenarios were never acted upon, but he
never awakens to the fact that it may be
because his perspective, his detached,
somewhat formalist oriented criteria,
his lack of interest in the political
'struggles of the Chinese Communist
Party and the people of China may have
left him ill-equiped to comment upon
their culture let alone judge it. The
chances of getting a second book on the
history of Chinese cinema anytime soon
are none too good; it's a shame the one
we now have makes the need for supple-

.| mentation so urgent.

THE HOLLYWOOD SCREENWRITERS
edited by Richard Corliss, Avon, 328 pp,
$1.95 (softcover), 1972.

This book is a collection of material

that first appeared in article form in Film
Comment. It includes a series of articles
on major screenwriters like Furthman,
Hecht, Sturges, Trumbo, etc., interviews
with several more, a symposium involv-
ing a dozen more and filmographies for
50 screenwriters. Much of the material

is biographical and much of it is ground-
breaking, moving away from the rigid
apoetheosis of directors that auteur
theory preached. Little of it reflects a
feminist consciousness as such and the
interview with Eleanor Perry reveals how
little terms like that can mean to a wo-
man inside the industry (not that Perry
is anti-feminist but that her level of
consciousness is not particularly high.).
A great deal of useful material and a
good reference book but without
immediate and pressing relevance.

JEAN RENOIR: An Investigation into
His Films and Philosophy, Pierre
Leprohon, Crown Publishers, 256 pp,
$3.50 (softcover), 1971.

One in a series of books originally pub-
lished in French and subsequently trans-
lated, Leprohon’s appreciation of Renior
is a valuable tool to gaining a critical
perspective on a major figure in the
history of cinema. Leprohon’s own
“essay”’ (of some 150 pp) is a compre-
hensive chronology of Renoir’s career
relating the films to the conditions under
which they were made, to Renoir’s own
background and to the thematic continu-
ity between films. This article forms a
solid framework for the book and is
supplemented by excerpts from some of
his scripts, reviews of some of the films
(Kael on Grand lllusion, Agee on The
Southerner, eq.), a series of opposing
views on Renoir’s overall work, and
several reminiscences by people who
knew Renoir at different stages in his

Women & Film is available at the follow-
ing bookstores:

NEW YORK CITY:

Cinemabilia, 10 Cornelia Street

Gotham Book Mart, 41 West 47th Street

New Yorker Book Store, 250 W. 89th
Street

Eigth Street Bookshop, 17 West 8th
Street

SAN FRANCISCO:

City Lights, 261 Columbus

Modern Times, 3800 17th Street

BERKELEY:

Cody's, 2454 Telegraph

Up Haste, 2506 Haste

LOS ANGELES:

Larry Edmunds, 6658 Hollywood Bivd.

Papa Bach, 11317 Santa Monica Blvd.

BOSTON:

Redbook, 91 River Street, Cambridge

Reading International, 47 Brattle Street,
Cambridge

TORONTO:

Cine Books, 692A Yonge Street

LONDON:

The Cinema Bookshop, 13-14 Great
Russell Street
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life. It lacks some of the rigor that Ren-
oir's films require for exhaustive analysis
and the political implications of Renoir’s
humanistic style are only broached in
passing. A good, basic ““apolitical” book
of film criticism.

NONFICTION FILM: A Critical History,
Richard Meran Barsam, Button, 332 pp,
$4.95 (softcover), 1973.

Barsam’s book is one of those supreme
examples of the bourgeoise critic as
intelligent, sensible, stimulating in a tea
and cookies sort of way and ultimately
bankrupt. In a field that has always been
inextricably related to politics (at least
since the 20s and Dziga-Vertov and
other Russian examples), Barsam sees
political questions as interesting asides
and something of an intrusion (lvens
sometimes lets politics ““dominate’ his
art while Grierson never makes that
mistake.) For Barsam a well-rounded
point of view, nice aesthetic qualities
and innovative techniques are what
matter most. His account also suffers
from its utter predictability: a chapter
on Flaherty's ““humanistic vision,”’ a
chapter on “new directions’’ for cinema-
verite, etc. And his scholarship reflects
knowledge of pre-existing history books
rather than the film movements them-
selves; the films he deals with in-depth
are also the films Kracaurer, Rotha,
IGrierson, and others have praised in
their time. Entire movements such as the
Workers Film and Photo League in this
country during the 30s are totally ignor-
ed. As a concise history of a broad move-
ment Barsam’s book is as good as a guide
as any. As a work of theoretical or
political importance Barsam can be
quickly consigned to the trash heap of
academic works whose authors think
their reluctance to express a point of

view is the highest form of virtue.

* \

LETTERS

Dear Sisters,

The Italian Women’s Movement is still
very small and even though it has been
in existence for over two years now,
particular cultural obstacles have stood
in the way of its growth — especially
with respect to our European neighbors.

One of our sisters, a filmmaker, has been
arrested on drug charges and since she
was one of our more active and energetic
members, her absence is particularly
felt. The ltalian penal system is even
more backward than those of other
western countries and she is likely to be
kept inside for over a year awaiting trial.
(There is no bail system in ltaly —
“preventive” or pre-trial detention is the
rule.)

| noticed in the first issue of Women &
Film that you send free issues to prison
addresses. | don’t know if your policy
ordinarily applies to overseas prison
addresses. | only know that she would
greatly appreciate the opportunity to
receive it, also because the problem of
women in films and women and the
movie industry is most acute in ltaly.
There are no women'’s film collectives
here, although we are in the midst of
trying to get one together (the difficul-
ties here are tremendous, not only be-
cause of the sexist cultural attitudes and
the Catholic Church, but also because
the liberal-bourgeois tradition of funding
progressive causes and the “‘institution
of foundations’’ do not exist here).

The only women's feminist film that we
have was made by Urania Daopoulo, our
sister in prison, as a final exam exercise

when she attended the Centro Sperimen-
tal di Cinematografia (film school) here.

Margery
Roma, |talia

Women and Film,

My name is Annika Persson, and | am

|studying film science since one a half

years in Stockholm. | am also a member
of the Swedish Women's Lib. and that
made my choice of topic for a thesis
rather simple as not very much has been
done on that.

There has been a flow of “revolt” films
during the last few years, and then | am
not thinking of the ones treating the
student revolt in first hand, but rather
films such as Five Easy Pieces and may-
be Getting Straight which are a one-man-
revolt films. There is this man, the | and
the subject of the film, turning against
middle-class values in rage, who on his
way to identity and freedom meets
women-objects. These women are
usually pictured as ignorant and inno-
cent in a social vacuum, as incapable or
even unwilling to seek a way out of their
frustration. Judging from these films
women'’s aim in life is the security a
middle-class marriage can give and the
way of life that goes with it, that means
the very thing the heroes of the films are
revolting against.

What happened to the revolting woman?
Are women'’s aims fundamentally differ-
ent from men’s? These films seem to
want to say that woman's interest is to
tie the man down whenhe is spreading
his wings for far reaching, invisible goals.

We are also here a group of people who
have plans to start a magazine similar to
yours. In this group a few members of

the Women's Lib. here are included and
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we would look forward to future cooper-
ation and exchange of experiences and
material.

Annika Persson
Sweden

Dear Editors:

. .. Last week | received the sample
copy of Women & Film, which indeed
seems to be one of the very best and
most necessary publications of the last
year. So, first of all let me thank you
once more and let me tell you that |
would like to subscribe to Women &
Film, beginning with the first number!
Women & Film (will be sent) an inter-
national money order. But before | go
on writing | have to introduce myself,
| think, because you should better know
the motives of my interest in your
magazine and your work.

(1) I am fond of movie pictures since |
was born.

(2) During the last years | got more and
more engaged for the liberation of both
sexes. (Although this is the most impor-
tant cause, it’s the second in the chrono-
logy of my life’s history.) At the moment
I’'m just working as a teacher at one of
those what you would call ““High”’
schools — and |'m more or less ““fighting”
against prejudices against the female and
male sex. More than this |‘'m working at
the University of Hamburg as a ““Doktor-
and” (i.e., to get the doctor’s degree — |
do not know the English word); my task
was to work out a pre-school curriculum
for ““abolishing”’ sex-role prejudices,
which some pre-school groups try to
evaluate at this very moment. | hope to
prove that “progressive’’ education can
help to change a little bit although the
society as a whole does not seem to do.
(There is no time to tell you about my

interpretation of society — to be sure

| am a socialist, but a realistic one). Last
year | took part in a scientist’s group to
analyze Germany's mass media concern-
ing sex-role stereotypes. You probably
guess the output: prejudices, stereotypes
and ideologies as you know them from
the US. The greatest problem (besides
the lack of economic and political
changes) is, as | think, that people cannot
combine their cognitive learnings with
their affective and conative (i.e. psycho-
motoric?) domains. (We should find out
the reasons why and then make strategies
to change it!)

Now let’s come back to Women & Film.
Your magazine is a very communicative
one, i.e., although the authors write
from a high intellectual level there is no
problem to be understood by the ordin-
ary movie-film visitor. The-necessary-
aggression only concerns the *“case’ of
women’s discrimination and it’s social
surges. | do not think that your’rhetoric”
is shrill — it's simply realistic and full of
engagement.

Very interesting of course were your
“Reflections on Recent Trends in Holly-
wood Films,” which gave me a lot of
information to interpret those movies to
be seen here in Germany, too, although
some of them have not come to here,
yet. What has to be reinforced in your
article is it’s historic reflection, correlating
it with economic power, categorizing and
arguing much more unemotional than,
for example, German authors normally
do, | fully agree to your arguments as far
as | know the movies reflected about.

Y our thesis about the killing of women
should be thought twice and would come
out to be right. And what | liked, too,
was that you are engaged for the libera-
tion of both sexes and for the movies.

| hope — or better: | am sure that the
next issues of W&F will be as interesting
as that one was you sent me. Maybe
there will be some discussions between
me and you or other authors — if you
and they agree too.

I do not know in how far you already
contacted German magazines, institu-
tions, filmmakers, etc. So please let me
give you some hints . . ..

(1) Literature: Dieter Prokop; Soziologie
des Films (book) (Sociology of
American Film.

Hartnut Bitomsky, Die Rote
des Rots von Technicolor
(book) (About the reality of
movies and the reality of their
production)

Friedemann Hahn, Kinos in der
Kaiserstrasse (essay) (about the
the auditory and atmosphere of
sex-film-cinemas)

Ulrich Kurowski, Veraufiges zu
Russ Meyer (essay)

Reinhold E. Thiel, Zum Frauen-
bild des Films (essay) (about
the women in German movies
after 1945)

(2) Movies: There is a catalogue about
the movies of German independent film-
makers including some films about the
liberation of women (includes synopsis,
address of distributors, etc.)

(3) At Frankfurt there's a non-commer-
cial releasing agancy for ““socialistic
women’s films’ and at Rombach there's
an international institution for emanci-
patoric questions.

Bernhard Claussen, Jr.
Hamburg Germany
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Dear Friends;

It is a really great pleasure for us to
inform you about the very good appre-
ciation of this your highly interesting
magazine by all our own cinephiles and
by all others who have seen this #1
displayed at our latest Exhibition in May
72 and praised its very good taste, fine
form and those fantastic highly readable
articles themselves.

We are almost absolutely sure that also
this your new issue #2 will bring here the
same terrific enjoyment to all our cine-
philes as your first issue, but not only
that, it will be undoubtedly also the
same very helpful reference material for

our further bibliographic and filmographic

studies and lectures on the best American
independent film press and on its leading
editors.

Thanking you so much once again for
this your so precious cooperation and
help for our works also in this time, we
remain with all our best sincere wishes of
a Happy New Year to all your editorial
staff and you personally.

Film Club FAFIK
Poland

Dear Sisters:

I'm on my way back to Israel and would
very much like to receive copies of
Women & Film there. |'ve recently in-
corporated and expect to commute, as
business allows, between Israel and the
US. There are undoubtedly other women
in film in Israel who would enjoy the
magazine, and | shall do my best to
spread the ““gospel.”

The article on Kubrick’s Clock work
Orange was masterful in its scope and
documentarion. The proof of our indoc-
trination is such that | didn’t relate to

the obvious anti-womanism as an entity
deserving attention in and of itself; | was
absorbed by his presentation of future |
behavior control, a la Skinner. But why
should that be more shocking than the
past behayior control that has irrevocably
shaped so many contemporary women's
lives? Hopefully, a film made 25 years
from now about our immediate past will
be even more appalling than Clockwork
Orange. Did you know that until British
occupation in India, wives were bound to
death with their husband’s cadavers?

Wishing you every success for 1973.

Ruth Ariella Broyde
Ariella Films Inc.
Chicago, lllinois
Ramat Aviv, lIsrael

Dear Sisters:

I am an active, smart and seasoned
feminist who seethes within and speaks
up when | see myself and sisters attacked.
Yet | cannot agree with Beverly Walker's
enraged review of Kubrick's Clockwork
Orange. Either she or | missed the film’s
stance completely.

By caricaturing our culture’s misogyny
most horrifyingly, while eliminating any
pretence of chivalry, Kubrick showed
the poison for just what it is — poison.
The movie Alex was a pathologically
oppressed monstrous man, in a patho-
logically oppressive monstrous environ-
ment — and the degradation of women
was clearly shown as part of that :
pathological environment.

The reviewer notes that Kubrick “loved”
Alex. | think he loved the feisty child in
him and hated the environment that had
mis-shaped that child so monstrously.
The reviewer also complained that
women in the film were shown worse

than men. 1d like to suggest that,
unappealing as she was, the ‘‘Cat Lady"’
seemed like the only character who was
not either devious, or moronic, or both.
Itdid not look to me as if any of the
women enjoyed being raped any more
than the men enjoyed being beaten. But
| don‘t want to get stuck with refuting
details. Our reactions are always some-
what subjective.

It is unfortunate that some people have
seen the movie and thought that it was
made in fun. Because of these people |
share the reviewer’s distress about the
film. Yet I'm glad that it was made.
Anyone who admired Alex (as distinct
from “loved’” him) was already my
enemy long before the cameras rolled.
For anyone not already blinded by
cultural misogyny, a look at the movie
might bring the horror of sexism into
better focus.

Vivian F. Mayer
Los Angeles, California

Dear Editors,

Recently | had the opportunity to do a
very interesting interview. | visited a
NYC company called Teletronics, which
is a videotape organization and the
largest producer of TV commercials in
the NY area. This company, in addition
to having complete video facilities, also
has a computer called CMX, which can
be used to edit tape. (The only

other computer-editor in operation in
the US is owned by CBS in L.A.) The
fascinating thing about the CMX is that
it can edit a 90-minute television special
or film (film can be transferred to tape
and fed into it, then transferred back to
film) in a matter of hours. It is very
likely that within a few years, or sooner,
many films may be edited in this manner.
Some prominent Hollywood directors
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have come to look at it. Since “time
equals money"’ in the film business, this
system has many advantages — not

only can the editing be done much faster,
but the film can be put into release
quicker, thus saving money on the in-
terest for financing. The editing is
actually done in the computer — the
editor holds a light pencil and points it
at the desired process listed on the
screen — i.e. ““fade”’, "“dissolve”’, etc.
—~OK — the_ relevance of this to Women
& Film is two-fold. First, of the editing
crew of 15, four (half the day shift) are
women, and the company is deliberately
pursuing a progressive policy hiring
women. These four apparently were the
first women in the IBEW union, thanks
to Teletronics, and they believe that the
publicity about the Women_’s Movement
at the time (about 2 years ago) quelled
any opposition against admitting them to
the union. Secondly, because of the
manner in which editing is done in the

attitude’’ about work. This is also a good
sign for women, because now most
colleges have video facilities, and lots of
women students are thus becoming in-
volved with video.

Well, | hope this sounds as interesting to
you as it did to me.

Madeline
N.Y.-N.Y.

Dear Reader:

On February 4, 1973, fifteen women and
men gathered to discuss the problem of
sexism in the media. Most had been in-
volved in a class called ““Social Move-
ments: The New Feminists” at California
State College, Dominguez Hills. As mem-
bers of this class we became highly sen-
sitized to current television programs
and tactics of the media that are de-
grading and exploitive toward women.

computer, standard film-editingknowledge| The most blantantly degrading program.

is unnecessary. The film editor is taught
to edit with the light pencil, not
manually. Thus the development of com-
puter editing could be particularly
beneficial to women — instead of having
to combat old prejudices in an old indus-
try, women would be entering a new
industry with a different outlook and
fewer prejudices. This lends itself to a
rather McLuhan-esque interpretation of
th future of film editing. Although in the
past most of Teletronics’ employees
were from an eletronics background,
such as RCA Institute, they found that
that sort of training doesn’t necessarily
produce the best computer-editor. So
they now look for people without a
technical background (and schools such
as RCA produce mostly male graduates
anyhow), but instead, with some know-
ledge of video tape and with a ““good

appeared to be ““The Dean Martin Show.”

We decided to take action and the first
meeting of the Organized Revolutionary
Coalition Against Sexism in the Media
(ORCASM) was held the same day. We
discussed the possibility of protest dem-
onstration and all that it entailed. We
proceeded to explore the studios of the
National Broadcasting Corporation
(NBC), to write letters, to compose and
circulate pamphlets and slogans, and to
design an effective guerilla theatre.
During the third mass meeting of
ORCASM, a press release was written,
picket signs were painted, and a song
was composed.

In the final week the various media were
notified. Women'’s Centers at the colleges
in the area and the local chapters of NOW

were notified and urged to participate
in the demonstration.

On Friday afternoon; February 23,
approximately forty women and men
carrying picket signs marched from
Buena Vista Park to the main entrance
of NBC Studios at 3000 West Alameda
Avenue in beautiful downtown Burbank.
We then proceeded to march up and
down the sidewalk chanting, “Dino’s the
real Ding-a-Ling,” “I'm Dino, Fly Me,"’
“One-A-Day Vitamins support.a sick
show,” “Is Ding-a-Ling your daughter’s
image?’* We were, of course, portesting
the sexism of “The Dean Martin Show."”
Several news reporters were there to
greet us, including a television crew from:
NBC itself. NBC is the network which
carries Dean Martin and the Ding-a-Ling
Sisters on Thursday nights into millions
of American homes. Thus, it is the
network which contributes more than

its ““fair” share of sexist stereotypes on
the nation’s airwaves.

The demonstration was planned particu-
larly for the hour of four o’clock,
because we were bound to have a captive
audience of several hundred people —

the people who line up early in front of
Studio One for Johnny Carson’s “Tonight
Show,"” which tapes at 6:00 P.M. every
weekday. Otherwise, downtown Burbank
is just as dull as Rowan and Martin have
said. Fortunately, our “audience’’ was
rather receptive and most assuredly not
hostile; no one was heard cursing us.
KFWB radio news reporter Gary Franklin
even found that many of the Carson
people he interviewed favored our protest
against ““The Dean Martin Show."’

News reporters with video tape and film
equipment focused upon some guerilla
theatre we had planned around gorgeous

Women
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blonde ““Dina Martina” and the “Ding-a-
Ling Brothers.”” While the Brothers fell
all over Dina, the marchers rendered
choruses of one of Martin’s old hit songs:
(sung to the tune of “Everybody Loves
Sombody Sometime’’)

Everybody screws somebody sometime,
Everybody gets put down somehow,
Something in Dean’s show just told us,
Our sometime is now.

If we had it in our power,

We would arrange that Dino’s show be
off the air,

Then every minute, every hour,

Every female could find some dignity
not despair.

Interviews with Margaret Media were
also done by some of the reporters.
Since everyone in the group answered to
the name Margaret Media, the reporters
seemed baffled in their attempt to find a
“leader.” Our intention was and still is
not to provide the media with a
women’s liberation “star” system. As
Chisholm, Steinem, Abzug, and Friedan
have recently realized, the male con-
sciousness cannot conceive of a move-
ment being organized by people rather
than stars. This action against ““The Dean
Martin Show"” involved many who
worked very hard. Several people took
what might be termed leadership roles,
though we would rather not label these
roles, because any involved person is
capable of assuming them at some time
or another.

Could it really be that this group — the
Organized Revolutionary Coalition
Against Sexism in, the Media — chose to
waste its energy on such an insipid show
as Dean Martin’s? Yes and no. The trite
sexist sterotypes written into the show’s

|action must be taken to stop writers

jokes and sketches were outrageous
enough to foment the anger of several

of us who began discussing the possibility
of taking some action which would force
the media to take a look at itself. The
sheer overtness of the put-downs of
women by Dean Martin and his male
colleagues made us see this show as a
prime target for our first attack. Qur
goals, however, reach beyond assisting
the demise of ““The Dean Martin Show.”
We have handed out leaflets urging
people to complain to the sponsors of
this show (sponsor names and addresses
were included). This will be a major
strategy for rooting out the sexism of
other television shows, too. We handed
out a second leaflet, one explaining our
position against “The Dean Martin

Show " as well as a general statement
against the perpetuation of degrading
sexual stereotypes through the mass
media. This leaflet urged the writing of
letters of protest to NBC management
and to the producer of “The Dean
Martin Show,” Greg Garrison. Garrison is
notorious for another sexist gem — ““The
Golddiggers.”

The people of ORCASM are learning
strategies to combat media reinforcement
of sexism as we continue to protest. We
hope to be one among many groups
which now are becoming aware that

from writing, producers from producing,
and actors from acting the sorts of

shows which will legitimize the exploita-
tion of women in the minds of the public.

In Struggle
ORCASM

c/o Margaret Media
P.O. Box 701

Redondo Beach, CA 90277

Sisters:

Representatives from the Organized
Coaliton Against Sexism in the Media
(ORCASM) showed up at noon today,
March 12, 1973, at 3630 Riverside
Drive, Burbank, to meet with Greg
Garrison, the producer of “The Dean
Martin Show”” and ““The Golddiggers!”
Garrison had sent a message to ORCASM
at its demonstration in front of his
office Friday stating he would meet
with the group today, Monday, to
discuss the sexism in his television
shows.

The representatives from ORCASM were
met by a Mr. Hughes, who conveyed

Garrison’s regrets at being “inaccassible.”
Hughes assured the group Garrison would
call within the next two weeks to arrange
a tirpe to discuss the following demands:

1. Female performers on Garrison’s
shows should have a chance to
display their talents instead of
their bodies.

2. The insulting names given to the
female performers on Garrison’s
shows — Ding-a-Ling Sisters and
Golddiggers — should be changed
immediately.

3. All the sexist jokes and references
should be removed from the scripts.

4. To make amends for the damage
done to the image of females on
Garrison’s shows, there should be
comedy routines which positively
promote the feminist cause (e.q.,
things like the role-reversal
rape skit on ““Sonny & Cher"’).

5. To counter-balance the overabun-
dance of male chauvinist comedy,
Garrison should hire feminist com-
ediennes such as Harrison & Tyler
and Maxine Feldman.

5918 AYALA AVENUE <
OAKLAND, CALIFORNIA 94609

_(415) 655-6318
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Garrison’s vagueness and his blatant
disregard for the appointment ORCASM
had with him is a measure of his power
to ignore appropriate criticism. ORCASM
is vitally concerned with this sort of
arrogance of power which permits
human beings to be degraded in the
media and elsewhere.

Contact:

ORCASM

P.O. Box 701

Redondo Beach, CA 90277

Dear Sisters:

Praobably you have already received
Doubleday’s promo for their Author
Lecture Service package of ““Feminist
Films;’ put together by Polly Elliot (if
you haven‘t, you probably won't
believe it when you get it — 6 films,
shown once, for $1000, the individual
rental price of the films put together
being $346, plus one genuine in the
flesh filmmaker). Ms. just sent us another
copy of this promo, along with a per-
sonal letter from a woman at Ms.
pushing the package (| had an image of
out of touch professionals sitting in
carpeted offices in N.Y doing each
other.favors — the whole routine, just
now they let women fleece people too).

Enclosed is the letter we sent to Pamela !

A. Hightower in response to Ms. We
hope you will publish it and keep en-
couragaging women in alternative media
ventures.

In sisterhood, peace, love & media,

Elana Nachman

‘Women's Film Co-op

200 Main Street
Northampton, Mass. 01060

To: Pamela A. Hightower
Ms. Magazine
370 Lexington Avenue
N.Y. |

Dear Pamela -

I can’t believe you're selling us down the
river at Ms. and Doubleday. That is not
to say we don’t appreciate, for instance,
your concern about the struggle of the
Smith women (altho the Valley Women's
Center and the Film Co-op are not
directly involved in that).

It is to say that the so-called Feminist
Films package of Doubleday’s Author
Lecture Service is another exploitation
of the women’s movement for the profit
of big capitalist publishing houses, and
that any women'’s community could

put together exactly the same program
of films, and give more than one showing
of them, for the price of $346 (Double-
dya is charging $1000). Any community
group can also invite feminist filmmakers
to speak for what the community can
afford and travel expenses. Most women
filmmakers |'ve met who have some
committment to the women’s movement
— returning the image makeing process
to the people, to being paid for their
work but not exploiting any market, to
opening dialogue between artists and
‘others’ — are glad to do this.

The Women'’s Film Co-op, for instance,
distributes one of the films on that
program ( The Women’s Film) — and
rarely receives the listed rental ($50) —
because we exist as a service to the
movement. We believe that any com-
munity with $1000 to spend could put
on a festival of twice the length and scope
of Doubleday’s (at least). Any commun-
ity with artistic resources can draw on
those resources to open understanding of

what feminism means in the arts, the
difficulties that women face, and the
ways to overcome the obstacles
constantly thrust at us.

It is depressing (but expected) that
Doubleday should throw another
obstacle at us (making women feel that
women have no control over their own
arts), disappointing that Ms. should
support them.

For instance, Southwest Women'’s Center
at UMass. just put together a feminist
festival for $500, including between 8-
15 films and speakers. The Film Co-op
ran a week film festival for Every-
woman'’s Center in Amherst, showing
between 2 and 4 films daily, with two
hour open discussions after each showing
— which proved to us how hungry
women are to talk about the image of
women in film, about the whole image
making process. The only cost to women
was a voluntary contribution to the
Center’s scholarship fund.

I hope you take these things into consider-
ation when you do any promotion of
Doubleday’s ripoff. | also hope my own
anger is not alienating for you, and that
you can see that women outside of the
city are really struggling to make a
community revolution — in politics and
in the arts. The way to support that
revolution is not thru the promotion of
big time profiters who know a good
thing when they see one, but in the
support of alternative perspectives and
institutions working towards a new
vision for all of us.

In sisterhood, '

the goddess in me salutes the goddess in
you,

Elana Nachman
for the Women’s Film Co-op and the
Valley Women's Center

We would like to devote more space to
announcements about individual films and
filmmakers, and to advertisements of a
resource/labor nature. The space is

here please use it.

Home Movie, a gay-feminist film, is
available from Jan Oxenberg, 24 Breeze
Avenue, Venice. Tele: (213) 392-1192.
Rental: $20. — feminist groups, $30. —
institutions, $10. — weddings and bar
mitzvahs.

ANNOUNCEMENTS
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Need Cineaste Vol. 1, Nos. 1 & 2; Vol. 2,
No. 2. Also Filmmakers’ Newsletter Vol. 1
(all issues). Have back issues of both mags.
available. Contact G.L. George, 685

West End Avenue, NYC 10025.

115



Dear Sisters:
An addition to my letter of February 1.

| talked with Pamela Hightower at Ms,
this morning — who was upset that |
read her cover letter to Doubleday’s
promo as sponsorship by Ms. (although
it did indicate that). She said she is trying
to get Doubleday to waive the $1000 for
feminist groups (and provide the package
for the speaker’s fee and admission split-
ting the 3rd and 4th nights). Which is a
good effort, and | believe she is very
sincere and “up-front.”

However Doubleday’s package is no less
a ripoff. There are alternatives to suppor-
ting this kind of profiteering middle-
personship. Women can and must learn
to put together film and art festivals. We
must learn to do research and look for
alternative organizations developing
through the women’s movement. We
must reach towards, and encourage,
resources (working women artists and
femininists) in our own communities.

Elana Nachman
for the Women'’s Film Co-op

To Whom It May Concern:

NORMA PONTES AND RITA
MOREIRA, AUTHORS OF THE VIDEO-
TAPE LESBIAN MOTHERS ARE
BACK IN THE STATES, AFTER
HAVING TRAVELLED TO PARIS,
LONDON, ITALY AND THEIR’
HOMECOUNTRY, BRAZIL.

From the moment we returned to New
York City in January, we have been
reading all the comments and notes that
-appeared in newspapers and magazines
about Lesbian Mothers. We noticed with
concern that almost all presentations of
the tape had been done under the credit

of “Queer Blue Light Video.” This
credit strikes us as being inappropriate
for several reasons. First, the word ”
"queer” has a primarily male connota-
tion, which in no way applies to our
tape: Lesbian Mothers was made by
women and is about women. Second,
the substitution of the credit ““Queer
Blue . .. " for the Gay Revolution group
that originally helped to produce the
tape, occurred without our approval or
previous consultation. Finally, and most
important, we, as the authors of the
videotape Lesbian Mothers, do not
belong to the ““Queer Blue Light Video"
group.

We re-edited Lesbian Mothers and
removed the “Queer Blue . . .” name.
We want you to know that this new
edition will be the only authorized
edition of Lesbian Mothers to be shown
in the USA and abroad. All distribution
of our tape, from now on and into the
future, will be done under our explicit
control. Any group or individual re-
quests for information or for a copy
must hereafter be made to: NORMA
PONTES and RITA MOREIRA,

c/o MERCADANTE, 11, WEST 42nd
STREET, ROOM 1744, NEW YORK
CITY.

Norma Pontes
Rita Moreira

L]
NOTE:
We have decided to print those letters
requesting specific information. If the
reader can aid the writer, please write
her ¢/o Women & Film

Dear Sisters:

What a turn on. I've just read Women &
Film No. 1 and | can’t wait to read

more. | am a woman presently trying to
define myself as a filmmaker. 1 just moved
to Somerville, Massachusetts and feel a

little isolated from women working in
film. | know they exist but until now |
haven’t been able to find them. The
magazine articulates so many things |'ve
been feeling but haven’t been able to
say. Your overview makes me feel as if
there really is a tangible movement of
good people trying to work out of a
fucked up society in a real way. Having
barely survived the S.D.S. era, | managed
to be able to breathe a little in the early
days of the women’s movement in New
York but that too had its disillusioning
qualities and | ended up trying to put the
pieces back together with only a few
close friends. When you talked about the
long term struggle, internal conflicts
among women, harrassment, inclination
of women (me) to withdraw, | realized
once again that other women are feeling
these things and are doing something
about it. | have been feeling ambivalence
about where | (women) fit in a revolu-
tionary struggle and agree essentially
with your conclusion. In fact, | am
going to quote it when | am re-
interviewed at Cambridge-Godard (a
radical school) to teach a film course.

I would appreciate names and addresses
of women’s film collectives on the East
Coast.

In struggle,

Marie Consiglio
Somerville, Massachusetts.

Hi!

I've just seen Women & Film number
two and | am so happy to see a publica-
tion devoted to film from a (dare | say)
radical group of women! | would
appreciate any references you might
have concerning the general area of
women’s (sexual) images (symbolism,
stereotypes) in film (and other mass

Puppets for theater, TV, single frame
animation, economical special effects, or if
you just need a friend. All mediums including
celastic, foam and cast rubber. Animal
characters, people and abstract shapes.
Featured in 5/6/73 L.A. Times Home
Magazine.

The Sunshine Company
Mae Canaga

9060 Denver Street
Ventura, California93003
(805) 647-2471

Times Change Press has been created to
contribute to the American people’s accelera-
ting awareness of the capitalist social system
that is destroying us and the rest of the world
in its efforts to maintain itself past its time; to
provide information and ideas with which to
topple the American Empire and to help pre-
pare the way for a new consciousness — one
based on a collective approach to human
survival, an ecological approach to man and
nature and a libertarian approach to life in a
post-scarcity abundance based on the rational
use of technology.

Is is time for a world socialist society, free of
sexual, racist, ageist and class oppression — free
of all forms of domination — in which individ-
uality will develop out of, not in opposition
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Times change and with them their possibilities;
TIMES CHANGE AND WITH THEM THEIR
DEMANDS

Times Change Press Materials in Print

NEW BOOKS

Begin at Start: Some Thoughts on Personal
Liberation and World Change, by Su Negrin,
$2.45 (all prices are for soft cover editions -

to, the collective whole. ‘
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media). | am a teaching assistant at the
University of Pittsburgh and | would
like to develop my doctoral work in
this general area (I am a mass communi-
cations major). Also | would like to
develop a course in this area to teach in
the women's studies program here. |

am at present teaching a course in non-
verbal communication and | try to do
what | can to dislodge conventional sex/
role differentiation in interpreting non-
verbal behavior. | would appreciate any
information you could provide.

Brenda L. Carter
Templeton, Pennsylvania

Dear Sisters:

| am a graduate film student at Columbia
University and a scriptwriter. At the
present time | am working on a research
project on women screenwriters during
the Hollywood studio era and would like
to know if you have any information
available — or where | may obtain infor-
mation (names, filmographies, etc.).

Ellen Peterkofsky
New York, New York

Dear Women and Film -

We‘ve seen one issue and are eager to

see the next. We're a group of filmmakers
working together to support ourselves
and our making political documentaries.
Two of us, Jenny Rohrer and |, are

doing a film on women'’s health issues,
focussing on the fight to save the Chicago
Maternity Center. We heard that some
women in California were also working
on a film around women's health - if you
know who we can get in touch with, let
us know.

Kartemquin Films .
1921 N. Fremont Street 3
Chicago, lllinois 60614

P.S. Jenny, | and several other women
have a group called the Chicago Women’s
Film Co-op, an informal group of
women who work in film in various
ways - we meet monthly, support each
other in projects, crew for each other,
and continue to talk and argue about
issues of style, art, and politics, as well
as the hassles of competition for jobs
and funds. ..we may try todo a
women'’s film festival.

Dear Sisters,

At the KRAB Nebula conference in
Seattle last July, a group of women got
together and talked about setting up a
tape exchange of women’s programming.
We all thought it was a really good idea
and could be an important and valuable
way of communicating with each other
and other women. In addition to enrich-
ing our programming, we would be in-
formed of what women are doing in
different places.

Well, somehow, nobody ever got it
together to do it. | think it's time we

did get it together, so I'm trying to get

in contact with everyone | can think of
who could help — this would include
radio stations, women's media collectives,
and any and every other woman who has
something valuable to contribute. It
could include any kind of women'’s pro-
gramming — produced shows, tapes of
live shows, tapes of woman musicians or
women’s music, poetry, drama, anything.

| have spoken to some women informally
about this idea. Now | would like to hear
what you think is the best way to set
this up. | would first like to get a list
together of all the resources. In other

" |words, a list of all the contributors and

all the tapes that they have available, a

description of each, and how to get
them. And what would be the best way

to exchange tapes? Should people write
directly to you for a copy enclosing
payment? Should they send you a blank
tape and you make them a copy? Would
you like to see a central duplication
facility set up and keep copies of some
of the tapes there, then you could just
send to one place for them? Do you
have facilities for duplicating tapes?

Please give serious thought to answering
the above questions, and if possible,
discuss them with other women you
work with and/or women in the commun-
ity you serve. |f you do have tapes that
could be part of the exchange, please
send me a list of them, with a description
of each one. If you have tapes that have
potential but need editing, and you have
no editing facilities, maybe we can work
something out.

Also, it would be very important to
follow up on this, ke2ping things up-to-
date, Sending in lists of new programs
available, suggestions for programming
we’d like to see (or hear), and if you
find out about other resources and/or
resource people, to keep us informed.

We're also interested in knowing what's
going on in other media — film, video,
graphics, music, anything. If you have
other media available, or know of good
women'’s media productions, send that
along too, and we’ll compile a list of
what we get in addition to the audio
tapes.

| think this tape exchange could be a
really groovy thing, and I'm really
excited about it, I we all work together
and help each other, who knows what
we can do?

Jane Kreinberg
For Women's Tape Exchange
Chicago, Illinois

% ¢

Youth Liberation: News, Politics, and Survival
Information, by Youth Liberation of Ann
Arbor, $1.35

Great Gay in the Morning! One Group's
Approach to Communal Living and Sexual
Politics, by the 25 to 6 Baking and Trucking
Saociety, $4.95

Some Pictures from My Life: A Diary, by
Marcia Salo Rizzi, $1.35

BOOKS AND PAMPHLETS

But Morning Refused to Answer: The Lives
and Words of People Who Live in Prisons,
Reformatories, and Mental Institutions,
edited by D. “Colt' Denfeld, $1.35

Woodhull and Claflin’s Weekly: The Lives
and Writings of Nortorious Victoria Woodhull

and her Sister Tennessee Claflin, edited by
Arlene Kisner, (about first woman and Marxist
candidate for US President), $1.35

Unbecoming Men: A Men’s Consciousness-
Raising Group Writes on Oppression and
Themselves, $1.35

Burn This and Memorize Y ourself: Poems for
Women, by Alta, 50¢

The Tupamaros: Urban Guerrillas of Uruguay,
by Carlos Nunez, $1.00

Free Ourselves: Forgotten Goals of the Revo-
lution, by Arthur Aron, $1.35

Free Space: A Perspective on the Small Group
in Women's Liberation, by Pamela Allen, $1.35

Ecology and Revolutionary Thought, by
Murray Bookchin, $1.35
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Come Out!, Selections from the Radical
Gay Liberation Newspaper, by Come Out!
Collective, $1.25

Generations of Denial: 75 Short Biographies
of Women in History, by Kathryn Taylor,
$1.25

Hip Culture: 6 Essays on its Revolutionary
Potential, $1.25

The Traffic in Women and Other Essays on
Feminism, by Emma Goldman, $1.25

ADDITIONAL TITLES AVAILABLE UPON
REQUEST, ASWELL AS POSTERS
ORDER FROM: Times Change Press

Penwell Road

Washington, N.J. 07882
include 35¢ for postage and handling.
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off our backs ‘
1346 connecticut ave. n.w.

room 1013

washington, d.c. 20036

ARTILLERY  MANSIONS

75 VICTORIA STREET
LONDON, SWI ENGLAND

subscribe
name
address
“‘we see our films as a contact: | A
contribution to the 44 parkha‘ra Ss\}\;eet P
struggle for revoltion- surry hills,
ary feminism.’ austrailia $5 one year sub  $6 canada

35¢ sample copy $13 overseas
$15 businesses and institutions

Notes on Women’s Cinema
The image of women in the

cinema has been an image created |
by men. The emergent women’s
cinema has begun the

tl'allsformation Of that image. Cinema Semiotics and the work of Christian Metz
° plus major articles on cinema semiotics
These notes explore ideas and

strategies developed in
women’s films. N
Edited by CLAIRE JOHNSTON |

SCREEN PAMPHLET 2 Special double issue (95p/$2.95) available 30 April
published by the Society for Education in Film and from Better Books, Zwemmer, Dillon’s,
Television and available from the Society g’;’: tThg ggfdmg B°°k5hgp
ompton Street
g?ié)elds%o mpton Street, London W1 London WIVSPN (01-7345455)
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STHE

LESBIAN TIBE=

LESBIAN TIDE is a feminist, lesbian, monthly magazine published by
the Tide Collective, a working collective of lesbians who through the
LESBIAN TIDE magazine hope to provide a vehicle of communication
and an open forum of exchange for the national lesbian community,
The LESBIAN TIDE, in addition to reporting the news to the community
it serves, is also dedicated to reflecting the culture of that community
of which it is a part. The LESBIAN TIDE provides an open forum for
news, political anaylsis, opinions, reviews, poetry, features and personal

exchange. By providing this forum, the Tide Collective hopes to
contribute to that sense of community identity so important to the
struggle of women and most particularly, of leshians,

Subscriptions:'$7.50/year (monthly), LESBIAN TIDE 373 North
Western Ave.,Room 202, Los Angeles, Ca. 90004

SISTER

SISTER is a radical feminist newspaper which reports news of the
women’s movement in Los Angeles and the country. It includes
commentary on the direction of the movement and the decadence
of the patriarchal system.

In addition to news, each issue has a theme, like “Rape’, ““Women
and Health”, and “Working Women’’, It appears monthly;
Subscriptions are $3.00/year. Write SISTER % Westside Women's
Center, 218 South Venice Blvd., Venice, Ca. 90291

MOMMA is a nationally distributed monthly newspaper/magazine
filling the practical and emotional needs of single mothers across the
nation. For the first time anywhere, seven million divorced, separated,
widowed and never-been-married mothers have a way to communicate
and identify their very special needs and interests - those of a woman
raising children by herself.

Single motherhood is not just a way station between marriages.

It is an increasingly common lifestyle, rich with joys and fraught with
problems. MOMMA reflects that richness, and attacks those problems
with realism and honesty.

Through MOMMA, with pride, humor and honesty, the single mother

finally assumes a positive social identity with other women who share

her membership in what is virtually a subculture of American society.

Subscriptions: (monthly) $5/year individuals, $7/year institutions to
MOMMA, Box 567, Venice, Ca. 90291

WOMARSPASGE

WOMANSPACE JOURNAL is a bi-monthly art historical publication
devoted to illuminating women’s art from a feminist perspeciive.

It includes critical writings about women's art from the past and
present, and covers exhibitions and artistic activities at WOMANSPACE
as well as other galleries on the West Coast. Past issues of WOMAN-
SPACE JOURNAL included art historical writings about: women
artists of the past such as Mary Cassatt, Romaine Brooks and Diane
Arbus, topics such as Feminism and art, “Woman'’s Art: Development
of a Theoretical Perspective’, “Female Imagery’’, and “‘Sexuality in
Art/reviews and interviews with contemporary women artists, In
addition it includes the full calendar of events at WOMANSPACE.
Though primarily concerned with women's art, WOMANSPACE
JOURNAL is commited to the women's community at large.

Subscription:$4 for a year;sinstitutions: $9/year. Membership in
WOMANSPACE including subscription to the Journal :86/6 months.
WOMANSPACE JOURNAL, 11007 Venice Bivd. Los Angeles, Ca. 90034

WOMEN & FILM is an 80 page magazine concerned with changing women’s
media image and discussing women's work in the media. It is also concerned
with facilitating an exchange of resources, theories and views among women
struggling with the nature and purpose of mass media and popular art.

The publication covers interviews, articles, reviews and announcements.
Past issues have dealt with women's film and video festivals, early suffragette
films and contemporary women’s films, erotic/pornographic films, drive-

in movies, directors like Nelly Kaplan, Dorothy Arzner, Maya Deren,
Godard, Sirk, Rossellini, Kubrick, etc. as well as women working in the

film industry as writers, actors, editors, costumers, publicists, etc. We

have supplied textbooks to a dozen universities for their courses in film

and the women’s movement.

Subscriptions: Individuals: $3.00/year. Single issue: $1.00. Institutions:
$5.50/year. Overseas: $3.50 for individuals, $6.00 for institutions.
Published three times a year. From Women & Film, 2802 Arizona Ave.
Santa Monica, Ca. 90404.
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Just as long as newspapers and magazines are controlled by men, every woman upon them must write
articles which are reflections of men’s ideas. As long as that continues, women'’s ideas and deepest
convictions will never get before the public. — Susan B. Anthony

We are an association of women's publications,
newly formed, consisting of five Los Angeles
based women'’s periodicals.

We are all overworked, confused, duplicating each
others’ energies and we feel the need to unite in

our efforts. We all share the same frustrations and
common goals. We visualize one center for a common
pool of information.

Our most immediate needs are to improve our
distribution techniques and to increase our
circulation.

We are in the process of creating a resource center
which will serve us and other women's publications
across the country. We will compile and offer

information about:

Women’s Publications

Women's Centers

Women's Studies Programs

and other related women's activities

Future possibilities include:

A Central Distribution Location

Sharing Production Facilities

A Women's News Service

and encouraging women to become distributors
of our own publications.

We need you to become a part of AWP by sharing
your ideas, information and energy.

IF WE ARE NOT FOR OURSELVES, WHO IS? AND IF NOT NOW, WHEN?

LESBIAN TIDE, MOMMA, SISTER, WOMANSPACE JOURNAL, WOMEN & FILM

[[] we'd like to join AWP (whatever that means) *

(] momma

D Tell us more

[] SISTER

[] We are distributing and think we can offer and
gain from AWP

[ ] WOMANSPACE JOURNAL

[] Our organization would like to distribute your

[ ] WOMAN & FILM

magazines. Please send: We have included $_____[ Jinformation [_Jbest wishes
LESBIAN MOMMA SISTER signed:
TIDE
no._of
copies: e
WOMANSPACE JOURNAL |WOMEN&FILM

no. of Address
copies:
[[] V'm just an individual but | would like to distribute | C'Y State Zip

your magazines. |’ve listed my choices above.

I/we would like to subscribe to:
[] LESBIAN TIDE

!

[_] HOLD ON 111 You've missed something:

*If you’'re as confused with this form as we are, then you're pro-
bably the perfect people for AWP. We do believe that we can
make a large, functioning distribution service out of a joint effort
but we can’t tell you that we have it all together yet. Come let
us reason together.

Oh yes: we are working out a distribution contract which we
hope will be equitable and profitable for all.
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