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				A miraculous staging of the “SCUM Manifesto”. On the television screen behind Carole and Delphine re-lighting up the incendiary lines of Valerie Solanas, play news images supporting the factual veracity of the demented propositions of Solanas; men exploding the world in Beirut while women walk for peace in Belfast.Nicole Brenez
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				technical Sheet

				 

				Film Making Carole Roussopoulos, Delphine Seyrig

				Production Les Insoumuses

				Year 1976

				Country	France

				Format Half-inch video, black and white, sound, 4/3

				duration 27 minutes

				Distribution	Mon Œil

				⁄

				Restoration Bibliothèque nationale de France, 2017

				Digital restoration of image	Jean-Yves Le Gouill

				Digital restoration of sound	Cédric Bergeat

				Follow-up of the restoration project	Danielle Maricar

				Written presentation	Alain Carou

				⁄

				synopsis	Play staged extracts from Valerie Solanas's SCUM Manifesto then out of print in French translation. Delphine Seyrig translates some passages to Carole Roussopoulos who types them in the machine. In the background, a television broadcasts live images of the TV news which let us hear the apocalyptic news. Like the book, the film is a pamphlet against society dominated by the “male” image and “virile” action.
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				about the restorationof SCUM ManifestoBy the bnf

				alain carou

				This publication proposes to discover SCUM Manifesto, by Del-phine Seyrig and Carole Roussopoulos, in an unreleased version restored by the Audio-Visual department of the Bibliothèque na-tionale de France (BnF). While still relatively young (about forty years at most), the video heritage has nonetheless been marked by time. It is only beginning to receive special care and video is rare-ly restored according to the aesthetic, technical and ethical rules comparable to those prevailing in film libraries for the restoration of films.

				SCUM Manifesto was filmed in black and white 1 on a half-inch, open-reel video tape — the first video recording format economi-cally and ergonomically accessible to non-professionals. The filmed images were copied on a IVC one-inch tape, giving the videogram its final form. Copies were then made from the mother-tape for its distribution — probably initially on half-inch tape formats and then, shortly after on three-quarter-inch video-cassette formats.

				Since the mother-tape is deemed lost, as are the shooting for-mats, we only have access to copies. Yet, regardless of the special care taken to ensure the copying of the analogue recordings, the latter involved a loss of quality: a loss of information and an in-crease in picture noise. In addition, any copy defect is transmitted 

				
					 1	A color version of the EZIAJ half-inch VCR was released, but it was onlya very marginal success.
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				from generation to generation. A speck of dust or a fold in the root-tape generates a defect that becomes an integral part of the signal on the copy. It is therefore crucial — in order to return as closely as possible to the original — to identify the least distant copies from the mother-tape, and even, if possible, those that originate direct-ly from it.

				Yet, a tape is often mute regarding its position in this genealo-gy. The latter can only be established by comparing, deducting and carefully viewing the defects. The BnF thus proceeded to inven-tory and gather all the existing analogue and digital copies, in its own collections, those of the Centre audiovisuel Simone de Beau-voir, the Association Carole Roussopoulos and the Médiathèque du Valais in Martigny (Switzerland), where Carole Roussopoulos deposited her archives. Kinship ties were quite surely established through the study of this material. A Betacam-SP copy preserved by the Médiathèque du Valais was singled out as the most interest-ing copy. Cleaning this reference tape made it possible to retrieve an image that is richer than that of the other SCUM Manifesto cop-ies currently in circulation on DVD or online. The shades of light are richer and the outlines are sharper. Furthermore, the decision to keep the integrity of the image enabled us to widen the frame, and provide more “breathing”. Thus, the frame of an open door, emerges in particular, on the left. This tape was therefore recog-nised as the best copy to provide the reference digital file used for the restoration work.

				By that point, we still needed to correct several major defects caused: first, by the aging of the root-format used to produce the reference tape presumably from the master copy, second by the recopying process under imperfect technical conditions, and fi-nally by the aging of the reference tape itself, which was recorded over thirty years ago.
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				The first intervention concerned the vertical stability of the im-age. The latter was subject to jumps and oscillations, constituting the most visible and uncomfortable defect for viewers. It can be attrib-uted to the viewing conditions of the root-tape during the copying process, or even to the viewing conditions of the rushes during the editing of the master (copy). To what extent should the image be stabilised? The digital restoration tool Archangel can provide per-fect stability but is this what we are aiming to achieve? The entire removal of its instability would represent an act of fundamental in-fidelity to the aesthetic and technical properties of the original vid-eo image: the instability of the visual display is like the “signature” of a fragile analogue filming and broadcasting technique. The un-reeling of open-reel tapes cannot be as stable as that of future vid-eo-cassette formats. Given that the camera was mounted on a tri-pod, we proceeded to a complete image stabilisation. This proved to be totally inadequate: the effect is akin to that of a digital image with a vintage filter. It was thus necessary to set the level of verti-cal stabilisation of the image as accurately as possible, in order to provide the most comfortable viewing conditions without betray-ing those of the original viewing conditions. To do so, we relied on audio-visual archives of the time, two 16 mm films: Au fait, qu’est-ce que la vidéo ? (In fact what is the video?) (prod. CNDP, 1981, viewable on Gallica) and Alma Futur, quand les habitants prennent l’initiative (Alma Future, when locals take the initiative) (prod. ACET / Vidéo 00, 1981, viewable on Dailymotion). We can see close-up shots of the video screen displaying half-inch tapes, under the supervision of experienced users.

				To conclude on this chapter, attentive viewers will certainly no-tice a sudden frame movement at 2 min 30 s. Should it have been corrected? A close examination enabled us to assert that it is due to a shock given to the camera by the person filming, during shoot-ing. It is once again tempting to talk about the “signature” of this 

			

		

	
		
			
				SCUM MANIFESTO	the FILM	11

			

		

		
			
				light-weight technical equipment, designed to be held (the camera only requires a fragile tripod). It is also the signature of an artistic and militant practice that was indifferent to the ideal of a flawless technique. Thus we are now reaching the limits of what is relevant to correct during restoration. The goal is to get closer to the work’s original state — through hypotheses and trail and error — not to “perfect” it.

				The second type of intervention concerned the texture of the images: image noise, contrasts, outlines, shadows. Early black and white video image should rather be called grey, in the words of Jean-Paul Fargier. Grey, not dull or hazy: the levels of grey found on the reference tape were varied. They must have been relatively accentuated, without, however, covering the entire black to white gamut. The restoring work aims at improving the presence of the bodies, faces and objects.

				The third — and most tedious — type of intervention con-cerned the numerous isolated defects. Like all early videotapes, which were the victims of repeated viewings and of aging due to variable storing conditions, the image of SCUM Manifesto was pep-pered with hundreds of tears. While the restoration tool has filters enabling the automation of these corrections, the restoration work remains in part manual for more precision. Some very degraded images were thus individually treated using Photoshop.

				The opening credits presented a folded-tape defect, character-ised by a grouping of black lines, unreeling on the picture. It was impossible to remove them without proceeding to the artificial and tedious reconstruction of the image. A solution would have been to freeze the image in its “cleanest” state, but on the contrary, we felt it was essential that the vibration of the analogue picture man-ifested itself in this introduction. The image provides little infor-mation and its value today is, above all, to announce the texture 
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				of the images before they actually begin. Again, we can speak of a technique “signature” that needs to be preserved by displaying this major isolated defect, wich was also not correctable. It is the only one of that magnitude that has remained present in this restored version.

				As a sound object, SCUM Manifesto was difficult to work with. The mono sound was likely to have originated from a single mi-crophone (the one which on the table). Quite certainly omni-di-rectional, it thus captured all the sounds on a unique track — that is Delphine Seyrig’s voice, the clattering of the typing machine, the humming noise of the cathode (screen) monitor as well as the acoustics and the natural reverberation of the room. All these sound elements are embedded within the mass; it was thus impossible to isolate them from one another. The sound restoration aimed at rendering the speech more audible without altering the “ama-teur” dimension of the sound recording. As the audio level of the reference copy was very low, we first had to increase it. In the four sequences where one can hear the television, the sound is not lo-cated within the same frequency range. Each frequency required particular treatment. In the rest of the video, the continuous, pow-er line (frequency) noise produced by the television screen was re-duced. Then, the audio levels were homogenised in order to re-duce very the significant audio level variations that were aggressive to the ear. Nevertheless, there is one exception: the ending voice-over commentary, recorded by Carole Roussopoulos, who was too close to the microphone, leading to unpleasant saturation. In or-der to avoid muffling the voices, which would run the risk of ren-dering the speech unintelligible, the decision was eventually made to maintain the volume difference that was present in the original video. Finally, the brilliance of the voice and the percussion on the typing machine were highlighted to regain some brightness.

			

		

	
		
			
				SCUM MANIFESTO	the FILM	13

			

		

		
			
				One final and unanswerable question remains: today’s viewers will not watch SCUM Manifesto in the same technical conditions as forty years ago. The image restoration is controlled by technicians using cathode screens where the “interlaced” signal (every other line is omitted in a two-frame cycle) is displayed in a curved glass screen. But, once the restoration work is achieved, the public will predominantly see the results on flat screens whose brightness and dynamic image rendering are very different. Thus, technological obsolescence is an issue not only to read the video tapes (VCRs tend to disappear), but also to restore them as faithfully as possible to their original appearance. It is up to you, who are reading these lines and watching SCUM Manifesto on individual screens, to com-plete this interpretation work by looking for the most appropriate settings. Enjoy the discovery!
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				The edition of this text is out of stock in English as well as in its French translation. Therefore, it is difficult to obtain it. That's why we felt the need to reproduce an extract of it. Paris, August 1976, Delphine and Carole.
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				“Returning to the scenes of your crimes” 1

				Hélène fleckinger

				In the article “SCUM ou l’écume inconnue”, published in 1972 in the Torchon brûle, the feminist writer Cathy Bernheim evokes, through a series of striking metaphors addressed to men, the overthrowing moment when women become aware of their specific oppression and choose the path of their liberation:

				“One day, you cannot find your socks. Or the roast gives you heartburn. Or your Report on firing without warning has been used as a trivet. Something gets stuck, everything goes wrong, the chips are down, all bets are off: this is when SCUM appears”. 2

				From 1970 and the emergence of the Women’s Liberation Movement, the “scum” rebels reject the priority given by leftist or-ganisations to class struggle and constitutes itself as an independ-ent political force. This is what the manifesto by the American fem-inist Valerie Solanas envisioned a couple of years earlier: “SCUM announces our storms, here we are, hidden behind each word, only visible by ourselves”. 3 As the result of “rage accumulated over cen-

				
					 1	The quote is taken from Cathy Bernheim’s article, “SCUM ou l’écume inconnue”, unsigned at the time, and published in 1972 in the fourth issue of the Torchon brûle (reproduced pp. 76-77). It was republished in the collective books Le Sexisme ordinaire, Paris, Seuil, 1979 and MLF: Textes premiers, Paris, Stock, 2009.

					 2	Cathy Bernheim, “SCUM ou l’écume inconnue”, op. cit.

					 3	Ibid.
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				turies” 4, SCUM identifies the revolt of women rising up, the front of an opposition to patriarchy. Christiane Rochefort also insists in her preface to the 1971 French edition: “There is point when one has to get the knives out. […] This is when one understands that some-thing is wrong. Not before” 5. Valerie Solanas’s words are sharpened like blades, they cut within the heart of domination, opposing a fighting rhetoric to that of the oppressors.

				The name of the collective under which Carole Roussopoulos and Delphine Seyrig signed the videotape SCUM Manifesto — Les 

				
					 4	Vivian Gornick, “Introduction” (1970), in Valerie Solanas, SCUM Manifesto, Paris, Olympia, 1971, p. 17.

					 5	Christiane Rochefort, “Définition de l’opprimé”, presentation for Valerie Solanas, SCUM Manifesto, op. cit., p. 7
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					Opening credits of SCUM Manifesto.
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				Insoumuses — resonates with “the cries of the women taking ac-tion” 6 and announces a counterattack. This neologism, associat-ing the words “insoumises” (that translates as “insubordinates”) and “muses”, was conceived shortly before for the emblematic Maso et miso vont en bateau (Maso and Miso Go Boating), co-directed in 1976 with Ioana Wieder and Nadja Ringart. The play on words is a way to ironically suggest their rejection of stereotypical images reduc-ing women to the roles of passive inspiring muses, silent icons — the product of a male, heteronormative model. It is also a way to assert themselves as revolted and rebellious women, who refuse to remain subject to the patriarcal order, speaking up and taking over their own image as they seize the camera with humor and impertinence.

				The lightweight video camera at the heart of feminist struggles

				Later than in the United States, the arrival in France of the first Japanese, small format — 1/2 and 1/4 inch — video recorders co-incided with the events of May 1968. Their collective use in social and political practices echoed what was happening in the United States and Canada. In the beginning of the 1970s, a militant stream began to emerge around video groups — structures of production and informal distribution, financially and politically independ-ent — which demanded a new right: the access of ordinary men and women — neither public figures, journalists, nor professionals — to these “communication devices” 7. The lightweight video camera asserted itself as a “new guerrilla weapon” 8, the ideal tool for free 

				
					 6	Cathy Bernheim,“SCUM ou l’écume inconnue”, op. cit.

					 7	Yvonne Mignot-Lefebvre in CinémAction.

					 8	Guy Gauthier, “Les militants : dix ans de fièvres et de mirages”, Autrement, n° 17, February 1979, p. 73
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				expression and counter-information, as popularised in counter-culture press: “Thanks to video, make your television yourself” or “Open your eyes, break the television”. 9 The manufacturers’ con-sumer target was originally the general public: “amateurs of fam-ily and tourism coverage, 16 mm or Super 8 film users”. 10 Adver-tising slogans advocated video’s accessibility, and insisted on the equipment’s easy use, light weight and reliability. But the prices remained too high to meet this market and eventually it was in-

				
					 9	Vidéo-info, n° 6, 1974, non-paginated (reproduced p. 22).

					 10	Anne-Marie Duguet, Vidéo, la mémoire au poing, Paris, Hachette, 1981, p. 22.
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				Leaflet of the Sony “Portapak” video camera. Copy of Delphine Seyrig entrusted by her nephew Fabian Seyrig.
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				formal groups, followed by cultural institutions, like arts centres, Culture Centres for Youth or universities, which acquired video equipment.

				In beginning of the year 1970, Carole Roussopoulos and her partner Paul Roussopoulos created the first militant video group in France, which they named Vidéo Out: “A name like that. Because we need one. Vidéo Out is not a group of video specialists or profession-als but political activists, involved equally with other people in the making of videotapes”. 11 Vidéo Out intended to give a voice to those who have been denied one, and with a camera in hand, it accom-panied anti-imperialist and feminist struggles as well as the strug-gles of workers, migrants, and homosexuals. Alongside mixed gen-der collectives — Vidéo Out, Vidéo 00 (Yvonne Mignot and Michel 

				
					 11	Vidéo-info, n° 2, January 1973, non-paginated.
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				Carole Roussopoulos on camera, photograph of Cathy Bernheim.
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				Lefebvre), and Les Cent Fleurs (Danielle Jaeggi and JeanPaul Fargi-er) — video groups appeared, echoing the MLF (the Women’s Lib-eration Movement in France), which were non-mixed, short-lived and varying. These include: Vidéa in 1974 (Syn Guérin, Catherine Lahourcade, Anne-Marie Faure), Les Muses s’amusent (that trans-lates as “The muses are having fun”) in 1975 (Delphine Seyrig, Ioa-na Wieder, Monique Duriez, Claude Lefèvre-Jourde — following a video workshop organised by Carole Roussopoulos). Shortly after, Carole Roussopoulos, Delphine Seyrig and Ioana Wieder created Les Insoumuses. These three women founded the Centre audiovis-uel Simone de Beauvoir (Simone de Beauvoir audiovisual Centre) in 1982.

				These video collectives significantly contributed to the popu-larisation of the feminist movement. They highlighted specific ac-tions (protests, strikes, occupations) and dealt with new subjects, which were dismissed by the dominant media (sexuality, lesbi-anism, prostitution, motherhood, children’s education, domestic work, self-help). Video became another means of expression and mobilisation, along with leaflets, banners, slogans and songs, there-

			

		

		
			
				[image: ]
			

		

		
			
				Vidéo Out, in Vidéo-info, January 1973.
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				Extract from the magazine Vidéo-info, no 6, 1974.
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				by accompanying all the great feminist fights from within includ-ing the struggles for legalised, free abortion and contraception or for the recognition of rape as a crime, requiring to be heard by the cour d’assises (the criminal trial court) and not by the tribunal correctionnel (dealing with penal matters). While the first accusa-tions date back to the beginning of the MLF, the feminist cam-paign against rape and more generally against violence against women, gained momentum during the second half of the 1970s following the trial of Anne and Aracelli, two young women raped in the Calanques in Marseille during the summer of 1975. On June 26, 1976 the event “Dix heures contre le viol” (“Ten hours against rape”) 
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					Carole and Paul Roussopoulos film the great march of September 29, 1973 in support of the men and women workers of Lip in Besançon, d.r.
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				was held at the Mutualité in Paris; and it is also in this specific mili-tant context that the making of SCUM Manifesto is rooted. Later, in 1978, Carole Roussopoulos co-directed a video explicitly address-ing the subject — Le Viol : Anne, Corinne, Annie, Brigitte, Colette, Jo-siane, Monique et les autres... (Rape: Anne, Corinne, Annie, Brigitte, Co-lette, Josiane, Monique and the others…) — in which Annie Cohen reads out passages from a text resonating with that of Valerie Solanas:

				“What kind of state of war is this, where we must brush against walls, look down, spend our lives enduring the fear of re-turning home, going out, walking or wandering? What kind of state of war is this, where we must barricade ourselves, at any age, behind three door locks and a peephole? What kind 
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				Delphine Seyrig and Ioana Wieder during the film shooting of Où est-ce qu'on se mai ? May 1, 1976, Paris. Photograph of Micha Dell-Prane.
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				of state of war is this, where we envision any man a potential rapist? The war exists and we did not declare it. Now it is our turn to defend ourselves and retaliate.” 12

				The lightweight video camera emerges as a new tool for wom-en: it is a medium with no history, free from any past social and artistic practice, and it has not yet been taken over by men. The use of the lightweight video camera is relatively simple, flexible and affordable: once the equipment is bought — at the price of a second-hand car — videotapes are much less expensive than an-alogue film. Women could try, delete, and start again. Women of-ten learned amongst themselves in women-only workshops aimed at sharing technical skills. Thanks to this new tool, feminists could 

				
					 12	The text was initially published, truncated, in Libération on June 26, 1976, and then entirely published in Alternatives, n°1, 1977, pp. 18-19.
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				Carole Roussopoulos and Delphine Seyrig on the way for the film shooting of Delphine Seyrig Be beautiful and shut up!, photograph of Duncan Youngerman, 1975.
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				entirely control the film production process: from shooting, edit-ing, to directing. In 1983, Delphine Seyrig thus explains in an in-terview for the journal Les cahiers du Grif:

				“Video gave me the possibility to make films without de-pending on anyone, without technicians. I was taught how to film and to obtain an image for a couple of hours or days, and after that I could start. […] As an actress, it was fantastic to suddenly become a director.” 13

				Delphine Seyrig directed the documentary Sois belle et tais-toi ! (1975-1976) for which she interviewed twenty-four North Ameri-can and French actresses. She asked them questions she had asked herself, thereby exposing, through their voices, a powerful fem-inist critique of cinema and of the stereotypical roles imposed upon actresses. After completing the film she declared:

				“For me, working with video is a kind of revenge on the job I do, where it is other people who decide for me. I can tell my-self what I want to do and say. It’s not like cinema, when you’re filming you’re constantly thinking about the very expensive film you’re wasting. The videotapes, which last for half an hour, provide greater continuity in the conversation.” 14

				Les Insoumuses’s appropriation of the lightweight video cam-era is thus anchored in a self-representation undertaking, which meets the self-empowerment demand advocated by the women from the MLF.

				
					 13	“Delphine Seyrig, “Être bien avec les femmes”, Les Cahiers du Grif, no 28, 1983, p. 79.”

					 14	“Delphine Seyrig interviewed by Jeanne Folly in Libération, May 12, 1978.”
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				The text, video device, and updated reading

				Written in 1967, SCUM Manifesto was initially mimeographed and self-published by Valerie Solanas and artisanally released (it was sold by mail-order for two dollars and peddled in the streets for one dollar). SCUM was then published in August 1968 by Maurice Girodias at Olympia Press in the United Sates. After being published as extracts in January 1971 in the underground monthly magazine Actuel, directed by Jean-François Bizot, the first complete French edition of the text, translated by Emmanuèle de Lesseps, was pub-lished the same year by the publishing house La Nouvelle Société, as part of their Olympia collection.

				In August 1976, Carole Roussopoulos and Delphine Seyrig de-cided to revisit this “historical and visionary text that some people find crazy, and others not so crazy” 15. The video concludes that they proposed a performed reading of selected passages because this founding manifesto of global radical feminism, which Delphine 

				
					 15	Programme “Une bande de femmes présente une bande de femmes”, Action République, 10-16 May 1978, 4 pages, Archives Ioana Wieder.”
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					S.C.U.M. Manifesto, American edition, Olympia Press, 1968.

					SCUM, French edition,La Nouvelle Société, coll. Olympia, 1971.
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				had known since its release in the US, was then “out of print both in English and in its French translation”, and that “it was thus diffi-cult to get hold of it”.

				The two directors, framed in profile, are sitting at a table, fac-ing each other. Delphine Seyrig holds the book and reads out ex-tracts of Valerie Solanas’s text which she directly translates from American English, as she is fully bilingual and has spent her teen-age years in the United States; while Carole Roussopoulos con-scientiously types them at the typewriter. Between them, under shelves full of books, a TV monitor framed frontally displays, with-out sound, television news footage, “where we only see men at war, battleships”. 16 The text travels between the two women: by repro-ducing it, Carole Roussopoulos becomes the “the vector of trans-mission”. The video mise-en-scène, both simple and efficient, en-ables them to avoid a simple reading by Delphine Seyrig, which would have relied on her “star” image . Reading out and typewrit-ing become powerful mediating devices, used to focus the viewers’ attention, to get to grips with each word pronounced, and to gen-erate a rhythm that is slow, regular, but also relentless, leading to a feeling of saturation.

				Occasionally, the reading is interrupted. Carole Roussopoulos turns up the volume of the TV monitor, which keeps “discharging images of wars and disasters, of global life under the rule of male politics”. 17 There is footage about the nuclear arms race between the US and the USSR, the two Koreas, the deadly fighting in Leba-non — the country where Delphine Seyrig and Ioana Wieder spent their childhood — the violent demonstrations in South Africa, the bloody repression of the activists from the People’s Revolution-

				
					 16	Carole Roussopoulos interviewed by Jeanne Folly in Libération, May 12, 1978

					 17	Ibid.
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				ary Army in Argentina and, in contrast, images of the movement of women calling for peace in Northern Ireland. Images of women in resistance thus stand in opposition to the flow of images of men at war, soldiers, aircraft carriers. Then, Carole Roussopoulos stops typing and, whilst smoking a cigarette, carefully listens to the ex-cerpt read out by Delphine Seyrig, which establishes a parallel be-tween “getting laid” and waging war:

				“Man […] is responsible for war .The male’s normal compen-sation for not being female, namely, getting his Big Gun off, is grossly inadequate, as he can get it off only a very limited number of times; so he gets it off on a really massive scale, and proves to the entire world that he’s a ‘Man’.” 18

				The filming takes place at Delphine Seyrig’s apartment, place des Vosges; Sami Frey is the boom operator, and Paul Roussopou-los is behind the camera. While Carole Roussopoulos claimed that they had randomly filmed during the evening television news (“It’s live, the day’s news footage is terrifying”) 19, this appears to be inac-curate: the directors offer a filmed performance constructed with utmost rigour. A double editing — both textual and audiovisual — was prepared beforehand (including international news footage taken from the TF1 evening news on Sunday, 22 August 1976). The video was then shot in a single, long take that is only interrupted by two technical cuts, starting at the twenty-fourth minute.

				By creating a parallel between extracts from the original mani-festo and from the TV news, and by using television fragments as a counterpoint to literary fragments, the video device provides dis-

				
					 18	Excerpt from SCUM Manifesto by Valerie Solanas (in the video it is translated to French by Delphine Seyrig).

					 19	Interview with Carole Roussopoulos, conducted by Hélène Fleckinger, August 2007 (see p. 38).
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				tance and depth to the manifesto; it offers a striking, updated read-ing of the text, and even underlines certain humorous effects con-nected to the discursive reversal (“The male is a biological accident: the Y (male) gene is an incomplete X (female) gene, that is, it has an incomplete set of chromosomes. In other words, the male is an incomplete female, a walking abortion, aborted at the gene stage.”) or to the mise-en-scène (sometimes, Carole Roussopoulos’s deter-mined fingers get exited on the same key). Through the framing composition, the video suggests an opposition, or even a reversal, between the VTR (Video Tape Recorder) and the TV: the former responds to the television, denouncing in a frontal way, through its critical discourse and the close-up framing of the TV set, the unbearable flow of violence. The directors are driven by the same anger: “what happens to others, either good or bad, she shares it like I have never seen joy or pain be shared. The only obstacle to 
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					Carole Roussopoulos and Delphine Seyrig at the Simone de Beauvoir audiovisual center, photograph of Catherine Deudon, 1984.
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				her freedom, is the injustice experienced by others” 20, Marguerite Duras once said about Delphine Seyrig.

				Valerie Solanas’s text has been published in France twice: in 1987 by l’Unique et son ombre, then in 1998 by Éditions des Mille et Une Nuits — the only edition that is currently available. But, as a sign of the times, Christiane Rochefort’s presentation, “Définition de l’opprimé” (“Definition of the oppressed”), which offered a feminist reading of the text, was replaced by a provoking, outrageous, and offensive afterword by Michel Houellebecq, “L’Humanité, stade sec-ond” (“The Second stage of Humanity”), which begins unambiguously: “I have always considered feminists as likable fools, unthreatening in principle, but unfortunately made dangerous by their disarming lack of lucidity.” 21 If the writer does recognise some interest to the text, it is with regards to the “the depth of its biological intuitions” 22 — the evidence of a dishonest misinterpretation of the position-ing of the author, whom he describes as “an incomplete, tortured, contradictory, fascinating, and annoying being, like prophets al-ways have been” 23 (shifting insidiously from the discourse to the person), whom he even accuses of “several Nazi excesses” 24. The publication ends with Michel Houellebecq’s 11-page hateful dis-course, marked by a disgraceful, political and ideological confu-sion. This nefarious editorial choice functions as a sexist straight-jacket: he ultimately undermines Valerie Solanas’s manifesto; he denies its literary value, ignores its political relevance and clouds its understanding — the very antithesis of the video performance 

				
					 20	Marguerite Duras, “Delphine Seyrig, inconnue célèbre”, article originally published in Vogue (1969) and re-published in Outside (1984), Paris, Gallimard, 1995, p. 257.

					 21	Michel Houellebecq, “L’Humanité, stade second — postface”, in Valerie Solanas, SCUM Manifesto, Paris, Mille et une nuits, 1998, p. 91.

					 22	Ibid., p. 99.

					 23	Ibid., p. 100.

					 24	Ibid., p. 101.
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				undertaken by Les Insoumuses. This also recalls the “strong ideo-logical and physical framing of the American edition of SCUM, in which two men (the editor Girodias, and the writer Krassner) dis-torted, warded off and cancelled the meaning of the book” 25 — a method denounced by the authors of the article “Le sexisme psycha-nalysant” (“Psychoanalysing sexism”), published in Les Temps modernes in October 1974.

				The film’s functions and modes of distribution

				In order to popularise their struggles and carry out “agitprop”, feminists reappropriated new public spaces with video, literally taking over the streets. While modes of video distribution played a central role in militant actions, in the beginning of the 1970s, video groups carried out what was called “vidéo-brouette” (“vid-eo-wheelbarrow”), handling themselves the showing of videotapes, with their own equipment.

				The absence of structures capable of coordinating, program-ming and promoting productions proved detrimental, leading to a limited audience: “As a result, videotapes were often shown to 30 or 40 people who were already convinced. […] Thus, it too often takes the form of an inefficient apostolate” 26, declared Vidéo Out in 1974. To address these difficulties, a distribution collective, Mon Œil (named by Delphine Seyrig), was created in 1974 in order to coordi-nate videotape rentals and organise screenings, which were at the time technically complex. Its declared aims were to “contribute to information sharing amongst people with different kinds of expe-riences, and to the development of collective thinking”. Therefore, 

				
					 25	“Le sexisme psychanalysant”, Les Temps modernes, n°339, October 1974, p. 145

					 26	Vidéo Out quoted from “La vidéo: un moyen de lutte idéologique”, Tribune socialiste, n°633, 8 novembre 1974.”
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				Postcards of Valerie Solanas addressed to the film director Danielle Jaeggi about the videotape SCUM Manifesto, 1977.
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				Mon Œil urged women to “get involved in the creation of a living culture, made of knowledge and know-hows closely tied to social practices”, but also to “trigger in other people the desire to get or-ganised in order to produce their own images”. 27

				During the 1970s, SCUM Manifesto was thus part of the cata-logue of Mon Œil. The videotape was shown, like most militant vid-eos, in informal settings and used as the starting point for femi-nist discussions which were often very lively. The screenings took place in festive political meetings, in Culture Centres for Youth, universities, arts centres, work councils and festivals. Functioning day and night, the video monitor could be set up almost anywhere, as explained by Anne-Marie Duguet:

				“A wide variety of locations were thus occupied: places where people worked, gathered, passed by — squares, gardens, mar-kets, streets, factory courtyards, warehouses, cafés, train sta-tions, etc. A small screen, placed at the foot of large build-ings, on the bonnet of a car or at the back of a van, this object, which was completely ordinary at home, here became unusu-al, prompting people to stop. A habit is displaced in a place at-tached to other habits. Like street theatre, video took the ini-tiative of such screening-happenings, following a movement that challenged traditional cultural spaces.” 28

				SCUM Manifesto was also exceptionally screened during the fes-tival “Semaine exclusivement vidéo” (“A week dedicated to video”), organised by feminists at the Action République cinema from May 10 until May 16, 1978, and entitled “Une bande de femmes présente des bandes de femmes” (“A group of women presents videotapes 

				
					 27	Presentation of “Mon Œil”, December 1974, typed document, “Bobines plurielles” archives.

					 28	Anne-Marie Duguet, Vidéo, la mémoire au poing, Paris, Hachette, 1981, p. 54
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				by women”). The film was shown six times within the context of this event, alongside nineteen other videos.

				In the United States, Valerie Solanas heard about the Insou-muses’s videotape, as evidenced by the six postcards she sent dur-ing the spring of 1977 to Danielle Jaeggi, whose had been designat-ed as a contact for the MLF. In laconic letters, the writer explains that she is looking for the contact details of the collective Mon Œil in order to get hold of a copy of the videotape and of the transcript of the commentary. She also requested Delphine Seyrig’s address and phone number, and asked Danielle Jaeggi for the name of the co-director, as well as further information regarding the passage about her in Françoise d’Eaubonne’s book Le Féminisme ou la mort (Feminism or Death), published in 1974 by Pierre Horay, and the ru-mor that she was dead.

				Today, SCUM Manifesto represents one of the most recog-nised militant videotapes within the context of heritage institu-tions — which are increasingly concerned with women’s heritage or rather “Herstory” — like the Bibliothèque nationale de France within the framework of the project around “vidéo des premiers temps” (“Early video”) 29, as well as museums, many of which dis-play the video in exhibitions and film programs. The videotape is indeed esthetically similar to videos made by artists engaged in the exploration of this new medium’s performative possibilities. However, the recent inclusion of SCUM Manifesto within the legiti-mised field of Video Art does raise some issues. The process of “ar-tification” 30 and the “museumification” of these kinds of produc-tions often tends to decontextualise and depoliticise practices and 

				
					 29	See the research group log book “Vidéo des premiers temps” directed by Alain Carou and Hélène Fleckinger → https://earlyvideo.hypotheses.org/.

					 30	“Nathalie Heinich, Roberta Shapiro (dir.), De l’artification. Enquêtes sur le passage à l’art, Paris, EHESS, 2011
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				uses, which can lead to aestheticising stances of subversion as well as historical misinterpretations. While Carole Roussopoulos was not opposed to presenting her films in cinemas and art centres, she always sought to preserve the political understanding of her works and their intervention function, striving to maintain a space for debate. This was the case during the screenings organised, in her presence, on the occasion of the retrospective dedicated to her work by the Cinémathèque française in June and July 2007.

				Within the context of the 1970s, Carole Roussopoulos was very critical towards a particular use of video, which reduced it to “yet another electronic gadget”. 31 She would draw a careful distinction between her militant practice and Video Art, which she considered with a certain degree of suspicion. The Vidéo Out group thus distin-guished itself from the formalist approach of the members of the The Kitchen, in New York. In 1972, as Carole and Paul Roussopoulos were showing a videotape shot in Amman during the war between Jordan and Palestine people, their hosts offered them to use the image colouring machine — an invitation which they found utter-ly inappropriate: “The guys’ only concern was whether we want-ed our bombings to be blue, yellow or red” 32; “Children burned by napalm in red or green!! The content meant nothing to them.” 33

				Now restored by the BnF for this editorial project, the video SCUM Manifesto had first been preserved thanks to the attentive care of Paul Roussopoulos — a physicist, mathematician and painter — who never ceased to use his expertise in order to transfer the films made by Carole Rouspoulos and her accomplices, according to the planned obsolescence of video technologies. Although all filmed documents have not been preserved (the tapes were often reused 

				
					 31	“Vidéo sauvage”, Actuel, n°36, October-November 1973, p. 37

					 32	Ibid.

					 33	“Vidéo Out”, Vidéo-Info, n°6, April-May 1974, p. 21
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				for urgent events), Carole and Paul Roussopoulos demonstrated a political and historical awareness of the value of the images and sounds they produced or accompanied in the making process — at a time when activists were fighting against the legal registration of audiovisual works.

				While SCUM Manifesto, an emblem of radical feminism, has always circulated in activist and initiated circles, the video contin-ues to stir up controversy, echoing the acronym for SCUM: Socie-ty for Cutting Up Men. Some people say that they are shocked by the violence of the video, dismissing Valerie Solanas’s sharp, icy, yet poetical statements as being equivalent to the crimes and vio-lence effectively committed. Others, who are imbued or worried by the stereotypes attached to feminists (hysterical, ugly, frustrat-ed, man-haters), declare that the film is detrimental to the cause of women. Some reactions are visceral, as if the intentions of the text and of the performance went unnoticed by a section of the pub-lic; as if the scandal was located in literary or video creation, rath-er than in oppression or wars. Yet, while Valerie Solanas’s words should not be taken literally, they do deserve to be taken seriously. Through their video device, Les Insoumuses designate perpetrators and develop Cathy Bernheim’s intuition: “we keep returning to the scenes of your crimes, so that it is no longer possible for you to deny them”. 34 The fantastical violence of “a strange language that causes you ear pain” 35 is only a retort to forms of violence, which are for their part, very real. What is truly intolerable is “your crimes”, the directors insist: the violence, the rapes, men’s wars, not the cries of women experiencing them on a daily basis, not the words used to denounce them.

				
					 34	Cathy Bernheim, “SCUM ou l’écume inconnue”, op. cit.

					 35	Ibid.
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				Interview withCarole Roussopoulos

				Hélène fleckinger

			

		

		
			
				DESCRIPTION:	Research interview filmed by Hélène 	Fleckinger for her thesis on the relations between 	cinema, video and feminism in France in the 1970s

				IMAGE & SOUND :	Hélène Fleckinger

				YEAR :	2007

				LOCATION :	Molignon (CH)

			

		

		
			
				  The encounter with Delphine (4 min 08)

				  The film making of SCUM (1 min 6)

				  The broadcasting of videotapes in the 1970s (2 min 20)
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				Supporting and re-exploring the voices of Valerie Solanas, Delphine Seyrig and Carole Roussopoulos

				Callisto Mc Nulty

				SCUM Manifesto is one of the most disseminated 1970s femi-nist videos, whether it be in contemporary art spaces, activist and academic circles, or online. The great responsiveness of young and older audiences alike — ranging from (more or less nervous) laughs to door slamming — across Europe and further abroad, bears wit-ness to the way it still resonates today, but also to the troubled re-actions it continues to provoke.

				In 1967, Valerie Solanas wrote and self-published SCUM Mani-festo, later published in 1968 in the United States by Olympia Press, under the impetus of the editor Maurice Girodias. Armed with a biting sense of humour, Solanas preys on male domination. SCUM is the manifesto of the female scum of the earth.

				The French translation of the text, published in 1971, also by Olympia 1, was soon out of print, and is thereby hard to get hold of. In 1976, Carole Roussopoulos and Delphine Seyrig decided to re-spond to the epistemic violence of such editorial silencing by per-forming a reading of the text. In doing so, the two directors aimed to make Solanas’s voice heard as well as to legitimise this radical 

				
					 1	Excerpts from the book are published in France from January 1971 in Actuel, the monthly magazine run by Jean-François Bizot. The first complete French edition of text, translated by Emmanuèle de Lesseps, is published the same year.
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				feminist text through their video mise-en-scène. In this sense, this video is rooted in the feminist project of the two “Insoumuses” 2 di-rectors: giving voice to women whose voices are usually silenced, re-appropriated; “amplifying these silences in grating volume”. 3

				Solanas’s troubling prose

				Sensationalism sells:  “it took Solanas’s gunshot against Andy Warhol [in June 1968] for Maurice Girodias to publish SCUM Man-ifesto”. 4 The editor replaced the title originally chosen by Solanas, SCUM Manifesto, by the acronym S.C.U.M. and the subheading “So-ciety for Cutting Up Men”, thereby inscribing the text within Olym-pia Press’s subversive editorial line. 5 As emphasised by the authors Annie Elm, Catherine Crachat and Rose Prudence, Solanas was subject to a form of “psychoanalyzing  sexism” 6, used to under-mine her work. The act of underlining Solanas’s so-called deviant femininity which is connected to her eternal outsider status, trans-forms a real and legitimate collective rage into an individualised and pathologised cry of despair — the typical symptom of female hysteria — “that deserves to be rapidly forgotten due to its reso-lutely unrealistic nature”. 7

				
					 2	“Insoumuses” is the name of the video collective created by Delphine Seyrig, Ioana Wieder, and Carole Roussopoulos in 1976. It is a play on words with “insoumises” (which translates as “insubordinates” or “unsubmissive”) and “muses”.

					 3	Charles E. Morris quoted in “A turn to Rhetoric”. Enculturation → http://enculturation.net/files/QueerRhetoric/queerarchive/theory2.html.

					 4	Paul Krassner’s commentary of the first edition of S.C.U.M. Manifesto published by Olympia Press in 1968 in Valerie Solanas, SCUM Manifesto, Association pour tailler les hommes en pièces, Paris, Mille et une nuits, 2005, p.110

					 5	Olympia Press is renowned for its avant-garde, erotic editorial choices. For instance, it first published Lolita by Vladimir Nabokov, which was censored in December 1956.

					 6	Annie-Elm, Catherine Crachat, Rose Prudence, “Le Sexisme Psychanalysant”, 1974, in Le Sexisme Ordinaire, Paris, Seuil, 1976, pp. 52-66

					 7	Dominique Fauquet, “Valerie Solanas Vivante” in Valerie Solanas, SCUM, Paris, L’Unique et son ombre, 1987, p. 72
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				Valerie Solanas’s voice cannot simply be addressed as a cry, de-tached from her story and history. It is necessary to relocate the manifesto in its social, political and cultural context. The recep-tion of Solanas’s radical prose is differently problematic in 2017, which is a time marked by the “disciplining of female tongues” 8 through a certain progressive, politically correct mask of sexism. The manifesto’s satirical vision deserves to be underscored in or-der to avoid a literal reading of the text, fueled by the misogynis-tic mythology, which continues to shape the figure of the femi-nist killjoy — the fanatic, the man-hater or the “feminist stifled by austere activism ” 9 (Solanas obviously belongs to the first and sec-ond categories). SCUM Manifesto possesses a “quality that is too of-ten denied to women: humour” 10, an incisive sense of humour that echoes the “enchanted feminism” 11 evoked by Carole Roussopou-los’s video work.

				“Life in this society being, at best, an utter bore and no as-pect of society being at all relevant to women, there remains to civic-minded, responsible, thrill-seeking females only to overthrow the government, eliminate the money system, in-stitute complete automation and destroy the male sex.”

				The first paragraph of SCUM introduces the anarchic-femi-nist-nihilistic tone of the manifesto whose violence resonates with the pandemic violence directed against women in general, and 

				
					 8	Charles E. Morris in “A turn to Rhetoric”. Enculturation → http://enculturation.net/files/QueerRhetoric/queerarchive/theory2.html.

					 9	Simone de Beauvoir, Sexisme Ordinaire, Paris, Seuil, 1979, p. 8

					 10	Simone de Beauvoir, Sexisme Ordinaire, Paris, Seuil, 1979, p. 8

					 11	“Carole Roussopoulos ou ‘le féminisme enchanté, celui qui pouvait rire de tout, qui osait tout (M. C. Martin)’” → https://www.cairn.info/revue-nouvelles-questions-feministes-2010-1-page-4.htm.
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				against Valerie Solanas in particular. Coming from a working-class background, brought up by an abusive alcoholic grandfather, who abandoned her when she was 15, Solanas became homeless, engag-ing in sex work in order to survive and fund her studies. Solanas’s words are shaped by her individual trajectory, which is inextrica-bly linked to the structural violence of imperialist, capitalist, white supremacist, patriarchy…the list of intersecting systems of domi-nation is long. To quote the feminist Ann Cvetkovich, “[W]e are a sensitive interface with the world”, our bodies are “shaped by his-tories of violence”, they “[carry] historical residues, collective res-idues” of racism, sexism, and homophobia. SCUM Manifesto thus constitutes “an archive of feelings” 12 (anger, outrage, desire, hope), mobilised for a project that is both utopian and nihilistic: escaping this scumful existence in order to imagine something else, a world that would be exclusively feminine and driven by love.

				
					 12	Ann Cvetkovich, An archive of feeling : Trauma, Sexuality, and Lesbian Public Cultures, Durham, Duke University Press, 2003
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				First extracts of SCUM Manifesto published in France in January 1971 in Actuel accompanied with illustrations by Robert Crumb. The first French edition completed the same year in a translation by Emmanuèle de Lesseps. The 4th issue of Actuel, “nouvelle série (new series)”, January 1971.
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				SCUM is “the rage of all women condensed to the point of ex-plosion” 13. And yet, what strikes the reader is the well-reasoned na-ture of her delirious argument, which unfolds a lucid critique of systems of domination. Solanas blurs the western dichotomy con-structing “logos” and “pathos” as two distinctive, mutually exclusive categories. In her text, “reason” (represented in collective imagi-nation as masculine and superior) and “affect”, “the body” (under-mined as pertaining to nature, animality, femininity and perceived as something that needs to be domesticated) echo one another.

				SCUM Manifesto is a visionary text rooted, very early on, in a queer rhetorical practice, echoing zaps (political direct actions that began in the 1970s in the United States). Solanas’s “rhetorical zap” 14 is paradoxical for it is individualistic and solitary. Her subversive use of humour becomes a weapon against patriarchy. Resorting to excess and the obscene becomes a political and creative strate-gy. SCUM aims at unsettling, at provoking violent reactions in or-der to better disrupt dominant discourses whose effects are, on the other hand, very real.

				One of the normative discourses that Solanas distorts and overthrows is that of gender differentialism — the essentialising of men and women as two different, homogenous, and complemen-tary categories, leading to the superiority of “Man” over “Woman”.

				“Being an incomplete female, the male spends his life attempt-ing to complete himself, to become female. He attempts to do this by constantly seeking out, fraternizing with and trying 

				
					 13	As Radicalesbians said in 1970: “A lesbian is the rage of all women condensed to the point of explosion.” in Rosemary Silva (Ed.), Lesbian Quotations, San Francisco, Boledrium Books, p.18

					 14	The “Queer Rhetoric, queer archive” article evokes the notion of “rhetorical zap”. Enculturation → http://enculturation.net/files/QueerRhetoric/queerarchive/tongues.html.
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				to live through and fuse with the female, and by claiming as his own all female characteristics — emotional strength and independence, forcefulness, dynamism, decisiveness, coolness, objectivity, assertiveness, courage, integrity, vital-ity, intensity, depth of character, grooviness, etc — and pro-jecting onto women all male traits — vanity, frivolity, trivi-ality, weakness, etc. It should be said, though, that the male has one glaring area of superiority over the female — pub-lic relations. (He has done a brilliant job of convincing mil-lions of women that men are women and women are men)”.

				This passage can be read as the satirical revisiting of domi-nant, stereotypical representations, which still remain normalised today. Their violence and absurdity only become visible when the gendered narrative is reversed — when characteristics that are culturally perceived as masculine become assigned to women.

				Through her subversive rhetoric, Solanas breaks away from images of respectable femininity and heteronormative happiness; she disrupts “gender sameness” 15 discourses, claimed by certain women and gay liberation movements 16; she collides with a white bourgeois feminism, shaped by neoliberal demands that consist in claiming the same “rights” — understood as a euphemism for “privileges” — as dominant men, in calling for the right to occu-py masculine, bourgeois, heterosexual norms.

				“What will liberate women, therefore, from male control is the total elimination of the money-work system, not the at-tainment of economic equality with men within it”.

				
					 15	Demanding equality on the basis of the concealment of gender and sexual differences, the idea that “women” are like “men”, that homosexuals are like heterosexuals.

					 16	Catherine Lord, “Wonder Waif Meets Super Neuter”, in Hilary Robinson (ed.), Feminism Art Theory: An Anthology 1968-2014, Hoboken (New Jersey), Wiley-Blackwell, 2015, p. 420
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				SCUM Manifesto bears witness to an avant-garde theorising of the interweaving of gender and class 17, the way in which mecha-nisms of male domination are deeply anchored in capitalism as a class structure. Calling for economic equality “within the mon-ey-work system” does not question the profoundly unequal foun-dations upon which western capitalist “democracies” have been built, relying on “a very particular universalism” 18, whose bench-mark is the White Bourgeois Man. If some dominate, it is because others are oppressed. Achieving equality within an inherently une-qual system is pure fantasy: in the social field like in physics, “noth-ing is lost, nothing is created, everything is transformed” 19. The “Others” will escape their scum condition, if and only if the few privileged ones are willing to offload some of their multiple priv-ileges. But they are not close to doing so, you have to put yourself in their privileged shoes.

				Refusing any compromise, Solanas resists the disciplining of women’s tongues and actions 20:

				“SCUM will not picket, demonstrate, march or strike to at-tempt to achieve its ends. Such tactics are for nice, genteel ladies who scrupulously take only such action as is guaran-teed to be ineffective (…) Also SCUM, being cool and selfish, will not subject to getting itself rapped on the head with billy 

				
					 17	Black feminism added the essential notion of “race” to the social equation, by defining “intersectionality” as the imbrication of relations of race, class, gender, at the end of the 1980s.

					 18	Christine Delphy, Un Universalisme si particulier. Féminisme et exception française (1980-2010), Paris, Syllepse, 2010

					 19	Famous saying by French chemist philosopher, economist, Antoine Lavoisier (1743-1794).

					 20	“Queer Rhetoric, queer archive”, Enculturation → http://enculturation.net/files/QueerRhetoric/queerarchive/tongues.html.
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				clubs; that’s for the nice, ‘privileged, educated’, middle-class ladies with a high regard for the touching faith in the essential goodness of Daddy and policemen. If SCUM ever marches, it will be over the President’s stupid, sickening face; if SCUM ever strikes, it will be in the dark with a six-inch blade”.

				Solanas did not consider SCUM as the manifesto of a politi-cal organisation (which was implied by the acronym S.C.U.M. and the subheading “Society for Cutting Up Men”, added by Girodi-as in the 1968 edition) but rather as a “literary device”, “a state of mind”. 21 As the manifesto of the scum condition, the text is an in-vitation to reinvent the situation of social abjection experienced by the undesirable. SCUM results from the sublimation of a so-cial rage, from a feminist instinct for survival. It is a political and poetic space — “the dream of the women who do not dream, the fantasy of those who had been denied a right to fantasise […]” 22 —, where “humans, the true kind, begin to envision life”. 23 SCUM is a tool for the awakening of the latent anger of SCUM-to-be-women. SCUM is contagious.

				Beyond the outrageous project of male destruction, the text is ambiguous in many regards. This may explain why Delphine Se-yrig and Carole Roussopoulos had decided to reproduce only cer-tain parts of the book. Essentalist, differentialist, misandristic, mi-sogynistic ideas are imbedded within the text 24, which constitues a virulent critique of humanity in is entirety. Solanas attacks not only 

				
					 21	Catherine Lord, “Wonder Waif Meets Super Neuter”, in Hilary Robinson, ed., Feminism Art Theory: An Anthology 1968-2014, Hoboken (New Jersey), Wiley-Blackwell, 2015, p. 416

					 22	Annie-Elm, Catherine Crachat, Rose Prudence, “Le Sexisme Psychanalysant”, 1974, in Le Sexisme Ordinaire, Paris, Seuil, 1976, p. 63

					 23	Ibid. p. 64

					 24	Ray Filar in a no longer existing online article accompanying a Verso Podcast on SCUM Manifesto, 2016.
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				men but also women wearing male masks — these “male-women” or “daddy’s girls”, “co-managing the shitpile”, and thus fueling the patriarchal system’s good functioning. It should however be not-ed that Solanas’s excessive project does not rank up with the tan-gible insanity of everyday life, illustrated by the television news footage in Carole Roussopoulos and Delphine Seyrig’s 1976 video response.

				SCUM is a text of unsettling ambiguity, marked by the encoun-ter between excess and rationalism, utopia and nihilism, logs and pathos, fiction and reality, individualism and the desire for collec-tive resistance. The power and fragility of the work reside in this tension. As emphasised by Catherine Lord, “Solanas’s riffs backfire when they lie dead on the printed page, the voice of the reader be-ing their only hope of animation”. 25

				The manifesto has been subject to several sexist editorial  “fram-ings” such as that by Girodias and Krassner at Olympia Press, who “distorted, warded off and cancelled the meaning of the book”. 26 Fixed within the categories of the scandal, the comical or the patho-logical, the manifesto’s troubling power becomes undermined.

				For instance, while Christiane Rochefort’s text, “La définition de l’opprimé” (“The definition of the oppressed”), introduced the first French edition of SCUM Manifesto (1971) from a feminist perspec-tive, the 1998 edition published by Les Mille et une Nuits ends with an ironic afterword by Michel Houellebecq, “L’Humanité, stade sec-

				
					 25	The author’s translation of Catherine Lord, “Wonder Waif Meets Super Neuter”, in Hilary Robinson, ed., Feminism Art Theory: An Anthology 1968-2014, Hoboken (New Jersey), Wiley-Blackwell, 2015, p. 423

					 26	Annie-Elm, Catherine Crachat, and Rose Prudence, “Le Sexisme Psychanalysant”, 1974, in Le Sexisme Ordinaire, Paris, Seuil, 1976, p. 57. The text denounces the “strong ideological and physical framing of the American edition of SCUM, in which two men (the editor Girodias, and the writer Krassner) distorted, warded off and cancelled the meaning of the book” (Author’s translation).
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				ond” (“The second stage of Humanity”). Unlike Solanas’s subversive use of provocation (as weapon to overthrow normative discours-es), Houellebecq’s ironic misappropriation is in no way subversive for it simply functions to reaffirm the established order. By draw-ing a distinction between Solanas (“an incomplete, tortured, con-tradictory, fascinating and exasperating person, like prophets al-ways are”) 27 and feminists, whom he describes as “likable fools, unthreatening in principle, but unfortunately made dangerous by their disarming lack of lucidity”, and by endowing the Solanian project with “a progressive and well-reasoned attitude, in line with the western project’s most noble aspirations: establishing Man’s total technical control over nature, including over its biology and its evolution” 28, Houellebecq re-appropriates Solanas’s paradoxi-cal prose, transforming it into “reactionary doxa”. 29 Solanas’s voice is thus colonised by a “white male”, who is given the last word.

				It is precisely because Solanas’s voice is the expression of mar-ginalised, queer individualism, detached from any political move-ment, that it is important to take care of it, to ensuring its contex-tualisation and circulation. There is no question here of speaking for (or on behalf of) Solanas — the author would have hated that, she actually wanted to send all the translators of SCUM Manifesto to a desert island 30 —, but of supporting her voice, and expanding its power.

				
					 27	Michel Houellebecq, “L’Humanité, stade second” in SCUM Manifesto, Association pour tailler les hommes en pièces, Paris, Mille et une nuits, 2005, p. 100

					 28	Ibid.

					 29	Faysal Riad, “Les Faux subversifs”, 2005, Les Mots sont importants → http://lmsi.net/Les-faux-subversifs.

					 30	I am referring to a conversation I had with Emmanuèle de Lesseps, the French translator of SCUM Manifesto.
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				Carole Roussopoulos and Delphine Seyrig’s video fight: restoring Solanas’s voice

				The SCUM Manifesto videotape (1976) by Carole and Delphine, is a “video-pamphlet” or “video-analysis” 31, which aims at keeping a record of the manifesto, then unavailable in France.

				However, the video is more akin to a filmed performance than to a pure militant documentation. Through their mise-en-scène (the legend has it that it is a one-shot video), Carole and Delphine’s position shifts from that of filming to being filmed, from director to performer.

				Seated at a table and holding the book SCUM Manifesto, Del-phine reads out passages that she has selected and translated to French. 32 Facing her, Carole types, in a robotic and randomly gro-tesque way, the excerpts methodically dictated to her with the punctuation, “demonstrating that a nightmare of French pedago-gy cannot incarcerate a feminist polemic”. 33

				In the background, the silent footage of the television news is displayed on a TV monitor. Once in a while, either Delphine or Carole turn up the volume. The dominant rhetoric of the news — daily images of male imperialism that are not only globalised (the Cold War, the conflicts in Ireland and Lebanon, Argentina’s military dictatorship, police violence), but also extraterrestrial (the 

				
					 31	The author’s translation of Patrice Flichy’s words quoted in a text by Hélène Fleckinger “Une caméra à soi. Quand les féministes s’emparent de la vidéo”, in Hélène Fleckinger, ed., Caméra militante. Luttes de libération des années 1970, Geneva, MetisPresses, 2010, p. 36

					 32	Delphine Seyrig’s French translation of the text is quite different from Emmanuèle de Lesseps’s translation (éditions L’Unique Et Son Ombre, 1986).

					 33	Catherine Lord, “Wonder Waif Meets Super Neuter”, in Hilary Robinson, ed., Feminism Art Theory: An Anthology 1968-2014, Hoboken (New Jersey), Wiley-Blackwell, 2015, p. 421
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				competition between the US and the USSR for the conquest of space) — illustrates the scumful world, caused by the male con-dition that Solanas condemns. Then, in turn, Carole or Delphine turn the volume down, silencing the dominants’ rhetoric. The tel-evision, which is denounced in many of Carole Roussopoulos’s films, is here creatively appropriated in order to support Solanas’s argument. A striking audiovisual fight is taking place between Da-vid (video) and Goliath (TV).

				Through the processes of translation and reading, Delphine’s voice encounters that of Solanas. The close-ups of Carole’s hands typing, of the television monitor and Solanas’s face on the book cover, function to produce an audiovisual ambiguity. Delphine’s voice becomes non-diegetic and seems to originate from Solanas’s face on the book cover. It is Solanas who is speaking.
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					Photogram of SCUM Manifesto.
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				The manifesto’s enraged prose contrasts with Delphine’s calm and articulate voice, which is itself punctuated by Carole’s musical transcription on the typewriter. The performance involves the po-liticised use of the typewriter — a feminised tool that symbolises women’s subordinate work. And yet, Carole is not an obedient sec-retary. She regularly takes cigarette breaks, she puts up the volume of the television news, and observes these tragic images with de-tachment, casually smoking. Mute but far from being silent, Car-ole transcribes Solanas’s rage through her percussive keystrokes.

				Different layers of voices encounter, collide and resonate. In this sense, SCUM Manifesto is a collaborative film d’auteures, in its feminine plural form.

				The militant force of SCUM Manifesto lies in its ambiguous, mul-tiple status (between video-pamphlet and a filmed performance), in a confrontation between a militant content and the artistic ap-proach of a mise-en-scène.

				Supporting the voices of Valerie Solanas, Carole Roussopoulos and Delphine Seyrig

				Free from male colonisation and rooted in the practice of lis-tening to others (as opposed to the imperialist tradition of speak-ing for others) 34, video became, from the beginning of the 1970s, a medium used to enable women’s emancipation from “the death of silences”. 35

				Inviting us to re-explore the voices of Delphine Seyrig, Car-ole Roussopoulos and Valerie Solanas, the restoration of this vide-

				
					 34	Gayatri Spivak, Can the Subaltern Woman speak?, 1988 → http://www.mcgill.ca/files/crclaw-discourse/Can_the_subaltern_speak.pdf.

					 35	“Queer Rhetoric”, Enculturation → http://enculturation.net/files/QueerRhetoric/queerarchive/tongues.html.
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				otape by the Bibliothèque nationale de France stems from a fem-inist initiative in that it ensures the valorisation of women’s video heritage, the preservation of “Herstory” — women’s images and voices, absent from History (that is usually told from a male point of view).

				Indeed, due to its militant content and its form — video was traditionally perceived as an “imperfect”, “amateurish” version of 35 mm film 36 — feminist video was been marginalised, often find-ing refuge in private collections or specialised archives. These vid-eotapes represent what the art theorist Hito Steyerl defines as “poor images”, images excluded from dominant circuits, “a lumpen pro-letarian in the class society of appearances”. 37 In other words, they are scum images. The low-resolution, pirate copy of SCUM Mani-festo circulating until recently on Youtube is a record of the gene-alogy of the videotape, of the mechanisms of marginalisation and re-appropriation leading to its online presence as “poor images”.

				Today, SCUM Manifesto is one of the early videotapes that is most shown in museums and contemporary art spaces (including the Tate Gallery in London, and Centre Pompidou in Paris). 1970s militant video is currently experiencing a certain “cultural and ar-tistic revival” 38 which, while providing visibility to the videos, can become problematic when it translates into the nostalgic aesthet-icisation of the TV monitor and the black and white image it dis-plays. The formalist sacralisation of the video installation fetishises 

				
					 36	Hito Steyerl, “In Defense of the Poor Image”, e-flux Journal, issue 10, November 2009 → http://www.e-flux.com/journal/10/61362/in-defense-of-the-poor-image/.

					 37	Ibid.

					 38	Roberta Shapiro, “Qu’est ce que l’artification? XVIIème Congrès de l’AISLF ‘L’individu social’”, “Research board 18, Art sociology Tours”, July 2004 → https://halshs.archives-ouvertes.fr/halshs-00010486v2/file/Artific.pdf.
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				the image: it cuts the later from its historical context. SCUM im-ages become ennobled, legitimised, and at the same time dispos-sessed from their political meaning and militant purposes. 39

				It is worth remembering that the directors had opted for a so-bre mise-en-scène in order to emphasise Solanas’s words as much as possible. In a interview conducted by Hélène Fleckinger in 2007, Carole Roussopoulos explains that “Delphine could have read the text facing the camera. But she didn’t want to come across as the famous star (…) We sat at a table and started using the typewriter, thinking that it would allow us to go more slowly, to articulate each sentence and find the right rhythm”. SCUM Manifesto’s performa-tive nature thus contributed to the two directors’ feminist project: restoring and engaging with Solanas’s voice.

				It is the power of Solana’s writing that has given rise to nu-merous responses, both political and artistic. The creative force of SCUM Manifesto and its multiple echoes lies in the power of wom-en’s voices and visions to create other realities, to open up and blur boundaries, even if this entails using humour as weapon of mass patriarcal destruction.

				
					 39	Providing an updated viewing (for computers and tablets) of the videotape, whose restoration has remained faithful to the “grey” image of 1970s video, the following publication questions the presentation of early feminist video, and the risks of the process of “artification” entailed in these kinds of presentations.
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				Self-published edition by Valerie Solanas in 1977 and kept by Emmanuèle de Lesseps, translator of SCUM Manifesto in French.
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				SCUM is the cry of the silent women, the dream of those who do not dream, the fantasy of those who were not entitled to it.Cathy Berhneim
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				SCUM Echoes *

				Térésa faucon

				The Restoration of Scum Manifesto invites us to listen to most recent echoes of the voices of Carole, Delphine and Valerie. These voices still resonate with contemporary works but do they still res-onate within them and how? Here, the term resonance is used in the strong sense, and not simply in the usual and thus diminished meaning of the connection made between works that are widely used in order to follow filiations, to establish kinship/communi-ties of artists on the basis of variable criteria: ideological, formal, and contextual. It is the strong sense of the resonance given to a voice and its responses since the video Scum Manifesto is, above all, a performative device that aims at embodying a voice in order to emphasise it, at giving reach to one voice that accounts for voic-es of women. The mise-en-scène consists of two perpendicular axis, around a table:

				— an horizontal/lateral axis (three women: Carole is facing Del-phine, who is holding the first translation of the book by Valerie Solanas whose face on the book cover is looking at “us”. The for-mer is typing, as if she was under dictation, what the latter is read-ing out;

			

		

		
			
				*	“Réplique” in French has also a meaning as “aftershock” which is why we decided to translate it as echoes in English.
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				— a vertical/in-depth axis (three machines: the camera, the typewriter, the monitor displaying evening television news pos-sibly dating from 22 August 1976, successively presented by Jean-Claude Bourret and Bruno Masure). 1

				However, this mise-en-scène does not revolve around the bina-ry oppositions of female/male, machine/human, and of the action — to read/to say, to dictate/to be dictated. The Portapack’s opti-cal movements — backward/forward, sometimes slow, sometimes quick — continuously reconfigure the space. And the counterpoint between the reading voice and the silent images of television news in which it resonates, keeps changing the tension between two dis-cursive situations: the Manifesto and the information; Delphine’s free and jumpy reading, and the news as a set of “(w)orders”, refer-ring to the control society (most of the time, the TV news topics show images of territorial, sea, aerial and even space conquests).

				Counterpoint

				The voice of the Manifesto frees itself from the voices of infor-mation and power (which, it should be underlined, have long been masculine), from the temporality and the rhythm they impose to the listener. It is in the relationship between image and sound that the emancipation occurs: while the four letters of SCUM seem spelt out by four keystrokes on the typewriter, when Delphine reads out the date “1967” — the publishing year of the book —, Carole trans-lates it by a dozen hits on the same key. This rhythmical discrep-ancy frees the listener, providing a space of resonance to this voice. Listening shifts from the authoritarian injunction (“Listen!”), from the “(w)order”, ready-made thinking to reflection, and interpreta-

				
					 1	Bruno Marsure speaks about the march of women in Ireland on the other hand, Jean-Claude Bourret annotates the other information. It could be at least2 TV news in the video Scum Manifesto.
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				tion. To read is always to interpret, and here not simply because the reader is an actress. This video raises the question: how can we work on a text, how can we say it on screen, how can we create a listening space in which the listener’s position shifts from being docile to being receptive? How can a text be heard as a manifes-to around a dining room table? Let us point out that the domestic setting has often been re-appropriated by feminist artists (to men-tion just the example of the kitchen: Martha Rosler, Semiotic of the Kitchen in 1975 and Chantal Akerman, Blow Up My Town in 1968 and Jeanne Dielman, 23, quai du Commerce, 1080 Brussels in 1975). The im-ages of a world flowing from the television remind us of the role of communication:

				“informing means circulating an order-word. Police decla-rations are appropriately called communiqués. Information is communicated to us, they tell us what we are supposed to be ready to, or have to, or be held to believe. And not even be-lieve, but pretend like we believe. We are not asked to believe but to behave as if we did. That is information, communica-tion. And outside these orders and their transmission, there is no information, no communication. This is the same thing as saying that information is exactly the system of control”. 2

				Here the voice of the “Manifeste” frees itself from the voices of the information and the power (which, it must be remembered, have long been masculine) and from the temporality and rhythm that they impose on the listener. Carole and Delphine engage in a conversation with the presenters’ voices or the TV news reports’ voice-over commentary, giving them a voice and interrupting it, 

				
					 2	Gilles Deleuze, “What is the creative act?”, lecture given at the FEMIS in 1986 → https://docs.google.com/...
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				improvising a sound editing by turning the volume of the monitor up and down. Isn’t the conversation “a game of secateurs”, accord-ing to Jules Renard’s own words? Here, the two women “ prune the next (male) person’s voice as soon as possible”. 3

				“Framing-cutting”

				In addition to the use of counterpoint, “framing-cutting” ap-pears as the second form of emancipation of SCUM in which the C(utting Up) is programmatic. In the foreword to the Manifesto 4, Christiane Rochefort explained the need to “get the knives out”. Delphine cuts up the textual fabric of the Manifesto. Carole also seems to be tearing the words to pieces, rhythmically jerking them with her keystrokes. This firearm hammering is reminiscent not only of the way in which Solanas made use of firearms (in par-ticular against Warhol) but also of a coincidence that is recalled by Friedrich Kittler: “The Remington typewriter and the machine gun were produced by the same company at the same time, and that in a certain way they make the same sound and share a similar history”. 5 Although we cannot tell for sure whether the typewriter that was used in Scum (by Roussopoulos or Solanas) was made by the same manufacturer, the anecdote remains unsettling. It may be noted that the artist Ravi Zuppa’s hybrid sculptures (Mightier Than) have given shape to this historical fact. 6 Another meaning of “framing-cutting”: the forward and backward optical movements which alter the frame, cutting up the space and cutting off the two women in order to concentrate on the monitor. Finally, in the last 

				
					 3	Jules Renard, Journal, January 26 1893, Paris, Gallimard, traduction in English → http://books.google.fr/books...

					 4	French edition of SCUM Manifesto by Valerie Solanas in 1971 (1st Ed. 1968)

					 5	Alvita Ronell, Américan Philo → https://books/google.fr/books...

					 6	See her website → http://www.ravizupa.com/2015/12/.
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				few minutes of the film, two matched cuts speed up — in forward or backward jumps —, the movements of the frame. The first ax-ial cut on a gesture of Carole’s arm, introduces a close-up on the television while keeping the same axe and gives voice to the news again: this time to the massacres taking place in Argentina and “the manhunt in Buenos Aires”. The second axial cut brings the cam-era back and seems to introduce another temporality. The images could have been shot another day, not only because the television news is presented by Bruno Masure (J-C Bourret turns the floor to him), but because two topics that have previously been covered are repeated: the first topic is about the conquest of space, and the second about the women’s march in Ireland, that brought together Catholic and Protestant women. Carole and Delphine’s domestic space finds a resonance in the public space with two figures of the Northern Ireland Peace Movement: Mairead Corringan and Bethy Williams.

				formal echoes

				These seemingly simple — or minimal —, formal gestures (phasing the “counterpoint” and “framing-cutting” are political, re-minding us that forms have a strike force.

				“One is apt to think that a culture is more attached to its val-ues than to its forms, that these can easily be modified, aban-doned, taken up again; that only meaning is deeply rooted. This is to overlook how much hatred forms have given rise to when they have come apart or come into existence. It is to ig-nore the fact that people cling to ways of seeing, saying, doing, 
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				and thinking, more than to what is seen, to what is though, said, or done. In the West the combat of forms has been just as hard fought, if not more so, than that of ideas or values” 7

				The Manifesto’s posterity is directly interrogated by and staged in several, contemporary art works which re-enact this voice, dis-place it in time so that it may find a tone and body that enable a renewed listening space, works that “restore” this voice in order to increase its an impact, today. This is the reflection of the art-ist Catherine Corringer in her piece Scum/Performance — created on 18 December 2009 8-, in which her voice is played and distort-

				
					 7	M. Foucault, Aesthetics, Method, and Epistemology, J. D. Faubion (ed.), trans by R. Hurley and others, Essential Works of Foucault, 1954-1984, vol. 2,  The New Press, New York, 1998, p. 242.

					 8	See the artist’s website → http://www.catcor.net/#!scum-performance.
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				Performing SCUM, Angela Marzullo, 2005
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				ed like a little girl’s high-pitched voice, bursting in laughter, trans-ported in hysteria, and saying: “He’s just a machine, a walking Dildo”. Isn’t it also the approach of Angela Marzullo (Performing S.C.U.M., 2005), filming her two, 6 and 10-year-old daughters in a mise-en-scène that is similar to Carole and Delphine’s, but with the girls’ own objects (children-size chair, table and typewriter models), and their images showing on the monitor (Japanese cartoons in which we can recognise scenes of space conquest and interplanetary im-perialism with dominant male figures as well as mutant ones)? The emancipation is here even stronger since the youngest girl hard-ly types anything on the typewriter in the beginning (her sister re-minds her with a gesture that she has to “play dictation”) and the re-petitive, post-synchronized sound is always the same, without any rhythmic or tonal modulations, and thus independent from the words and actions. The young girl’s reading is as halting and repet-
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				Ever Is Over All, 1997, video installation of Pipilotti Rist, courtesy of the artist, Hauser & Wirth and Luhring Augustine.
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				itive as Delphine repeating the same words. And while this is what characterizes dictation, it is done less to insist on the words than to let them resonate, to hear them differently. Another echo that is a little bit more distant, since it is not about performing Scum, but nonetheless striking: the chanting and humming of Pipilotti Rist in her blue dress and red shoes (like Judy Garland in the Wizard of Oz), strolling on the pavement, with a certain nonchalance creat-ed by the slow motion effect, and holding a big aloe flower in one hand (Ever Is Over All, 1997). 9 The forms of counterpoint and rep-etition are also essential here: the smiling artist breaks the win-dow of a car parked along the pavement with her plant truncheon. A policeman salutes her gesture that she reiterates in a thunder of 

				
					 9	→ https://www.moma.org/collection/works/81191.

				

			

		

		
			
				SCUM/Performance of Catherine Corringer, December 2009.Courtesy of Catherine Corringer.Photographed by Emmanuel Vallette.
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				broken glass. These sound outbursts are a response to the softness of the singing voice, in the same way as Carole’s keystrokes on the typewriter were a reply to Delphine’s voice.

				These works also re-enact the “framing-cutting” gesture, with-in the textual and vocal fabric as well as the image. Catherine Cor-ringer’s “cutting up” mixes Solanas’s words with those of the first French translation, she samples them in a game of echoes that cre-ates distortions (“sperm” is looped, becoming deeper and deeper) and rhyming (“enjoy/destroy”). Such hammering of words sculpts the voice as a sound material that can become noise (with a warn-ing siren effect). There is a similar experiment in Tract for Valerie Solanas by Matmos 10, the electro group, which also relates to con-crete music, with the use of machetes, scissors, knifes, personal alarms and paper as a counterpoint to Barbara Golden’s voice, like Delphine’s voice in canon with Carole’s keystrokes.

				Catherine Corringer’s body is also “frame-cut” by the light (some patches placed on a slide projector, mask, for instance, the face or to redefine the frame around the body). In Corringer’s per-formance, the body of flesh is where the montage takes place. It allows her to play with scale and hybridity in the same way as film editing functions to enlarge or shrink bodies and objects. A Barbie (the ultimate “daddy’s girl”) with prominent breasts (“daddy needs to hold on to her tits”), a large swimmer, flanked by a dispropor-tionate erect penis, and a miniature tank which are suspended to snap hooks that are needled to her skin, above and below the chest. The body of the artist bears the text, its' weight, in her flesh. 11

				
					 10	In the album in tribute to several LGBT personalities, The Rose Has Teeth in the Mouth of a Beast, 2006.

					 11	The performance is physically challenging and has only been performeda few times.
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				Solanas’s Manifesto also addressed the organic, the biologi-cal. When Catherine turns round, her back open up alongside her spine, transformed by a large, vulva, latex prothesis.

				The images that are not easily identifiable and projected be-hind Matmos’s performance are undoubtedly organic 12, hesitating between the animal or the human? Plastic-gloved hands manip-ulate and fiddle this wrinkled and flexible lump, which dissolves into a rose whose petals are opened by the same fingers, blurring yet again another boundary — this time between the human and the plant. Throughout the works, visual and sound motifs circu-late, as resonances of words or gestures: tanks, firearms, knifes and bodies — pierced, cut and opened up —, which are substituted by blooming flowers and fruits; out-of-step sounds, varying between a hammering crash and a humming whisper…

				Without dwelling on the expected provocation of Houelle-becq’s postface 13, Avita Ronell’s preface 14 — even though it also clashed with a certain kind of feminism —, it acknowledged Sola-nas’s intuition: “she anticipated cloning” 15, inviting us to surpass the old dichotomies challenged by Donna Haraway, among oth-ers: female/male, nature/culture, living/artefact, human/animal. Catherine Corringer also underlines the relevance of the Scum revolution with the advent of post-humanism, going beyond gen-der. Another “seismic” response to the Scum revolution deserves attention to conclude by opening up the discussion. Women’s vid-eo practice in India at the end of the 1990's shows a movement of 

				
					 12	It is a uterus, a vagina of cow handled by two hands gloved with latex.

					 13	“L’Humanité, stade second”, first French edition of SCUM Manifesto. ed. Mille et une nuits, 1998 → http://bibliotheque.centrelgbtparis.org/opac_css/index.php?lvl=author_see&id=3039.

					 14	Deviant Payback: The Aims of Valerie Solanas, Verso Books, 2004.

					 15	Ronell, p. 73. See the preface to the Verso Books edition of Deviant Payback: The Aims of Valerie Solanas.
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				resistance that is concurrent to the contemporary art market (as were the mouvements in which Roussopoulos and Seyrig were en-gaged). Some of these voices now present an international reach. Although Solanas’s text is not directly performed, its complexi-ty resonates within some of these works, notably those question-ing the third neutral gender that has been recognized by the In-dian Constitution, like Tejal Shah’s piece What are you? (2006) 16. This double screen installation presents animated and fixed imag-es shot by the artist while she was working on LGBT rights during video workshops with the Hijra community of Mumbai and Ban-galore over a period of two years. While Delphine Seyrig was read-ing Solanas’s Manifesto that proposes the Scum revolution, here the transsexuals read out articles from the Constitution regarding their rights and cannot help but laugh at the absurdity of the sit-uation, given the contrast between the harsh reality and the legal promise. The “framing-cutting” device is also very powerful with images of chapped skin, evoking arid land (the Urdu term Hijra comes from the Arab word meaning exil). The montage is jerky, with heterogeneous images of fragments of bodies and places that are more or less identifiable, and sounds that are just as scattered, between metal shocks and humming voices. Through repetition, the film editing proceeds to the serialisation of the Hijras’s bod-ies, who head towards the camera to present themselves individ-ually with a “Hello” or a “Hi”, which sounds like an “I”. “Voice is an incredibly powerful vector of identity… Video gives a unique space of mobility, fluidity” and resonance to it, in a correlation between the typewriter and the camera, as proposed by Roussopoulos and Seyrig. 17

				
					 16	See the artist’s presentation on the occasion of the exhibition Global Feminisms, Brooklyn Museum, 2007 → https://www.youtube.com/watch?v=W-tRqliEEB0.

					 17	I want to thank Amandine D’Azevedo, Corinne Maury and Nadège Piton for their remarks.
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				Typescript of Christiane Rochefort, undated,Josy Thibaut Fund entrusted to Bobines plurielles.
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				SCUM or the unknown scum

				Cathy Bernheim

			

		

		
			
				Le torchon brûle (the dishcloth is burning) no 4, 1972
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				This man is our woman

				Émilie Notéris

				This unexpected diversity of means of eradicating the cock gender, enabled me to incessantly vary techniques and pleasures. The post-coital erect genitals were manually sectioned, the old-fashioned way, while the flabby stings were placed under the care of the Cock-Extractor® (Patent N°4532XF/ 9785K/ All rights reserved).

				Chloé Delaume, Les Mouflettes d’Atropos

				It is now technically possible to reproduce without the aid of males and to produce only males. Retaining the male has not even the dubious purpose of reproduction.

				Vanessa Place, Boycott #5

				In order to lighten the text, the feminine will designate — where appropriate — both men and women.

				Registration to the fall sessions is now closed. The room is getting crowded with hives of frantic female spectators. The velvety walls, coated with the obscurity's fuzzy texture, contain the crowd, a melliferous swarm, rushing to the available alveoli. Collective intelligence still differentiates them from the vassal governmental mass. Simple underlings will soon be able to perform obscure tasks guided by elemental cognitive machinery, named synergy. The very same as that which requires wild geese to have a common identity, a horizontal structure and collective management. The operation is tricky. Overheating threatens each breath encountering another one — like when, at the intersection of two circular shapes, the colour of one merges with that of the second, suddenly making a third one appear. The hanging is uniformly deployed at the back of the stage, withheld 
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				by small cords attached to each end of the fluorescent toile de Jouy. Its playlets happen to be more provocative and satyrical than the ones that are traditionally displayed on such fabrics. Female figures are experimenting ancestral practices of torture with male figures, wearing ties and platform boots. Traditionally pastoral and domestic, these illustrations have only retained a few typical features such as pots, scythes, plant tufts, and cereal sheafs that have been diverted from their primary use. Cutouts of metal phosphorescent rose thorns are inserted in the flesh of the effeminate figures, as if the space had been reserved for them beforehand. Needles puncture the ulcerated orbits of the attending candidates, the fabric gently muffling their strident cries. As a mobile and luminous manifestation, the toile de Jouy laps the jagged ends of a wooded structure. The orographic stage (a circular piece which is made from a machine that automatically traces mountain shapes) provides a reproduction of (the) altimetric declivities of the Rhune (Pyrenees). The mountain summit coincides with the pedestrian reception area dedicated to public speaking. Angrily trampling the map where grottos have sheltered pagan celebrations involving a horned beast and cohorts of witches. Striking the French-Spanish border with pulsating consonants, spreading through the basaltic layers. Crushing black head Manech sheep, with curved horns, white fleece, and bulging udders, thereby putting an end to transhumance. The edification of the family of orientation tables, entirely made of wood marquetry using the technique known as Tarsia a incastro, is inlaid with imbricated tortoise shells. The room is devoid of any vertical embellishment. Only at the forefront, an old baptismal basin, adorned with profane decorations, disgorging flowers — pink, egg-plant, red and cream shades — of a specific bulbous variety, from the Iridaceae lineage, which is also named toile de Jouy. Redundancy.
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				S•he polishes a shadow puppet appearance, accompanied by music with low harmonic concentration. S•he is used to taking the floor.

				S•he is wearing a freshly ironed shirt with a purplish, acronymic inscription embroidered on a pocket, stuck against the ventricular coronary cavity. MVP. Standing for Magna est Veritas et Praevavebit, truth is mighty and shall prevail.

				S.he is imposing — as a masculine presence — like all the others gathered this afternoon in the front of the stage, deeply hemmed in the pit.

				The soundtrack of every authorised lecture must invariably be conceived out of a selection of official pieces by famous female composers: Sequentia by Hildegarde de Bingen, Mine by the right of the white election by Gloria Coates, Variations concertantes by Louise Farrenc, L'Ile Re-sonante by Eliane Radigue, Yeroushalayim shel zahav by Naomi Shemer and Cinq Voyelles pour Quatre Flûtes by Sophie Lacaze. Remixed, sampled and deteriorated, these pieces have all been assembled within a single strident litany. The toile de Jouy unzips in its centre, like a pair of low-waist skinny pants. The sound backlash disrupts the soundtrack. The conference is micro-disseminated.

				S•he’s mouth opens as an arrow slit, pronouncing the following parable:

				The repression, the domination exercised over our species is very real, under the guise of shimmering the possibility of an eman-cipation through the uninterrupted collection of low quality, al-most instantly obsolescent trinkets and in the unhealthy accumu-lation of dough. We are asked to open our mouths — Say Ah!

				I am speaking to you counter-clockwise.
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				They’ve got us by the balls and won’t let go.

				The recent electoral participation which we only just achieved a couple of years ago, as well as the right to absorb a male birth control pill must not encourage us to indulge in laziness. We must not lose sight of this relentless fight, which is only the tip of the iceberg of possibility.

				They are running the show, let us rip the whip right off of their hands!

				Once upon a time, things used to be different. You can entirely trust me, it has been evidenced by many literary and philosophi-cal works that have been silenced, censored, destroyed.

				They have re-written History into Herstory, telling us stories.

				They make us buy into their stories and swallow their pills!

				Look at these lovely flowers on my left.

				They too are toxic.

				Let us tell them with flowers!

				An Iridaceae and Madeira cane decoction. The ingestion of the Iridacea plant’s bulbous part provokes ataraxia, motor function disruption, limited coordination of body extremities, nausea, di-arrheas, colics and cramps, heart arrhythmia, bradycardia, a heart rate below 60 beats per minute, hypotonia and low blood pres-sure. A single bite on the stem of the Madeira cane or Dieffen-bachia may cause severe throat irritation and render you voiceless. In some cases, the irritation may provoke a swollen tongue, la-boured breathing, or even necrosis.

				Let Penthesilea — the icon of the feminist governmental faction — absorb a few swigs of it, her throat swelling like that jerk of a frog that puffed itself out. Let her pass the cup to her girlfriends, these second-rate female ministers who use moon waxing as an 
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				opportunity to pass laws — each more repressive than the last.

				You wonder why they have chosen a room that usually hosts thea-tre performances to organise this series of conferences?

				Their treachery is utterly terrifying.

				Let me explain.

				They employ a drama technique to gain control over us.

				Their trick: teichoscopy AKA “viewing from the wall” which al-lows us to talk about it but prevents any violent action to take place on stage.

				We can hear about it but can’t see shit.

				We have the right to speak but not to take action!

				We are free to criticise them but we can only do so using their phraseology, endings, nomenclatures and grammar.

				The language is conjugated in the feminine.

				As evidenced by the atrocities they spread:

				To love intelligent men is a lesbian pleasure.

				Charlène Baudelaire

				When they walk, men can show it all without letting us see anything

				Honorine de Balzac

				The first woman who compared a man to a rose was a poet; the second, an imbecile

				Géraldine de Nerval

				Extremely beautiful men cause less surprise the second day.

				Marie-Henriette Beyle also know as Stendhale

				A woman is such a complex machine that in some cases 
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				there’s no figuring her out, and all the more so if that woman is — a man.

				Feodora Dostoïevski

				When the three quarters of my body will be in the grave, I will say what I think about men and I will quickly close the slab on top of me !

				Léonie Tolstoï

				One great female philosopher located the soul — ours, that is — in the pineal gland. If I were to grant one to men, I know well where I would place it.

				Denise Diderot

				You don’t know a man until you’ve met him in court.

				Norma Mailer

				Man is an occasional and accidental being.

				Thomasine d’Aquin

				There is a good principle which has created order, light and woman; and a bad principle which has created chaos, darkness and man.

				Pythagora

				The head is not man’s essential organ.

				Anatolie France

				I have never met a man capable of following an argument for half a quarter of an hour. There have qualities that we lack, qualities of a particular, unspeakable charm; but, in terms of reason, logic, and power to connect ideas, to link principles and consequences together and see their relationship, a man — even of the highest kind — rarely reaches the level of an average woman. Education 
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				may have something to do with this, but the difference essentially lies in differences of nature.

				Pierrette-Josepha Proudhon

				God created woman and, finding her not sufficiently alone, gave her a companion to make her feel her solitude more keenly.

				Pauline Valéry

				Man is ‘a ludicrous and suave animal’.

				Erasma

				Man is made from a supernumerary bone.

				Jacqueline-Bénigne Bossuet

				I did try and fuck him, he was married (…) I'm automatically attracted to beautiful (…) Just kiss. I don't even wait (…) And when you're a star, they let you do it. You can do anything. Grabbing them by the cock.

				Donna Trump.

				Angrily trampling the map where grottos have sheltered pagan celebrations involving a horned beast and cohorts of witches. Striking the French-Spanish border in pulsating consonants, travelling though the basaltic layers. Crushing black head Manech sheep, with curved horns, white fleece and bulging udders, thereby putting transhumance to an end.
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				Alain Carou, chief curator of libraries, is director of the Animated images service at the audiovisual department of the national library of France (Bibliothèque nationale de France). He was one of the hosts of the seminar, Vidéo of the early days (Vidéo des premiers temps). Historian of the cinema, he was also curator of exhibitions (Cinéma Premiers Crimes, Jean Rouch, the Man-cinema/ l'Homme-cinéma).

				Térésa Faucon is a lecturer/assistant professor at the University of Sorbonne Nouvelle-Paris iii where she teaches aesthetics and film theory. She is the author of numerous books and articles on cinema and contemporary art. She published Thinking and Experimenting Montage, PSN, Paris, 2009; Theory of montage. Energy of the images, Armand Colin, Paris, (2013) 2017; Contemporary gestures of montage. Between medium and performance, Naima, Paris, 2017.

				Hélène Fleckinger is a lecturer in film studies at the University of Paris viii Vincennes-Saint-Denis. She wrote a thesis on the relationship between cinema, video and feminism in France in the 1970s and specialized in early video. She has been working on the Cinema/video, art and politics program in France since 1968: devices, archives, digital in the Labex Arts-H2H and co-directs with Nadja Ringart the editorial platform Bobines féministes. She directed the publication Carole Roussopoulos: Activist Camera (Caméra militante). Liberation struggles of the 1970s (Luttes de libération des années 1970) (Geneva, MetisPresse 2010).

				Callisto Mc Nulty is an author, director and translator. She is a graduate of Central Saint Martins and Goldmiths University of London. Her research in the fields of feminist and cultural studies and the visual arts takes the shape of editorial and curatorial projets and documentary films. She directed “Delphine and Carole, fearless accomplices” (70 min, 2019, produced by Les Films de la Butte and la Lucarne d’Arte) — an archival documentary film about the 1970s period of "enchanted feminism", through the portrait of Delphine Seyrig and Carole Roussopoulos. She directed with Anne Destival “Éric’s Tape” (70 min, 2017, with Eric Bauer, William Furlong and Colette Lumière), an investigation around a mysterious “Audio Arts” cassette.

				Émilie Notéris is a text worker. She writes novels and essays, prefaced the anarchists Voltairine de Cleyre and Emma Goldman (Women and Anarchists, Blackjack editions, 2014), translated the ecofeminists (Reclaim!, Cambourakis, 2016) and invited xenofeminists (week-end Eco-Queer, Bandits-Mages, Bourges, 2015). His last queer essay, Restorative Fiction (La Fiction réparatrice), was published by Supernova editions in 2017.
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cent & entrevoir la vie. Maintenant vous pouvez
vous parer de toutes vos amuletles ; rien n'ar-
rétera SCUM. Ni les soupers aux chandelles com:
me-quand-nous-venions-de-nous-marier-ch
te-rappelles? Ni les Mademoiselle-vous-avez
bien-fatiguée-restez-chez-vous-demain. Ni les ta-
bles rondes que vous ferez entre vous. Ni les
plans d'urgence. ni les plans Orsec, ni les top
secret, ni les rapports extrémement confiden-
tiels, ni les projets de loi, ni les droits de veto,
ni les députés, ni les CRS, ni les gangsters qui
nous gouvernent, ni ceux qui ne gouvernent pas,
narréteront SCUM.

Car on ne tue pas les fantasm sont eux
qui vous tuent. lls font partie d'un étre, puis de
deux, puls de trois, et un jour on parle de fan-
tasme collectf : ce jour-a, nous femmes, nous
viendrons vous voir commander vos robots pour
qu'ils appuient sur le bouton qui doit tuer notre
fantasme. Ft nous rirons bien. Nous cn rions dé
Ja quand nous sommes entre nous, un Vieux rire
amer comme I'écorce des citrons, un rire enfoui
sous deux millo ans de rires et de larmes. EC
nous rions quand vos pantins se dressent pour
nous interdire d'avorter (en France, nous e fai-
sons un million-de fols par an), quand vos ma-
rionnettes se penchent sur nos perversités, et
nous enferment. et nous baillonnent. Oui, nous
sommes ce que vous dites, nous sommes pires.
Gar nos armes sont inconnues de vous, fnsoup-
gonnées. Nos cceurs sont plus durs que le cceur
do vos Juges. Nos chants sont plus doux que le
chant des sirénes. Et nous vivons depuis si long
temps, si longtemps.

Quand nous étions petites filles, le pare qui
sommeille en chacun de vous dressait la liste de
ce quiil ne faut pas faire. Nos meres, tremblantes
esclaves, y ajoutalent quelques remarques pure-
ment pratiques. Elles étaient chargées de nous
initier & l'esclavage millénaire. Et nous apprendre
combien nous sentions mauvais, nous étions na-
trellement laides, bruyantes, sales, bétes, mé-
chantes, ainsi qu'elles I'avaient appris pour elles.

Quand nous étions adolescentes, le coctfon qui
sommeille en vous tirait des plans sur la come-
te : et comment nous ferions votre bonheur, un
peu plus vieilles, quand nous baiser n'entraine
rait plus la série de catastrophes en chaines qui
vous guettait alors : brigade des maeurs etc.

Quand nous €tions jeunes femmes, le flic qul
sommeille en vous signait a tour de bras les
contrats de baisage. Nos méres, tendres escla-
ves, nous initiaient & I'art d'aimer, ou comment

vos charrues bienveillantes (mais douleureuses)
ensemenceraient nos sillons.

Mais nous ne croyons plus ces mensonges :
nous avons grimpé aux arbres, nulle foudre ne
s'est abattue. Nous nous sommes aimées, et no-
tre terre est devenue fertile et douce comme une
terre de printemps. nos sillons plus profonds que
vos _sommeils d'aprés I'AMOUR (oh! si pro-
fonds 1)

Et clestld que vous vous perdez. Clest do 1a
que vous ne naitrez plus quand cela sera néces-
saire.

SCUM n'est pas un réve, c'ost Ia tristo réalité,
le monstre engendré par votre précieuse semen-
ce. Oui, nous avons lous les vices : nous avons:
détourns lo fleuve de spermo dont vous nous
abreuviez

Trop tard - les petites filles sont trop grandes,
comme Alice dans I'antichambre du Pays des
Merveilles.

Lamer ne les érode plus, elle les fait de pierre
et de glace. La mer ne les enfouit plus dans le
sable des jours : elle les jette au soleil, au vent,
aux caresses de ['écume neuve. Trop tard pour
ceux qui les voudraient lisses et polies : elles
savent. Il n'a pas été nécessaire de leur conter
I'histoire millénaire de lours esclaves-sceurs
elles n'ont pas appris les chansons d'autrefois :
elles savent.

Elles ne cherchent pas le havre, la douceur,
elles ont enterré I'AMOUR, elles naissent a cha-
que visage ami, sans mensonge ni pitié. Elles
n'ont pas besoin d'apprendre ce que chacune
garde inscrit sur ses levres: le gout du vent. Elles
ne cherchent pas la porte de sortie, elles abat.
tent les murs : les murs des prisons qui sont sur
leur chemin, des mémoires qui les ont oublices.
des refus. des silences. Elles ne s taisant pa
ni ne geignent dans Fombre do leurs maitres.
Les chaines, elles savent bien que c'est d'abord
dans la téte qu'elles sont le plus redoutables.
Les chaines de la téte sont forgées de terreur et
de sang

Ellgs los brisent do leurs mains nues, ensem.
ble, l'une l'autre. Elles s'appellent dans une lan-
que étrange qui vous écorche les oreilles et
gnent leurs cris aux cris de celles qui $e mettent
en marcho.. Et chaque jour des voix Rouvelles
parlent. SCUM est I'une delles, mais SCUM est
le concert tout entier. Nul ne sait o s'arrétera le
vacarme : il est comme un caour qui bat, s'entral-
nant lui-méme.
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Nous qui savons ce qu'étaient le silence et la
peur ancienne, lorsque de telles voix s'élevent
— souffles de nos bouches closes —, nous les
recueillons dans nos mains comme I'écume in-
connue, au bord de I'océan-mere.

Nous les portons sur le lit des enfents, sur
colui des amantes, afin quoublier ne serve a
rien.

Et puis nous revenons sans cesse sur les lieux
de vos crimes, afin qu'il ne vous soit pas possi-
ble de les nier plus longtemps, afin quoublicr ne
serve a rien. Vos proces, vos 10is, vos interdits
n'ont plus cours au bord de I'océan-mere. Vos
voix_ se perdent, si elles ont jamais 6té autre
chose que le grincement des arbres abattus.

SCUM annonce nos tempétes : nous sommes
12, cachees derriére chaque mot, visibles de nous
seules. »

Voulolr, ne pas voulolr, ne change rien & notre
présence. Le rire n'est pius un exorcisme. Chan-
ter dans Ie noir ne préviendra pas le danger qui
vous guette
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3. Exposes. The male's chief delight in life—in so far as
the tense, grim male can ever be said to delight in
anything—is exposing others. It doesn't much matter
what they're exposed as, 5o long as they're exposed; it
distracts attention from himself. Exposing others as
enemy agents (Communists and Socialists) is one of his
favorite exposes, as it removes the source of the threat
to him, not only from himsel, but from the country and,
even further et, from the Western world. The bugs up
his ass aren't in him; they're in Russia.

DISTRUST

Unable to empathize or feel affection or lovalty, being
exlusively out for himself, the male has no sense of fair
play. Cowardly, needing constantly to pander to the
female to win her approval he's helpless without, always
on edge lest his animalism, his maleness be discovered,
always needing to cover up, he must lie constantly. Being
empty, he Kas no honor or integrity; he doesn't know
what those words mean. The male, in short, is
treacherous, and the only appropriate a(itude in a male
society’s cynicism and distrust.

UGLINESS

Being totally sexual, incapable of cerebral or aesthetic
responses, totally materialistic and greedy, the male,

expensiveness,
exclusivity of our

time-consumingness and unfair
higher” educational system.

2. Propaganda _disseminated by insecure male
professionals, who jealously guard their positions, that
only a highly select few can comprehend abstract
scientific concepts.

3. Widespread lack of self-
by the Father system that dis
capable from becoming scient

nfidence brought about
ourages many who are
ts.

4. The bias of the money system for the least creative
becoming scientists. Most scientists come from at least
relatively affluent families where Daddy reians supreme.

5. Lack of automation. There now exists a wealth of
data that, f sorted out and correlated, would reveal the
cure for cancer and several other discases and possibly
the key to lfe itself, but the datas so massive it requires.
high speed computers to correlate it all. The institution
of computers'l be delayed interminably in the male
society, as the male has a horror of being replaced by
machines.

6. The male’s marked preference for “manly” war and
death programs.

7. The money system's insatiable need for new
products. Most of the scientists around who aren’t

“After the elimination of
money, there’ll be no

further need to kill men;

~ they’ll be stripped of the

only power they have over
psychologically indepen-
dent females.”

Great Art,” has

ugly buildings
(both inside and out), ugly decors, billboards, highways,
cars, garbase tricks and, most notably. hia own putrid
self.

HATE AND VIOLENCE

The male’s eaten up with tension, with frustration at
not being female and at not being capable of ever
achieving satisfaction or pleasure ofany kind and—when
he’s not depressed, anxious or bored—with hate, not
rational hate that's directed at those who abuse or insult
you, but irrational, indiscriminate hate, hatred, at
botfom, of his own worthless self.

Gratuitous violence, besides “proving” he's a “Man,”
serves as an outlet for his hate and, in addition, the male,
being capable only of sexual responses and needing very
strong stimuli to stimulate his half-dead self, provides
him with a little sexual thrill

DISEASE AND DEATH

All discases are curable, and tlte aging process and
death are due to disease; ', therefore, possible to never
age and tolive forever. In fact, the problems of aging and
death could be solved within a few vears, if an all-out,

i assault were made on the problem.
This, however, won't occur within the male society

because of:

1. The
from  sci

discouragement of many potential scientists
ntific careers by the rigidity, boringness,

working on death programs are tied up by corporations
developing and testing just things.

8. The many male scientists who shy away from
biological research because of a horror of the male being
discovered to be a highly incomplete female.

KRR KKK KK KKK W

Incapable of a positive state, of happiness, the only
thing that can jusfify one’s existence, the male’s, at best,
relaxed, comfortable, neutral, and this condition’s
extremely_short-lived, as boredom, a negative state,
soon sets in; he's, therefore, doomed to an existence of
suffering relieved only by occasional, fleeting splatches
of restfulness, and he can achieve that state only at the
expense of some female; the male’s by his very nature a
leech, an emotional parasite, and, therefore, isn't
ethically entitled to both live and prosper, as no one has
the right to live at someone else's expense. Just as
humans have a prior right to existence over dogs by.
Virtue of being more highly evolved, more aware, havinga
superior consciousness. 50 women have a prior right to
existence over men.

‘However, this moral issue will eventually be rendered
academic by the fact that the male’s gradually eliminating
‘himself. In addition (o engaging in the time-honored and
classical wars and race riots, men are more and more
cither becoming dragaueens or obliterating themselves
through drugs. The female, whether she likes it or not,
will eventually. take complete charge, if for no other
reason but because shell have to—the male, for
proactical purposes, won't exist. Accelerating this trend
is the fact that more and more males are acquiring
enlightened self-interest; they're coming more and more.

to see that the female interest is their interest, that they
can most nearly live only through the female and that the
more the female’s encouraged (o live, to fulfill herself, to
be a female and not a male, the more nearly he lives; he’s
coming to see it's easier and more satisfactorv to live
through her than to try to become her, than to try to usurp.
her qualities, claim them as his own, push the female
down and claim she's a male. The fag, who accepts his
maleness, that is, his passivity and total sexuality, his
femininity, is also best served by women being fruly
female, as it would then be easier for him to be male,
feminine. If men were wise, they'd seek to really become.
female, would dointensive biological research that'd lead
to men, by means of operations on the brainand nervous.
system, being able to be transformed psychically into
women.

Whether to continue to use females for reproduction
or to produce in the lab'll also become academic: what'll
happen when every female of child-bearing age is
routinely using contraceptives and aborting any
accidents? How many women'll deliberately get or (if an
accident) remain pregnant? No, Virginia, women don't
just adore being broodmares, despite what the mass of
semi-conscious women'll say. When society consists
only of the fully conscious the answer'll be none. Should
then, a certain percentage of women be setaside by force
to serve as brood-mares for the species? This, obviously,
won't do. The answer i lab reproduction of babies. *

As for the issue of whether or not to continue to
reproduce males, it doesn't follow from the male’s, like
disease, having always existed among us he should
continue to exist. When genetic control's possible—and
it soon will be—it goes without saying we should produce
only whole, complete beings, not produce any physical
defects or deficiencies, including emotional deficiencies,
maleness. Just as the deliberate production of blind
people would be highly immoral, so would be the
deliberate prouction of emotional cripples.

Why produce even females? Why should there be
futurs sunerations? What thels parpose o ts?Even
without their being eliminated, why reproduce? Why
should we care what happens when we're dead? Why
should we care that there’s no younger generation to
succeed us?

So eventually the naturai course of events, of social
evolution, will lead to total female control of the world
and, subsequently, to the cessation of the production of
males and, ultimately, to the cessation of the production
of females.

But SCUM's impatient; SCUM isn't consoled by the
thought that future generations'll thrive; SCUM wants to
grab some thrilling living foritself. And, ifa large majority
of women were SCUM, they could acaxire complote
control of this country within a few weeks simply by
withdrawing from the labor force, thereby paralyzing the
entire nation. As additional steps, any one by itself
sufficient to completely disrupt the’ economy and
everything else, they would declare themselves off the
‘money system, stop buying, just lootand simply refuse to
obey all laws they don't care to obey. The police force,
National Guard, Army, Navy and Marines combined
couldn't squelch a rebellion of over half the population.
particularly when it's made up of people they're utterly
helpless without. If all women simply left men, the
government and the national economy would completely
collapse. Even without leaving them, women, i they were
aware of the extent of their superiority to and power over
men, could effect a total submission of the males to the
females, In a sane society the male would trot obediently
along after the female. The malc's docile and easily led,
casily subjected to the domination of any female who
cares to dominate him. The male, in fact, wants
desperately to be led by females, wants Mama in charge,
wants to abandon himselfto her care. But this isn'ta sane
society, and most women aren't even dimly aware of
where they're at in relation to men.

The conflict, therefore, isn't between females and
males, but between SCUM—dominant, secure, self-
confident, nasty, violent, selfish, independent, proud,
thrill-seeking, {free-wheeling; arrogant females, who
consider themselves fit o rule the universe, who have
free-wheeled to the limits of this society and are ready to
‘wheel on to something far beyond what it has to offer—
and “nice,” passive, accepting, “cultivated,” subdued,
dependent, scared, mindless, insecure, approval-seeking
Daddy’s Girls; who can't cope with the unknown; who
want to continue to wallow in the sewer that's, at least,
familiar; who want to hang back with the apes; who feel
secure only with Big Daddy standing by, with a big,
strong man to lean on and with a fat, hairy face in the
White House; who are too cowardly to face up to the
hideous reality of what a man, what Daddy, is; who have
cast their lot with the swine; who have adapted
themselves (o animalism, feel superficially comfortable

ith it and know no other way of life; who have reduced
their thoughts and sights to the male level; who, lacking
sense, ima n and wit can have value only in a male
society; who can have a place in the sun,or, rather, in the
slime, only as soothers, ego boosters, relaxers and
breeders; who are dismissed as inconsequents by other
females; who project their deficiencies, their maleness,
onto all females and see the female as a worm.

But SCUM’s to0 impatient o hope and wait for the
enlightenment of millions of assholes. Why should the
funky females continue (o plod dismally along with the
dull male ones? Why should the fates of the groovy and
the creepy be intertwined? Why should the active and
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SCUM MANIFESTO

INTRODUCTION

The first edition of SCUM Manifesto was my photo-offset
edition published in October, 1967. Then, against my wil,
Maurice Girodias's Olympia Press publisheditin August, 1968.

Resigned to Girodias's ownership of SCUM Manifesto, Isent
him in carly 1968, s he, himself, says in his preface to his
edition of SCUM Manffesto, a lst of corrections I wanted
‘made, but he made none of them. He did, however, make
many other changes in wording (not ideas, except for the itle)
—for the worse, starting with the ttle, which he chanaedtothe
oxtraordinarily tasteless S.C.UM. (Society for Cutting Up
'Men) Manifesfo. Besides the obviously deliberate changes, the
text was full of what many would label typographical errors:
words and even extended partsof sentencesleft out, rendering
the possages they shouldve been in incoherent. The
“typographical errors” were repeated in Olympia Press's
second edition (1970).

Olympia Press went bankrupt and the publishing rights to
SCUM Manifesto reverted to me.

This is the SCUM Maniesto that would've been publishedin
1968, if I'd had my way.

Valerie Solanas
May, 1977

SCUM MANIFESTO
by
VALERIE gOLANAS

‘This society being, at best, an utter bore and no aspect
of society being at all relevant to women, there remains
o civic-minded, responsible, thrill-seeking females only
10 overthrow-the government, eliminate_the money.
system, institute complete automation and eliminate the
male sex.

Since it's now technically possible to reproduce
‘without the aid of males (or, for that matter, females) and
to produce only females, retaining the male hasn't even
the dubious purpose of reproduction.

The male’s a biological accident: the y (male) gene’s an
incomplete x (female) gene, that is, has anincomplete set
of chromosomes. In other words, the male’s an incom.
plete female, a walking abortion, aborted at the gene
stage. To be male’s to be defi mally
maleness is a deficiency disease and males are emotionai
cripples! The male’s completely egocentric, is trapped
inside himself,is incapable of empathizing o identifying
with others, of love, affection, friendship or tenderness.
He's a completely isolated unit, incapable of rapport with
anyone. His enthusiasms are entirely animal, visceral,
not mental, cerebral; his intelligence is a mere tool in the
service of his drives and needs; he’s incapable of mental
passion, mental interaction; he can't relate to anything
other than his own physical sensations. He's a half dead,
unresponsive lump, incapable of cither giving or
receiving pleasure or happiness, and, consequently, he's
at best, an utter bore, an inoffensive blob, as only those
capable of absorption in others can be charming. He's
trapped in a twilight zone halfway between humans and
apes, andis far worse off than the apes, because he’s, first
of all, capable of a large array of negative feelings the

—hate, jealousy, contempt, disgust, guili,
isqrace, doubt—and, secondly, he's aware of
what he is and isn't.

Although completely physical, the male's unfit even for
stud service, for, even assuming mechanical proficiency,
which few men have, he's, first of all, incapable of
zestully, lustfully tearing off a piece, but is rather eaten
up with uilt, shame, fears and insecurities, feelings
rooted in male nature, which the most enlightened
training can only minimize; secondly, the physical feeling
he attains is next to nothing; and, thirdly, he’s not
empathizing with his partner, but is obsessed with how
he’s doing, turning in an A performance, functioning well,
doing a g0od plumbing job. To call a man an animal’s to
flatter him; he's a machine, a walking dildo. Its often said
men use women. Use them for what? Surely not pleasure.

Eaten up with guilt, shame, fears and insecurities and
obtaining, if he's lucky, a barely perceptible physical
feeling, the male’s, nonetheless, obsessed with screwing;
hell swim a river of snot, wade nostril-deep throush a
mile of vomit, if he thinks there'll be a friendly pussy
awaiting him: he'll screw a woman he despises, any filthy,
toothless hag, and, further, pay for the opportunity. Why?
Relieving  physical tension isn't the answer, as

‘masturbation suffices for that. It's not to conquer; that
doesn’t explain screwing corpses and babies.
Completely egocentric, unable (o relate, empathize or
identify and consisting of a pervasive, diffuse sexuality,
the male’s psychically passive. He hates his passivit

he projects it onto women, defines the male as active,
then sets out to prove he s ("prove he'saMan"). His main
means of attempting to prove it is screwing (BigMan with
aBig Dick tearing off a Big Piece). Since he's attempting
to prove an ervor, he must “prove” it again and again.
Screwing, then, is a desperate, compulsive attempt to
prove he's not passive, notawoman; but he s passiveand
does want to be a woman. Being an incomplete female,
the male spends his life attempting to complete himsell,
become female. He attempts to do this by constantly
seeking out, fraternizing with and trying to live through

“To be male’s to
be deficienty emo-
tionally limited; male-
ness is a deficiency
disease and males are

emotional cripples.”

and fuse with the female and by claiming as his own all
female characteristics—emotional strength and
independence, forcefulness, dynamism, decisiveness,
coolness, objeétivity,assertiveness, courage, integrity,
vitality, intensity, depth of character{ grooviness, etc.

and projecting onto women all male_traits—vanity,
frivolity, triviality, weakness, etc. (It should be said,
though, the male has one glaring area of superiority over
the female—public relations. He's done a brilliant job of
convincing millions,of women that men are women and
women are men) The male claim that females find
fulfillment through motherhood and sexuality reflects
what males think they'd find fulfilling if they were female.
Women, in other words, don't have penis envy; men have
pussy envy. When the male accepis his passivity, defines
himself as a woman (Males as well as females think men
are women and women are men) aid becomes a
transvestite he loses his desire to screw (or to do

anvthing clse, for that matter: he fulfills himself as a
dragqueen) and gets his cock chopped off in hopes of
deriving a continuous, diffuse sexual feeling from “being
a woman.” Screwing is, ior a man, a defense against his
desire to be female. Sex s, itself, a sublimation.

The male, because of his obsession to compensate for
not being female combined with his inability to relate and
feel compassion, has made of the world a shitpile. He's

responsible for:
WAR

The male’s normal method of compensation for not
being female, namely, getting his Big Gun off, being
grossly inadequate, as he can get it off only averylimited
number of times, he gets it off on a really massive, grand
scale, and proves to the entire world he's a “Man.* Since
he has no compassion o ability to empathize or identify,
proving it's worth an endless amount of mutilation and
suffering and an endless number of lives, including his
own—nhis own live being worthless, he'd rather gooutina
blaze of glory than plod grimly on for fifty more years.

“NICENESS,” POLITENESS AND “DIGNITY”

Every man, deep down, knows he's aworthless piece of
shit. Overwhelmed by a sense of animalism and deeply
ashamed of it, wanting, not to express himself, but to hide
from others his total physicality and total eqocentricity
and having a crudely constructed nervous system easily.
aroused by the least display of emotion or feeling, the
male tries to enforce a perfect blandness by a “social”
code consisting of “copulate,” “sexual congress,” “have
relations with” (To men ' “sexual relation: a
redundancy,), and of stilted manners, the suit on the
chimp.

MONEY, MARRIAGE AND PROSTITUTION,
WORK AND PREVENTION OF
AN AUTOMATED SOCIETY

There’s no human reason for money o for anyone to
work more than two or three hours a week at the very
‘most. All non-creative jobs (practically alljobs now being
done) could've been automated away long ago, and in a
moneyless society everyone can have as much of the
best of everything as one wants. But there are non-
human, male reasons for maintaining the money-work
system:

1. Pussy. Despising his highly inadequate self,
overcome with intense anxiety and a deep, profound
loneliness when by his empty self, desperate (o attach
himself to any female in dim hopes of completing himself,
in the mystical belief that by touching gold he'll turn to
gold, the male craves the continuous companionship of
women. The company of the lowest female’s prefereable
to his own or that of other men. But females, umless very
young or very sick, must be coerced or bribed into male
company.

2. Supply the non-relating male with the delusion of
usefulness, enable him to try to justify his existence by
digging holes and filling them up. Lelsure time horrifies
the male, who'll have nothing to do but contemplate his
grotesque self. Unable to relate or lové, the male must
work. Females crave absorbing, emotionally satisfying,
‘meaninaful activity, but lacking the opportunity or ability
for this, they prefer to idle and waste away their time in
ways of their own choosing—slecping, shopping,
bowling, shooting pool, playing cards, breeding, reading,
walking around, daydreaming, eating, playing with
themselves, popping pills, going to the movies, getting
analyzed, boozing, traveling, raising dogs and cats,
lolling on the beach, swimming, watching T.V., listening
to music, decorating their houses, gardening, sewing,
night-clubbing, dancing, , “improving their minds”
(taking courses), absorbing “culture” (lectures, plays,

—& concerts, “art” movies)—therefore, many females would,

even assuming complete economic equality between the
sexes, prefer living with males or peddling their asses on
the street, thereby having most of their time for
themselves, to spending many hours of their days doing
boring, stultifying, non-creative work for somebody else,
functioning as less than animals, as machines, or, at
best—if able to get a “good” job—co-managing the
shitpile. What willliberate women, therefore, from male
control is the (otal elimination of the money-work
system, not the attainment of economic equality withi
it.

3. Power and Control. Unmasterful in his personal
relations with women, the male attains to general
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imaginative consult the passive and dull on social policy?
Why should the independent be confined to the sewer
along with the dependent who need Daddy to cling to?
There's no reason.

A small handful of SCUM can take over the country
within a vear by systematically fucking up the system,
selectively destroying property and murder:

SCUMII become members of the unwork force, the
fuck up force; they'l get jobs of various kinds and
unwork. For example, SCUM salesgirls won't charge for
merchandise; SCUM (elephone operators won't charge
for calls; SCUM office and factory workers, in addition to
fucking up their work, will secretly destroy equipment.
SCUMIll unwork at a job until fired, then get a newjob to
unwork at.

SCUMII forcibly relieve busdrivers, cabdrivers and
subway token sellers of their jobs and run busses and
cabs and dispense tokens to the public for free.

SCUMIl destroy all useless and harmful objects —cars,
store windows, “Great Art,” etc.

Eventually SCUM'll take over the airwaves—radio and
T.V. networks—by forcibly relieving of theirjobs all radio
and TV employees who would impede SCUM's entry
into the broadcasting studios.

SCUMII kill all men not in the Men's Auxiliary of
SCUM. Men in the Men's Auxiliary are those men who're
working diligently to eliminate themselves, men who,
regardless of their motives, do good, men who're playing
ball with SCUM. A few examples of the men in the Men’s
Auiliary are:

Men who kill men
Biological _ scientists working on _constructive
programs, as opposed to biological warfare.
Writers, editors, publishers and producers who
disseminate and promote ideas that'lllead to the.

achievement of SCUM'’ goals.

Faggots, who by their shmmering, flaming example
encourage other men to de“Man” themselves.
and, thereby, make themselves relatively
inoffensive.

Men who consistently give money and things away
and provide free services.

Men who teltlikeitis—so far not one everhas —who
‘put women straight, who reveal the truth about
theimselves, who give the mindless male females
correct statements o parrot, who tell them a
‘woman’s primary goal in e should be to squash
the male sex (To aid men in this endeavor
SCUMII conduct Turd Sessions, at which every
male presentll give a speech beginning with the
sentence: P'm a urd, a lowly, abject turd,” then
proceed toTist ail the ways mwhich he's so. His
reward for 50 doingll be the opportunity. to
fraternize after the session for a whole solid hour
with the SCUM whol be presen. “Nice,” clean:
living male women'll be invited to the sessions to
help clarify any doubts and misunderstandings
they may have about the male sex).

Maliers and promoters of sex books, movies, etc.,
who are hastening the day when all that'l be
shown on the screen’llbe Suck and Fuck (Males,
ke the rats following the Pied Piper, will be lured
by Pussy to their doom, will be overcome and
submerged by and will cventually drown in the
passive flesh they are).

Drug pushers and advocates, who are hastening the
dropping out of men.

ecessary but not asufficient condi

the Men's Auxiliary. Besides doing

good, to save their worthless asses men must avoid evil.

A few examples of the most obnoxious or harmful types
are:

Rapists.

Politicians and all who are in their service.

Lousy singers, composers and musicians,

Chairmen of Boards.

Breadwinners.

Landlords.

Ouwners of greasy spoons and restaurants and stores
that play Musak.

“Great Atists.”

Cheap pikers and welchers.

‘Cops who bust and prosecuters who prosecute and
judges who sock time (0 drug and gambling law
violators, _prostitutes, pomo people and
committers of crimes against corporations,

Tucoons.

Scientists working on death and destruction
programs or for private industry.

Liars and phonies.

Real Estate men.

Stock brokers.

Men who speak when they have nothing to say.

Litter bugs.

Plagiarizers.

Men who in the slightest way harm any female.

Al men in the advertising industry.

Psychitrists and clinical psychologits.

Men who act on the belef they're entitied to the
company of strange’ females they happen to
encounter

Censors on both the public and private level.

All members of the armed forces, including draftecs.

In the case of a man whose behavior falls into both the
g00d and bad categorics, an overall subjective

evaluation of him'll be made to determine if his beha-
vior's, on balance, good or bad.

It's most tempting to pick off the female “Great
Artists,” liars, phonies, etc. along with the men, but that'd
be inexpedient, as it wouldn't be clear to most of the
public the female killed was a male.

Dropping out isn't the answer; fucking up is. Most
women are already dropped out; they were never in.
Dropping out gives control o those few who don't drop.
out; dropping out’s exactly what the rulers want; it's to
play into the hands of the enemy; it's o strengthen the
system, not undermine it, as the system's based entirely
on the non-participation, passivity, apathy and non-
involvement of the mass of women. Dropping out,
however, is an excellent policy for men, and SCUMII
enthusiastically encourage it.

Looking inside yourself for salvation, contemplating
your navel, isn't, as theDrop Out people would have vou
believe, the answer. Happiness lies outside yourself, is
achieved through interacting _with others. ~Self-

forgetfulness should be one’s goal, not self-absorption.
‘The male, capable of only the laiter, makes a virtue of an

“If SCUM ever
marches, it’ll be
over the President’s
face; if SCUM ever
strikes, it’ll be in
the dark with a six
inch blade.”

irremediable fault and sets up self absorption, not only as.
a good, but as a Philosophical Good, and, thereby, gets
credit for being decp.

SCUM won't picket, demonstrate, march or strike to
attempt to achieve its ends. Such tactics are for “nice,”
senteel ladies who scrupulously take only such action as
is quaranteed to be ineffective. In addition, only decent,
clean-living, male women, highly trained in submerging
themselves in the species, act on a mob basis. SCUM
consists of individuals, SCUM isn'tamob, a blob. Only as
many SCUMII do a job as are needed for the job. Also,
SCUM, being cool and selfish, won't subject itself to
getting rapped on the head with billy clubs; that's for the
“nice,” “privileged,” “educated” ladies with a high regard
for and touching (aith in the essential goodness of Daddy
and policemen. If SCUM ever marches, itll be over the
President’s face; if SCUM ever strikes, itll be in the dark
with a six inch blade.

SCUMIi always operate on a criminal as opposed toa

ivil disobedience basis, that is, as opposed to openly
g the law and going (0 jail in order fo draw
n to an injustice. Such tactics acknowledge the
ightness of the overall system and are used only to
modify it sliahtly, change specific laws. SCUM's against
the entire system, the very idea of law and government
SCUM's out to destroy the system, not attain certai
rights within it. Also, SCUM—always selfish, always
cool—will always aim to avoid detection and punishment.
SCUMII always be furtive, sneaky, underhanded
(although SCUM murders'llalways be known to be such).

Both destruction and killingll be selective and

criminate. SCUM’s against half-crazed,

no clear objective in mind, and
in which many of your own kind are picked off. SCUMI
never instigate, encourage or participate in riots of any
kind or any other form of indiscriminate destruction
SCUMII cooly, furtively, stalk its prey and quietly move
in for the kil Destruction, further, will never be such as
10 block off routes needed for the transportation of food
and other essential supplics, contaminate or cut off the
water supply, block streets and traffic to the extent that
ambulances can't get through or impede the fuctioning of
hospitals.

SCUMII keep on destroving, looting, fucking up and
killing until the money-work system no longer exists and
automation’s completely. instituted or until enough
women co-operate with SCUM to make violence
unnecessary (o achieve these goals, that is, until enough
women either unwork or quit work, start looting, leave
men and refuse to obey all laws inappropriate to a truly
civilized society. Many women'l fall into line, but many
others, who surrendered long ago to the enemy, who are
50 adapted to animalism, (o maleness, that they like
restrictions and restraints, don't know what to do with
freedom, will continue {o be toadies and doormats, just
as peasants in rice paddies remain peasants in rice
paddies as one regime topples another. A few of the more.
volatile will whimper and sulk and throw their toys and
dishrags on the floor, but SCUMII continue to
steamroller over them.

A completely automated society can be accomplished
very simply and quickly once there’s a public demand for
it. The blueprints for it are already in existence, and its
constructionll only fake a few weeks with millions of
people working at it. Even though off the money system,
evervone'll be most happy to pitch in and get the
automated society built; itl mark the beginning of a
fantastic new era, and therell be a celebration
atmosphere accompanying the construction.

‘The elimination of money and the complete institution
of automation are basic to all other SCUM reforms;
‘without these two the others can't take place; with them
the others'l take place very rapidly. The governmentll
automatically collapse. With complete automationit'l be
possible for everyone (o vote directly on every issue by
means of an electronic voting machine in the house.
Since the government's occupicd almost entirely with
requlating economic affairs and legislating against purely
private matters, the elimination of money and witht the
elimination of the domination of males, who wish to
legislate “morality,” will mean there’ll be practically no
issues to vote on.

After the climination of money therell be no further
ieed tokili men; theylive stripped oi the only power they
have over psychologically independent females. They Tl
be able to impose themselves only an the doormats, who
like to be imposed upon. The rest of the women'll be busy
solving the few remaining unsolved problems before
planning their agenda for cternity and Utopia—
completely revamping educational programs so that
millions can be trained within a few months for high level
intellectual work that now requires vears of training
(This can be done very easily once our educational goal’s
to educate and not to perpetuate an academic and
intellectual elite); solving the problems of diseas
age and death and completely redesigning our c;
living quarters. Many women'll for awhile continue to
think they dig men, but as they become accustomed to
female society and as they become absorbed in their
projects, they'l eventually come to see the utter
uselessness and banality of the male.

The few remaining men can exist out their puny davs
dropped out on drugs o strutting around in drag or
passively watching the high-powered female in action,
fulfilling themselves as spectators, vicarious livers* or
breeding in the cow pasture with the toadies or they can
go off {o the nearest friendly neighborhood suicide
center where theyll be quietly, quickly and painiessly
gassed to death.

Prior to the institution of automation, o the
replacement of males by machines, the male should be of
use to the female, wait on her, cater to her slightest whim,
obey her every command, be totally subordinate to her,
exist in perfect obedience to her will, as opposed to the
completely warped, degenerate situation we have now of
men, not only existing at all cluttering up the world with
their presence, but being pandered to and groveled
before by the mass of females, millions of women piously
worshipping the Golden Calf, the dog leading the master
on the leash, when, in fact, the male, short of being a
dragqueen, s least miserable when his dogginess is
recognized—no_unrealistic emotional demands are
made of him and the completely together female’s calling
the shots.

The sick, irrational men, who try to deny. their
subhumanity, when they see SCUM barreling down on
them, will cling in terror o Big Mana with her Big Bouncy
Boobies, but Boobies can't protect him against SCUM;
Big Mamall be clinging to Big Daddy, who'll be in the
corner forcefully, dynamically shitting his pants. Men
who're rational, however, won't kick or struggle or raisea
distressing fuss, but just sit back, relax, enjoy the show
and ride the waves to their demise.

41t be electronically possible or him 1o unein (o ny specic female

e wants to and follow in detail her every thought and fooing. The
fomoles kindl, obligingly consent to his, as it won't hurt them in the
Slightest and i('s a marvelously kind and humane way to treat their
unfortunate, handicapped fellow beings
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masterful by the manipulation of money and of
everything and everybody controlled by money, in other
words, of everything and everybody.

4. Love substitute. Unable to give love or affection, the
male gives moncy. It makes him feel motherly. The
‘mother gives milk; he gives bread. He's the Breadwinner.

5. Provide the male with a goal. Incapable of enjoying
the moment, the male needs something to look forward
to, and money provides him with an eternal, never-
ending goal: Just think what you could do with 80 trillion
dollars—Invest itl And in three years time you'd have 300
trillion dollars!l!

6. Provide the basis for the male’s major opportunity to
control and manipulate—fatherhood.

FATHERHOOD AND MENTAL ILLNESS
(fear, cowardice, timidity, humility,
insecurity, passivity)

Mother wants what's best for her kids; Daddy only.
wants what's best for Daddy, that is, peace and quiet,
pandering to his delusion of dignity (‘respect’), a good
reflection on himself (status) and the opportunity to
control_and manipulate, or, if he’s an “enlightened”
father, “give guidance.” His daughter, in addition, he
wants sexually—He gives her hand in marriage; the other
part’s for him.

Daddy, unlike Mother, can never give in to
he must at all costs preserve his delusion of de
forcefulness, always-rightness and strength.

Never gefting one’s way leads to lack of self-
confidencein one’s ability to cope with the worldand toa
passive acceptance of the status quo. Mother loves her
kids, although she sometimes gets angry, but an
blows over quickly and even while existing doesn't
preclude love and basic_acceptance. Emotionally
diseased Daddy doesn't love his kids; he approves of
them—if they're “good,” that is, if they're ni
“respectful,” obedient, subservient to his will, quiet and
not given to unseemly displays of temper that would be
most upsetting to Daddy's easily aroused male nervous
system, in other words, if they're passive vegetables. If
they're not "good,” he doesn't get angry— not if he's a
modern, “civilized” father (The old-fashioned ranting,
“raving brute’s preferable, as he's so ridiculous as to be
casily despised)—but rather expresses disapproval, a
state that, unlike anger, endures and precludes a basic
acceptance, leaving the kid with a feeling of
worthlessness and a lifelong obsession to be approved
o, with a resulting fear of independent thought as this

leads to uncoventional, disapproved of opinions and
ways of

For the kid to want Daddy’s approval it must “respect”
Daddy, and, being garbage, Daddy can insure he's

“respected” only by remaining aloof, by distantness, by
acting on the' precept: “Familiarity breeds contempt,”
which is, of course, true, if one's contemptible. By being
distant_and aloof, he's able to remain unknown,
mysterious, and, thereby, to inspire fear (“respect’).

Disapproval of emotional “scenes” leads to fear of
strong emotion, fear of one’s own anger and hatred and
102 fear of facingreality, as facing it leads atfirst to anger
and hatred. Fear of anger and hatred combined with a
lack of self-confidence in one’s ability to cope with and
change the world/or even to affect in the slightest way
one’s own destiny leads to a mindless belief that the
world as it is and one’s position in it are really nice and
that the most banal, trivial amusements are great fun and
deeply pleasurable.

The effect of Fatherhood on males, specifically, is to
‘make them “Men,” thatis, highly defensive of allimpulses
to passivity, faggotry and of desires to be female. Every
boy wants to imitate his mother, be her, fuse with her, but
Daddy forbids this; he's the mothex; he gets to fuse with
her. So he tells the boy, sometimes directly, sometimes
indirectly, to not be a sissy, to act like a “Man.” The bov,
scared shitless of and “respecting” his father, complics,
and becomes just like Daddy, that model of “Manhood"—
the all-American heterosexual dullard.

The effect of Fatherhood on females is to make them
male—dependent, passive, domestic, animalistic, “nice,”
insecure, approval and security seekers, cowardly,
humble, “respectful” of authorities and men, closed, not
fully responsive, half dead, trivial, dull, conventional,
flattened out and thoroughly contemptible. Daddy’s Girl,
always tense and fearful, uncool, unanalytical, lacking
objectivity, appraises Daddy and, thereafter, other men
against a background of fear (‘respect”) and isn't able to
see the empty shell behind the aloof facade, but accepts

the male definition of himelf as superior, as a female, and . son
of herself, as inferior, as a male, which, thanks to Daddy, *

she really is.

It's the widespreadness of Fatherhood, resulting from
increased and more widespread affluence Fatherhood
needs to thrive, that has caused the general increase of

ANIMALISM
(domesticity and motherhood)
AND SUPPRESSION OF INDIVIDUALITY

The male’s just a bundle of conditioned reflexes, is
incapable of a mentally free response, is tied to his early.
conditioning, is_determined completely by his past
experiences. His earliest experiences are with his
‘mother, and he's throughout his life tied to her. It never
becomes completely clear to the male he's not part of his
mother, that he’s him and she’s her.

His greatest need's to be guided, sheltered, protected
and admired byMama (Men expect women to adore what
men shrink from in horror—themselves), and, being
completely physical, he yearns to spend his time-~that's
not spent “out in the world” grimly defending against
passivity—in wallowing in basic animal activities—
eating, sleeping, shitting, relaxing and being soothed by
Mama.

Passive, rattle-headed Daddy's Girl, ever ea
approval, for a pat on the head, for the “respect”
passing piece of garbage, is easily reduced to Mama,
mindless administrator (o physical needs, soother of the
weary, apey brow, booster of the puny ego, appreciator
of the contemptible, a hot water bottle with tits. The

himself, of course, the most important functions—
doctor, president, scientist—thereby providing himself
‘with an identity, if not individuality, and tries to convince
himself and women—he's succeeded best at convincing
women—that the female function's to bear and raise
children and relax, comfort and boost the ego of the
male, that her function’s such as to make the most
together female interchangeable with the least.

In actual fact, the female function's to explore,
discover, invent, solve problems, crack jokes, make
music—all with love. In other words, create a magic
world.

‘The male function’s to produce sperm. We now have

‘sperm banks.
PREVENTION OF PRIVACY

Although the male, being ashamed of what he his and of
almost everything he does, insists on privacy, secrecy in
all aspects of his life, he, yet, has no real regard for
privacy. Being empty, not being a complete, separate
being, having no individuality, no self to groove on and
needing to be constantly in female company, he sees
nothing at all wrong in intruding himself on any woman's,
even a tofal stranger's, thoughts anywhere at any time,
but rather feels indignant and insulted when put down for
doing 50, as well as confused — he can't for theife of him.

“The most important
activity of the commune,
the one on which it’s
based, is gangbanging.”

reduction to animals of the women of the most backward
segment of society—the “privileged,” “educated” middle
and upper classes, the backwash of humanity—where
Daddy reigns supreme, has been so thorough they try to
groove on labor pains and lie around in the most
advanced nation in_the world in the middle of the
iwentieth century with babies chomping away on their
tits. It's not for the kids’ sake, though, the “experts” tell
women Mama should stay home and grovel in animaliém,
but for Daddy’s; the tit's for Daddy to hang onto; the la-
bot pains for Daddy to vicariously groove on (Half dead,
he needs awfully strong stimuli to make him respond).
Reducing the female to an animal, to Mama. to a male,
is necessary for psychological as well as practical rea-
: the male’s a mere member of the species, Inter-
changeable with every other male, every other dick. He
has no decp-seated individuality (sense of distinctness,
psychological self-sufficiency, self-containment), which
stems from what intrigues you, what putside yourselfab-
sorbs you, what outside yourself you're in relation to.

mindlessness—as evidenced by, for example, theincreasc. Completely self-absorbed, capable of being in relation

in breast feeding, natural childbirth, church going—and
the decline of women in the United States since the early
part of the century. The close association of affluence
with Fatherhood has led, for the most part, to only the
wrong girls, namely, the “privileged,” middle and upper
class ones, getting “educated.’

The effect of Fathers, in sum, has been to corrode the
world with maleness. The male has a negative Midas
Touch—everything he touches turns to shit.

only to their bodies and physical sensations, males differ
from eachiother only to the degree and in the ways they
attempt to defend against their passivity and against
their desire to be female.

The female’s individuality, which he’s aware of, but
which he doesn't comprehend and isn't capable of
relating to, frightens and upsets him and fills him with
envy, 5o he denies it in her and proceeds to define
everyone in terms of a function or use, assigning o

understand why anyone would prefer so much as one
minute of solitude to the company of any creep around.
Wanting to become a woman, he strives to be constantly
around females, the closest he can get to becoming one,
s0 he created a society based on the family—a male-
female couple and their kids (the excuse for the family's
existence), who live virtually on top of one another,
scrupulously violating the female's rights, privacy and

sanity.
ISOLATION, SUBURBS AND
PREVENTION OF COMMUNITY

Our society isn't a community, but merely a collection
ofisolated family units. Desperately insecure, fearing his
woman'll leave him if she’s exposed to other men or to
anything remotely resembling life, the male seeks to
isolate her from other men and from what little
clvilization there s, 50 he moves her out to the suburbs,a
collection of self-absorbed couples and their kids.

Isolation, further, enables him to try to maintain his
pretense of being an individual by being a “rugged
individualist,” a loner, equating non-cooperation and
solitariness with individuality.

And there’s yet another reason for the male to isolate
himself: every man's an island. Trapped inside himself,
emotionally isolated, unable to relate, the male has &
horror of civilization, people, cities, situations requirin
an ability to understand and relate to people, 50, like a
scared rabbit, he scurries off, dragging Daddy’s littl~
asshole along with him, to the wilderness, the sut
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Mon Pére,

Cessez de vous troubler, vous n'étes point trahi.

Quand vous commanderez, vous serez obéi.

RAGINE (Iphigénie)

Valérie, voulezvous finir immédiatement ce
chahut ot laisser votre pere dormir tranquille ?
Regardez votre sceur Iphigénie : voila ce que
nous attendons d'une enfant obéissante. Au Sa-
crifice sans une larme, pauvre agneau que nous
pleurons tous, pauvre douce beauté dont le sang
partagea les fiots du sang dans lequel nous avons
lavé sa mort, Iphigénic vous montre du dolgt au-
dela du fleuve Styx.

Et d'abord qu'est.ce que vous avez & vous agi-
ter ainsi 7 C'est une tenue pour une petite fille,
ces chaussettes sans élastiques et Ge jean sale 7
Et vous avez grimpé aux arbres, nous vous
I'avions bien défendu. Et vous avez craché dans
I'eau, fille perdue |

Croyez-vous que nous ne vous aimons pas ?
Cest pour votre bien que nous vous punissons.
Crois-tu que je ne taime pas ? C'est pour ton
bien que Je te fais I'amour. Valérie, regarde-mol,
Je suis si beau quand je te baise |

Et sur ce drapeau, premier déchet de I'hom-
me sur la lune, jurons notre foi éternelle aux va-
leurs qui ont fait la grandeur de notre civilisation,
Travail-Famille-Patrie, KinderKiiche Kirche, In
God we trust... Répétez aprés moi : Je crois en
Dieu, LE PERE TOUT-PUISSANT...

Eh bien, vous n'avez plus de langue ? On ne
I'aurait pas cru a lire votre manifeste : vous
I'aviez bien pendue alors. Docteur, vous n'avez
pas administré trop de calmants 2 il faut qu'elle
puisse répondre de ses crimes.

Accusée Valérie Solanas, levez-vous |

Nous nous léverons, ma sceur, de ce banc qui
est notre berceau et notre fosse commune, et il
ne sera plus question de toucher un cheveu de
ta téte sans qu'ils y perdent leur scalp. Les fem-
mes qui ne s'endorment pas au doux reflet de
leur miroir, qui ne savent pas les paroles des
antiques berceuses, et ont oublié les recettes de
grand'mére, celles-1a liront SCUM et s'y regar-
deront. D'autres prépareront les autodafés.

Toutes y reconnaitront leurs fantasmes.

Les femmes ne font pas la guerre : elles font
des enfants males qui font la guerre. Les fem-
mes ne font pas I'amour : elles font des enfants
males qui leur font 'amour en pensée, bien sr.

En pensée les hommes capturent, ligotent, dé-
chirent, blessent, violent, tuent les femmes.
Dans nos sociétés, on appelle ca des fantasmes.
Les chefs d'aauvres de notre culture sont- la fait
d'hommes qui ont gravé dans la plerre, sur le
papier, dans I'espace, leurs fantasmes de viol et
de meurtre. Viol et meurtre des femmes, natu-
rellement. Le septiéme art est fertile en chasses
2 la fomme : elle y est offerte & moitié dévorée,
nue, a 'hommelion qui passe sur le boulevard.
Pour moins de 10 F, tout méle normalement cons-
titué (pourvu d'yeux et doreilles) peut y vivre
en 35mn ce qu'il 0se a peine réver: victimes
consentantes agenouillées, dévoilées, baisant,
sugant, hurlantes et soumises.

Quand la victime est un homme, c'est la guer-
re. Et la guerre c’est loin dans le temps et I'es-
pace : en 40 ou au Vietnam.

Quand la victime est une femme, c'est I'amour.

De cette loi presque universelle découle le
role naturel de la femme, victime, et son champ
de bataille et de défaite, I'AMOUR.

Prévenue des regles du jeu, protégeant de ta
main tes atouts — telle Vénus sortant de I'onde
— te volel au monde, femme ma sceur : mais ce
n'est pas a tol de jouer. Assignée a ton role, tu
en apprends chaque ligne dans ta chair, et par-
fois de ton sllence millénaire surgssent un, cent,
mille cris. L'homme, & ce clapotis importun, jette
un 0s et retourne a ses affaires : te voici pour-
vue du droit de vote, ou de tout autre dérision.
Et quand blen méme t'accorderaitil le droit de
vivre, en quel honneur estil celui qui décide de
tes droits ?

Lorsque tu linterroges, il secoue la téte et
pose sur ta bouche ouverte un baillon décisif :
I'AMOUR.

Clest parce quiil t'aime. encore. que I'homme
pése de tout son poids sur tes corps fragiles qui
B Feront bedan IR S D s s ke
de son AMOUR. Fragiles mais robustes |

Lorsqulls liront SCUM, les hommes sentiront
quelle vipere ils ont réchauffée dans leur sein.
Horrifiés, ils se tourneront vers la douce, l'inno-
cente qui est A leur coté — née de leur cote —,
et découvriront en elle le monstre qui sommeille,
ils demanderont sans y croire : estil vrai que
vous souhaitez un monde ob nous ne serions
pas ?

Nous leur répondrons, femmes mes saurs,
«que nous ne souhaitons pas un tel monde : nous
ie préparons.

Il est fini, le temps des souhaits, des vesux
picux et des requétes. Une vaste conspiration so
fomente a l'ombre des fourneaux, dans les al-
cbves odorantes, dans les pensionnats de jeunes
filles, sur les.bancs des squares, par-dossus les
tricots, les broderies, les casseroles, les langes,
les machines & écrire, los pansements des bles-
sés et les standards partout ot
les femmes sont, SCUM rampe dans ['ombre et
se propage.

SCUM est le cri des silencieuses, lo réve de
celles qui ne révent pas, le fantasme de celles
qui n'y avaient pas droit. SCUM est l'inconscient
de ces étres & qui fut refuse I conscionce.
SCUM parle par les bouches closes, et aucun
sens ne le pergoit. Pas une risée sur |'eau calme
des jours : la soupe fume sur la table, les lits
sont faits et I'enfant dort, les lettres sont tapées

en triple exemplaire, et M. I'Attaché-Détaché
vous attendra a la gare. Tout est dans I'ordre. et
pourtant I'ordre ne régne déja plus.

Pendant que vous commandez aux machines,
les étres humains, les vrais, réapprennent la Vie,
Un désordre paisible sinstalle sur tout ce qui
vous cntoure. Un jour, vous ne retrouvez plus
vos chaussettes. Ou bien le rdti vous donne des
brilures d'estomac. Ou votre Rapport Sur Le Tir
Sans Sommation a servi de dessous deplat
Quelque chose se coince, tout marche de travers,
les jeux sont faits, rien ne va plus : c'est alors
que SCUM appar

Il est écrit bien sagement, entre les pages du
livre, dans une langue que vous compranez. Mals
ce n'est pas & vous qu'il parle. Ly ol vous ne
voyez que délire paranoiaque ou dangereuse ma-
niaquerie, les 6tres humains, les vrals. commen-

#
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Besides selling on newsstands, SCUM Manifesto’s being sold for $2.00 through the mail (send orders to
me at address below. Pay by cash, money order or certified check) and being hawked on the streets for
$1.00.

I'll let anybody who wants to hawk it—women, men, Hare Krishna, Daughters of the American
Revolution, the American Legion. Maurice Girodias, you're always in financial straits. Here’s your big
chance—hawk SCUM Manifesto. You can peddle it around the massage parlor district. Anita Bryant,
finance your anti-fag campaign selling the only book worth selling—SCUM Manifesto. Andy Warhol,
peddle it at all those hot shit parties you go to.

SCUM Manifesto sells everywhere—campuses, Times Square, Harlem, the U.N., fag bars, Gristedes,
along the dock, under the dock (if you can find anybody under it), Wall Street, construction sites, Sutton
Place, junior high schools, criminal court house.

Peddlers, pick up your SCUM Manifesto’s at my place: 170 E. 3rd St., NYC 10009 or mail your orders to
me at the same address. 50¢ a copy. Minimum order for peddlers is 200. No credit, no discounts. I don'tike
arithmetic. And don't have gang wars over territories—that's not nice.

Here’s what various public people have had to say about me and SCUM e
Manifesto:

“I never read it.”
—Jo (Joreen) Freeman (author of BITCH Manifesto, 1970),
Majority Report, April 30—May 13, 1977.

“..SCUM Manifesto and radical women’s liberation have always been in
opposition.”
—Brooke (contributor to Feminist Revolution and a “radical
feminist”), Majority Report, April 30—May 13, 1977.

“[SCUM Manifesto] is of no value for understanding anything except:
[Girodias’s] desire-to make some money.”
—Phoebe Adams, Atlantic, November, 1968.

“[In 1967] I had a contract [for SCUM Manifesto] prepared for [Valerie].”
—Maurice Girodias, preface to the first Olympia Press edition
of SCUM Manifesto, 1968.

“...it took the shooting of Andy Warhol [in June, 1968] for the SCUM Manifesto
to be published by Maurice Girodias...”

—Paul Krassner, commentary to the first Olympia Press edition
of SCUM Manifesto, 1968.

“Just a few more months of peddling SCUM Manifesto up'and down 42nd St.
and I can get off the welfare.”
—Maurice Girodias, 1978.

“[Valerie Solanas] killed herself at the age of 32 in a mental hospital.”
—Paule Lebrun, French-language edition of Chatelaine,
November, 1974 (Canada).

“[Valerie Solanas] gave herself that death of the scorpion trapped in a circle of
fire.”
—Francoise d’Eaubonne, “A Rose for Valerie” (a eulogy from
Tombstone for SCUM, an alleged work in progress) published

in her book, Le Feminisgne ou la Mort, 1974 (France).

“The police told me they found Valerie Solanas dead in a Paris hotel room.”
—Francoise d’Eaubonne at a meeting in Paris, France, 1974.

“Valerie Solanas is a real blast.”
—Andy Warhol, 1978.
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function RegisterInteractiveHandlers() {
RegisterButtonEventHandlers();
ProcessAnimations();
ProcessMedia();
}
function ProcessMedia() {
var oFrame = document.getElementsByClassName("_idGenMedia");
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-mediaOnPageLoadActions");
if(actions) {
var descendants = oFrame[i].getElementsByTagName('*');
for(var j = 0; j < descendants.length; j++) {
var e = descendants[j];
var tagName = e.tagName.toLowerCase();
if(tagName == 'video' || tagName == 'audio') {
if(e.paused) {
var selfContainerID = e.id;
eval(actions);
}
}
}
}
}
}
function ProcessAnimations() {
	var oFrame = document.getElementsByClassName("_idGenAnimation");
	for (var i = 0; i < oFrame.length; i++) {
		var actions = oFrame[i].getAttribute("data-animationOnPageLoadActions");
		if(actions) {
			var selfContainerID = oFrame[i].id
			eval(actions);
		}
		var cn = oFrame[i].className;
		if(cn.indexOf("_idGenCurrentState") != -1) {
			var actions = oFrame[i].getAttribute("data-animationOnStateLoadActions");
			if(actions) {
				var selfContainerID = oFrame[i].id
				eval(actions);
			}
		}
		actions = oFrame[i].getAttribute("data-animationOnSelfClickActions");
		if(actions) {
			oFrame[i].addEventListener("touchend", function(event) { onTouchEndForAnimations(this, event) }, false);
			oFrame[i].addEventListener("mouseup", function(event) { onMouseUpForAnimations(this, event) }, false);
		}
		actions = oFrame[i].getAttribute("data-animationOnSelfRolloverActions");
		if(actions) {
			oFrame[i].addEventListener("mouseover", function(event) { onMouseOverForAnimations(this, event) }, false);
		}
	}
	document.body.addEventListener("touchend", function(event) { onPageTouchEndForAnimations(this, event) }, false);
	document.body.addEventListener("mouseup", function(event) { onPageMouseUpForAnimations(this, event) }, false);
}
function onPageTouchEndForAnimations(element, event) {
var oFrame = document.getElementsByClassName("_idGenAnimation");
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-animationOnPageClickActions");
if(actions) {
var selfContainerID = oFrame[i].id;
eval(actions);
event.target.__id_touched = true;
}
}
event.stopPropagation();
}
function onPageMouseUpForAnimations(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
var oFrame = document.getElementsByClassName("_idGenAnimation");
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-animationOnPageClickActions");
if(actions) {
var selfContainerID = oFrame[i].id;
eval(actions);
}
}
event.stopPropagation();
}
function onTouchEndForAnimations(element, event) {
var classID = element.getAttribute("data-animationObjectType");
var oFrame = document.getElementsByClassName(classID);
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-animationOnSelfClickActions");
if(actions) {
var selfContainerID = oFrame[i].id;
eval(actions);
event.target.__id_touched = true;
}
}
event.stopPropagation();
event.preventDefault();
}
function onMouseUpForAnimations(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
var classID = element.getAttribute("data-animationObjectType");
var oFrame = document.getElementsByClassName(classID);
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-animationOnSelfClickActions");
if(actions) {
var selfContainerID = oFrame[i].id;
eval(actions);
}
}
event.stopPropagation();
event.preventDefault();
}
function onMouseOverForAnimations(element, event) {
var animationClassName = element.getAttribute("data-idGenAnimationClass");
var cn = element.className;
if (cn.indexOf(animationClassName) != -1 ) {
return;
}
var classID = element.getAttribute("data-animationObjectType");
var oFrame = document.getElementsByClassName(classID);
for (var i = 0; i < oFrame.length; i++) {
var actions = oFrame[i].getAttribute("data-animationOnSelfRolloverActions");
if(actions) {
var selfContainerID = oFrame[i].id;
eval(actions);
}
}
event.stopPropagation();
event.preventDefault();
}
function RegisterButtonEventHandlers() {
var oFrame = document.getElementsByClassName("_idGenButton");
for (var i = 0; i < oFrame.length; i++) {
oFrame[i].addEventListener("touchstart", function(event) { onTouchStart(this, event) }, false);
oFrame[i].addEventListener("touchend", function(event) { onTouchEnd(this, event) }, false);
oFrame[i].addEventListener("mousedown", function(event) { onMouseDown(this, event) }, false);
oFrame[i].addEventListener("mouseup", function(event) { onMouseUp(this, event) }, false);
oFrame[i].addEventListener("mouseover", function(event) { onMouseOver(this, event) }, false);
oFrame[i].addEventListener("mouseout", function(event) { onMouseOut(this, event) }, false);
}
}
function hasAppearance(element, appearance) {
var childArray = element.children;
for(var i=0; i< childArray.length; i++) {
var cn = childArray[i].className;
if(cn.indexOf(appearance) != -1) {
return true;
}
}
return false;
}
function isDescendantOf(child, parent) {
var current = child;
while(current) {
if(current == parent)
return true;
current = current.parentNode;
}
return false;
}
function addClass(element,classname) { 
var cn = element.className;
if (cn.indexOf(classname) != -1 ) {
return;
}
if (cn != '') {
classname = ' ' + classname;
}
element.className = cn + classname;
}
function removeClass(element, classname) {
var cn = element.className;
var rxp = new RegExp("\\s?\\b" + classname + "\\b", "g");
cn = cn.replace(rxp, '');
element.className = cn;
}
function onMouseDown(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
if (hasAppearance(element, '_idGen-Appearance-Click')) {
addClass(element, '_idGenStateClick');
}
var actions = element.getAttribute("data-clickactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseUp(element, event) {
if (event.target && event.target.__id_touched) {event.target.__id_touched=false; return;}
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-releaseactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseOver(element, event) {
if (event.relatedTarget) {
if(isDescendantOf(event.relatedTarget, element)) return;
}
if (hasAppearance(element, '_idGen-Appearance-Rollover')) {
addClass(element, '_idGenStateHover');
}
var actions = element.getAttribute("data-rolloveractions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onMouseOut(element, event) {
if (event.relatedTarget) {
if(isDescendantOf(event.relatedTarget, element)) return;
}
removeClass(element, '_idGenStateHover');
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-rolloffactions");
if(actions) {
eval(actions);
}
event.stopPropagation();
event.preventDefault();
}
function onTouchStart(element, event) {
if (hasAppearance(element, '_idGen-Appearance-Click')) {
addClass(element, '_idGenStateClick');
}
var actions = element.getAttribute("data-clickactions");
if(actions) {
eval(actions);
event.target.__id_touched = true;
}
event.stopPropagation();
event.preventDefault();
}
function onTouchEnd(element, event) {
removeClass(element, '_idGenStateClick');
var actions = element.getAttribute("data-releaseactions");
if(actions) {
eval(actions);
event.target.__id_touched = true;
}
event.stopPropagation();
event.preventDefault();
}
function onHide(id) {
var element=document.getElementById(id);
if(element) {
handleMSOStateParentOfObject(element);
addClass(element, '_idGenStateHide');
}
}
function onShow(id) {
var element=document.getElementById(id);
if(element) {
handleMSOStateParentOfObject(element);
removeClass(element, '_idGenStateHide');
}
}
function handleMSOStateParentOfObject(element) {
var prev = element;
var parent = prev.parentNode;
var found;
while(parent && !found) {
var cn = parent.className;
if(cn && cn.indexOf('_idGenMSO') != -1)
found = true;
else
prev = parent;
parent = prev.parentNode;
}
if(found) {
var nextState = prev;
var mso_states = parent.children;
for (var i = 0, state; state = mso_states[i]; i++) {
var cn = state.className;
if (cn.indexOf('_idGenCurrentState') != -1 ) {
handleMediaInMSOState(state);
removeClass(state, '_idGenCurrentState');
addClass(state, '_idGenStateHide');
removeClass(nextState, '_idGenStateHide');
addClass(nextState, '_idGenCurrentState');
return;
}
}
}
}
function onMediaStart(id, time, startDelay) {
setTimeout(function() { onStart(id, time) }, startDelay*1000);
}
function onStart(id, time) {
var myMedia= document.getElementById(id);
if(myMedia) {
handleMSOStateParentOfObject(myMedia);
myMedia.currentTime = time;
myMedia.play();
}
}
function handleMediaInMSOState(element) {
/*This function is used to stop playing media present in current state when we move from current state to another state.*/
var descendants = element.getElementsByTagName('*');
for(var i = 0; i < descendants.length; i++) {
var e = descendants[i];
var tagName = e.tagName.toLowerCase();
if(tagName == 'video' || tagName == 'audio') {
if(!(e.paused)) {
e.currentTime = 0;
e.pause();
}
}
}
}
function handleAnimationInMSOState(element) {
/*This function is used to trigger mso state load animations.*/
var cn = element.className;
if(cn.indexOf("_idGenAnimation") != -1) {
var startClassName = element.getAttribute("data-idGenAnimationStartState");
var endClassName = element.getAttribute("data-idGenAnimationEndState");
removeClass(element, endClassName);
addClass(element, startClassName);
var actions = element.getAttribute("data-animationOnStateLoadActions");
if(actions) {
var selfContainerID = element.id;
eval(actions);
}
}
var descendants = element.getElementsByTagName('*');
for(var i = 0; i < descendants.length; i++) {
var e = descendants[i];
var cn = e.className;
if(cn.indexOf("_idGenAnimation") != -1) {
var startClassName = element.getAttribute("data-idGenAnimationStartState");
var endClassName = element.getAttribute("data-idGenAnimationEndState");
removeClass(element, endClassName);
addClass(element, startClassName);
var actions = e.getAttribute("data-animationOnStateLoadActions");
if(actions) {
var selfContainerID = e.id;
eval(actions);
}
}
}
}
function goToNextState(mso_id, loopBack, startDelay) {
setTimeout(function() { goToNextStateWrapper(mso_id, loopBack) }, startDelay*1000);
}
function goToNextStateWrapper(mso_id, loopBack) {
var mso_element = document.getElementById(mso_id);
if(mso_element) {
removeClass(mso_element, '_idGenStateHide')
var mso_states = mso_element.children;
for (var i = 0, state; state = mso_states[i]; i++) {
var cn = state.className;
if (cn.indexOf('_idGenCurrentState') != -1 ) {
if (loopBack)
var nextState = (i == mso_states.length - 1) ? mso_states[0] : mso_states[i + 1];
else
var nextState = (i == mso_states.length - 1) ? mso_states[i] : mso_states[i + 1];
handleMediaInMSOState(state);
removeClass(state, '_idGenCurrentState');
addClass(state, '_idGenStateHide');
removeClass(nextState, '_idGenStateHide');
addClass(nextState, '_idGenCurrentState');
handleAnimationInMSOState(nextState);
return;
}
}
}
}
function goToPreviousState(mso_id, loopBack, startDelay) {
setTimeout(function() { goToPreviousStateWrapper(mso_id, loopBack) }, startDelay*1000);
}
function goToPreviousStateWrapper(mso_id, loopBack) {
var mso_element = document.getElementById(mso_id);
if(mso_element) {
removeClass(mso_element, '_idGenStateHide')
var mso_states = mso_element.children;
for (var i = 0, state; state = mso_states[i]; i++) {
var cn = state.className;
if (cn.indexOf('_idGenCurrentState') != -1 ) {
if (loopBack)
var prevState = (i == 0) ? mso_states[mso_states.length - 1] : mso_states[i - 1];
else
var prevState = (i == 0) ? mso_states[0] : mso_states[i - 1];
handleMediaInMSOState(state);
removeClass(state, '_idGenCurrentState');
addClass(state, '_idGenStateHide');
removeClass(prevState, '_idGenStateHide');
addClass(prevState, '_idGenCurrentState');
handleAnimationInMSOState(prevState);
return;
}
}
}
}
function playAnimatedElement(animated_element, className, hideAfterAnimating) {
removeClass(animated_element, '_idGenStateHide');
removeClass(animated_element, '_idGenPauseAnimation');
var cn = animated_element.className;
var previousAnimationClass = animated_element.getAttribute("data-idGenAnimationClass");
if ((cn.indexOf(className) == -1) && (cn.indexOf(previousAnimationClass) == -1)) {
addClass(animated_element, className);
animated_element.setAttribute("data-idGenAnimationClass", className);
}
else {
removeClass(animated_element, className);
removeClass(animated_element, previousAnimationClass);
animated_element.removeEventListener("webkitAnimationEnd", function(evt) { onPlayAnimationEnd(this, hideAfterAnimating, evt) });
animated_element.removeEventListener("animationend", function(evt) { onPlayAnimationEnd(this, hideAfterAnimating, evt) });
setTimeout(function() {addClass(animated_element, className)}, 10);
animated_element.setAttribute("data-idGenAnimationClass", className);
}
animated_element.addEventListener("webkitAnimationEnd", function(evt) { onPlayAnimationEnd(this, hideAfterAnimating, evt) });
animated_element.addEventListener("animationend", function(evt) { onPlayAnimationEnd(this, hideAfterAnimating, evt) });
}
function playAnimation(animation_id, className, startDelay, hideAfterAnimating) {
var animated_element = document.getElementById(animation_id);
if(animated_element) {
handleMSOStateParentOfObject(animated_element);
var startClassName = animated_element.getAttribute("data-idGenAnimationStartState");
var endClassName = animated_element.getAttribute("data-idGenAnimationEndState");
removeClass(animated_element, endClassName);
addClass(animated_element, startClassName);
setTimeout(function(){playAnimatedElement(animated_element, className, hideAfterAnimating)}, startDelay*1000);
}
}
function onPlayAnimationEnd(element, hideAfterAnimating, evt) {
var className = element.getAttribute("data-idGenAnimationClass");
var startClassName = element.getAttribute("data-idGenAnimationStartState");
var endClassName = element.getAttribute("data-idGenAnimationEndState");
removeClass(element, className);
removeClass(element, startClassName);
addClass(element, endClassName);
if(hideAfterAnimating)
addClass(element, '_idGenStateHide');
evt.stopPropagation();
}
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or,in the case of the “hippy”—He’s way out, Man—all the
way out to the cow pasture where he can fuck and breed
undisturbed and mess around with his beads and flute.

The “hippy,” whose defenses against his passivity,
whose desire to be a “Man,” a “rugged individualist,”
aren't quite as strong as the average man’s, and who,
addition, is excited by the thought of having lots of
women accessible to him, rebels against the harshness of
a Breadwinner's life and the monotony of one woman
and, in the name of sharing and cooperation, forms the
commune or iribe, which, for all its togetherness and
partially because of it (the commune, being an extended
family, is an extended violation of the females’ rights,
privacy and sanity) is no more a community than normal
socety,

A true community consists of individuals—not mere
species members, not couples—respecting each others
individuality and privacy while at the same time
interacting with each other mentally and emotionally

in free realtion to each other) and co-

g with each other to achieve common ends.

ionalists say the basic unity of society is the family;
“hippies” say the tribe; no one says the individual

The “hippy” babbles on about individuality, but has no
more conception of it than any other man. He desires to
get back to Nature, back to the wilderness, back to the

+ female be clearly a “Woman,

costs, avoid, 6o he tries to ensure that all other men
conform.

The male dares to be different to the degree he accepts
his passivity and his desire to be female, his fa
The farthest out male’s the dragqueen, but he, althoush
different from most men, is_exactly like all other
dragqueens; like the functionalist, he has an identity—:
female (He tries to define all his troubles away)— but sti
no individuality. Non convinced he’s a woman, highly.
insecure about being sufficiently female, he conforms
compulsively to the man-made feminine stereotype,
ending up as nothing but a bundle of stilted mannerisms.

To be sure he's a “Man,” the male must see to it the
the opposite of a “Man,”
that is, the female must act like a faggot. And Daddy's
Girl, all of whose female instincts were tromped out of
her when little, asily and obligingly adapts herself to the
role

AUTHORITY AND GOVERNMENT

Having no sense of right or wrong, no conscience,
which can only stem from an ability to empathize with
others, having no faith in his non-existent self, being
necessarily competitive and, by nature, unable to co-

“For a woman (according
to men) ‘wrong’ is any
behavior that would

entice men

into sexual

‘license,’ not placing
male needs above her own
and not being a faggot.”

home of the furry animales he’s one of, away from the
city, where there’s at least a trace, a bare beginning of
civilization, to live at the species level, his time taken up
with simple, non-intellectual activities—farming,
fucking, bead stringing.

‘The most important activity of the commune, the one.
on which it's based, is gangbanging. The “hippy” is
enticed to the commune mainly by the prospect of all the
free pussy—the main commodity to be shared—tobe had
just for the asking, but, blinded by greed, he fails to
anticipate all the other men he has to share it with or the
jealousies and possessiveness of the pussies,
themselves.

Men necessarily can't co-operate to achieve acommon
end, because each man's end is all the pussy for himself.
The' commune, therefore, is doomed to failure; each

hippy” wil, in panic, grab the first simpleton who dias
him and whisk her off to the suburbs as fast as he can.
The male can't progress socially, but merely swing back
and forth from isolation to gangbangin.

CONFORMITY

Although wanting to be an individual, the male’s scared
of anything abouf him that's the slightest bit different
from other men; it causes him to suspect he’s not reallya
“Man,” that he's passive and totally sexual, a highly
upsetting suspicion. If other men are A and he's not, he
must be not a man; he must be a fag. So he tries to affirm
his “Manhood” by being like all the other men.
Differentness in other men, as well as in_himself,

threatens him; it means they're fags, who he must, at all

operate, the male feels a need for external guidance and
control, so he created authorities—priests, experts,
bosses, leaders, etc.—and government. Although he
wants the female (Mama) to guide him, he’s unable to face.
this fact (He is, after all, a MAN), s0, wanting to play
Woman, be a “Man,” he claims her aptitude for Guiding
and Protecting and sees to it all authorities are male.

Theres no reason why a society onsisting of rational
beings capable of empathizing with cach other, complete
and-having no natural reason to compete should have a
government, laws or leaders.

PHILOSOPHY, RELIGION AND MORALITY
BASED ON SEX

The male's inability o relate to anybody or anything
tside himself makes his life pointless and meaningless
(The ultimate male insight is that life’s absurd), so he
invented philosophy and religion. Being empty, he looks
outward, not only for guidance and control, but for
n and for the meaning of Happiness
impossible on this earth, he invented Heaven.

For a man, having no ability to empathize with others
and being totally sexal, “wrong” is sexual ‘license” and
ing in “deviant” (‘unmanly”) sexual practices, that

is, not defending against his passivity and total sexuality,
which, if indulged, would destroy “civilization,” as
ization” is based entirely on the malg need to defend
against these characteristics. For awoman (according to
men) “wrong” is any behavior that would entice men into

sexual “license,” not placing male needs above her own
and not being a faggot.

Religion not only provides the male with a goal
(Heaven) and by its “moral” code helps keep women tied
to men, but provides the male with rituals through which
he can try to expiate the guilt and shame he feels over not
defending enough against his sexual impulses,  bottom,
over being a male.

Some men, utterly cowardly, project their inherent
weaknesses onto women, label them female weaknesses
and assume themselves to have female strengths; most
philosophers, slightly less cowardly, face the fact male
lacks exist inmen, but still can't face the fact they existin
men only, 50 they label the male condition the Human
Condition pose their _nothingness problem, which
horrifies them, as a philosophical dilemma, thereby
giving stature fo their animalism, grandiloguently label
their nothingness their “Identity Problem,” and proceed
to_prattle pompously on about the "Crisis of the
Individual,” " the “Essence of Being,” “Existence
preceding Essence,” “Existential Modes of Being,” etc.,
etc

A woman not only takes her identity and individuality
for aranted, but knows instinctively the only wrong’s to
hurt others and the meaning of lfe is love.

PREJUDICE
(racial, ethnic, religious, etc.)

‘The male needs scapegoats he can project his failings
and inadequacies onto and onto whom he can vent his
frustrations at not being female. /A‘nd the various
discriminations have the practidal advantage of
substantially increasing the pussy pool available to the
men on top.

COMPETITION, PRESTIGE, STATUS,
FORMAL EDUCATION, IGNORANCE AND
SOCIAL AND ECONOMIC CLASSES

Having an obsessive desire to be admired by women,
but no intrinsic worth, the male constructs a highly
artificial society enabling him to appropriate the
appearance of worth through money, prestige, *high”
social class, degrees, professional position and
knowledge and by pushing as many other men as
possible down professionally, socially, economically,
educationally.

‘The purpose of “higher” educationisn't to educate, but
to exclude as many as possible from the various
professions.

The male,totally phusical,incapable of mental rapport.
although able to use knowledge and ideas, is unable to
relate to them, o grasp them emotionally; he doesn’t
value knowledge and ideas for their own sake—they're
just means to ends—and, consequently, feels no need for
mental companions, no need to cultivate the intellectual
potential of others. To the contrary, the male has a
vested interest in ignorance: - it gives the few
knowledgeable men a decided edge on fthe
unkowledgeable ones, and, besides, the male knows an
gnligntened aware female populationll mean the end of

im.

The healthy, conceited female wants the company of
equals, whom she can respect and groove on; the male
and the insecure, unself-confident male. female crave a
society of fleas, whom they can be head and shoulders
above.

No genuine social revolution can be accomplished by
the male, as the male on top wants the status quo, and all
the male on the bottom wants is to be the male on fop.
The male “rebel” is a farce; this is the male’s society,
made by him to satisfy his needs. He's never satisfied,
because he's not capable of being satisfied. Ultimately
what the male “rebel” is rebelling against is being male.
The male changes only when forced to do so by
technology, when he has no choice, when society
reaches the stage when he must change or die. We'reat
that stage now; if women don't fast get their asses in gear,
we may very well all die.

PREVENTION OF CONVERSATION

Because the male’s completely self-centered and
unable to relate to anything outside himself, his
“conversation,” when not about himself, is an impersonal
droning on, removed from anything of any human value.
Male “intellectual conversation,” when not an evasion of
himself, is a strained, compulsive attempt to impress the
female.

Daddy’s Girl, passive, adaptable, respectful of and in
awe of the male, allows him to impose his hideously dull
chatter on her. This isn't too difficult for her to do, as her
tension and anxiety (her lack of cool) and her insecurity.

doubt, her unsureness of her own feelings and
ions, all make her perceptions superficial and
render her unable to sce the male’s babble’s a babble;
like the aesthete “appreciating” the blob labeled “Great
Art;” she believes she’s grooving on what bores the s!
out’ of her. Not only does she permit his babble to
dominate, she adapts her own “conversation”
accordingly. Trained from early childhood in “nicencss,”
politeness and “dianity,” in pandering to the male need to
disguise his ingly reduces her
“conversation” to small talk, a blarid, insipid avoidance of
ic beyond the utterly trivial or, if “educated,” to
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“intellectual” discussion; that is, impersonal discoursing on the deep beauty of this and that turd. Allowing the

oniirrelevant abstractions—Zionism, the Gross National
Product, the influence of Rimbaud on symbolist painting.
So adept is she at pandering it eventually becomes

second nature and she continues to pander to men even’

when in the company only of other females.

Apart from pandering, her “conversation” is further
limited by her insecurity about expressing deviant,
original opinions and her self-absorption that insecurity
leads to and that prevents her conversation from being
charming, “Niceness,” politencss, “dignity,” insecurity
and self-absorption are hardly conducive tointensity and

“Artist” to be held up as one of superior feelings,
perceptions, insights and judgments undermines the
faith of insecure women in the value and validity of their
own feelings, perceptions, insights and judgments.

The very concept of the “Artist.” defined in terms of
female traits, the male invented to “prove” he's a female
(“All the Great Artists are men.’), and he holds up the
“Artist” as one fit to quide us, to tell us what life’s all
about, but the male “artist,” not being out of the male.
mold, having a very limited range of feelings and,

‘wit, qualities a conversation must have to be worthy of judgments, as these are based on feelings/ being unable.

the name, and such conversation isn't rampant, as only
completely self-confident, conceited, outgoing, proud,
tough-minded females are capable of intese, bitchy, witty
conversation.

PREVENTION OF FRIENDSHIP (LOVE)

Men have contempt for themselves, for all other men
whom they contemplate more than casually and who
they don't think are females, (for example, “sympathetic”
analysts and “Great Artists”) or agents of God and forall
women who respect and pander to them; the insecure,
approval-seeking, pandering male females have
contempt for themselves and forall women like them; the
self-confident, conceited thrill-seeking female females
have contempt for men and for. the pandering male
females. In short, contempt is the order of the day.

Love isn't dependency or sex, but s friendship, and,
therefore, love can't exist between two males, betweena
‘male and a female or between two females, one or both of
whom's a mindless, insecure, pandering male; like
conversation it can exist only between two secure, free-
wheeling, independent, 'aroovy female females, as
friendship’s based on respect, not contempt.

Even among groovy females deep friendships seldom
occur in adulthood, as almost all of them are either tied
up with men in order to survive economically or are

aed down in hacking their way through the jungle and

in trying to keep their heads above the amorphous mass.
Love can't flourish in a society based on money and
meaningless work, but rather requires complete
economic, as well as personal, freedom, leisure time and
the opportunity to engage in_intensely absorbing,
emotionally satisfying activities which, when shared with
those you respect, lead to deep friendship, butwhich our
sociely provides practically no opportunity to engage in.

Having stripped the world of conversation, friendship
and love, the male offers us as paltry substitutes—

“GREAT ART” AND “ CULTURE”

‘The male “artist” attempts to solve his dilemma of not
being able to live, of not being female, by constructing a
highly unrealistic fictional world in which the male’s
heroized, that is, displays female traits, and the female’s.
reduced {o highly limited, insipid subordinate roles, that
is, reduced (o males.

The male “artistic” aim being, not to communicate
(Having nothing inside him, he has nothing to sav), but to
disquise his animalism, he resorts to symbolism and
obscurity (“deep” stuff). The vast majority of people,
particularly the “educated” ones, lacking faith in their
own judgment, humble, respectful of authority (Daddy
knows best” is translated into adult language as “Critic
knows best,” “Writer knows best,” “Ph.D. knows best”),
are easily sucked into believing obscurity, evasiveness,
indirectness, ambiguity, incomprehensibility and
boringness are marks of depth and brilliance.

“Great Art” “proves,” not merely by its content, that
‘men are superior to women, that men are women, but
also by its beina labeled “Great Art,” almost all of which,
as the anti-feminists are fond of reminding us, was
created by men. They know “Great Art”is great, because
male authorities have told us so, and we can't claim
otherwise, as only those with exquisite sensitivities far
superior to ours can perceive and appreciate the
greatness, the proof of their superior sensitivity being
they appreciate the slop they appreciate.

Avpreciatings the sole diversion of the “cultivated”;
passive and incompetent, lacking imagination and wit,
they must try to make do with that; unable to create their
own diversions, to create a little world of their own, to
affect in the smallest way their environments, they must
accept what's given; unable to create or relate, they
spectate. Absorbing “culture” is a desperate, frantic
attempt to aroove in an ungroovy world, to escape the
horror of a sterile, mindless existence. “Culture,”
further, provides a sop to the egos of the incompetent, a
means of rational e spectating; they can pride

to appreciate the “finer”
things, to see a jewel where exists only a turd (They want
to be admired for admiring). Lacking faith in their ability
to change anything, resigned o the status quo, they have
(0 see beailty in turds, because, so far as they can see,
turds are all theyll ever have.

The veneration of “Art” and “Culture” leads many
‘women into boring, passive activity that distracts from
more important or rewarding activitis and from
cultivating active abilities and leads to the constant
intrusion on our sensibilities of pompous dissertations

‘consequently, very limited pempuan,zin. hts and

1o relate to anythinglbeyond the insight that for the male
life’s meaningless and absurd, can't be anartist. How can
he who isn't capable of life tell us what life's all about? A
“male artist” is a contradiction in terms. A degenerate
can only produce degenerate “art.” The true artist is
every self-confident, healthy female, and in a female
society, the only Art, the only Culture, will be conceited,
Kookie, funkie females grooving on each other, cracking
each other up, while cracking open the universe.

SEXUALITY

Sexisn't part of a relationship, butis, (o the contrary,a
non-creative and a

having nothing to express”

after "anything® insert

en

“scenes,” hateful, violent bitches who'd

man's chest or ram an icepick up his asshole as soon as
look at him, if they know they could get away with it, in
short, those who, by the standards of our “culture,” are
SCUM...these females are coo! and cerebral and, at least,
skirting asexuality. Unhampered by propriety,
“niceness.” discretion, public opinion, ‘morals,” the
“respect” of assholes,always funky, dirty, low-down,
SCUM gets around...and around and around...they've
seen the whole show—every bit of it—the fucking scene,
the sucking scene, the dick scene, the dvke scene—
they've covered the whole waterfront, been under every
dock and pier—the peter pier, the pussy pier...You've got
1090 through a lot of sex to get to anti-sex, and SCUM's
been through it all, and they're now ready for anew show;
they want to crawl out from under the dock, move, take
off, sink out. But SCUM doesn't vet prevail; SCUM’s still
in the gutter of our society, which, if it's not deflected
from its present course andif the Bomb doesn’t drop on
it, will hump itself to death.

BORINGNESS

A society made by and for creatures who—becasue of
an extremely limited range of feeling—when they aren't
grim and depressing, are utter bores can only be, when
not grim and depressing, an utter bore.

“Appreciating’s the sole
diversion of the ‘culti-
vated’; passive and in-

competent, lacking
imagination and wit, they
must try to make do with
that.”

gross waste of time. The female can easily—far more
easily than she may think—condition her sex drive away,
leaving her completely cool and cerebral and free to
pursue truly worthy relationships and activities, but the
lecherous male excites the lustful female. The male, who
scems to dig the female sexually and who secks
constantly o arouse her, stimulates the highly-sexed
female to frenzies of lust, throwing her into a sex bag
from which few women ever escape.

Sex is the refuge of the mindless. And the more
mindless the woman, the more deeply embedded in the
male “culture,” in short, the “nicer” she is, the more
sexual she is' The “nicest” women in our Society are
raving sex maniacs. But, being just awfully, awfully nice,
they don't, of course, descend to fucking—that's
uncouth—but rather they make love, commune by
means of their bodies and establish sensual rapport; the
literary ones are attuned to the throb of Eros and attaina
clutch of the Universe; the religious merge with the
Erotic Principle and blend with the cosmos and the acid
heads contact their erotic cells. On the other hand, those
females least embedded in the male “culture,” the least
“nice,” those crass and simple souls who reduce fuckina
16 rcking, who are too childish for the grown-up world of
suburbs, mortgages, mops and baby shit, tooarrogant to
respect Daddy, the “Greats” or the “deep wisdom of the
Ancients, who trust_only their own animal, qutter
instincts, who equate Culture with kooky women, whose
solediversion is prowling for mental thrills and
excitement, who are given to disgusting, nasty, upsetting

SECRECY, CENSORSHIP, SUPPRESSION
OF KNOWLEDGE AND IDEAS
AND EXPOSES

Every male’s deep-seated, secret, most hideous fear
is the fear of being discovered to be not a female, to bea
male, a subhuman animal. Although ‘niceness,”
politencss and “dignity” suffice to prevent his exposure
on a personal level, in order to prevent the general
exposure of the male sex as a whole and to maintain his
unnatural dominant position in society the male must
resort to:

1. Censorship. Responding reflexly to isolated words
and phrases rather than cerebrally (0 overall meanings,

o male attempts to prevent the arousal and discovery
of his animalism by censoring not only “pornoaraphy.”
but any work containing “dirty” words, nomatterin what
context they're used.

2. Suppression of all ideas and knowledge that might
expose him or threaten his dominant position in society.
Much biological and psychological data’s suppressed,
because it's proof of the male’s=gross inferiority to the
female. Also, the problem of mental illness will never be
solved while the male maintains control, because, first of
all, men have a vested interest in it, as only females who
have very few of their marbles'll allow males the sliahtest
bit of control overanything,and, secondly, the male can’t
admit to the role Fatherhood plays in causing mental
illness.
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VIDEO OUT. UN NOM COMME CA. PARCE QU'IL
EN FAUT BIEN UN. VIDEO OUT N'EST PAS UN
GROUPE DE SPECIALISTES OU DE PROFESSION: -
NELS DE LA VIDEO MAIS DES MILITANTS POLI
TIQUES IMPLIQUES A EGALITE AVEC D'AUTRES
GENS DANS LA REALISATION DE BANDES VIDEO.

LES BANDES QUE L'ON PEUT OBTENIR PAR L'
INTERMEDIAIRE DE VIDEO OUT NE SONT PAS
~--sauf exeptions--CELLES DE VIDEO OUT
MAIS CELLES DE GROUPES EPHEMERES ET IN
FORMELS REUNIS A L*OCCASION D'UNE PRATI
QUE DONNEE.

ouT

pour obtenir les bandes de la liste ci-
Jjointe, contacter .CAROLE QUi vous met
tra en relation avec leur réalisateurs.
Telephoner & DAL I8 44 tiveveveeeass
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