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Joy Kogawa, who prepared the introduction to this ArtSource
guide on writing and publishing, has been a writer for most of
her life. Born in Vancouver, she was interned as a child in work
camps in British Columbia and Alberta during the Second
World War. She has published three novels — Obasan (1981),
Naomi’s Road (1986) and Itsuka (1992) — and four major collec-
tions of poetry: The Splintered Moon (1967), A Choice of Dreams
(1974), Jericho Road (1977) and Woman in the Woods (1985).
Obasan is an account of the treatment of Japanese Canadians

" during the war, as seen through the eyes of a young girl. It
received five major awards in Canada and the United States,
and was instrumental in influencing the Canadian govern-
ment’s 1988 settlement with Japanese Canadians for their loss
of liberty and property in the 1940s. Her children’s novel
Naomi’s Road — also produced in a stage adaptation — is based
on Obasan. Itsuka is a sequel to Obasan, continuing the person-
al complexities of the Japanese Canadian redress movement to
the present day. Ms. Kogawa was appointed a Member of the
Order of Canada in 1986 for her contributions to literature.







by Joy Kogawa |

A pen is a divining rod, a compass, a chisel - a tool the
writer uses along the unmapped terrain of words. We pick up
the pen, or sit in front of the computer or typewriter, staring
at what is not yet seen, searching, waiting - and all this can
sometimes be a form of contemplation, a sifting of the silence,

an act of trust that the accurate word will be spoken through
the obedient hand.

The key word for me is trust. | trust that what is meant to be
written will come forth as | attend it. And so the most impor-
tant discipline for me as a writer is the practice of that trust.

What I've learned over the years, is that faith grows by hind-
sight. As | look back, even at this moment as the hand swims
_across this sheet of paper, | trust that the insights will come.
They have done so before. And | trust that later, the necessary
skills will be there for the ongoing labour of rewriting.

And it is labour — hard labour, as most writers will attest.
There's the terrible doubting, and the nagging sense that the
work is never good enough. Then there are the times when,
wonder of wonders, the piece begins to “write itself” and all
seems well until the next day’s rewriting when the agony starts
all over again. Ruthlessly, you toss away some of your most
precious phrases, knowing the work can’t proceed with the
added weight. As one writer put it, you “murder your dar-

- lings.” You slash away and you trudge on to the exhaustion
point and beyond.

Is there anything so satisfying as that moment when you final-
ly get it right? “That's it. That's exactly it,” you say to yourself.
And no accolades can match the relief and the peace of that
sense of atunement.

But this isn’t the end. Having come through the writer’s private
inward journeying, the work now moves on in its outwardly
mobile “otherly” direction. It goes to meet its publisher.

In this next phase of the writer’s adventure, fortitude continues
to be part of the necessary tool kit. The regular rejection

slip is a bleak way of life. Most of us need communities to
sustain us.

| was in Grand Forks, B.C., when | wrote my first short story,
experienced my first blizzard of rejection slips, and huddled
with my first writing group. That first story was written and
rewritten over and over, word by word, until finally, four
years after I'd started it, | was in my kitchen in Moose Jaw,
Saskatchewan, reading the letter that fold me it had been
bought by The Family Herald for one hundred and twenty-five
dollars. | could hardly breathe.




The main characters of the story — a badly over-written piece
as | remember it — were a boy called Jimmy Parkins and his
grandfather, both very white, very male, and very not me. It
hadn’t occurred to me that | could write about a Japanese
Canadian housewife. The stories that I'd read all my life were
about Caucasians — mostly male.

Those of us who are minority writers and women know very
well what it’s like to have our stories buried. We know the
hunger for mutuality, the longing for our communities to be
whole. We can therefore identify with our sisters and brothers
in Québec, in the First Nations communities, in the Maritimes,
in the Prairies, in the North. We know the hearts of communi-
ties everywhere that cry out for autonomy. This, our individual
and common struggle, is surely the prism through which we
can see how desperately our country is siruggling against the
massive forces that overwhelm our Canadian voices.

In a time when over 90% of our book-publishing industry is
‘foreign-owned and Mammon reigns over us in all its glory,

| believe Canadian writers must journey farther into the uni-
verse of our souls towards the power and passion that is
waiting there to direct our pens. At the same time, as roots
towards water and as leaves towards sunlight, we need to
reach out fo one another. As never before in Canada’s histo-
ry, we need to build communities of writers.

Not too long ago, | called Marie-Claire Blais out of my grief
at the rift in our country, and she talked of the important
bonds between writers in Québec and other parts of Canada.
Whatever happens, connectedness matters. And most certain-
ly, the bonds | am developing with deeply spiritual First
Nations writers like Jeanette Armstrong fill me with hope.
Then too, | hear about Inuit writers from Baffin Island and stu-
dent writers elsewhere in Canada, connected by electronic
communication to writers like Susan Musgrave in B.C. We
are weaving ourselves together from the grass up.

We have abundant evidence that in the midst of our country’s
economic crisis we are being led by a spirit of justice that is
more powerful than the anfi-personal forces of Mammon. As
we entrust ourselves, not so much to the shallow demands of
sensation required by the market-place, but to our deeper
truer visions, as we practise our frust, | believe our obedient
pens will reach the “ahal” in the hearts of editors and publish-
ers and together with them and our readers, we will discover
our hearts’ land, our own land, a country we are building
together.




TO TERMS WITH DIFFERENCES
Cultural minorities and artistic practice
As we strive to recognize the many forms of cultural expres-
sion that enrich our country, we encounter firm traditions
and new frontiers, expected patterns and surprising directions.
Although the benefits of a vital and diverse artistic practice
may be acknowledged, the means of encouraging practitioners
and including creators from all backgrounds are still develop-
ing. While current circumstances always change, artists must
consistently lobby for adequate support, training opportunities,
affordable studio space and many other requirements neces-
sary to create an environment where cultural expression can
flourish.

Recent advances in telecommunications have brought Cana-
dians — and all peoples — closer together, yet Canada, in relative
terms, will always be a huge and regionalized country Many
artists in rural and small-town settings will continue to have
difficulty in reaching audiences and in accessing art and cultur-
al institutions.

Canada’ cultural and visible minority artists face even greater
barriers to their success. Or from a different perspective, Cana-
dian audiences face barriers to their full appreciation of the
contribution that cultural minorities have to offer.

Most arts and cultural structures in Canada today are founded
on British and European traditions. Partly as a result, it has
been difficult for many Canadian artists whose work is rooted
in other cultural traditions to participate fully in the arts in
Canada.

For example, in 1984 three dub poets — Lillian Allen, Clifton
Joseph and Devon Haughton — were denied membership in the
League of Canadian Poets. They were considered “performers”
as opposed to “poets.” In summing up the incident, Lillian
Allen clearly underscores the need for greater understanding
among artists, and among Canadians generally: “Whether this
poetry ever becomes part of Canadian literature has little to do
with what we say or how. It’s rather a matter of whether our
society can come to terms with differences” (This Magazine,
XX1.7 [1987-88], p. 20). '

While we still have a considerable way to go, we have begun
to come to terms with differences. For instance, the Canada
Council has hired a Racial Equality Coordinator and has signi-
ficantly opened up its programmes in music and dance. The
Alliance of Canadian Cinema, Television and Radio Artists
(ACTRA) has published and circulated a catalogue actively
promoting visible minority performers. Whether through con-
frontation, negotiation, or simply smart management, institu-
tions are beginning to change their staffing, programming,
outreach, governance and marketing.




Individually and in collectives, artists and the organizations
that serve them are all in this arena of progress and change
together. And those who have remained on the sidelines will
soon be drawn into the play. For example, all artists must enter
the debate about cultural appropriation if we are to arrive at
some sensible and workable considerations for deciding who
should or should not be telling whose story. And beyond the
arts community, all Canadians will need to develop the ability
to understand and enjoy art that may be rooted in cultural tra-
ditions different from their own.

There are new voices in the arts in Canada today, many voices
that for too long have remained unheard. These voices may be
different, and they may even change the way we make art. But
Canadian art has grown from difference. In order to express a
sensibility native to Canada, the Group of Seven had to reach
beyond the conventions of the European artistic establishment.
When ].E.H. MacDonalds The Tangled Garden was exhibited in
London in 1916, Dennis Reid notes that it was universally dis-
missed by critics as an “offensive, radical gesture,” because it
wasn't in harmony with traditional subjects and approaches of
the time (The Group of Seven, 1970, p. 124). But Canadian art is
not European art — it comes out of different landscapes, differ-
ent cultures and different sensibilities.

So when faced with the imperative of including more cultural
minority artists in Canadian plays, and films, and art schools,
we must keep in mind the small ways and the big ways that we
colonize and exclude. We can change the shape of Canadian
art, making it (in the words of Lillian Allen) “diverse, pluralis-
tic, and yes, maybe even a little funky”

Literature in Canada: suggestions for further reading

The northern half of North America has been a multilingual
and multicultural area for well over 10,000 years. The peoples
who met the first Europeans in what is now Canada spoke
more than 50 Indian and Inuit languages. The earliest Cana-
dian literature was sung and spoken in neither English nor
French; some Algonquin and Huron tales, for instance, were
recorded in the seventeenth century.

Published literature in Canada now includes tens of thousands
of volumes in over 100 languages: plays, songs, novels, poetry
and short stories written in every imaginable form and style.
For an overview of the astonishing variety of Canadian litera-
ture, including writing that reflects Canada’s multicultural her-
itage, an encyclopedia is a good place to start:

The Canadian Encyclopedia.

2nd ed. 4 v. Edmonton: Hurtig, 1988. [e]

" Includes articles on work originally published in English and in French:
biography, book publishing, drama, literary bibliography, literary maga-
Zines, literary periodicals, literary prizes, literature, novel, poetry, and

short fiction. For writing in other languages, see articles on ethnic litera-
ture and folklore.




L’encyclopédie du Canada.
1st ed. 3 v. Monfréal: Stanké, 1987. [f]

For more direct information on how to find out about
Canadian writing, the Department of the Secretary of State
of Canada has published two short resource guides (free on
request from the Canadian Studies Directorate, Secretary of
State, Ottawa, Ontario K1A OM5):

René Dionne.

Canadian literature in French/la littérature canadienne
de langue frangaise.

Ottawa: Department of the Secretary of State/

Secrétariat d'Ftat, 1988. [e/f]

Bruce Nesbitt.

Canadian Literature in English/La liftérature canadienne

de langue anglaise.

Ottawa: Department of the Secretary of State/

Secrétariat d'Etat, 1988. [¢/f]

Each includes an introductory essay; comments on the most significant
books; suggestions for further reading; a list of resource guides, finding
aids and scholarly journals; microform, audio-visual and computer-
based sources; and locating a supplier or distributor.

Far more comprehensive are four large works, the results of
collaboration by dozens of scholars from across Canada:

Literary History of Canada: Canadian Literature in English.
2nd ed. 4 v. Toronto: University of Toronfo Press, 1976-1990. [e]
land li: ed. C.F. Klinck et al., 1976. From the beginnings to 1960.
lll: ed. C.F. Klinck et al. Rev ed., 1977. Covers 1960 fo 1973.

IV: ed. W.H. New et al. 1990. Covers 1972 to 1984,

Carl F. Klinck ef al., eds.

Histoire littéraire du Canada: littérature canadienne de langue
anglaise. ’

15t ed. Tr. Maurice Lebel. Québec: Presses de I'université Laval,
1970. [f

Maurice Lemire ef al., eds.

Dictionnaire des oeuvres littéraires du Québec.
Montréal: Fides, 1978- . [f]

I: Des origines & 1900. 2"d ed., 1980.

II: 1900-1939. 2nd ed., 1980.

l: 1940.1959. 1982.

IV: 1960-1969. 1984.

V: 1970-1975. 1987.

William Toye, ed.
The Oxford Companion to Canadian Literature.
Toronto: Oxford University Press, 1983. [e]
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