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express what we have to say,"
Kris says. "We have pre-gig meet-
ings and we work it out very
carefully — the songs, the raps."”
They have to be prepared for
diverse, sometimes unpredictable,
reactions. For example, Lifeline
recently performed a song on the
contributions of Asian Americans
before a wunion audience, where
there is frequently resentment of
Asian immigrants 'stealing our
jobs." The song was well-received.
Then they did an anti-militarist
song, "What If the Russians 1 t
Come?", which usually brings
laughter and applause. That day
it mer with silence. "You can't
let th throw you," is says.
"You plow on."

Lifeline women do not overtly
identify themselves as lesbian in
union contexts. However, many
women recognize them as lesbian.
"We've had a number of lesbians
tell us that we've made their
lives and jobs a little bit easier,"
Jeanne says. "We're up there per-
forming, playing good music, sing-
ing to union women about their
lives and their issues—we're hard
to discount. That begins to break
down people's homophobia." Kris
adds, "Women come up to me
after a performance and say, 'It
makes us so happy to see you
here.! Again, it's something they
haven't seen before—a lesbian on
stage singing to a basically
straight audience and getting away
with it. They think it's great."

Homophobia is wide-spread in
unions, of course, as it is in the
rest of the culture. But it is
beginning to be challenged by pro-
gressive union women. This comes
partly from the recognition that
"queer baiting" is used to attack
and undermine all strong women.
Also, there is a union tradition
of solidarity, of standing by your
fellow workers even if they are
different, that can be drawn on.

At one women's  summer
school, the staff felt it was nec-
essary to begin dealing with
homophobia more directly. Lifeline
women were involved in staff dis-
cussions on how best to raise the
issue. The decision was to focus
on teachers and on the issue of
job discrimination on the basis of
sexual preference. Lifeline started
it all off with Charlie King's song
to Anita Bryant:

Thank you, Anita,

You couldn't have vovir swooor.

You brought us together like
never before.

Thanks to your mission,

You new-found profession,

It’s now your obsession, not mine
anymore.

There followed two days of
intense discussion in which Life-
line women participated as well.
A number of union women came
out to the co-unionists for the
first time. "It was hard. It was
upsetting," Kris says. "There was
a lot of homophobia, But as I was
rather abruptly told when my
anger hit a high point, 'Don't you
realize this is the beginning? We
were doing this three years ago
about racism in the union,’ "

"Wherever people are trying
to work out new values, there is
conflict," Mary says. "That's part
of the process."

In the past several years femi-
nist musicians have been making
increasing cross-overs and connec-
tions with other communities,
from anti-nuke organizations to
New Age bookstores. This process
is important in developing a
broader base of support for our
music, and in building coalitions
that can have a greater impact
on the country as a whole.

What connections are open to
individual women or bands depends
on their own interests and areas
of knowledge. For women inter-
ested in exploring labor-related
work, there are points to be
aware of:

®eYou will need to develop a
body of songs that is work-related
and union-related. Whatever else
you have to say or sing about,
it starts with that.

eYou will probably have to "pay

your dues" through free or low-
pay performances connected fo
local labor issues: strikes, local
conferences, etc. Since there is
not a developed "labor circuit"
for nmusicians, personal contacts
and recommendations are essen-
tial. You will need to become
acquainted with the labor scene

continued on page 61
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The Fadettes were unique in
that they held their own with
male orchestras of the time, oc-
casionally sharing the stage with
John Phillip Sousa's band and
other popular male ensembles.

From 1925-45 was a period of
major development for ladies' or-
chestras. This increase in the
number of women's ensembles was
part of the mainstream trend
after World War II toward more
orchestras in general. There were
also growing numbers of graduates
from the new music institutions
which were formed in the 1920s:
Fastman (1921), the Curtis Insti-
tute (1924), and Juilliard (1924).
Due to the new acceptability of
women pursuing careers in music,
the majority of music graduates
from these institutions were fe-
male, These women, highly trained
in the finest American music
schools, were not content to work
in vaudeville theaters and hotels.
They aspired to the concert
stage, where they could play a
completely symphonic repertory.
They were, however, still barred
from traditional male orchestras.

With nearly 30 active women's
orchestras in the U.S. from the
1920s through the 1940s, almost
every major city had one. Califor-
nia had one of the largest, the
105-member Women's Symphony
of Long Beach. Chicago had 100
members in its Women's Sym-
phony. Other cities included Port-
land, Oregon; Cleveland, Ohio; St.
Louis, Missouri; and Minneapolis,
Minnesota. In Canada the city of
Montreal also had a women's sym-
phony, founded in 1940, which
lasted until 1965.

Not all of the orchestras had
women conductors, but often even
if a man started out in this posi-
tion, later in the life of the or-
chestra a woman would become
conductor., Some of the early
women's ensembles filled in with
men players, and one even re-
quired the male members to dress
in drag to give the illusion of an
all-female ensemble!

The women's orchestras of the
1920s-40s often had highly com-
petent female conductors who
were not being hired in the tradi-
tional conducting circles, Elizabeth
Kuper had tried to start a wom-
en's symphony in Berlin in 1910,
and the Hague and London in
1922, before coming to America

in 1924 to found
Women's Symphony
New York. The attei

were unsuccessful for financial
reasons.
Also organized in 1924 were

the Women's Symphony Orchestra
of Chicago, whose conductors in-
cluded Ethel Leginska [see "Note-
worthy Women" in the March 1986
issue of HOT WIRE] and Ebba

Sundstrom. Leginska went on to
start two more women's sym-
phonies: in Boston {1926) and

briefly, in New York, the Nation-
al Women's Symphony (1932).

Frederique Petrides founded
the Orchesrette Classique of New
York. She also published a news-
letter, "Women in Music," that
documented the activities of her
own and other women's orchestras
across the country. It was pub-
lished from 1935 until 1940 when
she ran into financial difficulty.
It also became a forum for
women to speak out about being
barred from entry into male or-
chestras.

In 1934 Antonia Brico started
the New York Women's Symphony
Orchestra [see "Noteworthy Wom-
en" in the March 1986 issue of
HOT WIRE]. Brico was very out-
spoken about women being barred
from orchestras:

“The law, medicine, economics, politics,
and many other professions are open to
women,” she said. “Why then should not
music be equally open to them? There is no
lack of opportunity to study, what with tui-
tionless schools, music colleges, private
teachers. And the union admits us to its
ranks. But what after that? Where shall we
work, when so many organizations will not
only not accept us, but not even give us
auditions?’’®

Others like Sir Thomas Beech-
am had already made up their
minds:

“There is no good reason why women
should not be employed in orchestras. The
chief question to be asked is whether they
can play as well as men. After that other
considerations may be taken up. Canacon-
ductor enforce discipline among the women
as well as he can among men, or will they

~~=ti-yed on oo A0

ABOUT THE AUTHORS: Janna Mac-
Auslan and Kristan Aspen make up the
guitarand flute duo Musica Femina. The
group has raised eyebrows from coast
to coast with their concert/informance
and lectures about women’s contribu-
tions to classical music. The duo has
also produced two cassettes of classical
women’s music.
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