
narrat ive in design. Elder's mature 
cinema could hardly be called a cinema 
of percept ion, though it longs for such 
a c inema just as Elder the cr i t ic l ingers 
over the f i lms of Chambers, of Snow, of 
Brakhage These f i lmmakers arc the 
ones mak ing the movies Elder h imse l f 
needs. The k ind of c inema they have 
made is the k ind he aspires to make 
and, so far, has not made. In the 
themes Elder's recent f i lms take up 
and develop he tries to discover how 
he w o u n d up in a spot where he 
cannot make the c inema fie needs ; in 
his manifesto lie tries to imagine what 
that c inema w o u l d be l ike were he - or 
anyone else - able to make it This, too, 
is a Grant ian gesture : to call up the 
image of idea of that to w h i c h one 
aspires and cannot attain noiv. It is 
also the gesture of the unhappy modern 
Romantic, a f igure str icken w i t h 
memories of the future he imagines, 
the frantic, f requent ly abrasive, rather 
funny figure who wr i tes our manifestos. 

N O T E S 

(1) I t h i nk Piers H a n d l i n g lakes th is u p i n 
the present issue of Cinema Canada. 

(2) See. for examp le . Elder 's " O n the Can-
did-Eye Movemen t , " Canadian Film Hea-
ders, ed i ted by Joyce Nelson and Selh 
F e l d m a n 119771, p p 84-94 

(31 Th is is, in t u rn , w h y t take it that anyone 
w h o w a n t s to argue w i t h " T h e C inema We 
Need ' . the text o f an art ist , must also be 
p repa red to argue w i t h Illuminated Texts 
and do so in po l i t ica l terms. Peter Harcourt 's 
ar t ic le in th is issue of C inema Canada 
ind icates th is is the case but i f the ar t ic le 
does not engage in the a rgumen t it. 1 hope, 
pref igures. I w o u l d guess lamentations 
w i l l also be o f interest i n th is regard. What 
Harcour t misses w h e n he says Elder 's f i lms 
are b e c o m i n g more ph i l osoph ica l is that 
the w a y they are b e c o m i n g m o r e ph i l oso 
ph ica l is po l i t i ca l 

(4) E lder u t te r ly despises lor professes to 
despise) Stephen Heath but , at the b road 
level o f cu r ren t f i l m theory isn t Ques t i ons 
of Cinema rea l ly i n the same universe o f 
c r i t i ca l assert ions as th is sentence by Elder: 

Narrat ive first creates and then reconci les 
d i sco rd " ? 

by Piers Handling 

Bruce Elder's "The Cinema We Need" 
is the first theoret ical manifesto of 
principles lo have appeared in English-
Canada since John Grierson laid d o w n 
his v iews in the '40s. Coming as it does 
f rom one of our most prominent f i lm 
thinkers, both at the level of practice 
and of theory, it needs lo be taken 
seriously, especially at this point in 
t ime when Canadian c inema seems to 
be standing at vet another crossroads 
in its history. 

Vet. Elder's proposals, despite the 
eloquence w i th which they are argued, 
must be countered and quest ioned in 
a varietv of ways, from the assumptions 
that he makes, to the conclusions thai 
he draws and the cinema that he 
proposes. 

It almost goes w i thout saying that 
Grierson has been the most important 
aesthetic inf luence on the way our 
cinema has evolved. The t radi t ion of 
real ism that Grierson spawned was 
vital for its period. It gave us the 
freedom to explore the social, cu l lura l , 
and occasionally the pol i t ical and 
economic reality of our country wh i l e 
establ ishing an indigenous style of our 
own. It served its purpose but, like al l 
theories, it was specif ic to a certain 
histor ical per iod and its usefulness 
was, or should have been, consigned 
lo those times. Like all theories, it 
needed to be chal lenged, bu i l l upon, 
used, and then ult imately transcended, 
synthesizing into something else. Film-
makers in Quebec understood this 
dialect ical process and perhaps as a 
consequence their films grew in stature 
as a result of this dynamic. In English-
Canada, a s imi lar debate d id not occur 
and perhaps our c inema has been the 
poorer for it. 

Much of the recent debale in con-
temporary f i lm cr i t i c ism has centred 
around the quest ion of real ism, a de-
bale that has part icu lar relevance for 
Canada because of the ove rwhe lm ing 
documentary tradit ion in our art. Elder 
is r ight to foreground this issue and 
posit it as problemat ic . Certainly it is 
beginn ing to assume a posi t ion of cen-
Iral i tv in my o w n th ink ing on Cana-

The cinema we need? 

Piers Handling is the author of numer-
ous monographs on Canadian film-
makers, and resides in Toronto. 

dian cinema, and i ronical ly I agree 
w i t h many of Elder's conclusions in 
this regard, a l though he ascribes lo 
Peter Harcourt and myself the posi t ion 
of being the defenders of the "realist'1 

cinema. This accusation I f ind puzz-
ling, for nowhere, to my knowledge, 
have I assumed this posit ion. 1 may 
have wr i t t en on f i lmmakers like Don 
Shebib, Bill F'ruet. Gilles Carle and 
Andre Blanchard bul never in any 
prescriptive way. and those directors 
whose f i lms I have recently examined 
- Derek May. Mike Kuhbo, Larry Ken! 
and David C ronenbe rg -a l l t rouble I he 
realist surface, contest it and situate it 
asa problemat ic. But,at the same t ime. 
Elder also mainta ins that Harcourt 
and I are proponents of the New Nar-
rative. a fo rm that del iberately calls 
into quest ion realist conventions. 

This, however, is not the pr imary 
focus of Elder s piece, nor should it be, 
and I w o u l d like to confront that. 
Elder, Ihroughout, seems lo be s imul-
taneously afraid of the present, yet 
de termined to give it a place of cen-
t r a l i s in the c inema he proposes. 
There is a strong element of passeisme 
to Elder's art icle, a hatred of the tech-
nical /manager ia l . of what he th inks 
we have become, of t i le present. He 
even cites Adorno to emphasize what 
we have lost, and Mi l ton as an example 
of the endur ing past. Indeed, much of 
Elder's analysis of our technological 
society could have been wr i t t en a 
hund red years ago by someone warn-
ing of the dangers of the indust r ia l 
revolut ion And Elder's sense that w e 
have been dispossessed of " tha i rea lm 
k n o w n to the ancients, the rea lm of 
mystery and wonde r " carries over-
tones of a late n ineteenth-century 
romant ic sensibi l i ty conf ronted w i t h 
the evil machine age. So much of 
Eftler's art ic le is def ined by a sense of 
loss. Things have been "vandalized." 
"commerc ia l ized, " 'h i jacked, ' and 

pillaged.1 ' Surely, if anything, w e 
must learn to lake the new technologies 
and adapt Ihem to our o w n purposes. 
We live in a technological society 
whether we like it or nol, and Ihere is 
noth ing we can do lo reverse lha l 
reality, in ihe same wax that we live in 
an atomic age. We cannoi ignore tech-
nological changes ; w e can only learn 
to control them and use them to our 
advantage. 

Bui, if there is a fear o f this technol-
ogical present, there is also a fear of 
f ru i t fu l intercourse, of a m ing l i ng of 
forms and strategies and a desire to 
erect barr iers, to mark of f the avant-
garde f rom ihe New Narrative, to dis-
miss narrat ive, to create someth ing 
pure and unta inted. On the one hand 
Elder cr i t ic izes the New Narrative and 
its breaches of the convent ional as 
hav ing l i t t le last ing value, for wha t 
seems unconvent ional one day. of ten 
becomes a c l iche the next." w h i l e 
p ropos ing a c inema of the present lha l 
presumably avoids these cl iches - as if 
art and the forms it lakes is somehow 
timeless. Is this wha t is impor tant to 
art, lhal i l s imply endure 1 ' Th is idea 
lha l there are unchang ing standards 
w i t h w h i c h we can judge " a n " has 
surely been unde rm ined in the past 
decade, and the quest ion of good or 
bad has tended to become an irrelevant 
question. 

Narrative he discards as a fo rm, but 
his objecl ions to the New Narrat ive 1 
f ind weak. He argues that Harcourt 
and I v iew ihe New Narrative f i lm asa 
rev i ia l izat ion of the "Canadian Art 
F i lm' after the dark years of the capi ta l 
cost a l lowance. Wh i le I have great 
admi ra t ion for the f i lms made here 
between 1962 and 1974,1 do nol th ink it 
possible, or maybe even desirable, to 
tu rn back the clock and recreate those 
times. As Godard noted at the end of 
Prenom : Carmen, the days of Ihe 
personal f i lm are dead. That h is tor ical 
per iod has passed ; w e have entered 
in lo another and our f i lms must reflect 
that change. It doesn't mean that I 
don' t value some f i lms that are inde-
pendent and personal b u l 1 don' t feel 
thai the fu ture lies here, in the same 
way thai 1 don' t i h ink Godard is as 
central to our exper iencing of the 
w o r l d now as he was in the '60s. 

Elder object's lo the New Narrat ive in 
two impor tan t ways : 

• These f i lms are st i l l fundamenta l -
ly narrat ive. Narrat ive in Elder's w o r l d 
is a ta ls i l ica l ion of exper ience lha l 
conceals more than i l reveals, lha l 
essentially closes of f the w o r l d and 
suggests thai exper ience is ordered, 
rat ional, expla inable. To speak against 
Elder, al l art is a falsi f icat ion of 
experience No art that I am aware of 
can repl icate exper ience. Further-
more. i f New Narrat ive is narrat ive, it 
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also cal ls (his o r d e r i n g i n lo quest ion, 
subver ts i t . t roub les its surface, creates 
amb igu i t y , o f ten denies the no t ion of 
c losure, and by so do ing forces the 
v i e w e r in to a pos i t ion whe rebv s/he 
becomes the act ive p roducer of 
mean ing . 

• Elder does not bel ieve that "sel l-
re f lex ive strategies used in some 
fo rms of avant-garde f i l m m a k i n g can 
be comfo r tab l y accommoda ted w i t h i n 
s to ry - te l l i ng f o rms or that they serve 
i m p o r t a n t ends w h e n used in lha! 
con tex t . . Such breaches of conven-
t ion have l i t t le last ing value, for wha t 
seems unconven t i ona l one day of ten 
becomes a c l i che the next." What are 
these " i m p o r t a n t ends" that rema in 
unspec i f i ed ? Again w e are back in the 
d o m a i n of M i l t o n and " las t ing value" 
as i f there is some imag inary s tandard 
against w h i c h ar t can be measured. 
Elder 's s ta tement denies the h is tor ica l 
spec i f i c i ty o f art , the fact it speaks to a 
pa r t i cu la r set of h is tor ica l , po l i t i ca l 
and economic real i t ies, and espouses 
the no t ion of an art that t ranscends 
th is speci f ic i ty . Is th is the art o f the 
present that Elder argues for so 
vehement l y ? 

Let us take a look at the c inema that 
Elder proposes, a " c i nema that can 
deal w i t h the here and now. " "a f o r m 
that w i l l immed ia te l y present the 
c o m i n g in to presence (that is, the for-
m u l a t i o n l o f present exper ience." He 
descr ibes the terms of th is c inema as 
fo l l ows : 

1. "A c inema not o f imag ina t ion but 
of percept ion. . . w e mus t cease to 
impose ideas on exper ience ... w e must 
r i d art . and ourselves, o f self-
consciousness." Surely th is is impos-
sible. What is art but a re -order ing of 
exper ience that au tomat ica l l y infers a 
degree of self-consciousness ? The 
only art ists to escape this are e i ther the 
naive or the p r im i t i ve . Is Elder 
p ropos ing that w e t u rn back the c lock 
to t ry and rediscover a lost c h i l d h o o d 
of pe rcep tua l art free f rom social 
in f luence ? His o w n f i lms both impose 
ideas on exper ience and are self-
conscious ; they are cer ta in ly amongst 
the most in t r icate ly med ia ted and 
ph i losoph ica l l y sophis t icated ar l 
wo rks cu r ren t l y be ing p roduced 

2. "The c inema w e need w i l l be a 
c inema of percept ions, o f i m m e d i a t e 
exper iences. It w i l l not be a c inema of 
ideas. L ike narrat ives, ideas are 
f o rmed on ly af ter the fact, serve on ly to 
represent w h a t is a l ready past." A l l o f 
exper ience, except the m ic rosecond 
of the present, is in the past. F i lm, 
because of its pho tograph ic base, is an 
art f o r m that exc lus ive ly preserves 
w h a t has passed, the past, and no th ing 
else. Formal ly . this is a res t r ic t ion of 
the m e d i u m . At the level of content 
there is a possib i l i ty , obviously, of 
o r i e n t i n g lis to the present and the 
fu ture , but Elder talks l i t t le of content , 
be ing far more in terested in the f o rma l 
proper t ies of the c inema w e need 

3. "The f o r m w i l l have to al low for 
m u l t i p l i c i t y and cont rad ic t ion. . . The 
a l tempt to dispose of contrar ies- in-
exper ience is due to reason and per-
cept ion ' Perhaps th is is t rue of 
science, but h is tor ians and artists, 
social scientists and ph i losophers 
have been aware of the he rmeneu t i ca l 
p r inc ip les of the i r d isc ip l ines that 
al low for the unresolvable. the un-
exp la ined. the paradoxica l . Th is does 
not negate a desire to o rder one's 
percept ions, in the way that Elder has 

done in his ar t ic le, i n an a t tempt to 
in terpre t the w o r l d and f u r t he r under-
stand its cont rad ic t ions . 

4. " I n o rde r to be t rue to the com-
m i tmen t to reveal the process by 
w h i c h events come in lo presentness, 
this f o r m of c inema w e need w i l l 
reveal the process of its o w n emer-
gence into being... The deve lopment of 
such a piece of c i nema th rough t ime 
w i l l be l ike that of total ly improv ised 
jazz...'' Surely, this is an idealist ic 
impossibi l i ty . Improv ised jazz is one 
of the few fo rms that does indeed 
meet the requ i remen ts Elder desires, 
but f i lm , because of its f o rma l proper-
ties, can never represent the present in 
the way that improv ised jazz can. And 
reveal ing the process of its o w n emer-
gence into be ing sounds d is t inc t l y self-
conscious. 

5. "Our c inema shou ld be pro-
found ly rhy thmic . " Is this not a self-
ev ident t r u th that def ines the proper-
ties of most (not al l I f i lms as rhy thms 
fundamenta l to f i lm ed i t ing and 
st ructure ? 

fi "The c inema w e need w o u l d be 
rooted in the place w h e r e w e have ou r 
being. But w h e r e w e are, a lways, is in 
language... It w i l l not be a pure ly 
v isual c inema, w i l l not be a c inema 
against the w o r d , but a c inema of the 
p o w e r of the word . " How can one 
engage in this k i nd of pract ice w i t h -
out , to use Elder's words , impos ing 
ideas on exper ience, be ing self-
conscious in our art, both o f w h i c h he 
regards as anathema ? 

• 

Apar t f rom the s t rong dr i f t towards a 
k ind of myst ic ism, a desi re to cleanse 
art of the ra t iona l i ty that imposes 
o rde r and hence suppor ts the present 
techn ica l 'manager ia l system, " the 
c inema w e need" is perceived ent i re ly 
in te rms of f o rma l pr inc ip les . Th is 
formal is t so lu t ion is the most l i m i t i n g 
aspect of E lde rs a rgument , despi te its 
obv ious fascinat ion. When the f o r m 
that ar l takes assumes a precedence 
over every th ing else there is a very real 
danger of iso lat ing lha l art form, I 
w o u l d hesitate to say " rea l i ty" , but 
f r o m the dai lv in tercourse of h u m a n 
l i fe Th is is not ihe first l ime l l iat a 
formal is t a rgument has been made. Its 
impu lse is legi t imate. We mus l f i nd 
new forms of saying th ings to counter-
act the o ld way of perce iv ing the 
w o r l d . Exper ience, as Elder points out. 
is not reducib le in Ihe way that most 
f i lms present it to be. It is far more 
complex, it is in f in i te, closure is a lie, 
etc. Bui does Ihe formal is t pos i t ion 
prov ide a so lu t ion '11 holds an obvious 
fascinat ion for the f i lm iheor is i , bu i ii 
has resul ted in increas ing mar-
g ina l i za l ion and thereby isolates itself 
f rom Ihe very aud ience i l is l i v i n g to 
educate. Joyce's exper iments w i t h 
the novel in Ulysses and Finnegan's 
I tak f : marked an end ; no! a beginning. 
The formal is t f i lmmakers of ou r l imes 

Godard. Slraub Hu i l le l . Duras, 
Syberberg I no l lo men t i on Snow, 
Hrackage, etc.I - w o r k in the marg ins 
and reach relat ively smal l numbers ot 
people, an in te l lec tua l elite. I va lue 
these f i lmmake rs and the i r w o r k bu l is 
Ibis Ihe only c i nema we need ? 

Any piece of p rescr ip t i ve w r i t i n g 
opens i tsel f up lo an ent i re range of 
ob ject ions : Why only one c inema, one 
fo rm and not a m u l t i t u d e of c inemas, 
of f o rms ' ! Why exc lus ion and not 

d ivergence ? What I fear is that Elder is 
f unc t i on ing f r o m a defensive pos i t ion 
w h e r e he tr ies lo erect bar r iers be-
tween Ihe avant-garde and New Nar-
rat ive and narra t ive to preserve the 
pur i ty of one par t i cu la r c inema, one 
specia l ized fo rm. In th is way Elder 
wan ts a c inema that w i t h d r a w s and 
detaches i tself consciously f r om other 
c inemas, that def ines i tsel f in opposi-
t ion to these c inemas. Is there any 
room in " the c inema w e need" for a 
femin is t c inema, a nat ive c inema, a 
po l i t i ca l c inema, that migh t w a n t to 
emp loy d i f fe rent s t ruc tu r i ng devices ? 
It is ha rd to tel l because Elder, un l i ke 
Grierson, comple te ly and no doubt 
consciously, ignores al l quest ions of 
content. Is i! enough to make f i lms that 
are fo rma l l y correct o r shou ld they not 
address themselves lo the cent ra l 
ideological ques t ionsand events of Ihe 
day : the represen la t ion of w o m e n , Ihe 
absence of cer ta in people and classes 
f rom ou r screens, the nature of the 
"hidden reality" that ideology obscures 
in m o d e r n society, etc. ? 

I do not in tend to say that w e need a 
c inema that deals w i t h the nuc lear 
issue, pornography, unemp loymen t , 
abort ion, ihe new technologies, native 
people - a l though these are al l impor -
tant and con temporary p rob lems and I 
w o u l d hope that people w o u l d make 
f i lms on these issues - because that 
w o u l d be s l i pp ing into a prescr ip t ive 
trap. No, there is no one c inema that 
w e need and there is no one fo rm we 
need to conta in o u r c i n e m a . Hopefu l ly , 
there w i l l be a plural i ty of forms w h i c h 
cal l into quest ion the dom inan t ideo-
logy, the accepted way of look ing at 
the w o r l d that sur rounds us. 

I f the c inema is to be a loo l fo r 
change or funct ion as a m e d i u m that 
re-orders our way of looking at the 
w o r l d it cannot be an el i t ist c inema. Its 
p o w e r is as a mass m e d i u m and it has 
to address itself lo the general publ ic . 
If the dom inan t f o r m w i t h i n c inema is 
narrat ive, w e can't s imp ly t u rn away 
f rom it, c o n d e m n it as i m p u r e and 
d iscard it as Elder wan ts to do. Narra-
tive, on ihe contrary, has to be con-
f ronted head-on, as any f o r m of colo-
n izat ion has lo be faced, examined 
and transcended. W o r k i n g w i t h i n nar-
rative obviously results in compromise 
and the danger of co-r iptat ion bu l at 
leasl i l provides the possib i l i ty o f assu-
m i n g a cent ra l i l y w i th in the cur rent 
debate lha l is o therw ise abdicated. If 
we, as ;i u l t u re and a f i l m c o m m u n i t y , 
don' t wan t to be con f ined to the mar-
gins, we must address th is issue. Nar-
ral ive, because it is so closely a t tached 
to pleasure cannol s imply be dismissed. 
It has lo be subver ted f r o m w i t h i n , in 
the same way thai technology has lo 
be giv en a h u m a n face and harnessed 
to what w e w ant il to do for us. As soon 
as lechnology. or narrat ive, is seen 
s imp ly as Ihe enemy w e are lost and 
w i l l jusl f ind ourselves p lugg ing a 
leak) d a m w i t h our f ingers. 

I do nol mean by this lo d ismiss 
Elder's v is ion of the c inema w e need, 
bu l I w o u l d l ike lo po in l out lhat il may 
w e l l he a c inema w e need bu l it is nol 
the c inema tha i w e need I w o u l d l ike 
lo see the avai l l -garde c o n t i n u i n g to 
make f i lms and am nol p ropos ing for a 
m i n u t e thai w e only make na r ra th e o r 
New Narrat ive f i lms. The avanl -garde 
and its innovat ions w i l l a lways be 
va lued and its exper iments incor-
porated in lo ihe ma ins t ream. Th i s is 
also the history of art land 1 migh t add. 

c iv i l i za t ion ! and shou ld not be per-
ceived in negat ive te rms as E lder does, 
bu l posi t ively. Th is is h o w an art f o r m 
or a cu l tu re r ema ins hea l thy and pro-
gresses, by i nco rpo ra t i ng ihe ideas 
and invent ions of its exper imenters 
in to the general fabr ic o f society. 

Apart f r o m the theoret ica l quest ions 
raised by th is debate, there is another 
rea lm of pract ica l i t ies that Elder com-
pletely ignores : the pragmat ics of an 
indust ry , the commun i ca t i ons real i ty 
of 1985, the question of whe ther people 
w i l l wan t to see this c inema, w i l l 
unders tand it and want more The '80s 
have nol looked k ind ly upon experi-
men ta t ion in the arts. Th is doesn' l 
mean lhat f i lmmake rs shou ld cease 
e.v per i m e n t ing. What it does mean is : 
if th is is w h a i they want to do, they 
shou ld be aware lhat audiences w i l l 
be less recept ive to these innoval ions. 
I lament th is fact and w i s h it was not 
so but Ihis too is ihe real i ty o f 1985 On 
the o ther hand, to t h r o w a posi t ive 
l ight on things, expe r imen ta t i on flou-
rishes in rock videos, a f o r m lha l is 
becoming increasingly popu la r . 

The one th ing w e must do now is 
deal w i t h the pract ica l real i ty o f wha t 
we as a cu l i u re con f rom, of wha t it 
means to l ive in this society in ihe 80s, 
of h o w this society funct ions and 
expresses itself. I see l i t t le ev idence of 
our f i lmmakers g rapp l i ng w i t h these 
quest ions a l though there are d is t in-
guished except ions. Our women ' s 
c inema appears lo be the most v i ta l 
and engaged at th is moment , the 
c inema the most connected lo the 
present, but this shou ld come as no 
surprise because w o m e n are current ly 
asking the most per t inen t quest ions 
abouI the i r role in society and ihe 
c inema ref lects ihe heal th of ih is 
debate. 

Th is raises another po in l . No matter 
h o w m u c h I w o u l d l ike to bel ieve it, I 
do not th ink lha l the c inema can have 
a potent ia l to change society in any 
s igni f icant way. F i lms w i l l not p romp t 
people to wan t to a l ter ihe i r environ-
ment in anv apprec iab le way, to "over-
come ih is w i l l lo mastery." This w i l l lo 
change comes f rom an accret ion of 
factors, of w h i c h Ihe c inema is one of 
many and certainly no l ihe most im-
por tant . 

It also str ikes me lha l ihe c inema is 
no longer the p re -em inen l ar l f o rm of 
our l ime, lha l i l no longer holds a 
posit ion of central i ly w i t h i n our cul ture 
in the way lha l Elder by imp l i ca t ion 
assumes it does. The zen i th of Ihe 
c inema's ach ievement has been reach-
ed, Ihe creat ive people w h o really 
want lo i lea l w i t h Ihe present w i l l 
gravi ta le no l towards ihe c inema bul 
low ai ds v ideo in i ls many manifesta-
t ions. \s Louis Mal le recent ly re-
marked, the on ly people w h o go lo Ihe 
movies anymore are teenagers oi l 
dales. Quest ions l ike " Ihe c inema we 
need' w i l l become increas ing ly mar-
g ina l as f i lms re l i nqu i sh Ihe i r hege-
mony in Ihe visual marke tp lace 

However , the image indust ry -
c inema, v ideo, television, commer -
cials - w i l l a lways be impor tan t An 
unders tand ing of how these images 
are made, wha t Ihev sav. wha t ihev 
represent, what they reveal, w hat lliey 
conceal, is a v i ta l under tak ing . I he 
image industry w e need w o u l d . I 
hope, address these issues and si tuate 
them w i t h i n a recognizably Canad ian 
cu 11 l i ra I, social, po l i t i ca l , economic 
and physical landscape 
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