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CREDITS

FOR LOVE OR MONEY is a film by Megan
McMurchy, Margot Nash, Margot Oliver,
Jeni Thornley.
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Oliver

RESEARCH, SCREENPLAY, PRODUCTION: Megan McMurchy
Margot Oliver
Jeni Thornley
DIRECTION: Megan McMurchy & Jeni Thornley
EDITING: Margot Nash
MUSIC: Elizabeth Drake
NARRATION: Noni Hazlehurst
CINEMATOGRAPHY AND STILLS FILMING: Erika Addis
SOUND RECORDING: Pat Fiske
SOUND EDITING: Annabelle Sheehan
EDITING AND RESEARCH ASSISTANCE: Vicki Smith
ACTORS — Narrative Voices:
Jane Clifton Robyn Nevin
Diane Craig Emu Nugent
Nick Enright Justine Saunders
Vivienne Garrett Kay Sell
Richard Meikle Carole Skinner
Margot Nash Maureen Watson

The Filmmakers

Mo"an McMurchy (co-producer/co-director FOR LOVE OR
MONEY) grew up in outback Queensland and developed a
passion for cinema at an early age.

She has worked in professional and alternative media
production since 1968 — as a radio producer for the ABC's
Science Unit, director of the Fairfield Community Video Centre,
and founding director of the NSW Institute of Technology's
Media Centre. She directed several videotape documentaries
and a short film APARTMENTS before beginning work on FOR
LOVE OR MONEY.

Margot Nash (editor FOR LOVE OR MONEY) worked in both
mainstream and alternative theatre for ten years before taking
up film work.

She was a member of the Australian Performing Group and
the Melbourne Womens Theatre Group in 1976 and 1978. In
1976 she made the experimental film WE AIM TO PLEASE.

She has worked as a cinematographer, editor and editing
assistant on several independent films and was tutor and co-
ordinator for the Brisbane Feminist Film Workshop in 1979.
She worked as technical advisor and editor on BREAD AND
DRIPPING, a documentary on women and the 1930s
(ﬁgﬁgaon. before taking up work on FOR LOVE OR

Margot Oliver (co-producer FOR LOVE OR MONEY) is an ex-
teacher of secondary school science who currently works as a
filmmaker, a writer and a teacher of swimming.

She has worked in independent film distribution at the
Sydney Filmmakers' Co-operative from 1976-1980 and
directed her own films THE MOONAGE DAY DREAMS OF
CHARLENE STARDUST (1974) and CHARLENE DOES MED
AT UNI (1978).

The FOR LOVE OR MONEY project has involved her in
becoming a grass roots historian with a passion for finding and
presenting the mostly untold history of women.

Jeni Thornley (co-producer/co-director FOR LOVE OR
MONEY) has been working in film production, distribution,
exhibition and writing about film for over ten years.

Previously she worked as a teacher, librarian and actress.
Influenced by the Women's Movement and her father's work
as a film exhibitor she became a founding member of the
Sydney Women's Film Group in 1970 and co-scripted and
acted in FILM FOR DISCUSSION #1974 :

After co-directing her first short film STILL LIFE (1974) she
embarked on a three year autobiographical compilation
documentary MAIDENS (1978) which led to her work on FOR
LOVE OR MONEY. MAIDENS won the General Section of the
Greater Union Awards in 1978, a Gold Hugo at the Chicago
Film Festival (1978) and participated in the Flaherty
Documentary Film Seminar (1978). ‘

Elizabeth Drake (musical director FOR LOVE OR MONEY) is a
pianist and composer.

She won the ABC Concerto and Vocal Competition in 1966
and subsequently toured with the ABC., She studied at the
Accademia Chigiana di Siena, Italy in 1968 and received a
Diploma. She was a member of the Australian Performing
Group Collective in Melbourne (1977-1980). Recently she
has composed music for cabaret, theatre and film, including
Failing in Love Again, Worse than Perverse, Anorexia
Sometimes, and the film FOURTEEN'S GOOD EIGHTEEN'S
BETTER.

During 1982 and 1983 she has been working in close
collaboration with the filmmakers of FOR LOVE OR MONEY to
compose the music for the film.
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EDITORIAL

Itis nearly six years since the idea for “‘the women and work
film™ was first discussed. Since then hundreds of women have
contributed their time, films, research and creative skills to
what is the first Australian women's labour history film.

FOR LOVE OR MONEY: A History of Women and Work in
Australia is an important film because it deals with labour
history and is the first compilation of largely archival
representations of women's work in Australia. There are few
enough recordings, outside mythic notions of ‘pioneer women'
and ‘mateship’ of the real work undertaken by the working
class in this country, and the social conditions under which it
has been produced

FOR LOVE OR MONEY is also a difficult film. It deals with
complex issues and represents these issues within a
chronological framework informed by a feminist politic. It is
both a documentary film of the history of women's work, and a
film which foregrounds a myriad of related political issues —
aboriginal land rights, migrant exploitation and racism, new
technology, the peace and anti-nuclear movements.

The release of the film will bring with it responses, critiques
and uses as varied as the themes and issues which it raises.
Outside theatrical distribution, the film will be widely used as
an educational resource at upper secondary and tertiary levels
and within community education. Across a range of subject
areas such as History, Media Studies, Women's Studies and
Politics FOR LOVE OR MONEY will be studied both in its own
right as well as for the content which it presents.
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This A.T.0.M. Study Guide in the Australian Feature Films in
the Classroom series provides information, resources and
teaching ideas for using the film. In producing the Study Guide
we have been aware that this film is the first compilation docu-
mentary of Australian women's labour history: used in con-
junction with the filmmakers' book of primary source material
FOR LOVE OR MONEY provides a valuable teaching aid.

But as Media Studies teachers we are concerned that the
film itself, its processes of production. its polemic, its
problems, its place within documentary and feminist film-
making traditions, its points of view and its representation of
women's work is equally taken into account in any teaching
situation

The Study Guide has three distinct sections — The
Introduction includes a review of the film as well as a dis-
cussion of the representation of history in film

Teaching Perspectives has three parts, each of which could
be used as a unit on its own. Firstly it deals with the period of
Australian history covered in the film; secondly there is a dis-
cussion of documentary film; and the final part looks at the idea
of work in general.

The Resources section of the Guide includes extensive
listings of films and books as well as useful background infor-
mation about the film presented through interviews with two of
the filmmakers. Lastly, there is a list of contacts for further in-
formation and resources.
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REVIEW:

“For love or money ..." is a well-worn phrase. Like a
cliche, it tells us something that we already expect to hear: and
like a proverb, it lays claim to the status of common
wisdom.

“'She did it for love or money " . . . That sentence suggests a
story to be told. It promises romance, possibly crime, and
certainly a mystery (“what exactly did she do?").

But in any such story the mystery can only be a matter of
actions and events, since “for love or money" assumes that
we already know what to expect of the character's motives —
love or money, passion or profit, self-sacrifice or
self-interest.

There is a choice built in to this cliche, which takes for
granted a bit of “wisdom™ commonly expressed in our culture:
that sexuality and economics are, like the home and the
work-place, entirely separate spheres.

As a film about women and work, FOR LOVE OR MONEY
sets out to question the distinction that its title ironically
repeats. It is a film about love and money — about the
connections as well as the conflicts between women's work in
the family and their struggles as part of the labour force.

It is not only a study of the position of women, past and
present, working for miserable wages in appalling conditions
(although it is a major part of the film's project to document the
particular exploitation of women workers at different times). It
is also a film about the love of work — for desire, pleasure,
need, security — and about what the filmmakers call “the
work of love”, the labour of providing comfort and sustenance
for other workers at home.

At the same time, FOR LOVE OR MONEY sets out to tell a
story. If the history of women as workers in Australia is not
exactly a mystery, many of the actions and events narrated in
the film are unfamiliar, surprising, long-forgotten (“‘what
exactly did they do?"').

By asking what women workers have done in Australia’s
history, and by compiling a mass of evidence to create a single
coherent story in response to that question, FOR LOVE OR
MONEY turns the documentary mode into a form of detective
fiction.

As a collage of evidence about women and work, FOR LOVE
OR MONEY is an ambitious and fascinating project.

The idea for the film was first discussed in 1977, and with
the help of many other women, the filmmakers Megan
McMurchy, Margot Nash, Margot Oliver and Jeni Thornley
spent years tracking down documents — film clips, stills,
photographs, letters, diaries, cartoons, poems, songs,
newspaper articles. They also drew on the recent work of
feminist historians, on autobiographies by Aboriginal women,
and on the personal reminiscences of women interviewed
around Australia.

If the labour of research was enormous, then that of
selecting and editing material for the film was even more
demanding.

The result is a dazzling kaleidoscope of different sounds and
images, different voices and views, loosely but firmly held
together by the framework of narration (read by Noni
Hazlehurst), and the moody, sophisticated music of Elizabeth
Drake.

The story itself is divided into four major sequences, each of
which corresponds to a different period of Australian
history.

Hard Labour (1780s-1914) is particularly rich, taking us

Meaghan Morris

from the prisons of 18th Century England (packed with women
whose real “crime” was poverty and unemployment) to the
eve of the First World War — by way of various accounts of
white and Aboriginal women's experiences of colonisation,
pioneering, the growth of cities, and industrialisation.

The second part, Daughters of Toil (1914-1939), explores
the effects of war on women's work, and the ways in which
women were first encouraged to take an active role in the work
force and then sent back to their homes. It looks at
conscription, and the work women did in campaigning against
it. and then moves from the consumer frenzy of the 1920s
(“the creation of the modern housewife” by mass production
techniques, advertising and “‘labour-saving”" devices) to the
stark days of the Depression and the assaults on married
women’s right to work.

Working For The Duration (1939-1969) examines another
war, another manipulation of women's labour — and the
intense equal pay campaign sparked by the discontent of
women doing men'’s jobs and maintaining their homes for far
less than the male wage rates. It traces the motherhood
propaganda aimed at women during the 1950s; and to the
stories of Aboriginal experiences introduced throughout the
film, it now adds the voices of migrant women brought to
Australia to meet the needs of expanding industries.

In the 1960s many married women return to the workforce,
while young women begin to question the roles assigned to
them by post-war culture. The last part, Work of Value
1969-1983, picks up the theme of women's revolt by
juxtaposing accounts of the impact of feminism. and of
successful equal pay and then equal opportunity campaigns,
with flashbacks to earlier moments in the film — moments of
exploitation, and moments of resistance.

But FOR LOVE OR MONEY does not end with a simple
celebration of a battle won. The 1980s have brought new
difficulties and dilemmas — widespread use of automation,
high unemployment, new attacks on married women's right to
work, a growing threat of nuclear war. The ending of the film
asks us to consider the implications of these developments for
both men and women at work — and to compare the present
with the past not only in terms of the problems solved, but also
of those that persist.

And it reminds us that the history presented in FOR LOVE OR
MONEY is really a history of representation — of the ways that
the images and texts of both past and present help to organise
our sense of the meaning, even the reality, of our own and
others’ lives.

FOR LOVE OR MONEY begins and ends by affirming that the
work of cinema is a part of this process. i

The opening sequence is a montage of scenes from
Australian feature and documentary films, which shows the
shifts in attitude towards women's “‘place’’ over time — and
also defines the method of working to be used in the film itself.
The final sequence includes clips of recent films about and by
women, such as Jeni Thornley's MAIDENS, Mary Callaghan's
GREETINGS FROM WOOLLONGONG, and ME AND DAPHNE
by Martha Ansara, John Flaus and David Hay.

In this way FOR LOVE OR MONEY becomes part of its own
history — an action and an event in the story of women's work
in film.

The complexity of the film’s structure, blending so much
diverse material together to develop several inter-related
themes, is one source of both its strengths and its
weaknesses. 3



Its technique of compiling material found in archives or
provided by other women allows FOR LOVE OR MONEY to
keep generating interest from moment to moment — and
plays on our fascination with the debris of an unfamiliar or
forgotten past.

Yet it also threatens at times — and especially towards the
end — to overwhelm the viewer with a mass of details which,
because of their very profusion, tend to become blurred into an
increasingly shapeless pile of “facts’".

/

If FOR LOVE OR MONEY uses montage to compose its case
on the basis of the evidence collected, then it must be said that
there are many ways of using montage and of presenting
evidence. Like any work of detection, FOR LOVE OR MONEY
confronts us not only with new and/or neglected facts, but
with an interpretation of those facts.

By doing so, it takes an approach developed by many
filmmakers working in so-called “independent’ cinema
traditions in Australia.

In the United States and Europe, the term “independent”
initially referred to films of any style or length produced outside
a studio system and, in some cases, without assistance from
government organisations.

There is no developed studio system in Australia today, and
until recently most films were partially or completely funded by
State subsidy schemes.

in this context, “independent cinema’ loosely describes
those documentaries, short dramas and experimental films
which — unlike feature-length dramas — have not been
produced for profit; and which may represent Australian life in
ways that are different from (and sometimes critical of) the
techniques of contemporary commercial cinema.

Over the last few years, a number of independent
documentaries have been made using a combination of
interviews with footage found in film archives to build an
“alternative” history — films like FRONTLINE, FIRST
CONTACT, ANGELS OF WAR and LOUSY LITTLE
SIXPENCE.

But they do so in different ways. David Bradbury's
FRONTLINE, for example, intersperses footage from the
Vietnam War shot by cameraman Neil Davis himself

Wemtn Fram wrevKe s win Hag right 4v drve
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addressing the camera — so as to give us a troubling portrait
of a particular personality at war.

In LOUSY LITTLE SIXPENCE, Alec Morgan and Gerry
Bostock work instead from the particular to the general. It
concentrates on the history of the New South Wales Aborigines
Protection Board, 1909-1941; but the archival footage,
photographs and the memories of Aboriginal elders are used to
make the film a sketch of themes for a broader history of
Aboriginal struggle.

One problem in FOR LOVE OR MONEY is that it tries to trace
connections between two huge themes — “‘women” and
“work™ — over no less than two hundred years of general, and
highly complex, social history.

If this helps to create the impression of a film sagging under
its own weight, another problem is that the order of
presentation in the film is supported by nothing more solid than
a simple chronology of events. Some sections, in fact, seem to
offer us enumeration instead of analysis.

This is particularly unsatisfying in the sequences dealing
with the 20th Century, in which the First World War fades into
the Depression and then into another war without any real
discussion of how these drastic changes happened.

It is true that any more details of the broader contexts of
women's work would have added to the film's already
considerable length — but it is the very scale of the existing
film that makes us notice their absence.

The effect of a historical parade with bits of information
streaming past is actually intensified, rather than corrected, by
the chorus-like repetition of sentences using “We . . . * which
sometimes interrupts the chronology.

While the film as a whole sets out to stress relations
between the family and the work-place, and to show the
changing functions of women's work within a general
economy, this alternation of chronology/chorus in fact
suggests that there is a separation between the procession of
events in history, and a flow of female experience which stays
pretty much the same.

It also helps, at times, to eliminate the question of
differences and conflicts between various groups of “working"
women.

There is some attention paid in the film to the exploitation of
working-class women by ‘“independent’ middle-class
women, and to white women’s use of Aboriginal women's
labour.

But these experiences are inserted into a narration that rests
on the (white) text-book/quiz-show assumption that general
history is a string of dates.

The result is that if on the one hand FOR LOVE OR MONEY
uses interviews, reminiscences, and film clips to broaden our
ideas of what documents for a history can be, then on the other
hand its chronological framework tends to ignore the
possibility that women of different classes and cultures may
have conflicting ideas about te/ling a history — and thus about
what their own history is.

But many of these problems arise because of the pioneering
ambitiousness of the project, and the passionate enthusiasm
to ask new questions that made the film possible in the first
place.

FOR LOVE OR MONEY is the first full-scale film essay on a
phenomenon that affects the lives of everyone in our society;
and if it leaves room for criticisms that might generate further
ideas, then that is just another aspect of its enormous
achievement.



WHAT IS ‘HISTORY'?

Ina Bertrand

Someone once suggested that maybe the world was created just a moment ago, with all its memories intact. |
find it easier to believe that the past really did exist, somewhere, somewhen . . . But!know that we can never go
back to it. All we have are its traces in the present — objects like buildings and clothing and household goods
and written records, or representations of what life was like in the form of paintings and photographs and

sculpture and films and literature.

We use these traces in our attempts to ‘re-present’ the past,
to ‘write’ history: but this activity is always in and for the
present.

FILM AND HISTORY

Film also represents, i.e. it records some reality outside
itself, which is then ‘re-presented’ to viewers, well after the
event took place. An audience may choose simply to enjoy the
film, and not bother to think about the world being repre-
sented.

But a documentary film*, because it aims to represent our
real world, and usually expects viewers to think more closely
about some aspect of it, always invites us to look through the
image to the 'reality’ being re-presented. It might be enter-
taining as well, of course, but that is not usually its primary
intention.

COMPILATION FILM

‘Compilation’ is a particular method of making a docu-
mentary film, by combining fragments from pre-existing
materials. The makers of FOR LOVE OR MONEY have used still
photographs, extracts from moving films, and live interviews.
Sometimes the sound they use was recorded at the same time
as the image, but more often it was not: it consists of quota-
tions from books and documents, read by actors and act-
resses, and sometimes a statement, either in words or music,
addressed to the audience directly by the filmmakers them-
selves. We, as viewers, are not told while we are watching the
film, just where all these many elements come from.

If, instead of viewing a film, we were reading a ‘serious’ book
on this subject, we would expect the authors to provide us with
annotations, i.e. information about their sources. Though we
can train ourselves not even to notice the little numbers which
draw our attention to the footnotes or endnotes, their presence
gives us extra confidence in the trustworthiness of the author:
they are there if we wish to follow anything up, to check or
question.

But a film cannot do this. First, there is no time: the pro-
jection of a film is inexorable, it just ploughs on, regardless of
whether we have followed everything or not. But, as well, there
is something in the way films are put together that prevents
reflection.

In one way, a compilation film is like a book of historical
documents: it gathers together different comments on a single
theme. But, unlike the document book, it does not draw atten-
tion to the start and finish of each segment. Instead, it uses the
techniques we have become used to in textbooks or narrative
fiction, i.e. it runs all this together into a single exposition, Our
understanding of film conventions, which we share with the
filmmakers, means that we combine the series of images and
the soundtrack in our minds, without realising what we are
doing, unless the filmmaker deliberately interrupts the process
and reminds us that we are watching a film, not the real world.
The absence of such reminders is called ‘seamless’ editing: the
more seamless is the construction of the film, the less aware

“The term ‘documentary’ is a difficult one. For a good discussion of its
Documentary Film Cinema Papers, 1982.

& Peter Beilby, The in Australia,

are the viewers of the sources of the fragments that make it
up.

So, to study a compilation film you will need to look carefully
at its construction. Where do the images come from? Is the
sound synchronous with the image (speech or natural sound
recorded at the same time as the image) or not (music, addi-
tional sound, narration)? Are the sounds and images put
together in harmony (e.g. the music accompanying the open-
ing sequences of the aboriginal women) or in counterpoint,
even contradiction? How is each image or sound connected to
those that precede or follow?

IMAGES, SOUND AND MEANING

This is not done just to check up on the filmmaker. The
makers of FOR LOVE OR MONEY have, in any case, provided
us with the equivalent of footnotes by publishing a written text
that can answer all those questions if we wish, Rather, we are
looking for the meaning of the film, and this cannot be sepa-
rated from the segments that make it up.

Look, for instance, at the opening shots of the film. The real
aboriginal women walked through the countryside with their
families searching for food. There was also a film, aiready a
representation, of these women. What we are seeing however,
is a piece of that original film re-used in a new context. This
new context is provided by the other pieces of film with which
this image is surrounded, and also by the soundtrack which
was not on the original film (in this case a music track and a
narrated commentary).

The significance of this whole film therefore comes out of
meanings provided on three levels:

e those from its current form as a series of images and
sounds deliberately put together into a film called FOR LOVE
OR MONEY

® those provided by the pieces of sound and image tracks of
which this film is composed, and which still carry with them,
somewhere, the traces of their origins;

® those provided by a real world which was once represented
by these sounds and images.

A ‘WINDOW ON THE WORLD'

So film is not a window: at best it could be considered as
some kind of refiecting surface, like a mirror. The filmmaker,
who put the film together in just this fashion with deliberate
purpose, is reflected there, but so too are we, the audience, as
we construct the meaning of the film in our own minds. To
study a film involves becoming conscious of these processes,
not in order to somehow score off the filmmaker, but to
enhance our response to the film. This study guide attempts to
help you to do this.

xities see John Langer, ‘What is a documentary?’, in Ross Lansell
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HISTORICAL NOTES

“The value of studying the history of women's work, of realising that domestic work has a history is that it alerts
us to the possibilities of change. Just as the particular organisation of paid and unpaid work has been
historically produced so it can be transformed. Feminists now recognise that the integration of women into the
process of production (into paid work) is a necessary, but not sufficient condition for liberation. Equally
necessary is the integration of men into the process of reproduction (into child care and domestic

labour).”

In order to understand the relationship between women and the paid workforce it is
important to recognise one central historical event: the separation of home from
workplace which occurred with industrialisation.

Prior to the advent of the factory system the unit of production tended to be the
family, and home and work (craft or agriculture for example) were fully integrated.
The removal of work from the home and the institutionalisation of a 48, then 44, hour
week meant that productive (paid) work and child care and domestic work were made
incompatible.

Women's relegation to the home was justified by the ideology of ‘separate
spheres’ which decreed that while men ruled the affairs of the world women reigned
over the home. The historical facts of men's high wages and the shortage of women
in nineteenth century Australia facilitated the adherence to separate spheres in
practice — most women who wanted to could marry (unlike in Britain where there
was an excess of females) and most wives could be maintained at home by men’s
W .

he important consequences of this development was that the hours and struc-
tures of paid work and public life in general were determined by men who took for
granted there was someone else to take care of children and home. Thus when
women entered paid work they did so on men's terms and were grossly handicapped
by still bearing the primary responsibility for family and home.

The women who have been able to succeed in the male world of paid work or public
life are generally those whose material circumstances most resemble men's — that
is those unencumbered by children — either because they haven't had any or
because the children have grown up or because their class situation enables them to
employ servants.

BUILDING A COLONY

To understand the situation of women workers in early Australia, especially convict
and Aboriginal women, it is important to recognise the particular historical situation
created by European settlement. C. D. Rowley has pointed out (in The Destruction of
Aboriginal Society) that it was especially unfortunate for Australian Aborigines that
the European settiement of Australia took place when the Industrial Revolution was in
full swing with Britain at the heart of it. “Britishers, from the first discovery that
Australian grass could be very profitably turned into fine wool, consistently brushed
aside in practice Aboriginal ‘rights’ where there was money to be made . .."

Sealers and whalers exploiting the resources of the sea could co-exist with
Aborigines. But for pastoralists occupation of the land was all important and the land
was the basis of Aboriginal society. The continued co-existence of these two groups
on their own terms proved impossible. The availability of free convict labour to the
pastoralists meant that in south eastern Australia they did not have to rely on
Aboriginal labour to any great extent. Moreover, Aborigines, viewing the tyrannies
and degradation, the ‘drudgery of labour’ to which the convict (and free) workforce
were subjected, were loath to submit themselves to similar work disciplines. The
majority of Aborigines as Henry Reynolds notes in The Other Side of the Frontier
attempted to maintain their independence from the European labour market. In
northern Australia, in the absence of alternative sources of labour, there was a greater
reliance by pastoralists on Aboriginal workers.

Convict women's position was adversely affected by the lack of employment
opportunities in a colony under construction. A premium was put on (male) building
skills; the pastoral and sealing/whaling industries favoured male employees 'without
encumbrances’. The only work for women was to service the men (and their
children) sexually and domestically. In their cultural habits — in their drinking,
swearing, gambling, insubordination and promiscuity — the female convicts closely
resembled the men, yet women were sharply differentiated from the male convicts in
their enforced idleness and their subsequent inability to qualify as ‘useful members
of society’. The activity for which they were most used was sex — but this
usefulness merely served to stigmatise the women further in the eyes of the ruling
group. Marriage provided convict women with a route to ‘respectability’ and an
occupation.
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Research the domestic and class
circumstances of three of the following
‘public women':

o Nellie Melba (opera singer)

o Vida Goldstein (politician)

e Jean Meizer (politician)

@ [ta Buttrose (newspaper executive)
@ Laurel Martyn (ballerina)

e Susan Ryan (politician)

o Margaret Guilfoyle (politician)

e Jana Wendat (journalist)

e Geraldine Doogue (journalist)

Discuss: which jobs have fiexible or short
hours? Is there a relationship between the
hours of a job and the sex of the workers?

Research: How did men’s wages in
nineteenth century Australia compare with
men’s wages in Britain or other countries?
What was the sex ratio in nineteenth century
Australia?

Research the types of jobs which were
most common and those which were most
highly paid in convict soc:e;y. Were they
men's Jobs or women's jobs

Discuss the similarities and differences
between male and female convicts, taking
nto account:
® cnmes committed in Britain
e offences in Australia
@ class background
@ patterns of behaviour
@ opportunities for work
® wages
@ reputations.




SEX SEGREGATION OF THE LABOUR MARKET

With industrialisation the sexual division of labour became entrenched — men
worked in the market-place, in the outdoors, in public life; women's work was in the
home. When women by necessity entered the labour market the basic sexual division
of labour was extended into a sexual segregation of the workforce. The se?regation
was both horizontal and vertical. Margaret Power has shown that between 1911 and
1971, despite massive changes in the economy and a dramatic increase in the
numbers in the female workforce, about 80 per cent of women continued to work in
‘women's jobs’ — in domestic work, in clothing textile and food industries, in
packaging and wrapping; as typists, stenographers, teachers and telephonists.
Within occupations shared by women and men, men invariably have held the
positions of authority — a result of women'’s special handicap, their relationship to
the family — as discussed above.

WOMEN'S CHEAP LABOUR

The strict jon of the labour market into men’s and women's occupations
has facilitated the perpetuation of women's lower rates of pay. The confinement of
women 1o particular low paid occupations can be understood on one level as the
outcome of an historic bargain between capitalists (and the State) on one hand and
male labour unions on the other. Capitalists in Australia have depended on cheap
female labour for profits — Ray Markey has argued in Women, Class and Histo (ed.
E. Windshuttle): “‘In a very real sense, women were the industrial cannon fodder for
manufacturing growth””. Male workers accepted the intrusion of women into their
sphere as long as their own relatively high wages were not undermined — as long as
womonworkerswefekeptomddirectcompemionwnhmenforthesamepbs.
Where women were in direct competition with men — as in fruit picking — they
should, said Justice Higgins in the Mildura Fruit Pickers' case of 1912, be paid the
same wages as men so as not to threaten the men's jobs.

Women's lack of trade union organisation has_also contributed to their
vulnerability as workers — to their lower rates of pay. Their lack of union activity in
the nineteenth century was due in part to their isolation as domestic servants (by
1901 domestic service still employed almost half of the female workforce), or as

iece workers in their own homes. The strength of tailoresses in the factories was
continually undermined by the existence of a large pool of women willing to do piece
work for exploitative rates of pay at home — either because they had children to care
:or or because in their ‘gentility” they recoiled in horror at the thought of working in a
actory.

THE FAILURE OF EQUAL PAY

Feminists have demanded equal pay from the nineteenth century. The Woman's
Christian Temperance Union, which fought for women's suffrage, attributed
women's degradation as prostitutes to the lack of well paid alternatives. In 1907
unequal pay was institutionalised by Justice Higgins’ momentous Harvester
judgment which defined the man as breadwinner requiring a family wage and the
woman as dependent-wife requiring (at most) half a wage. In 1912 in the Mildura
Fruit Pickers' case Justice Higgins elaborated on the wage distinctions appropriate 10
men's and women's work. Asked to determine the wages of fruit pickers he reasoned
that as picking was mainly men's work he must award men’s wages:
If fruit pickers are the class of workers, the minimum rate must be such that recognises
that, up to the present at least, most of the pickers are men . . . and that men and women
are fairly in competition as to that class of work. If milliners are the class of workers, the
minimum rate must | think, be such as recognises that all or nearly all milliners are
women, and that men are not usually in competition with them.

In 1918 the women's rate was set at 54 per cent of the men’s “living wage'.

The usual strategy adopted to avoid equal pay and competition between men and
women was to reclassify women into different occupations, to further segregate the
work force. Thus the Report of the Royal Commission on Public Service
Administration in 1920/21 recommended that women be concentrated in the
General Division particularly in occupations such as typist and telephonist, while the
men be admitted to the Clerical Division where they would be freed from routine
duties to enjoy a “‘wider scope for training and promotion™.

During World War Il when the exigencies of a total war effort demanded women's
placement in men’s jobs and military auxiliary services, the Labor Curtin government,
seeking to placate male labour unions anxious to retain the jobs for men in the long
term and employers anxious to secure labour at the least cost, decided on the
compromise of the Women's Employment Board which was instructed to pay women
between 60 and 100 per cent depending on their ‘productivity’.

Only a minority of women employed during World War Il however were affected by
W.E.B. rulings. The majority of women workers were still confined to women's jobs
in the clothing and food industries and in nursing where they still earned 54 per cent

of the male wage. Because of the war situation these industries were now ¢ sified
‘essential’ and there were great shortages f workers. Jobs under W.E.B. rulings on
the other hand were flooded with applicants. One solution to the shortage of labour in
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Discuss the employment structure of your
school/college. What sex are the principals
and senior teachers?

Discuss: Why is textile work woman’s
work, car assembly men’s work?

Take a trip to 2 or 3 different factories and
observe and discuss the sexual segregation
evident in the workforce.

Research: Trace the transition of typing
hvmbe:‘ngam's/oblobeil;galemale/ob.
Why did the transition occur

Research the history of female trade
unionism in Austrahia.

Discuss: Wh{ have women accepted
cheaper wages than men? Why are child care
workers paid less than plumbers?

Why have women been employed in such
large numbers in manufacturing (1 in 3
factory workers in Victoria in 1910 were
women) if society believed a woman's place
was in the home?

gentility and low pay? — discuss in relation
to nurses, shop assistants, piece-workers.

Discuss: Why did ‘equal pay’ not bring
about equality of wages?

Research. Why was the Harvester
judgment of 1907 regarded in its own time as
a " achievement? What was its

Discuss: Why did not the government in
World War Il grant women in men’s jobs
equal pay on the basis of the ruling in the
Mildura Fruit Pickers' award in 19127

Research: Why did married women begin
worlung in unprecedented numbers in the
1960s

Research: When were married women
permitted to take employment in the
Commonwealth Public Service and the State
teaching services?




clothing and food industries was clearly to increase pay and improve conditions. But
the principle of women's cheaper rates was vital to employers and the State. Rather
than give up that principle the government decided to conscript ‘unoccupied women’
(ie. those without children) into_women's jobs where they were forced by
‘manpower’ r;?ulations to remain. The tensions and anomalies created by women
worl:ang at different rates of pay led to much industrial unrest and a number of
strikes.

There were however two positive gains for women from the World War Il
experience — the general female wage was increased from 54 per cent to 75 per
cent of the male rate and an important precedent had been set by the married women
who had entered the work force. The post-war period in Australia — especially from
m%ﬁ()s — saw a steady rise in the percentage of married women entering the

orce.

The campaign for equal pay continued into the post-war years but the victories
won simply highlighted the misconceptions on which the campaign was based. In
1969 the Commonwealth Arbitration Court awarded equal pay for equal work but
because of the profound sex segregation in the labour market very few women were
found to be performing etiual work. In 1972 equal pay for work of equal value was
granted but it was not until 1974 that the real triumph of an adult minimum wage for
all was achieved. But still wages have not been equalized: in their different jobs
women still earn about two thirds the average wage rate of men.

THE HISTORY OF DOMESTIC WORK

It is surely one of the interesting ironies of history that in the nineteenth century
when middle class women were freed from most domestic work by servants they
were prevented by legal and ideological barriers from entering most professional and
paid work. By the time these constraints were lifted in the late twentieth century most
women also carried a full burden of domestic work and child care.

There is further irony in the fact that just as women acted to limit their families at
the turn of the century, they were confronted with exacting new standards of
mothering and ifery. Fears about ‘race suicide’ — the decline of the birth rate
— gene fresh belief in the importance of children and hence the importance of

ng. Mothers were instructed from the 1920s in ‘modern’, ‘scientific’ modes
of mothering. Infant welfare centres were established. Women's success as mothers
was to be measured with the babies on the scales. Ideological pressures keeping
women under ‘house arrest’ were backed up by State coercion — married women
were barred from employment in the public service.

The decline of private domestic servants meant increasingly that women had to do
all the work previously shared by a number of people. ‘Labour saving devices' were
much promoted by advertisers but it is arguable that these machines done little
to ease the burden of domestic work created by children. Automatic washing
machines have enabled women to wash daily rather than weekly or monthly. The
industrialisation of domestic services — in the form of day care centres, take-away
food stores, cleaning companies — have freed women to an extent but their viability
depends in turn on the continuation of women's cheap wages and women's ability to
pay for these services. And there is an irreducible minimum of housework associated
with rearing children which by and large remains women's preserve. Women have
won themselves a double burden. While the winning of the 8 hour day in 1856 is

celebrated th Australia, ‘working’ women in the 1980s are struggling
through a 12 to 16 hour day.
CONCLUSION

The value of studying the history of women's work, of realising that domestic work
has a history is that it alerts us to the possibilities of change. Just as the particular
organisation of paid and unpaid work has been historically produced so it can be
transformed. Feminists now recognise that the integration of women into the process
of production (into paid work) is a necessary, but not sufficient condition for
liberation. Equally necessary is the integration of men into the process of
reproduction (into child care and domestic labour). 3 ‘

In order that men and women can share paid and parenting there will need to
be a drastic reduction in the wo week to say 20 hours, accompanied by firm
restrictions on overtime and the abolition of the invidious distinction between part-
time and full-time work. As Anne Coote and Beatrix Campbell write in Sweet
Freedom: "A feminist approach to,developing strategy might begin by asking a
different question: not ‘How do we create full employment?’ (most women already
work a 12 to 16 hour day) but ‘How shall we care for and support our children?’ "
The ideal would be a combination of community-based and parental care, and to end
‘male absenteeism from child care and other domestic responsibilities’ it will be
necessary to drastically reduce the time men spend in paid work.




D OCU M E N TA R Y F / L M Barbara Boyd-Anderson| Sally Stockbridge

In recent years in Australia, we have witnessed a strong re-emergence of the documentary — in independent
production and for use in prime-time television. By studying the documentary, its traditions, its diverse
characteristics, and its audiences, the student of media has the opportunity to scrutinise the power of the film
medium in its depiction of ‘reality’, and to question the assumptions that underlie the claim of the documentary

to ‘authenticity’.

For all teachers/learners using FOR LOVE OR MONEY (or indeed any filmic representation) in classroom
situations, it is important to understand the context within which the film was produced so that the ‘meanings’
which the film elicits can be understood within the broadest perspective.

In the case of FOR LOVE OR MONEY we are dealing with a labour history film, the first women's labour history
film in Australia. It is a compilation documentary, using largely archival footage, and made from a radical
feminist perspective. History, Social Studies and Women's Studies teachers/students should take this into

account in any exploration of the content of the film.

This section of the FOR LOVE OR MONEY Study Guide outlines some aspects of documentary filmmaking,
and includes a discussion of recent feminist filmmaking practice which draws on this tradition.

In Great Britain, “‘the ideas that were developed in the late 1930s have never been
seriously challenged: the structure of the documentary industry is still the one that
Grierson did so much to create. The result is that an important and infiuential sector of
the British cinema is still shackled by a conception of the cinema developed by Grierson
and his associates”. (Alan Lovell)

John Grierson was the first to use the term documentary. As head of
England's Empire Marketing Board's Film Unit, and later as head of the same
Unit transferred to the aegis of the General Post Office, he developed a position
with regard to filmmaking that was both liberal in conception, and practical in
function.

Unlike the feature film industry which catered to a mass audience’s need for
entertainment, the documentary, according to Grierson, had a purpose. His
Film Unit was founded for the express purpose of producing short films
designed to instruct, provide national education, inspire discussion, to provoke
consideration of social issues and activities, and to bring the Empire alive in
contemporary terms, as a Commonwealth of nations and as an international
combine of industrial, commercial and scientific forces. He believed the
documentary film should be an educational instrument, always asking its
audiences for judgement, and sometimes for action.

However, Grierson's Film Unit wasn't independent; it was substantially
state-funded, and as such, subject to a degree of government sanction. He
recognized this and conceded that radical or oppositional documentary
filmmaking was beyond his sphere of action.

Implicitly Grierson's films served as effective propaganda pieces. State
sponsored and state distributed, they capitalized on the potential of the film
medium to provide information and influence attitudes. The films produced
normally had to be justified primarily in terms of their propaganda or
advertising value, and were subject to constant review.

The ‘propaganda’ requirement was fundamental and was never seriously
questioned: the notion of state propaganda was unproblematic for the
documentary movement since it worked within the context of a conception of
the state as benevolent mediator of a mass political democracy. In this view,
propaganda serves the end of enlightenment. (Annette Kuhn)

The term, documentary, has become one of the most familiar ones in the

film dictionary. It has been used to cover a wideranging number of non-fiction
films including training films, travelogues, educational films, propaganda
films, and even television specials. In production circles, corporate films and
public relations films are considered documentaries. The breadth of the term
was anticipated in 1948 by the World Union of Documentary, which defined
documentary as:
... all methods of recording on celluloid any aspect of reality interpreted either by
factual shooting or by sincere and justifiable reconstruction, o as to appeal either to
reason or to emotion, for the purpose of stimulating the desire for, and the widening of
human knowledge and understanding, and of truthfully posing problems and their
solutions in the spheres of economics, culture, and human relations. (Paul Rotha)

H;hal does the term ‘documentary film" mean to

Discuss Grierson's concept of the documentary.
What factors or elements in his approach need to be
examined carefully?

Grierson made documentaries that were mainly
State-funded. What problems would arise for film-
makers who were funded in this way?

Why has Grierson's influence been so powerful
over the years in the documentary tradition?

Is the presentation of alternative views an
important function of the documentary tradition?
View the documentary FILMWORK. What were
some of the unique problems of working against the
%)I;t;cal and social mainstream, as shown in this
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DEBATE

Debate about the term ‘documentary film' continues. The Cinema Verite
school aggressively rejects this broad and loose usage of the term, and takes
the view that the camera should be a neutral, objective presence, merely
recording events, but in no way imposing the interpretation of the filmmaker
upon the subject matter or event. This latter view, in turn, has its critics. They
argue that given the nature of the film medium, every film is a ‘fiction’ of sorts.
The mere presence of the camera and crew imposes a measure of artificiality
on the filmed event. The artificiality is further developed by the use of camera
angles, camera movement, and most significantly by the process of editing,
which by its nature has to be selective hence interpretive.

In Australia. documentaries have included this broad range. Early docu-
mentaries were largely made under the auspices of the Commonwealth Film
Unit about such subjects as the Flying Doctor Service and the School of the Air.
Cinesound had its own newsreel section in the 1930s, based at the Bondi
studios. and in the 1940s and 1950s the Waterside Workers Union
established its own film unit to provide alternative perspectives on the past and
the lives of workers that simply weren't provided by government or
commercial enterprise. The extent and parameters of their work has been
documented in 2 documentary by John Hughes FILMWORK. Much of their
work comprised re-enactments of past events (a style now called drama-
documentary) because little archival footage was available from the early years
due to loss, or because the lives of working class people and women simply
wasn't seen to be worth recording. The new Australian documentary FOR LOVE
OR MONEY experienced this same problem in its production.

REALISM

For media students, the issue of documentary truth or realism is an
interesting one. Audiences tend to view non-fiction film in terms of direct
correspondence to reality. They are often unschooled in the techniques of
production, and in the high degree of selectivity that occurs in the construction
of any film. In this sense students can learn much from a careful study of
techniques used in the documentary, and the nature of the information selected
for treatment and for viewing. What is not selected in this process can be as
significant as what is selected. Students can also assess the relative power of
the film medium in convincing an audience of subject authenticity, and in
comparison to other information media such as newspapers, journals, or
television news.

The assumptions underlying the claims of the documentary to the authen-
ticity of its interpretation can be called into question, and the choices of subject
matter by filmmakers can be placed into the context of what has been seen 10
be important, and by whom, at different stages within our cultural history.
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FEMINIST DOCUMENTARY

Feminist documentary filmmaking is a cinematic genre that coincides with a
political movement, the contemporary women's movement. The late 1960s
and early 1970s marked the beginnings of self-consciously Feminist film-
making in the United States. In Australia, the ‘Womenvision® event in March
1974 led to the first women's film workshop and the formation of the Sydney
Women's Film Group.

Feminist film production has two main areas of concern:

e a struggle to gain access for women to the means of production (which
includes equipment, financing, training), and,

@ a struggle to gain control of image and meaning construction and, hence,
also, interpretation.

These two aspects are equally important and are linked to questions of
distribution and exhibition and to questions relating to audiences: who are the
films made for? where are they screened? how are they talked and thought
about? It is also important, on the part of filmmakers and audiences, that
‘women’, ‘feminist’, and ‘independent’ are not simply made to appear
homogeneous. (Lesley Stern)

There have been a number of different attempts at dealing with such issues
within film. FOR LOVE OR MONEY is a recent example, but there have been
many others. Some of these include:

The representation of the ordinary details of women's lives — THIS WOMAN
IS NOT A CAR, SERIOUS UNDERTAKINGS, BREAD AND DRIPPING.
Feminist analysis of women's experience within such areas as prison, heaith
care, rape etc. — ST. THERESE, HOME, IN MORAL DANGER.

The relationship of women to their own bodies — SIZE 10, SELLING OF THE
FEMALE IMAGE, AGE BEFORE BEAUTY, SEEING RED, FEELING BLUE.

A concentration on women's redefining of experience in order to challenge all
the previously accepted indices of ‘male superiority’ and of women'’s
supposedly ‘natural’ roles. Rather than an exploration of the corners of
women’s psyches (as in Romantic art) — MUM'S THE WORD, CHANGES, WE
AIM TO PLEASE.

One of the main techniques used in some of these films is the deliberate use
of a traditional ‘realist’ documentary structure, rather than ‘experimental’, in
order to make the films as accessible to as many people as possible, usually
outside of the commercial film circuits, emphasising instead (often because of
the constraints of distribution and exhibition mentioned above) libraries,
schools, unions, and other non-theatrical outlets.

It is also important to recognise the place of experimental film in feminist
filmmaking.

The realist style of documentary filmmaking described here also had (and
has) other advantages.

e it demanded less mastery of the medium than Hollywood or experimental
film

o it valorized a new order of subject matter

e it enabled flmmakers to often identify personally with their subjects,
including collaborative work

e it allowed for the potential creation of a new sense of female identity

e the films could act as artistic analogues of the structure and function of
consciousness raising groups, and

e most significantly, the films were also frequently attempts to alter the
authoritarian stance constructed within the documentary form, via the

ABC/BBC style voice-over narration etc, which remains a legacy of the

Grierson style.
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Julia Lesage arques that
These films both depict and encourage a politicized ‘conversation among
women: and in these films, the self-conscious act of telling one s story as a
woman in a political yet personal way gives the older tool of women's subcultura
resistance, conversation, a new social force as a tool for hiberation
Feminist documentaries attempt to provide new ways of representing
women and issues and a challenge to those forms which predominate,
especially, for example, in advertising. In this regard, it can be seen that
documentary film style is related to specific forms of organisation and to
political points of view
References:
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FOR LOVE OR MONEY attempts to document a
broad history of women in relation to the workforce
in Australia. Does this film follow on in the Grierson
tradition? Does it establish ‘authenticity'? How?

In Australia, many women work in the docu-
mentary field. However, only one woman, Gillian
Armstrong, directs narrative feature films. Discuss
reasons for this dichotomy.

Is the documentary @ more potent political force
for change than a feature film? Discuss the role of
the documentary in the current contemporary
Australian context.

Many documentaries are both written and
directed by one person. FOR LOVE OR MONEY was
the result of the input of several women. Does this
style of working make the film more credible?

Do?es the general viewing public like documentary
films
How accessible are documentaries for the general
public?

Where does one find the documentaries, if one
wants to see them?

Are documentaries difficult to market?

Has the role of the documentary changed much over
the years?



