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Hiding the Audience provides fascinating and
suggestive  new  lines  of  thought  for  students  of
Canadian cultural history. Its author, Frances W.
Kaye, is a literary scholar and professor of Great
Plains Studies at the University of Nebraska-Lin‐
coln. In this book, she offers a commentary on the
development  of  regional  culture  in  Canada,  a
commentary  that  is  informed  by  theoretical  in‐
sights from literary and cultural studies as well as
by  traditional  archival  research.  Her  goal  is  to
sketch  out  the  ideological  and  structural  forces
which have prevented Natives from actively par‐
ticipating in the development of a unique regional
culture on the Canadian prairies. Ultimately, she
hopes to show that a developing, meaningful in‐
clusiveness within cultural organizations may sig‐
nal  a  greater  acceptance  of  Native  culture  in
white  prairie  society.  Along  the  way,  she  also
demonstrates how Native viewpoints can be inte‐
grated into a discussion of "whitestream" Canadi‐
an cultural institutions and cultural history. 

Kaye's introduction sketches out the theoreti‐
cal  framework.  It  has  two  important  elements.
First, the analysis is heavily indebted to post-colo‐

nial  literary  theory,  particularly  Edward  Said's
conception  of  Orientalism  and  Gayatri  Spivak's
elaboration of  it.  Kaye's  starting point is  a post‐
modern reading of European culture that identi‐
fies  the  processes  and  rhetorical  strategies
through which colonizers from England, France,
and Spain viewed non-European peoples as some‐
thing less than human, as "others." These process‐
es and strategies were originally applied to "Ori‐
ental" cultures after European traders established
relations  with  them.  In  time,  however,  they be‐
came  the  hegemonic  discourses  through  which
the peoples of the West understood the peoples of
the East. This, of course, is Said's thesis. Spivak's
contribution  focuses  upon  colonized  peoples
rather than the colonizers, and reveals the "voice
of colonized peoples cutting through the blanket
of the colonizer's discourse" (p. xvii). The assump‐
tion underlying Spivak's work, and that of her as‐
sociates in the Subaltern Study Group, is that the
culture of a colonized society is rarely assimilated
but instead accommodates itself to the dominant
culture. Such accommodation allows for the sur‐
vival and relatively autonomous development of
a colonized culture. Under the right conditions, it



may one day emerge from domination to re-claim
full cultural autonomy; this is the moment when a
society  becomes  post-colonial.  Kaye  comments
that this  theory was developed to describe soci‐
eties in Asia and Africa, and that it does not accu‐
rately describe North America at the present time.
Nonetheless,  the  theory  is  crucial  to  her  argu‐
ment. She seems too quick to apologize, and her
theoretical  and  methodological  choices  could
have been defended more forcefully. 

In place of argument, Kaye demonstrates the
applicability of this theory through historical in‐
terpretation. Chapter 1 provides a sketch of Cana‐
dian history which applies post-colonial assump‐
tions and concepts to Native culture following the
coming of "settlers"--her preferred term for new‐
comers who were mostly of European descent. It
starts with a simple assertion: that there was an
indigenous culture in North America before con‐
tact. Anthropological and historical research has
given us some clues regarding the nature of this
culture.  This  scholarship suggests  that  the early
adoption  of  settler  goods  and  tools  by  Native
groups did not signal their capitulation to settler
culture,  but  their  active  assimilation  of  these
goods and tools into their existing culture and un‐
der their own terms. Later generations would not
be so fortunate. Disease, land policy, and military
power  destroyed  indigenous  economies  and
forced them to accommodate to a settler culture
which refused to view Native culture as its equal.
Quite the opposite, by the twentieth century Na‐
tive culture was thought to be alien and subhu‐
man, something "other" which had to be eradicat‐
ed if it would not disappear on its own. And yet,
Native culture neither disappeared nor capitulat‐
ed. Through various tactics, both group and indi‐
vidual,  both positive and self-destructive,  Native
culture remained relatively autonomous and re‐
fused  to  lose  its  vision  of  the  world.  In  Kaye's
terms,  this  was  the  crucial  cultural  resource
which allowed Native communities to remain in‐

tact  and coherent  regardless  of  how threatened
they may have been by settler culture. 

The  second  element  of  Kaye's  theoretical
framework is  her concern for "audiences."  This,
more than anything else, sets her work apart from
other recent scholarship in Canadian cultural his‐
tory. Most historians tend to examine cultural pro‐
ducers--people such as journalists, activists, minis‐
ters, college professors, artists, filmmakers, or ad‐
vertising executives--without extended reference
to the publics who consumed the products of their
labors. This is often difficult if not impossible to
do. The records of cultural producers are careful‐
ly preserved in our archives; the records of audi‐
ences are not. Kaye dodges this methodological is‐
sue with an interesting turn: she does not concern
herself with the audience per se, but with the au‐
dience conceived by her cultural producers. This
does not tell us much about actual historical audi‐
ences  and  how  they  received  the  texts  she  de‐
scribes. For this reason alone, then, her ultimate
conclusions may be problematic. Nonetheless, this
turn provides Kaye with insights into the values
and  perspectives  informing  cultural  production.
Cultural  producers  are  dependent  on  attracting
and holding audiences if they are to attract and
hold their operating funds. This is true whether
funding comes from the private sector or govern‐
ment grants. At the same time, cultural producers
from a settler background who share the Oriental‐
ist vision will not see Natives as a vital audience
for their work, and by extension are unlikely to be
sensitive  to  Native  values  and  perspectives  in
their novels, theater, exhibitions, and arts schools.
Connecting these two ideas, Kaye concludes that
"the extent to which Native people as a specific
audience  rather  than  as  individuals  are  con‐
sciously or unconsciously included--or more com‐
monly  excluded--by  arts  institutions  defines  for
me  the  extent  to  which  a  regional  culture  has
passed through a phase of neo-colonialism to an
intellectual  post-colonialism  that  accepts  an  in‐
digenous point of view, including a whole indige‐
nous world-view, as not only valid but essential"
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(p. xx). Let's call this an "audience test." Kaye's au‐
dience test works in conjunction with her defini‐
tion of audience. It is neither sophisticated nor ex‐
clusionary. Quite the opposite--she notes that she
will use it in a general way "to signify implied or
intended audiences as well as varieties of literal
audiences--not only people who actually attended
a certain event or installation but those who read
reviews, heard about it from friends, were vague‐
ly aware of it, or who remained completely oblivi‐
ous to both art and institution but were part of
the 'community' in whose name the art was either
praised  or  condemned,  funded  or  removed"  (p.
xxi). 

In other words, again, she is concerned with
the motivation and intentions of cultural produc‐
ers, and how they expected their wares to appeal
in the marketplace of cultural products. If a cul‐
tural organization could not perceive that an en‐
tire, identifiable demographic group living within
its own community was part of its potential audi‐
ence,  then  this  clearly  indicates  the  extent  to
which that community was culturally integrated. 

Kaye's history is composed of four case stud‐
ies separated by time and place but linked by a
common element: cultural products created with‐
in settler communities but inspired by local Na‐
tive  culture.  Chapter  3  examines  the  artistic
movements which informed the teaching philoso‐
phy  and  style  at  the  Banff  Centre  for  the  Arts;
chapters 4 and 5 look at the founding of the Glen‐
bow Museum in the 1960s and then one notorious
exhibit, "The Spirit Sings," in 1988; chapter 6 as‐
sesses memorials  to Louis Riel  in Manitoba and
Saskatchewan;  and  chapter  7  discusses  Jessica
(1982),  a play staged by the 25th Street Theatre,
Saskatoon, and produced by Native writer Maria
Campbell. As Kaye has constructed her book, each
case study provides one step in the development
of contemporary Prairie culture. 

The  starting  point  is  the  Banff  Centre.  The
center was originally conceived as an extension
project  of  the  University  of  Alberta  in  1913  to

bring  European  high  culture  to  the  sod-busting
folk of the prairies. It was a decidedly white, mid‐
dle-class  project  bent  on  cultural  reform.  Kaye
notes that it had the support of local members of
the  "government  generation"  such  as  Leonard
Brockington  and E.  A.  Corbett,  as  well  as  local
businesspeople  who  were eager  to  become  pa‐
trons of the arts. The United Grain Growers and
its  organ  the  Grain  Growers'  Guide were  early
supporters, and they lent some credibility to the
center's populist self-image. Nonetheless, its early
financing  was  dependent  on  grants  from  the
Carnegie  and Rockefeller  Foundations.  To  main‐
tain  its  profile  among  this  class  of  patrons,  a
School  of  Advanced  Management  was  added  in
the 1950s. In Kaye's estimation, the center was es‐
sentially a conduit for the import of metropolitan
artistic movements to the prairies (p. 90). A case
in point: in the 1950s, the center was more eager
to introduce nude drawing with live models than
it was to respect community standards among its
students. Although an attempt was made to docu‐
ment prairie social history and thereby preserve
stories to inspire future artists, this was marginal
to its overall program. Kaye suggests the prairie
history project mainly served to generate publici‐
ty for the center among rural folk. More impor‐
tantly, while the farm and working-class settlers
of Alberta may have been the intended audience
for this cultural uplift, local Natives were not con‐
sidered  at  all,  nor  were  their  artistic  traditions
emphasized  in  the  programming offered  to  stu‐
dents and patrons.  As a result,  the Banff  Centre
stands as a stark symbol for the establishment of
European settler culture on the Prairies, at the ex‐
pense of--and active exclusion of--the existing, in‐
digenous  Native  culture.  The  ideological  and  fi‐
nancial resources of settler society, including the
education  system,  mass  media,  business  sector,
farms groups, and charitable foundations, all par‐
ticipated in this process. 

Flash forward to the 1990s. Kaye implicitly ar‐
gues that  cultural  organizations founded by set‐
tlers gradually developed a willingness to repre‐
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sent Native culture. To say this is not to say that
these organizations did so willingly or well. None‐
theless, there is in Kaye's narrative a suggestion
that such organizations progressed from utter si‐
lence on the issue of Native culture, to simplistic
representations, to critically informed attempts at
sensitive portrayals,  to,  finally,  Native-settler  co-
operation in the production of cultural products.
Kaye's  concern  for  the  audience  is  revealed  at
each of these stages. The first three are character‐
ized by a common ignorance of the fact that Na‐
tives, as an identifiable demographic group with‐
in society, should have been a potential audience
for the cultural products in question. 

This ignorance came to a crashing end with
"The Spirit Sings" exhibition at the Glenbow Mu‐
seum  in  1988.  The  exhibition  was  intended  to
showcase  the  unique  and  remarkable  contribu‐
tion of North American Native tribes to world art,
and  was  timed  to  coincide  with  the  Calgary
Olympics. The organizers, however, did not con‐
sider  its  relationship  to  another  contemporary
event: a controversy surrounding land claims for
the Lubicon peoples of northern Alberta. The Lu‐
bicon had no financial or political leverage with
the  provincial  government  which  oversaw  the
claim. Instead, they initiated a boycott of the mu‐
seum, arguing that its supposed celebration of Na‐
tive artifacts  was hypocritical  given the govern‐
ment's actual treatment of its Native citizens. The
lack of Native input was notable. No Native inter‐
preters  or  docents  were  hired  by  the  museum
throughout the duration of the exhibit, nor were
there special tours for Native schoolchildren (pp.
146-147). Further, the museum planned to "repa‐
triate" Native artifacts from foreign museums for
the  exhibition.  Once  it  was  over,  the  Glenbow
planned to turn these artifacts over to the Muse‐
um  of  Civilization.  It  was  never  suggested  that
they might be returned to the relevant band coun‐
cils (p. 140). The immediate effect of the boycott
on the museum can be debated. Canadian and for‐
eign museums, numbering eighty-nine altogether,
loaned artifacts; thousands attended; and among

the  visitors  must  have  been  Kaye  herself--who
more than once describes the experience as "stun‐
ning."  In the museum community,  however,  the
boycott  sparked  heated  debates  over  the  legiti‐
mate use of  artifacts and prompted strong,  cau‐
tionary  resolutions  from  organizations  such  as
the International Council of Museums of Ethnog‐
raphy (pp. 150-151). 

The alternative for Kaye is demonstrated by
Thomas King's novel Green Grass, Running Water
(1993).  Chapter  2  of  Hiding  the  Audience is  an
analysis of that novel and King's use of a Native
perspective to re-tell settler stories. He structures
his narrative around the Sun Dance. Much Euro‐
pean  and  North  American  literature  is  written
with the assumption of a shared cultural heritage
among  author  and  readers.  Certainly  the  Bible,
Shakespeare,  and  Hollywood  movies  informed
English letters in the late-twentieth century. King,
too, writes his novel according to an assumed cul‐
tural tradition, but it is one rooted among North
America's  indigenous  people.  Rather  than  the
"great code" of the Bible, he uses the Sun Dance as
his  template  and  then  "re-centers"  stories  from
American  history,  Hollywood  movies,  and  the
Bible itself. And while he uses the Sun Dance in
this manner, he does not explain it, thus mimick‐
ing and mocking the pattern of European litera‐
ture. Out of deference to King, Kaye also does not
explain the Sun Dance (a decision which may an‐
noy her readers).  However, she sees King's inte‐
gration of settler stories and values into a Native
world-view and cultural product as a model for
how a truly inclusive culture might be developed. 

Anyone who believes in the power of art to
transform society will find something of value in
this  book.  Cultural  history  in  Canada  has  been
moving away from studies of high culture and in‐
stitutional histories of cultural organizations, and
towards an understanding of culture which inves‐
tigates  the  structures  and  patterns  of  everyday
life. Kaye tries to bridge these two approaches by
using the institutional histories of cultural Ã©lites
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to develop general insights about values and ritu‐
als in their local communities.  Methodologically,
then--and to  some extent  thematically--the  book
may  provide  interesting  contrasts  with  Sarah
Carter's  Capturing  Women (1997),  Ian  McKay's
Quest of the Folk (1997), or Keith Walden's Becom‐
ing Modern in Toronto (1997). At the same time, it
is the institutional histories which are the weakest
elements  of  the book.  Dates  are  not  often men‐
tioned, and as a result the timing of documents,
events, and movements is frequently obscure. For
example, it  was not clear to me when the Banff
Centre actually opened, or what the precise rela‐
tionship  was  between the  Luxton  and  Glenbow
Museums into the 1960s, or when the statues of
Riel in Winnipeg and Regina were removed from
their original placements. Similarly, certain infor‐
mation  is  assumed  on  the  part  of  the  author
which the reader may not know. Artists and writ‐
ers are named whose significance is either not in‐
dicated or not explained until much later in the
book. 

A definite advantage of the book is its use of
case studies to flesh out her argument.  As Kaye
notes throughout the book, culture happens local‐
ly;  it  is the product of human interaction at the
most  basic  level  in  the  communities  where  we
live.  By  examining  local  cultural  organizations
rather  than  national  associations  or  regulatory
agencies, Kaye uncovers the myriad negotiations
which  occur  at  the  grassroots  over  representa‐
tions, inclusiveness, funding, and politesse. By ex‐
tension, she also uncovers the myriad hidden as‐
sumptions,  values,  and  beliefs  which  informed
these  discussions.  In  this  respect,  her  research
shares  some  common  themes  and  approaches
with Carol Tator et al.  in Challenging Racism in
the Arts (1998), which explores recent representa‐
tions  of  ethnic  minorities  among select  cultural
organizations  in  Toronto.  The  drawback  to  this
approach  can  be  a  fascination  with  details.  At
times, Kaye's writing seems to be dictated by the
documents she found rather than the flow of her
argument (e.g., pp. 160-163). As well, some of the

documents  themselves  might  have  been  better
supported with corroborating evidence. A case in
point is her analysis of the human figure classes
at the Banff Centre. Much of her historical case is
based upon a fictional account written by a for‐
mer instructor at the center. It is not clear when
the story was written or what the author's rela‐
tionship was  to  the  class;  it  is  also  not  clear  to
what extent the events were embellished in the
telling (pp. 69-72). 

One  hidden  assumption  underlies  much  of
the book, and it concerns the formation of the set‐
tler culture itself: that all immigrant groups par‐
ticipated equally in the construction of  a settler
culture on the Prairies. Perhaps this is not Kaye's
assumption,  but  the  issue  of  one  immigrant
group's cultural domination over the others is not
directly addressed. Perhaps it should have been.
While  she  does  acknowledge  that  there  are  au‐
thentic cultural differences among Native commu‐
nities, she does not consider the authentic cultural
differences  among  the  variety  of  immigrant
groups  that  arrived  during  the  period  under
study. Surely these groups also posed challenges
for the established cultural organizations seeking
to build their audiences. Were Chinese, Ukrainian,
or  Jewish settlers  consciously  sought  as  patrons
and  publics  for  the  Banff  Centre  or  Glenbow?
Were  they  more  or  less  welcome  than  Native
groups?  How  quickly  were  their  cultural  tradi‐
tions embraced and celebrated? Answers to such
questions might have provided some valuable in‐
sights  into  the  relative  treatment  of  indigenous
culture. 

Last, it should be noted that Kaye made a con‐
scious decision not to examine cultural organiza‐
tions  operated  by  Natives.  She  justifies  this  by
stating that, as a white woman of settler ancestry,
she did not want to speak for Natives or attempt
to explain Native cultural expression (p. xxii). The
one exception,  of  course,  is  Thomas King.  Some
may see this as a remarkable oversight given that
her stated goal is to find a way to integrate Native
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and settler cultural elements, to work towards a
genuinely inclusive prairie society. One might rea‐
sonably  ask  if  Native  cultural  organizations  are
following a  similar  pattern of  development  and
actually seek a settler audience. In her defense, it
is  immediately  apparent  that  such  a  question
would  require  another  book.  At  the  same time,
however, the book is titled Hiding the Audience,
and presumably that audience is the Native popu‐
lation of prairie Canada. That audience is rarely
heard from in this book, apart from the leaders of
Native organizations criticizing the "Spirit Sings"
exhibition or statues of Riel. As noted above, this
is a direct consequence of her methodological de‐
cision  to  look  at  how  cultural  producers  envi‐
sioned the audience rather than looking for the
historical  audiences  themselves.  Still,  this  is  a
thought-provoking book with a clearly stated the‐
oretical  and political  agenda.  Hopefully,  Frances
Kaye will find that the responses are numerous,
interdisciplinary, and above all interesting. 
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