PAGE  
6

ARTISTS AGAINST WAR

presents

ArT aS THe cURReNCY OF aCTIVism

A Workshop for the World Social Forum

Mumbai, India

January 16 – 21, 2004

Where are We at? A PreLUDE

“The history of this century should have taught us to embrace the cause of American leadership…  Our aim is to remind Americans of these lessons and to draw their consequences for today. Here are four consequences:
· we need to increase defense spending significantly if we are to carry out our global responsibilities today and modernize our armed forces for the future;
· we need to strengthen our ties to democratic allies and to challenge regimes hostile to our interests and values;
· we need to promote the cause of political and economic freedom abroad;
· we need to accept responsibility for America's unique role in preserving and extending an international order friendly to our security, our prosperity, and our principles. 
Such a Reaganite policy of military strength and moral clarity may not be fashionable today. But it is necessary if the United States is to build on the successes of this past century and to ensure our security and our greatness in the next.” [emphasis added for moral indignation and general irony]

pROJECT FOR THE NEW AMERICAN CENTURY – JUNE 3, 1997


This essay finds its genesis in a paradoxical sentiment of frustration and optimism that I experienced in the weeks preceding the “inevitable” second invasion of Iraq.  In Ottawa-Hull, Canada, as in thousands of cities around the world, people took to the streets to protest George Herbert Walker Bush’s “Big Idea”
 – a unilateral and unabashedly arrogant call to war.  The massive show of opposition to the invasion of Iraq was evidence of something significant.  By its sheer magnitude, it momentarily displaced questions that would resurface in quieter moments.   What stake did the protesters hold in this process and what would be the consequences of this protest for the world?  What did global citizenship demand beyond marching in protest?  Was there more that could be done?  

In the midst of thousands of protesters, I felt as if we were part of a monumental historical event.  There was a feeling of solidarity and strength, like our voices were all that mattered.  But as we would disband at the end of the protest marches and file into our respective lives, the voices would grow softer and would slowly become mute.  There were other sounds – sounds of traffic, sounds of commerce, sounds of inevitability that would begin to fill the air.  To where did the sound of invincibility and indignation retreat?  Could the stirring of our collective souls for justice be reactivated outside of the fervor of mass demonstration?


As activists and others on the Left continued to organize demonstrations, a disconnect  became increasingly apparent between daily Ottawa life and the proposed bombing of a country thousands of miles away.  In February 2003, it seemed as though the Bush doctrine and the Project for the New American Century
 were going to succeed in spite of the best intentions of the Left and abetted by the complacency of the mainstream.  My lament for the complacency that I perceived in Ottawa, moreover, was not only a lament over the apparent disinterest of my Ottawa compatriots, but a lament that I was in fact caught in this same spiral of complacency.


Ideologically and spiritually bereft, I decided that I would reconsider my role in the process of social change.  For me, this journey of introspection, led me to discover a wealth of resources in my midst aimed squarely at the military machine that I was so intent upon challenging.  I thought that if the global threat of militarism is supported not only by peoples’ tax money throughout the world, but also by politicians and think tanks that insidiously weave militarism into the fabric of our societies, an alternative concept to this machine must be possible.  
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It occurred to me that even the military machine requires a program, direction, concept or idea to thrive -  an idea that must be constantly marketed, sold and repackaged for consumption.  That is, the machine does not exist without referent or with inherent political appeal, but rather, its authors must constantly repackage it to seamlessly attract the base elements of the human spirit.  But is it the proclivity of human nature simply to buy this product, which commodifies death and human suffering?  Surely the creativity and justice which resides within the human soul must abhor the project of manufacturing death?  Intuitively, I felt that the essence of what humanity is, or what Marx has described as “the species being”
 must have both the potential and the will to resist militarism.  And as such, this optimism led me to both theoretically and empirically explore a currency of social activism that inspires creative thinking – art.  

Freedom through Art

Clawing, gnawing, gripping, struggling, seathing - the essence of human passion boils or steeps within our souls.  Yet the strictures of daily labour, commodified living and the inertia of systems of power funnel the energy and 

optimism of the human spirit into repeated and mechanical mundane activities.
  In this mechanical existence, the experience of art allows for an engagement with the world and transcendence of the artifice of disempowering social constructs.  It frees our spirit and mind to feel and think profoundly.  Art, not simply as an object, but as a process for both the creator and the observer allows us to embrace the world with candour.

As Hamlet might have observed in his eloquent madness, art is not political, but thinking makes it so.
  And so too is the predicament with subversive art.  It is precisely the thinking, the specific contemplation of the political nature of some art or the evocation of political sentiment by art in its engagement with its audience that makes it political.  At the oustet, I should be clear as to what I mean by “the political” and that which is not political:  a broad conceptualization of political life makes all art in a sense political, while a narrow definition of the political makes little or no art political.  For the purpose of this essay, rather than speaking in dichotomous terms of political and apolitical art, I will consider a continuum of overtly political art and less immediately political art (“unpoliticized” art”) based upon the intention of the artist to explicitly invoke political themes into her work.

According to social theorist Herbert Marcuse, “… the more immediately political the work of art, the more it reduces the power of estrangement and the radical transcendent goals of change”.
  Marcuse goes on to suggest that it is in fact the less immediately political work that has greater potential to change the world.  While Marcuse extends this principle to diminish the aesthetic value of more overtly political art, as I discuss below, I believe that overtly political art maintains both a certain aesthetic as well as a strategic importance for the Left.  

Subversive Art:  Overtly Political and “Unpoliticized”

The distinction between overtly political art and its more subtle or indirectly political (“unpoliticized”) counterpart raises several important issues for both the theorist of art and the art activist.  Both overtly political art and unpoliticized art can be subversive.  Subversive art challenges prevailing social and/or political morays, but this challenge need not be a direct or overt political commentary within the work of art itself.  The operative distinction between political and unpoliticized subversive art is in the nature of the mechanism through which each influences social transformation.  Political art through an overt slogan, message or semiotic device engages the audience with a certain political issue.  The message may not always be clear as to how the political issue should be addressed, but the political flavour of the art is clear.  In contrast, unpoliticized subversive art may take root in a specific political culture or historical environment, which makes its essence political although its form is not indicative of a distinct kind of politics or approach to a political issue.   The political essence of the work is interpreted through an understanding of the context of the work.   

	SAW Gallery
: The Shock of the Political

"An Indian Act Shooting the Indian Act."  The performance was a statement on native rights, and the government's use of the Indian Act to control native affairs. In this performance art piece, Lawrence-Paul Yuxweluptun's  pinned copies of the act up on posts and shot them with a 30-30 and pump-action shotgun. The audience was also asked to join in and shoot.




Indeed, the history of the struggle that surrounds the work of art becomes strongly identified with the aesthetics of the work, so that one becomes the trigger of the other.  In this regard, the unpoliticized subversive work can be interpreted on two levels:  as “art for art’s sake” or as a symbol for a struggle in human history.  Both art as an aesthetic device and as a symbol for some human struggle have the power to inspire; however, the latter can clearly be more easily linked to an agenda of social justice.  This analysis raises the question of whether progressive social transformation is further advanced where the political agenda of social justice is more overt within the work of art itself – i.e. the counterpoint to Marcuse’s observation.  There is no obvious answer to this question, but it appears that a variety of factors must be considered with respect to how the human imagination works and how we are inspired.  The aesthetic appeal of art definitely allows a work to transcend the denotative value of the sounds, images or other sensory devices its uses appealing to a collective consciousness or spiritual need in the audience.  However, is the tremendous potential of this aesthetic appeal compromised where the denotative value of words, images and sounds are relied upon in art?  And, is the depiction of fragmented images of social degradation aesthetically engaging?

There is some debate as to the aesthetic value of art that is simply a simulacrum or a mirror to reality; however, the potential exists in all forms of art to challenge us intellectually and to touch us emotionally.  Marcuse argues that the “otherness” of art, or its distance from the real world is a measure of its aesthetic value, such that simple replications of the world have little or no value.
  To the extent that Marcuse presupposes a kind of obfuscation of the “real world” by the veneer of commodified life, this observation is instructive.  That is to say, the more complex and intellectually challenging a work of art for its audience – the more it illustrates the disconnection between the audience and the real world.  It is not that the work itself is inaccessible, but rather, that the world is clothed in illusive constructs, which obscure the relationship of the art to reality.  However, the question must be asked – whose reality?

	…But I don’t give a damn who they’re screwing in private

I want to know who they’re screwing in public

Robbing, cheating, stealing

White collar criminal -

McDonald eating

You deserve a beating

Send you home aweaping 

With a fat bill for your Caribbean weekend…

Michael Franti
 excerpt from the album Songs from the Front Porch




Marcuse appears to minimize the significance of the subjective realities of artists and audiences.  He argues that fragmentary depictions of degeneration within the world are simply not art in a meaningful sense.   With respect, I believe that there is important meaning that can be gleaned from real world fragmentary images.  For example, a specific image of degeneration in contemporary society may have tremendous impact upon someone who has not seen this perspective or whose world view is simply oblivious to this degenerative portrayal.  As such, the intellectual and emotional challenge created by the work is not a product of the otherness of the image itself relative to some objective concept of the “real world” (the mechanism by which Marcuse measures the aesthetic of art) – the image is simply a fragment of the real world - it is a window into another part of the world that the viewer would not normally experience.  In other words, it is not clear that every viewer or every audience would have even  a basic familiarity with all aspects of the superficial commodified world.  Accordingly, estrangement of the viewer from art in terms of the distance between art and the real world is not essential to art achieving social transformation.  It is not clear that Marcuse’s point was to negate the possibility that overtly political art can be aesthetically appealing; however, it is my contention that the directness of overtly political art can in fact enhance its poignancy to directly “hit” the audience with both the creative and political will of the artist.

Susan McMaster – Poetry for Politicians

In 2001, Ottawa-based poet Susan McMaster organized “Convergence: Poems for Peace”, which presented art-wrapped poems from across Canada to MPs and Senators, to encourage their commitment to the most crucial human task of the new millennium — the building of a peaceful world.  (More information is available at www.poets.ca, link to Poems for Peace.).

Art for the People:  Activist Art and Popular Culture

For the activist artist, there is tremendous potential for transforming society through the modalities of popular culture.  Popular culture as a medium is commonly associated with material consumption; however, this medium can be infiltrated and subverted.  Unlike more sustainable forms of art, popular culture, by its very nature, has a limited shelf life – yet with now recent technological advents it has the potential to be disseminated the world over in seconds.  

	


It may be argued that art disseminated through popular culture has negligible transformative power given the fads that abound and that are constantly being replaced, i.e.  this art cannot transform society in a meaningful way because it cannot resonate profoundly with the human soul and does not rigorously challenge the intellect to discover truths.  While this may be a fair assessment of the aesthetic limits of art propagated through popular culture, it discounts the strategic and ideological significance of political art.  Art “of the moment” can be the expression of a people or a coalition of peoples.  By the dissemination throughout the world of art clothed in popular culture, a transcendent bond is created.  Where this bond is based on an ideological affinity, the ideology can act as a buoy to the art and the art can in turn propagate the ideology.  For the activist artist, it is important that the ideology should not shift or disintegrate with the loss of currency of the art, but rather, that new art be created to sustain the ideology.  In effect, an explicit marketization or commodification of art becomes the vehicle for the sale of ideology.  This commodified art, however, where imbued with an ideology of social justice, can potentially challenge and act as a foil to the ideological fuel which supports the global military machine.  

Art by the People

An adjunct to the notion of popularly consumable art is art, which a community or peoples have a direct stake or ownership.  By this, I am referring to community based arts practices, which involve people in the creation of art.  To be sure there is a spiritual, intellectual and emotional satisfaction that is derived from the process of making art.  Where this process is owned or contributed to by a community, the community engages with the art and the art engages with the community.  Examples of such interaction include large installation pieces involving the audience in the artistic process prior to the traditional “viewing stage” of the art.  In particular, where community based arts practices are focused around a specific social issue, the artistic process effectively becomes a transformative process for the community involved.  Cathartic, instructive and inspiring, community based arts practices provide a strong example of the healing and awareness raising potential of subversive art.

Activist Art as a Currency of Social Change

It is not my intention to diminish the subversive potential of unpoliticized art, but rather, to legitimize the project of more political or activist art.  Leaving aside the question of whether activist art produces profound and lasting social change, there are at least two strategic benefits for the Left of promoting, creating and supporting activist art.  First of all, whether transient or sustainable, activist art has a revitalizing effect upon the artist, her community and the broader movement.  There is a cathartic release for the artist to express through her art and there is a collective catharsis for the movement in recognizing the expression that may aptly explain the challenge of the day.  Significantly, the medium of popular culture offers a cultural assuagement.  That is, the “popularity” of popular culture is based upon patterns that can be easily assimilated.  Ideology, therefore, can be culturally reaffirmed.  

Secondly, for the Left, the project of activist art aptly fills an ideological and creative void.  Blatant political messages, whether through music, slogans, cartoons, art exhibitions, street theatre or through other means perform an essential function of articulating an ideological counter point to the dominant paradigm.  The commodification and clothing of art in popular culture is important 

to the propagation of ideology in the mainstream, or at lest in a broader stream than the typical confines of leftist political arenas.

	Not so long ago, there was a show called “Art Against Corporate Globalization” at Gallery 101 here in Ottawa.  It gave me a chance to show people something I’d made, without putting up any barriers to my participation.  It let me see, and be part of, a local convergence of art and activism.

Ottawa Artist and Activist Kevin Simpson – February 2003


It is an open question whether activist art – in the form of popular culture or not – can inspire in the same way that less immediately political art inspires.  However, it is clear that activist art has a democratizing effect upon its audience.  That is, there are no barriers to participation.  If one can think of an idea, it can form the basis of a creative project.  The immediacy of the art not only provokes a reaction, but it inspires a response or a creative conversation.  The exchange of artistic ideas is not a moneyed transaction – it is without currency.  And yet, in the rubric of the capitalist paradigm, a spiritual “currency” has been exchanged.  One idea inspires the next.  The resource base is limited only by our own creative capacity.  But most significantly, the transaction is not “zero sum”.  The creative energy that is infused into one artistic project, which is the essence of one artist, is not spent, but simply invested.  The idea in its artistic form latently waits for engagement with its audience.  And the artist, having spoken, has inspired a conversation.

The Subversive Conversation in Ottawa: A Resonance of Artistic Initiatives


Can ideas change the world?  We live in a world of ideas, but ironically it is bankrupt of imagination.  Looking at the structures that control and coerce in the world, this bankruptcy is evident; however, for the movement that resists and struggles against oppression, the creative imagination is prolific.  Perhaps it is the tyranny of power that corrupts and emasculates the creative potential of ideas as they are assimilated into the mainstream; however, is this corruption inevitable?  The theme of the World Social Forum 2004 – “Another world is possible” - suggests that the world of ideas can be redrawn by creative hands.  The seed of this optimism may reside in the fact that even the staid and conservative ideas of the dominant economic, military and social paradigms must convince in order to control.  And resistance and dissent are a threat to the capacity to control.


Yet the conviction offered by the dominant paradigm, and in particular the institutional military machines of the world, is uninspired.  Slogans pitched to the sentiment of ultra-nationalism or the paranoid agenda of the “War on Terror” are written by sophistic and sterile script writers.  Death and destruction, however these are sold, cannot compete with the vibrancy and celebration of life.  And so, it was a deliberately provocative theme that a collective of local Ottawa artists and activists chose as a title for an anti-war art exhibition:  Art vs. War.  Written in the classic “style of cause” language of a legal contest – the exhibition was metaphorically a competition of ideas.  What kind of creative and inspired ideas could Canadian artists generate on the theme of war?  The response was a resoundingly subversive and ingenious display of visual art that took place in Ottawa in August 2003.  The Art vs. War exhibition was also a fundraising auction for War Child Canada  - an NGO dedicated to alleviating the pain and suffering of war afflicted children by fostering programs targeting the basic needs of these children.  So poignant were the messages of the activist art on display – some pieces more politicized than others – that a vital conversation ensued.  Perhaps, the most amazing thing about this conversation was how a creative process in turn inspired creativity.  That is, within about a month of the Art vs. War exhibition, the M-16 art project was born.


The M-16 Art Project was a traveling art exhibition held in Toronto, Montreal and Ottawa, Canada from September to November 2003 in which 21 artists deconstructed and reconstructed 21 plastic M-16 machine guns.  The machine guns were recrafted into such things as a pot for a plant, and, in one case, deconstructed using “hip hop tactics”.  The creativity of approach, the use of the machine gun as a symbol of death and war and the cultural and stylized methods of retooling the gun were undeniably provocative.  

	








I came across the M-16 event quite by accident one evening in Ottawa as I entered a store to purchase tickets for a hip-hop event later that evening.  The event seemed vaguely familiar and it occurred to me that I may have heard of it somewhere.  The 21 machine guns, laid out in the midst of break beat rhythms and urban street wear, were literally clothed in popular culture.  A young group of artists, their friends and interested passers-by were congregated in the small NormL Clothing boutique in the Ottawa Bytowne market on a refreshingly sub 20 degree Ottawa autumn night.  I picked up a bid sheet to make a bid on one of the 21 machine guns that had caught my eye and noticed that the event was a fundraiser for War Child Canada.  As I was involved in organizing the Art vs. War event, I was intrigued by the coincidence.  Later, while talking with one of the artists, I asked about the choice of beneficiary for the event.  A woman referred to some event that was held in Ottawa the previous month called Art vs. War having inspired the exhibition.  At that moment – feeling the resonance of these two initiatives – I recognized that the subversive conversation was growing.  That in fact the world of ideas was being redrawn and that through this creative synergy another world, in the cold confines of Ottawa, was emerging.

APPENDIX “A”

Art as the Currency of Activism – Workshop Synopsis

Ottawa-Outaouais Social Forum (OOSF) – May 3, 2003

The following is a summary of the “Art as the Currency of Activism” discussion.  I hope that I have captured the essence of the discussion, but those who feel that a significant idea or ideas have been misinterpreted or omitted please feel free to e-mail me directly with your input or e-mail the group as a whole.  Once again, I wish to thank everyone for his/her participation. Your ideas and enthusiasm made this workshop a success and I hope that we are able to build on the ideas exchanged in innovative ways.  While the below summary paraphrases ideas of various workshop participants, names have been omitted in an effort to capture general themes.  There are also some editorial comments, which I have inserted in order to better connect threads of discussion.

FURTHER ACTION:  One of the most immediate recommendations to come out of this workshop was to develop a space to get together and share artistic ideas.  We had talked about the SAW Gallery for such a meeting, and I am happy to facilitate the logistics.  Please let me know if you have ideas on when this meeting should take place and what should be involved.  

SUMMARY

Open Source:  An Electrifying Medium of Exchange

“Open source” refers to a cost free, accessible method of exchange of information over the internet.  Some operating systems like Linux  offer free alternatives to Microsoft thereby greatly increasing the accessibility and exchange of information throughout the world.  Similarly, we have seen and are seeing increasingly the use of the internet by musical artists to offer free downloads of their music.  These offers of free music, moreover, are commonly used to promote a progressive political message of the artist.  This has definitely been the case with respect to the coalition of popular recording artists such as R.E.M., Anni DiFranco and Spearhead (to name a few) whose music is being released for free to the public over the internet in the spirit of the anti-war movement.  The medium of dissemination of art, therefore, can be an important tool to raise the consciousness of people about pressing political and humanitarian concerns.

Protecting Subsistence Needs of Artists

It should be remembered that most artists do not have the luxury of disseminating their work for free.  The product of artists is often devalued.  Many people fail to see that for the majority of artists, sale of their art is their livelihood.  When there is no sale, an artist cannot continue his/her work.  While “open source” is a significant concept and an instructive vehicle for the connection of artists to a broader public, for many artists there needs to be a guarantee of basic overhead costs.  Once overhead costs are met – artists, if they so choose, can avail of appropriate technologies to deliver their work to a broader audience.  It is important that the choice should be that of the artist to deliver their art for free and that the artist should not feel coerced to do so.  Having said this, there are ways to protect basic overhead costs for an artist.  One such example could be at a silent auction to place a suggested opening bid, which will allow the artist to cover her/his costs for materials.

Pirating/ Hacking Technology for Social Awareness

Given the exclusive structures within society and the art world, which mirrors the exclusivity of social structures, some artists have delivered a political message by resisting exclusive mainstream structures.  One such example is the recent action of artists through Mongrel Media to make some temporary changes (displaying certain hitherto excluded works and artists) to the Tate Modern Gallery website.  This action was both provocative and illustrative of the sometimes exclusivity of institutions within the art world.

Vulgarizing Language and Art

Making art more accessible and saleable sometimes requires bringing it to a level that shocks or provokes people into becoming interested in it.  The vulgarization of language/ art is a technique that has been used by the SAW gallery – not necessarily as a tool to change the art being displayed, but as a method of drawing people in, who might not otherwise take an interest in art or a specific exhibition.  With the accessibility of artistic themes and the context of art also comes the question of who defines art and the artist.  There are certainly political questions that arise with respect to allowing “amateur” artists to display and work in exhibitions.  Some galleries may not allow a forum for amateurs.  This struggle was one that was faced in a visual art exhibition called Art Against War that was held a few years back in Ottawa.  In that forum, Don Monet advocated an inclusive space for professional and amateur artists.  Although the event was successful, it should be noted that barriers exist even within the artistic community to the participation of creative minds.  Art Against War is an instructive model with respect to barrier-free participation of artists for a political objective.

Using Press/ News Media Effectively

Given the many different events that are going on in the Ottawa-Outaouais community, it is important that patrons be given a reasonable amount of time to become aware of events and plan their schedules accordingly.  Learning to use news media effectively can enhance the participation of the public in artistic events and may be a method of building bridges to a wider audience.  Publicizing events by using “Art Engine” is a useful tool that delivers a message to a very broad public.

Dance as Resistance

Just as visual art and music can incorporate a political message, so too can dance.  In South India for example, a devotional dance to the god Vishnu has existed for thousands of years.  Under British rule, however, such devotional dance was outlawed.  The act of worshipping Vishnu through dance, therefore, was a political statement in itself.  Not only can dance be a vehicle for political expression, but learning dances of different religions and cultures is a means for developing cross-cultural understandings and exploring the esthetic commonalities in artistic expression in different social contexts.

Linking Theory and Practice

The art community, like several analogous communities, has both theoretical and activist proponents.  Both theorists/ academicians as well as “activist artists” are needed to advance the cause of social change.  Theorists assist in putting the world into broader relief and situating the struggles of activists against a back drop of the larger movement.  Activists of all types, however, are those who create change – those who raise consciousness through direct action and constant reiteration of important social messages.  While the pure theorist and the pure activist (if we can define them as such) should be commended for their contribution to social change, it is important as well to recognize the role of participatory action.  That is, having theorists, writers and academics also taking part in demonstrations (eg. Summit of the Americas, G7, G8, etc.) so as to hone their writing and familiarity with front line struggle.  By the same token, activists should consider writing about their work, while the traditional academe should not exclude contributions from outside of the discipline.

Space for Art

Creative communities and individuals exist within the Ottawa-Outaouais region; however, there is a lack of space to show case talent and allow artists to meet, study and collaborate.  This applies equally to performing musical artists, visual artists, dancers and other art forms.  Space is of the essence.  The artistic community needs to come together in order to maintain its vitality and the exchange of ideas.  A common meeting point for the exchange of ideas should be developed for meetings on a periodic basis.  One idea for such  a meeting place is the SAW Gallery located on Nicholas Street.  The SAW is centrally located in the city and offers its gallery and stage space for a discounted rate to community and low income groups.  

Art as a Connection between People

Art can be made overtly political, but art that inspires social activism need not be so.  Art of any sort can be a means by which activists share and regenerate their strength as they work towards a common cause through diverse means.  Art does not have to be ugly or grim to send a political message.  Art can be and is a celebration of life.  It is also an important means of connecting people – making people laugh, cry or sing.  Art can be an inspiration for many things.  As a counterpoint to money and dominant mechanisms of commodification, art provides an alternative currency.  This currency allows for exchange, development and building of wealth – yet the wealth that is created, certainly from an activist perspective, is ideological and spiritual in nature.    The wealth that is amassed is synergistic – i.e. as individuals develop through artistic experience and innovation so too does the community.

in-ev-i-ta-ble, adj.  impossible to avoid.











We have something else in mind.











Join local Ottawa musicians and artists for an evening of entertainment and political dissent as part of the growing movement against the looming war on Iraq.  




















� The following paper is based upon some of the themes raised at the workshop “Art as the Currency of Activism” held at the Ottawa-Outaouais Social Forum (OOSF) in May 2003, a summary of which appears in the appendix hereto.  The paper itself represents the ideas and opinions of the author, Yavar Hameed.


� Source: � HYPERLINK "http://www.newamericancentury.org/statementofprinciples.htm" ��http://www.newamericancentury.org/statementofprinciples.htm� 


� D. Rieff, “A Notion at War” New York Times Magazine (December 14, 2003) at 33. 


� For an introduction and general statement of principles on the Project for a New American Century, see: � HYPERLINK "http://www.newamericancentury.org/statementofprinciples.htm" ��http://www.newamericancentury.org/statementofprinciples.htm� - June 3, 1997, for a critical commentary on same see: � HYPERLINK "http://www.newamericancentury.info/" ��http://www.newamericancentury.info/�


� Artists Against War is a loose coalition of Ottawa area artists that I brought together to foster a convergence between activism, art, music and poetry and specifically to create a forum for critical resistance to the proposed bombing of Iraq.  The event had a modest attendance, (due in part to a huge snow storm that night) and unfortunately it did not prevent the war on Iraq.  However, the process of organizing the event which combined folk music, spoken word, performance poetry and breakdancing inspired in me the optimism that the creative potential exists within our community to create change.


� Marx expanded upon Feuerbach’s concept of “species being” that beyond the sphere of productive labour, human beings are engaged in aesthetic and spiritual pursuits, which define their essence.(See for example:  J. Wolff.  Why Read Marx Today?  (Oxford:  Oxford University Press, 2002) at 34-35.


� As Marx theorizes, we are alienated from our ability to creatively engage our productive capacity in our social context.  This not only holds true for the material production from our labour, but also, for our ability to think and create solutions to political and social problems of the day.


� W. Shakespeare, Hamlet, Act II, scene ii.  


� Without being exhaustive, I mean by “political themes” themes related to symbols of the systemic political process, political leaders, current events, etc.  


� C. Becker, “Herbert Marcuse and the Subversive Potential of Art” in The Subversive Imagination, ed. C. Becker (New York: Routledge, 1992) at 120.  My comments are limited to the theoretical critique of political art by Marcuse (as explained by his once student, Carol Becker) as Marcuse provides a ready and authoritative frame of reference for the aesthetic and social/ political questions raised regarding the role and place of subversive art in society.


� The SAW Gallery in Ottawa is a local gallery with edge - promoting Canadian and international artists from diverse backgrounds.  It provides a progressive venue for creative expression in Ottawa.  One recent exhibition at SAW was titled “Scatalogue: 30 Years of Crap in Contemporary Art” – a critique of conservatism in artist run centres.  SAW does not shrink from controversy, but embraces it as a catalyst to promote dialogue. See: � HYPERLINK "http://artengine.ca/saw/sawwebsite_new/links.htm" ��http://artengine.ca/saw/sawwebsite_new/links.htm�


�For more photos of this performance art piece see:  http://gallery.whitelands.com/photos/home/ottawa/shooting


� Becker at 121.


� Michael Franti (along with Saul Williams and Ani Difranco to name a few) is a prophetic lyricist who is leading the cultural and artistic attack against American militarism from within.  His music – clever, provocative and gripping – is a tour de force, a veritable tidal wave that uses acid jazz and the simple message of peace to promote social transformation.


� Susan has also published 4 poetry books, recently Uncommon Prayer, (1997), wordmusic, recordings, and scripts; edited such collections as Siolence: Poets on Violence and Silence (Quarry 1999); founded the national feminist magazine Branching Out (1973--80), and was an original member of the intermedia group First Draft (1981--91).  She has been the wordsmith in Geode Music & Poetry (formerly SugarBeat), recording two CDs with Jennifer Giles on keyboards and Alrick Huebener on bass, and performing at 40-plus venues in Ottawa and beyond.  She is a member of the League of Canadian Poets, PEN (Canada), the Writers’ Trust, and the Religious Society of Friends (Quakers).  For more information also see: � HYPERLINK "http://www.poets4peace.com/mcmaster.htm" ��http://www.poets4peace.com/mcmaster.htm�.











� Oni is a spoken word magician.  She deftly engages audiences throughout Ottawa (and North America) in poetry, spoken word and slam events – educating while she throws out a strong rhyme.  From New York city to Ottawa and cities throughout North America she has experienced life, art and poetry.  She is also an educator who gives programs at local area schools to create awareness on social issues and to build confidence in the youth.


� Ottawa area artist, C.J. Fleury is a prime example of a multi-media artist who effectively uses the process of community-based arts practices.  She has been involved in the installation of several large scale exterior sculptures in Ottawa, including the Women’s monument against violence against women.  This project involved the assistance of 100 municipal workers who were normally engaged in building maintenance.


� The political cartoon at the left is by Don Monet - an artist and cartoonist concerned with social change.  He (independently and along with Sheryl Peters and other local Ottawa area artists) has organized and curated a number of group exhibitions including: "Art vs War" a WarChild fundraiser (2003); Mayworks festival's "Working" (2003); "Crime Seen" (2001) and "Art Against War" (1999).  His cartoon satires have brought social issues and social justice to the pages of both local and national newspapers in Canada.





� For more information on the M-16 Project and related events see: � HYPERLINK "http://www.moderndrunk.com/m16" ��http://www.moderndrunk.com/m16�


� This summary prepared by the author has been edited and abridged for presentation at the WSF, Mumbai – January 2004.





