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sex and

We included in the last and the pre-
sent issues of Art Communication Edition
letters to the editors which were reactions
to our consideration of issues of 'sex and
politics', that is to our brief considera-
tion to those issues repressed by today's
society. Lubomyr Melnyck's letter which
was printed in A.C.E. No. 4 was not an-
swered by us. Any conclusions or defin-
ing of intentions was to be taken up by any
who wish to compare and make judgements.
The felt danger of ar issue relating lo 'sex-
uality' and its repression and role in the
post modern society was reiterated, Sex-
ual energy, the authentic danger of its be-
haviour and the breaking of ethical rules
have seldom been considered throughout
the history of contemporary art. Media
overload has objectified sexuality as an-
other item for consumption, Post-mini-
malism and conceptualism have seldom
given any importance to this vital element
of human existence.

5. &P

Our reportage of the repressive and
false puritanism of an alternative school
over a film that had not even been seen by
the school's staff was a necessary step to
take, The victimized student had been in
search of support and understanding for his
position in an ebvious case of injustice and
repression. The film was scripted and
realized by a small collective of 14-15 year
old students. I was a pun on the stereo-
_typical behaviour of a nuclear family sit-
uation and was advanced in its analytical
perception especially when considering the
age of the producers. The raising of this
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politics

eois, which is still the victim of consum-
erist ethics.

The society of children, bums, and
illiterate people unbalances the structure
of production and consumption that con-
trols the world. Children are not allowed
to view what is considered to be 'sexually'
explicit (their acquaintance with the post-
Santa Claus world is delayed for as long
as possible). Low income individuals are
automatically excluded from a very def-
inite number of places (the ethics of re-
ward and punishment still holds firmly
the conditioning of our behaviour). The

 illiterate are viplently abused by the broad-

issue was a simple right that the filmmakers i

had.

The false consciousness of bourgeois
society creates the class differentiation
whereby people are classified according
to age, income and power. The ones who,
as viewed by consumerism, have the least
rights are the youngest, the poorest and
the powerless and include the society of
children, tramps and the illiterate. This
substantial part of society is denied the ac-
cess to a government of their territory and
much worse are denied the government of
their own lives. What we mean here is that
the access to communication, a sense of
mobility and the possession of 'culture!
ar- all limited to the 'average' petty bourg-

casting and publishing industries. The cen-
sorship over these issues is deeply rooted.

The dailies occasionally empathize with
stories of immigrants or the unemployed in
gearch of an identity or a job. No compar-
isons are ever drawn between the salaries
of the reporter and the reportec, Do we
know how much things actually cost? In
brief, economical balances control human
behaviour (in a fashion not too dissimilar
from the techniques Ford used as controls
over the private lives of workers in the
automobile industry and decumented by
Gramsci since the '30's).

The control over behaviour is espe-
cially evident in such social control mech-
anisms as 'political' seli-government
and the pbscure need for having 'repre-
sentatives' {to what?) in the political
sphere and in social hierarchies in the
sphere of sexuality. '

Sexuality, not the one widely adver-
tised in glodsy newsstand magazines or
by subliminal brainwashing, but the sex-
ualization and open exposition of bodily
functions (of tactility, etc.) between hu-
man beings will create a different value
system, which will affect the way we per-
ceive communication, and ultimately art
and culture. That is, a sexualized cul-
ture is one that is molded by all, one that
is immediate and without intermediaries.
At the present time, instead, we are med-
jated and forced to hide conflicts and ques-
tions.



The anonymous article referred to by
that well-known Loadon artist in his letter
below, was the fruit of lengthy conversa-
tions and discussions around the ineffi-
ciency of some of the institutions involved
in preservation of cultur e, the conserva-
tism so prevalent in the desparate Canad-
ian search for an identity and the domi-
nant power that painting-sculpture tech-
niques have over other contemporary art
forms. These are the factors that have
combined to give decisions that ignore the
role of individuals actively involved at the
'present’ time in the selection of 'repre=
sentatives' for the various biennales. The
method of selection is based on antiquated
techniques which in the case of the Venice
Biennale did not even consider the stated
premise of that particular event, namely,
to relate to the present time, and tg re-
late to the issues of social involvement,
The editor of Flash Art has exposed the
wide-spread corruption within the com-
mittee of the Venice Biennale, its brutal
incestuous organization, and the total
lack of informatioa by the manifestation
organizers in Italy (and elsewhere, we be-
lieve). Few, if any, working in areas of
present concern, were approached and
asked their opinions. The mechanism in-
stead worked as an 'award' to best of the
new 'old guard', with particular selection
being based on the escalation of market
price. I would be quite a surprise if an
artist (why not a collective ?) that has no-
thing to sell were selected for any future
Biennale (in the case that there are ones
in the future),

The referenced column, written by
Bruce Eves, on a good day, was one of
the rejected contributions to a catalogue
(now published and available through the
A.G. 0. bookstore) oa the life and work
of Heather MacDonald. The column was
making the point of the cowardly and re-
trogressive state of affairs in Canadian
art consciousness. The example of the
Biennale was made in passing and intend-
ed to uncover wider gaps than the one men-
tioned.
catalogue, it meant to say that the drama-
tic event of her suicide was totally glossed
over by the group of artists who assembled
the smooth, unbleamished layout, Heather
might have died of pneumonia as far as the
presentation by that group #s concerned,
No mention was made of the crisis and the
breakdown she faced, Such an oversight,
though typical, is horrifying when one con-
siders the co-opted state of the artist in
Canada, today. Making an overt state-

In relation to the Heather MacDonald

ment without upsetting the 'establishment’,
1s like trying to stir a cesspool without
causing a stink. Thus, the poor undefend-
ed and grant dependent artist has to keep
silent when facing these repressive enforce-
ments. To save plumage, some artists
prefer to keep everything under the car-
pet. Those who know the truth, keep it

to themselves and the establishment is

not challenged. The column was an attempt
to get out a gut reaction, not a co-apted
one,

C.A.R. and the London hotbed of rad-
ical artists have no doubt contributed sig-
nificantly to artists' rights, but they have
stagnated at the level of painting and sculp-
ture and are refusing to consider other
forms of art as legitimate expression,
That attitude has led to an alienation for
the younger artists such as H. M. Neor,
are they seriously pursueing the idea of
a guarenteed income for everyone (artists
included) that would be the only way of

eliminating the present grant system upon
which the majority of (both sclling and non-
selling) artists look for at least some lev-
el of support. Such an egalitarian system
i5s the right of all.

UNFAIR CRITE BM?

The Febraary issue of Art Communi=
cation Edition contained an ansighed attack
on my wark and, by inferescs, an My par=
sonial integrity. My open politicm] and art-
Latic poadtion for self-determinntion and o-
guinst American domination has lod te much
criticism and consorship of my wosk (a maj-
or porties of which (a8 owned by the Canadi-
an public) from all shades of the political
SpRcirum, Ay work has been banned by
the Dept. of Transpert, been prEev ented
from passing U, 5. customs en route to
Sotth America, and been the subjoct of of -
ficial pratests fram the American state de -
partment. My poaition has been condemned
an tha editardal pages of the Globe & Bail
amang ethery, |

However the most abjeot attack has ta-
ken place in your paper, on n fellow art-
iat, L& column that makes the ridiculous
clafm that Yeur organisntion is the only one
in Cannda with a *direct interest in politi-
cal wnd artistic sctivism®, (lnote that the
oaly concrete example af artlstle netivism
cited i3, of course, in the United Saates, )
Kot only is the writer & Uar bt he or she
8 algo guilty of self-nggrandizement and
colonialism. K would alsa nppear that the
writer has never heard af C. AL . IF.A.C.,
our nationo] artisis" wlon,

For your colusmnist to speak of the lurm=
pen 18 a cruel joke,. He ar she displays ir-.
responsibility ta the community of artists
working in this country, The writer's art-
lale secks to divide artists which in exaci-
Ly the tactic used by institutions when art-
igte attempt te change their palicles, Fas
from being engaged in political oetivism
C.EALC, is renctiotary to the extent that
the writer of the anonymous colamn oecus
pies a position snalageus to that of the var-
ous trotakyile sects that cxist Canada,
whose sole effect ia to divide the left on
acodemis igpues, thersby preventing any
collestive action,

Greg Curnod



DUNCAN SMITH

Statements by Duncan Smith to coincide
with exhibition at David Ebony Gallery,
Fine Arts Building, 105 Hudson St., NYC

1. A photograph that replicates the
division of laber.

The photograph projects an image and
that image maintains a greater status than
the supporting paper and all the processes
that led up to the photographic image. We
concentrate on the immediate image with-
out regard to the material substratum that
worked that image into existence. Like-
wige, entrepeneurial efforts are exalted
to the degree that labor effort becomes se-
condary in consideration. A product needs
to be distributed, it deserves to be intro-
duced into the market at the expense of the
sum total of the laborer's expenditure bore
that product, By consistently postulating
an identity between paper-support and im-
age-seduction, a false unity between man-
agement is believed as well. Photographs
tell us nothing about what went into play
for their production. This statement, of
course, falls very neatly into photographs
produced by Hollywood, fashion magazines,
professional photographers - all those who
believe that objects are to be glamorized,
rendered as a magical thing-in-itself. In-
evitably, contradictions surface; how ex-
quisite it is to see a movie star decked in
all their expensive finery being photographed
while diligent workers such as hairdress-
ers, designers, tailors, cameramen and
other assistants cluster about while preen-

ing this star for that photo-moment. Ire-
lish any chance to see the photograph splin-
tered of its illusionism, either by the im-
age moment exposed as a result of labor's
efforts or by a direct attack on the image
via the paper and the chemicals that deter-
mine the image, A moment of photo-de=
struction can only dialectically entail mo-
ments of the destruction of the division of

labor however far off from practical real-
ization it may be.

2) A photograph is a fetish,

It iz an object that proposes itsell as
the real object, but, instead is merely the
image of tife object, Dietrich in a photo,
is her image, not herself, We want to be-
lieve the image is that actual object, but
it can never be, however much out thoughts
wish otherwise. Photographs, then make
us desire that real person though imprint-
ed as black and white dots; it makes us de-
ny the supports that produced the image.
We love you photo-image and we would love
you more if you could only be real, but
since you are not, we will still desire you
here. We say not to you; you cannot be
real, We also say; you are real. This
would be psy choanalytically interpreted
as the subject's desire for the mother to
have a penis she does not actually possess.
So this person denies that absence, their
mother's lack of a phallus. In terms of
the present phallocentric order, which at-
tributes phallic might solely to males,
such a desire seems perfectly consistent.
A photograph is the lack we have been led
to deny, voicing beyond our control a sil-
ent "ng" to. Women, beware of the photo-
graph!

3) Photograph as a mirror,

Hollywood gave us perfect mirrors.
They showed us objects who were ideally
beautiful, Everytime we see ourselves
in a mirror we are seduced by ancther ob-
ject with which to compare ourselves with,
By looking at Dietrich people propose her
as their ideal mirror-reflection. Dietrich
seduces us with the voice, "Be me!" Thus,
we insert ourselves in this lack her image
proposes: the face is always that other
that we continually let ourselves approxi-
mate, Photo facial symmetry is only our
desire to be facially symmetrical. Mir-
ror seduction thus keeps us aligned with
these photographs; our natural narcissism
always becomes reinvested at each glance

. JE



of these photos. Currently this natural
impulse has degenerated into a highly-re-
dundant and oppressive machinery. Ew-
ery page of VOGUE is a crime. Wemen,

[ am sure, must feel a particular senge

of oppression whenever they see a six

foot by six foot photo of Laureen Hutton

on Park Avenue. Keep them in control,
make them desire a perfect mirror they'1l
never achieve. And spend your money on
make-up, hairdos, clothes, jewelery, all
those lovely vanities that photographs pre-
sent so enticingly. Straight men, you know
you'll only want that perfect face. And gay
men, you'll be buying Clinique to acquire
that air-brush look before anybedy will ev-
er unzip your pants.

4) Photograph as a sentence,

Every pholte look of ours creates an im-
plicit sentence. '"Marlene Dietrich is a-
gain Marlene Dietrich." As if we needed
to assert herself as herself seems idio-
tic, but such is occidental thinking. Die-
trich predicates herself as Dietrich via
the photo. Dietrich becomes Dietrich im-
age. Indeed the act of photographing rep-
licates this structure; Pierce's "camera,
the quasi-subject, light, the quasi-predi-
cate” points out the grammatical reality
that structures every photo act. The sub-
ject-predicate opposition is our language's
golden-calf that has led us astray for so
long. We love to embrace things in the to-
tality of self-identity, that means they are
perfectly what they are, What they pre-
sent is essentialized in a realm of pure
noncontradiction, The photo is such an at-
tempted noncentradictory harmony. Make
the page identical with the face, repress
that difference between page and image-
imprint, image-imprint and real object,
real object and camera interiorization.

As with the fetish, "no' that nothing, "no"
that difference. Haven't you noticed that
when people look at a photograph, they say,
"There is so-and-so." When what should
be understood is, "There is an image of
so-and-so." Any person committed to
changing our society will have to under-
stand the political implications of predica-
tiens, the verb "is". Fortunately, the Chi-
nese had a revolution, but as should be
grasped, they also use a different language
whose system of predication is far more
sophisticated and practical than our pure
identity monster.
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WHAT CAN A GREAT GALLERY DO
FOR YOU?

A member in good standing of the A. G. O.
can play an important role as a passive vo-
yeur of the history and heroes of past cul-
ture as documented by the collection, the
books, and the exhibitions, If in a higher
income bracket, the member can rent sur-
faces to match and cover the wall over the
sofa in the living room.

'Arsund noon' the elegantly dressed
usher can take your order for cold avo-
cado soup and French wine, while in a
whisper, ysu will enjoy the refined class
of the restaurant, or rest your tired feet
in the cream coloured members’ lounge
in the midst of exclusive luxury.

Walk proud, shop high-profile., Look
but do not see. Leave your secial prob-
lems outside when entering the temple of
masterpieces. The beauty and the per-
fection of the aesthetic cultural wealth is
all around you, protecting you from the
harsh winter with temperature and humid-
ity controls as the national museum pol-
icy dictates. Enjoy vourself, Forget that
there is a large number of artists living
and oppressed today. The selection com-
mittee, the women's committee, the cur-
ators are all working for your full cultur-
al nourishment without your discomfort
in selecting your culture for the present
time. Be proud and confident, the quality
control of a great gallery is telling you
what culture is good for You,



REALITY VERSUS "SOCIAL REA LISM"
by Dave Poholko

(This article is based on a speech present-
ed by the author to Vanguard Forums in Ed-
monton and Toronto)

Enthusiasm for the victories of the Rus-
sian and Chinese revolutions and the advan-
ces they represent for all of humanity has
caused many so-called "Marxists"” in other
countries to uncritically take ideological di-
rection in all spheres of thought from Mos-
cow and Peking. Although there are many
experiences from these two historic events
that reveolutionary-minded people around the
woarld can and should take as cxamples, 1
question those who lavishly praise the art-
istic expression that has developed in these
first post-capitalist countries. The term
generally used to describe it is "Socialist. . "
or "Social Realism'', Since many examples
from this school of art seem to range from
simple distortion of historical fact to out-
right falsification, I woild challenge the le-
gitimacy of its claim even to be realist,
much less to call itself "socialist".

Social Realism takes subject and content
matter as the only criteria when distinguish-
ing "good art" from "degenerate art". Hit
is to be revolutionary, it must show the pro-
letariat struggling for its liberation. Most
importantly, it must reveal the spirit of strug-
gle. It must be "bigger than life". To quote
one of its Canadian fans, Barry Lord, from
his book The History of Painting in Canada,
Ngacial Realism is art that serves the peo-
ple: it reveals the underlying contradictions
in the world, lays bare the class struggle
that is going on in society, and takes up the
side of the working class and the oppressed,
it shows the heroism of the working people,
and gives confidence and courage to those in-
volved in the fight. I is definitely an art of
fight not plight."

Very fine sounding words, but in his book
how does Lord choose to 'lay bare the class
struggle"'? By praising the propaganda art
of World War II: the paintings of strong An-
glo-Saxon workers building ships and tanks,
of gunners shooting down Germans; paintings
that show "workers tremendous surge of en-
thusiasm for the war effort”. That the Ger-
mans, too, were workers, and that only the
ruling classes on both sides benefitted from
the carnage they instigated, seems to be for-
gotten. This nationalistic-parbage represen-
ted, according to Lord, a "great upsurge of
pecple's art". A brief examination of the
roots of Social Realism might help explain
how anyone professing to be a Marxist could
accept such a fundamental contradiction.

Lord gets his definition of Social Real-
ism from three criteria outlined by Mao Tse
Tung in 1940,

First, it is natienal. It upholds the
dignity and the independence of the
nation, and opposes domination from
the imperial centre.

Second, it is scientific. It stands
for seeking truth from facts, depic-
ting the realities of struggle and
change: in painting this means real-
ism. New-democratic culture is op-
posed to idealism, metaphysics, and
mysticism.

Third, it is democratic. R serves

Ihifs llu!ﬁ!r. al poster, epifimizing wi
socialist i conitent,” depicts the multig
marching united toward the Communi

G H\L S

the working people, the vast major-
ity of the population, and will grad-
ually become understood and support-
ed by them.

By some coincidence, these same poli-
cies were described by Stalin, almost word
for word, at the first Congress of Soviet Wri-
ters in 1934. They, in fact, reflect not the
working class gains of the Russian revolu-
tion, but the bureaucratic counter-revolution
that Stalin led.

Lenin, Trotsky, and other leaders of the
Russian revolution opposed every attempt to
impose political restrictions on artistic work.
Under their leadership, post revolutionary
Russia saw an unparalleled outpouring of art,
poetry, and literature. Dozens of schools of
art, thousands of new artists, appeared on
the scene. The effect of this atmosphere of
complete freedom can be seen in the graphie
design that appeared at that time, Ideas that
did not show up in any other country until



years later were not uncommon, But Stalin's no visible evidence of either dissatisfaction
totalitarian regime was based not only on the or dissent. The massive demonstrations in
crushing of political apposition, but on the Tien An Min Square last year belie such a
destruction of all independent creative thought. view of Chinese society.,

The artists were among the first victims of

Stalinism. Understandably, posters lampoon- But the new Chinese and Soviet "realism"
ing "The New Bourgeoise", as was referenced has no place for such unpleasantries. Where
in one poster of 1921, would be intelerable to reality cannct be simply pushed aside or dis-
the already aspiring bureaucrats. torted to make it fit afficial party policy, it
iz manufactured. |n one example from the
soviet Urion, Stalin is portrayed beside a
person who, in fact, was much taller than
the "Great Leader". The picture shows Sta-
lin to be the taller of the two. A small de-
tail perhaps, and I might accept criticism

for nitpicking, but another painting shows
Stalin descending immediately behind Lenin
from the sealed train which had Just trans-
ported the group of exiled revolutionists from
Switzerland across Germany to Finland, Sim-
ple historical fact places Stalin nowhere near
the train at any point of its journey,

As the recently deposed and disgraced
Chiang Ching put it, "If our literature and
art do not correspond to the socialist econ-
omic base, they will inevitably destroy it, "
Thus, despite her acecess to the thoughts of
Chairman Mao, she flies in the face of the
elementary Marxist tenet that it is the econ-
omic base, not the cultural superstructure,

Stalin called

Linnal character of the current SOl
fontnire,

“art national in form and

How should a Marxist react to this per-
versity? In his book, "Literature and Art",
Leon Trotsky described the new "officially
approved” art, "The style of present-day of -
ficial Soviet painting is called 'socialist real-
ism.' The name itself has evidently been in-
vented by some high functionary in the depart=-
ment of the arts. This 'realism' consists in
the imitation of provincial daguerre types of
the third quarter of the last century; the 'sg-
clalist' character apparently consists in rep-
resenting, in the manner of pretentious pho-
tography, events which never took place. . ..
The art of the Stalinist period will remain as
g the frankest expression of the profound de-
b cline of the proletarian revolution, "

! Fig. 1
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which is the chief force in the interaction be-
tween them, that the economic base will socon-
er transform the cultural superstructure than
the cultural superstructure will transform

That Socialist Realism is something ar-
tificial and must be learned is evidenced by
the fact that children's art in the Soviet Union
and China is very much like children's art

the economic base. As a result of such think-
ing, Shakespeare, who was read by Marx ev-
ery year, is forbidden in China, as is Push-
kin, who was a favourite author of Lenin's,
and the content and style of Chinese art it-
self has been changed dramatically.

The misty mountain landscapes and lush
foliage in pastel tones have been replaced by
flaming blowtorches, massive power dams,
and railroad bridges rendered in vibrant co-
lors.

Where the traditional scenes are retained,
they are generally in combination with the
aforementioned dams, bridges, oil refiner-
ies or hydor-electric pylons. The result is
sometimes quite bizarre. Ancther accept-
able subject is throngs of determined, happy
people, dutifully serving the state. There is

everywhere - the free expression of reality
and fantasy side by side. Even when it be-
comes a bit more sophisticated as the child
gains more control over her or his materi-
als, there is no evidence of "socialist real-
ism'". Only after formal art education begins,

does the party line and inevitable pictures of
Lenin and Mao come through,

Another fact that contradicts the omnipo-
tence of socialist realism is the existence of
"unofficial" artists in the Soviet Union: art-
istz who refuse to create as the bureaucracy
instructs them to, but as they themselves
feel and see,

I would like you to compare the images
of Russian and Chinese society demanded by
their ruling cliques (Figures 1 and 2) with
the one expressed in Figure 3. Drawn by an



unofficial Soviet artist, it is titled "mmate'.

The Marcxist view of art was expressed
in Trotsky's book, Literature and Art. He
declared: "It is not true that we regard on-
ly that art as new and revolutionary which
speaks of the worker, and it 15 nonsense to
say that we demand that the poets should des-
cribe inevitably a factory chimney, or the

uprising against capital!" This does not mean,

however, that art can be totally separated
from society as "pure” art. Artisa social
gservant and historically utilitarian. Both
“"pure art" and tendentious art have social
roots and function. Both are an expression
of the culture from which they arise. In this
age of revolution, the artist is the natural
ally of revolution. But the revolutionary
view cannot be merely intellectually accept-
ed; it must become part of the very being of

the artist, if he or she is to give expression
to it in art. "The artist", says "A Manifesto:
Towards a Free Revolutionary Art," "can-
not serve the struggle for freedom unless

he subjectively assimilates its social con-
tent, unless he feels in his very nerves its
meaning and drama and freely seeks to give
his own inner world incarnation in art."

He must freely seek to communicate his
own. inner world, not present a view of the
world that has been dictated to him by any-
one else or even by himself, not allow any
internal inhibitions or external compulsions
to cause him to withhold a part of his vision.

I do not wish to create the impression
that Social Realism should be rejected in the
way in which Social Realists denounce "de-
generate imperialist” abstract expression-
jem. Art with social content, whether re-
alistic or abstract in form, should be prais-
ed, but only on the basis that all art should

Fig. 3

be judged - Does it give expression to and
universalize the human experience? The
mediocraties paraded before the world as
masterpieces of Social Realist art leave
much to be desired.

E must be remembered that the struggle
of the proletariat for liberation is only one
part, albeit the most important part, of hu-
man existence in this age. The artist must
be free to explore all feelings and emotions
if her or his art is not to become stunted and
deformed, The fact that an idea may not be
directly tied to, or even offensive to, the
struggle of the proletariat to overthrow cap-
jtalism is not sufficient grounds for attemp-
ting to eliminate such expression. In order
to change the way artists react to the soci-
ety they live in, and the way they manifest
that reaction through their art, the society
must be changed. Forcible attempts to pre-
vent the free expression of ideas, 1n what -
ever medijum the artist chooses, be it mu-



sic, art, or literature, is qualitatively no
different from burning those works of art
after they are created,

In "A Manifesto;: Towards a Free Rev-
olutionary Art", written for Diego Rivera,
the Mexican muralist, and Andre Breton,
Leon Trotsky declared, "The free choice of
+ -« themes and the absence of all restrictions
on the range of his exploitations - these are
the possessions which the artist has the ri-
ght to claim are inalienable, In the realm
of artistic creation, the imagination must
excape from all restraint and must under
no pretext allow itself to be placed under
bonds. To those who urge us, whether for
today or for tomorrow, to consent that art
should submit to a discipline which we hold
to be radically incompatible with its nature,
we give a flat refusal and we repeat our de-

liberate intention of standing by the formu-
la complete freedom for art."

I would like to close with similar words
from Plekhanov: "There is no force on
earth which could say to art, 'You must
take this and not another direction!. "

WHAT DOES REALITY MEAN TO YOU?

"Reality” meana everything that lives
that happens and that dics everyday, A RE=
ALITY of to=day ns that of yvesterday, always
impasasd (this false fluency [or exnrmple),
which is continuoualy up=dated to the aceds
al the aystem and fram which it s
podgible to es CRage:

There are two types of realitics:
fa} the "mpeginal” ane (the eglrange-
monl from the arbit of Power and thus
[rom any possibility of participation or
identiflicatiaon with it):
() the real ane (which implies the real
noeds of 1ifc);

the coantinuation of Power =
'Real reality” moans instead; REAL UP-
COMING NEEDS that is: freedom to discov-
er one's own reasons of life; to give onoanll

a mode of life; to adhere wnder all conditions
to this = regained life - fn a natural Sharing

of the goeod things thus accomplished, Lib-
erate gurgelves [rom any - Wdealagieal [Fame=
warks - [actorics of now Power and which im=
pede the natural unfolding of life: AN ENTITY
ALWAYS IN - MOVEMENT - THAT MOUFIES
[TSELF AND EXACTLY BECAUSE OF THIS
IT HEEDS THE MAXIMUM OF OUR DEPOS-
BILITY.

Homang FPeli. Marma,
holy, reprinted from
an wlition of 360 post-
cards

From "Jederman sei cin Kunstler'
FPhoto: Paul McLellan

To gee it (art) critichlly is te place its dis-
closures into the context of the Feal world
that all people share. This is ancther way
of saying that really to appreciate a wark
of art, we must ask, what is it that we learn
from it that is applicable to all of us; what
hag been clarified for us that was oliscure:
what blindnesa has been turned into kngw-
ledge: how have our perceptions and ways
of thinking about the world been changed 7

Sidney Finkelstein

from "The Artistic Express-
ion of Alienation”, in Marxiam
and Alienation = A Hwﬂw IuE_
ed, Herbert Aptheker (Now
York, 1965 pg. 20,

PARTEAN

A series of workshops gatherings,. dis-
cussicons have been held at the Church Street
Community Centre, The forums provided
the opportunity for o *continuing discussion
about the relationship between art and pol=
fics. The aim is to develop a nucleua for
& community of progreasive artists in Tor-
anto. Far [urther information, o st
Schuster Gindin at B51-4736 ar see the sched-
ule at the Church Street Community Cenlre,
21 Church Street, Toronto




THE FREE INTERNATIONAL UNIVERSITY
FOR CREATIVITY AND INTERDISCIPLIN-
ARY RESEARCH

3 Camden 5t,, Belfast

The Free University has finally found
a home for its experiments in open inter-
diseiplinary research. The main location
iz in Northern Ireland with offices in West
Germany and London and contacts with o-
ther centres, including the CEAC in Toron-
to. To overcome the backlog of correspon-
dence following the article by Caroline Tis-
dall ("The Freedom Fighters'") that appear-
ed in the Guardian (Jan, 25, 1977}, the
group is putting out a newsletter as a means
of keepint up with the enormous reguest
for information. The group envisages '"a
string of activities. .. including regular
workshops, in association with neutral spa-
ces, community centres, and sympathetic
organizations and institutions acting as
hosts. . .a necessary process of linking up
until. ., . we establish our own headquarters.
Meanwhile, several major projects are un-
derway involving activities in Italy, Ger-
many, Ireland and Belgium,"

A seminar organized by the Free Uni-
versity was held in Palermo, Sicily, to dis-
cuss the future of the 'peripheries' of Eur-
ope, and to criticize the 'present central-
ized policies'. The areas of investigation
were: ''central government policy as imple-
mented in the regions; multi-national cor-
poration policy and the need for selective
location control; unemployment, migration
and its economic, social and psychologi-
cal effects; Eurcpean nuclear energy pol-
icies and their political implications; the
role of Trade Unions, education, culture
and the media in more effective interna-
tional representation of the regions".

Anether project is the participation to
the "One Hundred Days of the Free Univer-
sity, June 24th-October lst, 1977" at Doec-
umenta 6, Kassel, Germany. At Kassel
the Free University is organizing a series
of seminars on issues such as "migration,
media monitoring, social control, women's
workshops',

BEHAVIOUR SCHOOL

c/o CEAC

15 Duncan St

Toronto, Canada

(for information, phone (416) 368-4933)

To investigate into "behaviour' is to
find more of our own nature, As artists,
we want to find the ambiguity within each
discipline, that, to find behaviour in mu-
sic, behaviour in dance, behaviour in art
performance, behaviour in writing, behav-
icur in speech, and in the end to find that
all human activities can be understood as
behavicural ones.

Since 1973, the CEAC has been involv-
ed in didactic activities which encouraged
communal decisions for the shaping of a
social form (of art). Early efforts includ-
ed the textbook for children designed by
Yona Friedman with the intention of educa-
ting all social beings in the making of choi-
ces for the self-organization of their soci-
ety.

Later work, which was greatly influ-
enced by the work of thinkers like R, D,
Laing, David Cooper, Herbert Marcuse,
Joseph Beuys, and Ivan Illich, was carried
out to encourage the further materialization
of this intention. Through correspondence
with European artists, the CEAC made some
steps to initiate what was later defined as a
'behaviour school', that is a place where
individual students would experiment with
self-exploration for the dialectical forma-
tion of a new society.

The objective of the behaviour school
is to raize questions that are found in the
social context of the CEAC within the city
of Toronto., Students are to be allowed di-
rect participation in whatever circumstan-
ces develop out of the mutual sharing of
questions with the visiting artists/critics.
The learning process using self-determin-
ation will be developed within the context of
being. Sessions will be on a mwntinuous ba-
sis, almost twenty-four hours a day, for cy-
clical perieods of several months each, The
"teachers' and the students will organize
workshops and seminars followed by spec-
ific projects and discussions. The projects
will be collective collaborations ameng the
students and the 'teachers' with the produc-
tion of papers and documents after the sem-
inar/workshop to make possible the exchange
of information and 'questions' between the
CEAC working group and other groups and
centres which might be invelved in open
school situations, The CEAC facilities al-
low for the recording and publishing of au-
diofvisual and written material.



THE BEHAVIOUR SCHOOL FOR THE
DEVELOPMENT OF THE THIRD MAN

This at Montreal is the start of the be-
haviour school. In this school:

The members will "be" their points of
view,

The static behavioural charge of the mem-
bers being each other will be the comp-
ost in which a body of behavioural occur-
ence will grow.

The members will help develop this sta-
tic charge of being by not necessarily con-

cerning themselves with each other's work,

They will exist as behavioural catalysts -
nen-functioning as "tutors" or "students",
but existing as questions, Directed ques -
tions will not be answered or reflected
by them, but pecple will be,

The members will be expected to be per-
sonally responsible,

This school will exist for ordinary pea-
ple,

It is not a school for problems or ans-
wers, but for questions,

Part of the school will be at the CEAC

in Toronto, which will obviously open
and close, but the rest of the school

will be available all the time,

Neither choice nor decision will be areas
of concern for the school,

The centre of the school will be in the
feet of every member,

Reindeer Werk
Dirk Larsen and Tom Puckey
March 14, 1977

SCHOQOLS AND FREEDOM
A special school has been established on

a temporary basis this spring in New York by
a radical self-supporting collective who want

to control their own lives and their own school:

SCHOOL FOR MARXEST EDUCATION, The
group wishes to advance a conscious politi-
cal practice,

"We see the human species threatened by
the menace of out-lived capitalism and its
plagues of war, crises, racial and sexual
discrimination, ignorance and poverty,

"And we see the task of revolutionary
Marxism to arm the producing masses of
the world with the consciousness to recap-
ture their human capacities and transform
the world into an environment in which we
are harmonious participants.

"The two educational premises on which
we base our school are:

(1) The scientific presentation of historical
materialism contained in CAPITAL: A CRIT-
IQUE OF POLITICAL ECONOMY by Karl
Marx; and

(2) The lessons of the Russian Revolution,
the turning point of working class history
which was led by self-conscious revolution-
ary Marxists. The focus of the school is
therefore upon the proven and demonstrated
accomplishments of Marxist science. We do
not mean that everything Marx said was right
nor that everything the Bolshevik party said
or did was correct. We are simply not ag-
nostic with respect to the scientific basis of
Marxist thought nor the giant accomplish-
ments of conscious revolutionary practice,

"The need for a revolutionary party is
So great that the question of its program,
tempo and form of organization must be the
centerpiece of discussion and debate., We
want the School for Marxist Education to be
a context in which to advance this dialogue,
We also support action where there is com-
moa agreement, particularly in solidarity
with workers' struggles at home and inter-
nationally, on the principles that a blow to
one is a blow to all,

"The SCHOOL FOR MARXIST EDUCA-
TION welcomes all workers, students and
anyone who finds our courses and activities
valuable for their lives and work. No one
will be excluded from the School on the ba-
sis of prior thought or practice; on the Con-
trary, we welcome controversy and debate,
Anyone interfering with the rights of others
to pursue their own course of growth with-
in our School will be prevented from doing
So.

"The Marxist Education Collective is
anxious to establish working relationships
with the many study groups on Capial and
other works, which are in progress, We
gee ourselves as part of a widespread pro-
cess of self-clarification and clarification
by revelutionary Marxists,"

For information: Marxist Education Collect-
ive
P.0. Box 560
0Old Chelsea Station
New York, New York
10011






NEW YORK, NEW YORK

Yes. New York has the Kitchen, Art-
ists' Space, 112 Greene, Mercer Street
Store, Franklin Furnace, the Clocktower,
P.5. 1, Paula Cooper, 420 West Broad-
way, Castelli Sonnabend, John Weber, John
Gibson, Anthology Film Archive, Millen-
nium, Art Rite, 9 Jay Street Garage, Art-
forum, Scho Weekly News, the Village
Voice, the New York Times, Punk maga-
zine, Ear magazine, the Fine Arts Build-
ing, Printed Matter, Interview, Red Her-
ring, Jaap Rietman, Wittenborn, Fanelli,
the Whitney, the MOMA, Rene Block, De-
nise Rene, 510 Broome S5t,, New Music
Distribution Centre, Byrd Hoffiman Found-
ation, Performance Art Services, Peter
Frank, Martha Wilson, Babette Mangold,
Bob Wilson, Jonas Mekas, Bob Colacello,
Alanna Heiss, Jane Crawford, Douglas
Davis and millions of others.

Any artist from the polite art comm-
unity will answer like a tune if you ask the
predictable question 'What's going on in
New York?' The emphasizing and map-
ping of the same rhetorical layout-of-ac-
tivity in the city of New York makes one
realize that there is in Scho a sense of
abstraction from other political issues.
The strategy of the status quo and the ab-
sorption within such a status quo is the e-
ternal mechanism of the 'art world': art-
ists popping from party to party, visiting
the 'must' circles, chumming with the
who's who of an enlightened social class,
There's a large pie kindly garnished by
the New York State Council and the Na-
tional Endowment for the Arts, to be shar-
ed. Inevitably each one tends to head for
the topping, the glamour and riches of
this cake. Then we run into the pillars
of the new trend of which only the insid-
ers, the New Yorkers, the Schoers are
au currant., The pillars run into their
specialized deaths. To die peacefully,
the institutions adopt a mimickry of 1950's
business attire and technique, which is
keeping yourself uninformed of the events
occurring outside the boundaries of New
York, and keeping a business-like moad
while the soft spoken male or the hard-
edged female files the grant application
for the next batch of 'events',

Life in New York is certainly hard,
- with none of those Canadian handouts.
Meanwhile, performances and shows done
for free under the shadow of the World

Trade Centre are offered as very expen-
sive merchandise to the world outside
New York after they have been decorated

. by a vast, but unimpressive list of reviews

from the N. Y. Times, Scho Weekly, and
other N.Y. mags. Art intelligence is mea-
sured by the residue (reviews, gossip, in-
clusion in artists' indexes) left behind cnce
the scene of action has cleared, A certain
kind of homogeneous front is thus created,
each needing the other to validate his OWTIL,_
history. The biggest events of last year,
anyone will tell you were Bob Wilson's op-
era and Christo's "Running Fence". Both
shared the prize for raising not the con-
scigusness, but millions of dollars. Fer-
haps Andrew de Groat's choreography was
not actually the most outstanding feature

in the opera (though the music certainly
was/is), but rather balletic with its leap-
Ings and traditional academic techniques,
That did not halt the reviewers raving a-
bout an impressive quality that one can
only see as having been the budget. On

the other hand, small and recently initi-
ated enterprizes like Franklin Furnace

and Printed Matter benefit from a good
traffic and enough exposure to become
landmarks (cultural bastions in New York's
supremacy). A year at the Kitchen might
net 60 reviews about its activities.

Everybody is alert, reminiscent of
the society of bees or rats. The birth of
a new institution is thoroughly broadecast
all over the community, Like a village of
artists and critics and media, everyone
keeps up with the news. To be in the news
is a primary addiction for New Yorkers,
The hordes of tourists follow the paths of
the long-gone days of heroic conceptual-
ism. Snapping of souvenir pictures is
heard from Broome to Spring. Students
from the far away previnces come to pray
in the museum and gallery tours. I have
oftened wondered how reversible this pro-
cess might be. Of course, both little and
big stars participate in the colonizatica of
far off lands, but no one in their right
mind would bother to care or to know what
else is brewing outside the mercantile art
world. No one is truly interested in a fair
exchange of information. Performance a-
ppearances are calculated as another in-
come, a line in the resume for further fur-
ther applications and evidentiation of good
standing within the grant officialdom. Al-
most a style nto itself is emerging from
this characteristic New York conscious-
ness. Yes, we could spot a New York



PETER HANDKE

Original announcement for the
experimental plays "Prophesy’ in
a garage, New York.
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artist instantly. - But everything is hap-
pening in New York,

The mercantile techniques are notor-
ious to all and very infectious. They cre=
ate a sense of belonging, of being wanted
by the central marketing service, Per-
formers need to be represented, tapes
need to be distributed, actions need to be
validated. Lives need to be enmeshed by
a multi-million dollar operation, The
artist needs to be consumed,

Then what the naive artist from the
provinces needs to know is how to be con-
sumed along with the thousands of other
unknown artists, Yes, Iam an artist,
too, would say the local Toronto artist
desparately searching for inclusion in a
brutal machinery of consumption. We all
want to be consumed, burned alive, eaten
raw like fish by a cat. In such a 'move-
ment! (of consumption), we can recognize
the preoccupation with creating and cor-
recting a series of props., The artist in
search of consumption creates only stat-
ic props, and we could define the post-
conceptual period to be that of PROP ART,
to distinguish it from the early '60's vo
Eue. \

The prevalent tendency is absorption
by the general public in the form of pop-
ular culture. The community feeds you
and sucks, too. The administration of
the afore-mentioned institutions act as a
way to make a living. The art made in
New York is a way of making a living. The
art exported from New York is a way to
make a living. New York is the feeding
ground for macketable art, as we all know
it. But what is more important is the
form that the art takes. The politics of
Prop Art are the devasting and pervasive
devices that are shaping the whole western
world into the image of New York. Vir-

~tually, we can only think in terms and def-
Injtions of New York art of the past ten
years, The white wall, the concept, the
pedestal-less sculpture of the 'toughest'
{for whom?) avant garde gallery in Toron-
to are the shadow of post minimal resi- .
dues, Of course, new tendencies are al-
ways in the making. Performance is the
word, even in Prop Art. Performances
from New York are consistently homogen-
eous, they make ugse of lost objects, the
props, the icons abandoned and available
in the media and the second hand store:
they exhibit a never ending syndrome of

cuteness, a revival of romanticism, again
and again,

Even provincial Teronto is adapting
itself to performance. Painters are [it-
ting their styles and jargon to the new
wave: be prepared for the age of PROP
Art performance, Aection painting trans-
posed to performance paradigms. Unknow-
ingly, the canvas stretcher parodies the
concept of performance (a live interaction
within a situation) and calls his/her work
perfiormance. In New York, there is the
same malaise., The process of absorp-
tion convinces us that performance is just
ancther 'genre'. It is not however! In the
same way that not all coaceptual artists
were actually 'conceptual', so not all per-
formances are 'performance art', Most
remain in the realm of PROP ART and
nothing more,

Traditional and post minimal art melt
happily with performance at the P. 5, 1
studios. Under the 'objective' eye of
Alanna Heiss, only good art makes its
way through in a spirit of competition
and 'quality'. Artists' Space is also a-
dopting the double thinking (you never know,
we might have a come back; we all pro-
ceed in cycles, do we not?).

To form and be part of a community,
that is to smooth over any rough edges of
disagreement, is basically to maintain
the sense of normalcy that controls all.
Such a control mechanism is actually the
projection we have of ourselves, and in re-
turn it molds us in a perverse way even
further. What I want to say is that we
find at some point a deep contradiction, a
paradox that is this: invention or discov-
ery of intellectual articulations are quick-
ly possessed by the establishment and by
this process all activity is channeled into
mainstream and control. Thus, whatever
we do, even the annihilation of any system,
becomes a further contribution to the es-
tablishment's history. All that we know
of New York belongs to the formal histo-
ry of that city; nething is left outside. K
it were left out, we would never hear the
effects,




the last performance

ADWAY

DIANE BOA DWAY
Photo: NADA

DIANE BQO

DIANE BOADWAY
Porformance: "Which will follow'

A proview of her now sound and lang-
unge work before an extensgive tour in Eur=
opc. This subtle picee is still in a very ox-
perimental stage.

THE DHNIES
Of Toronto

This new breed of sound makers will be
[ragrmenting their reck into fast scquences

o
with intermittant appearances by the oditors ]
of A.C.E. This picce is the second one in =
a gerics that starts ot the now APPLEGARTH g

FOLLIES on April 27

DAVID TIPE
Performance "This is a Chair"

"That ring, which is hooked ve
kfter we Are born, 18 REASON . ar : A
panion I8 TALKING. Boiween the two they
concact and maintain the world, '

Tales of Power

The piece is:

The playing oul of non-cxistent objecls
as exigtent in the Tull renge of potential me-
terialization all the way from self and exten-
sion of self (i. e, personal projection), to
contextual solidity, intercoanection/rela-
tionghips between objects, scene and dream=
ing.

"This is a Chair-Ring iz a single sense
of things, a totally unreasonable ofd.'

Photo: Brian Doucette

DAVID TIFE
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DIANE BOADWAY  SUBER CORLEY

ACME GALIERY, LONDON ENGLAND - MAY 7.
PARIS FRANCE - MAY 10-13. NEW REFOE
PEL, AMSTERTAM NETHERLANDS - MAY 17.
LAND - MAY 20-23. GALERIA SZ ﬁ
STEMBERA ssrumo, 12

E DISPARI, C

TPATY =
,"FERRARA ITALY - JUNE 9.

WHAT 1S A/THE CENTER FOR ZXPIRIMINTAL
ART AND COMMUNICATION?

- It i3 the working ground where th2
forces of intellectual producticn, cul-
tural consumrtion, as well as the ex-
change and the distribution of culture
are managed 1in accorcance tc the need
of art &% communicaticn while affecting
sccial forms.

CD:.A E' UN/IL CENTRO PER LA COMUNICAZIVONE
E L'ARTXE SPFRIMFNTALL?

- E' il terrenc di operazione dove le for-
ze di produzicne intellettuale, usc della
cultura, come anche la distrlbUZ10ne e lc
scambic dalla culturse scnoc amministrati
secondo il biscgnc dell'arte e la comuni=-
cazione mentre ne mutano le forme scciali.




BRUCE EVES  AMERIGO MARRAS

ECOLE S0CIOLOGIQUE INTEKRO
M, AAIST BELGIUM - “

' CONTES zy/ ", WARSAW T0-
\ , LUBLIN POLAND - MAY 25,
' - MAY 28. ARTE FIERA, BOLOGNA
AVRIAGO ITALY - JUNK 5.  PALAZZO

WHAT 15 ART AND COMMUNICATION?

- It is interface impact conducive with-
in social forms as frames, 3tructures,
benaviour. Art as materialist practice
and communication as dialectics in jux-
taposition along contextual layerings
rroduce revelutionary effects. Art &
communication is basically this: Dia-
l?ctical materialism practiced as ide-
ology.

CQsA E' AKTE E COMUNICAZIONE?

- E' 1'impatto del confronto che si verie
fica entro le forme sociali come cornici,
strutture, comrortamento, Ltarte come
pratica materialista e comunicazione come
dialettica, in contiguita' con ‘livelli
contestuali, producono risultati rivolu-

ziocnari. Arte comunicazione e' princi-
ralmente questo: materialdsmo dialettico
praticato come ideologia.

- e S = —_— e -

e e rrEumTma e



To place oneself outside consumption
is to locate another area of definition,
Art of non-consumption stands outside the
evolutionary patterns, the predictions of
establishment historical development.
take such a stand is to fail within the art
market. To fail is to discover other real-
ities. The events, the projects that no one
outside of the participants are aware are
the non-sequential marginality of art which
contributes nothing to the history of art,
Both overflow and paucity of information

To

A. Marras

Three chairs Iarmiing a circle with a
fourth in the centre of the circle, Thre
performers § ipheral chairs,
one with the back to the aud onc fac-
ing the audience, onc in profile, The
lonrth perd F moeving around the audi=-
omce, ask an to come and 8il in
the remaining (central) chair,

A performer be gan o non=verbal felsk-
g ol the woman, both partics bo ing on
the defensivie. The performer procecded
to smell her neck, which was heavily poe-
fumecd, seratched it, took hor hand, lick-
ed her fingers, and then bit her hand,

She made no sign of surpeise or pain,

The performance was the interface be-
tween girangers and their bohaviour aleng
& nan=verbal and nen-gestural approach,
bul simply the unrepresscd articulation of
the participants' behavioural movement,
as an exchange of nen-cultured responscs

reach this aim. Being in New York as
'outsiders', as the uninitiated, as infec-
tions is also to be a nen-contribution to
New York history. Such a tactic is the
writing of a personal history, one that will
not look for the approval of the New York
moguls,

and yet we have used the available infra-
structure of a dissolving art world: P.S,
Artists' Space, Franklin Furnace, and
FPler 52 in New York City.

performance at Pier 52

GILLESPIE,
B
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Laracen (Heindeor Werk)

. s
I'. Puckey (Reindeer Werk)

The porformers bebhaved 28 [ollows:

Lirk, Tom and ma 1 remained [ the
car, Ron, Bruce and J ipo squeczod
ey the building @ complete darkness,

re was little knowledge of the place,
lions of the flooe ¢ emoved, hang=
Ing metal sections, and pigooa shit all
the building. Our behaviour was a
challenge to o physical condition and to
the behavioural condition of the many males
who use the pier for spontancous sexusl
behavieur. The circumstance s, in fact,
an aftempt to create in (some of) us a stp-
tic charge between the {eulturally defined)
deviagm behaviour and (some of) our ocul-
turally repressed behaviour, The static
chargr was carriod through by the physi-
cal place; an abandoned shell which still
shoewed signs of vees, dictatod by behov-
toural forees mnd airongly oppoged by the
cultural dosmination of an inspne sacivty,

L

We can define our own perimeters

1



THE COMPENSAT IONS OF BEING SUBORD-
MNATE

Defeat does not mean a hopeless future.
The cxamples to change in the situation of
defeat are not always obvious. The most
Irequent recoidrse ia emigration, since this
ig the most common forf of density-depens
dent control of population, The new migra-
tion scts up a spreles migration possibility
and may in fact increase the fitness al the
new population. *The wanderers are the ones
rroat likely to ploneer in new habitats, o ex-
periment with new ferms of adaptation, 13
learn more guickly and to adjust the cultyr-
al capacity of the specica by genetic assim-
ilation. Outcasts are the cutting cdge of ci-
vilization ar cvolution.

THE DETERMINANTS OF DOMNANCE:
1, Adulis are deminamt over juve-
aileés and males are csually domin-
ant over females.

2. Flexibility of behaviour and size
ol brain bring about a more complex
gt of determinants of rank and influ-
Ence.

Art Dominatora tend to form groups and
coalitions towards increasc of sets of dom-
inance in the other sectors of gociety. The
Lamannas, Zacks, Smitha, Waxers, Withrows
have formed the deminant patterns for young
poople in the Art local of Toronto. That is
io say these are the groups on a lower plane
of dominance who control the submission of
young people.  On a higher plane of domin-
ance, wo have the political and financial or-
ders which eontral an even greatdr amount
of even more submissive young minds. The
marginal groups or cells of amall groups of
people are the cutting edge of the new alruc-
ture of cooperation and communication
Thege amall groups are most effcctive since
their size is set up for the ow of and inhi-
bitien of information and they thus become
the most intelligent people in society or at
lenst have access to o greater variety or sel-
ection of signal variation and response. The
marginal prople will alse have the mobility
of action and an overall increase in adaptive
fitness. The advantages of marginal situa-
tions are intelligence, sengitivily, and &
shorter travel in understanding of living sit-
uptions. The disadvantage of larger groups
is the slowness of communication, loss of
identity, increase af senescence or death,
Ijl""".'ﬂll'\-'n‘:_'\' of substitutes and decrease in
real time knowledge,  The choice for yYoung
people i notl evident in larpe groups and
therelore o can l.lI'l'._'\-' .‘I.rl'fp!.' that :\'nl.;l.il In the

develeping stages of their sensitivities will
seek the small rather than the large and not
vanish into the huge vacuwum of controlled so-
ciety for understandings of reality. The af-
feet oF control over the minds of young peo=
ple is consumption 8o that your dependent
situation is strictly set according to your pro=
duct, The cquation for your future i not
your mind but your product, so when they
smile it is not you but your product they want
for consumption, The average death of the
young mind in its formation is determined
approximately 1 to 5 years after graduation
from the youth's experience So that by 22 to
27, if you have been active in any way you
have been probably consumed. The ones
who avoid censumption beyond 27 are cither
in small groups or in isclation from the ma-

EAC

REINDEER WERK, performance at ¢
R. Gillespie

* Photo:

jor scctors of Bocicly. M you have been con-
gumed, you can relax for the next 40 years
of your life and those non-consumables can
enjoy reality te your hearts delight.

THE THIRD MAN

Graowth is the functional basis of behav-
iour. A behavicurally structured organise-
tion will exist as a book whose material com-
poaition is time.

Behaviour is spiralatic rather than lin-
car, Inthe boginning man created man,
The created man became a technologieal
continuum which then fuged with the begin-
”mg mmn rnd ereated the third man. Soci-
cty's lack of understanding of this third
man makes it project its deviance when try-
ing to understand him. This deviance is not
neceasarily any part of the third man. &k is
merely a tool being used for identification
purposos,

The third man exista as a spiralatic so-
mersault, The somersault is the esscnii-
al physical basis of behavioural thought.

We treat individunls as questions ra-
ther than as people. An appreciation of
Victorian 'secial concern' is a block to un=
derstanding behaviour. Bohaviour oper-
ates on the basis of amplificd personal re-
sponsibility.

Double-think is a behavioural teal, The
tools we have used to evolve our thoughts
have revolved to arrive back at us, while
the plastic senaibilitics that revolved thosc
tools have acquired the sensibilities of the
tools themselves, The directional inter-



change beiwoeen the two no longer necessar-
ily exista.

The causally cffective terms of the fun-
akion of mathematics are no loager the terms
that it functicns within, & can exist with-
out a8 well, And 8o it is with the idea of
m-:ruiu.lul:ing.

The third man functions without the terms
af gituaticnal causality,

You people are the police.

Always answer the person, nat the duies-
tion,

Lock den't see, touch but don't feel, and
thers are no "problems",

Below your knees you are the ground,
It is your [eet that point to the air you breath,

Head bassd thoughts prove head based
thoughts, Foot bascd thoughts prove (oot
baged thoughts and clbow thought is elbow
thought,

The toals for thought refied head-wise
by your head can now exist without its frame-
work., Foot baged thought can read and write,
paint and deaw on an cqual par to whichever
tool it choososfchooscs it, B doosn't play the
parent. R plays an cqual third man with what=
ever toals are there,

Man croated man, and that man gregts
cd by the [irst evolved, with man, a third
and diffcrent man,

Behaviour is not concerned with inter-
personal games o8 & pro-condition to come-
miunication.

@Reindeor Werk: Dirk Larsen & Tom
Puckey, March 14, 10177

YOUNG DAVID's performance
following Richard Demarco's
lecture "Edinburgh Festival”
at the CEAC, March 22,
Photo: B. Eves.

BEHAVIOUR IN MBSING ASSOC] ATES
(selectiong from 1972-74)

All work referred ta charcographed by
Peter Dudpe.

My primary infatsation had always bBeen
with process, My approach to choreagraph-
ing ploces faudience interaction or stherwise)
Was o 801 up specific conditions with which
all involved need cope and wing it from there,

"These pieces are net rehearged.

The participants ars not 'professional’
performers.

The emphasis is not on haw well they
cope with their given situatisn, but on
how they cope, ™

Content was usually the prerogative of
the moment.

Cangtant and ropeating clements) randam

or changing elements was orionted to the per-
ceptive abilities of cach enlogker. The 2 e
formers were required to improvise o convers
sation while standing apart at a distance af
approgimately 10 ft. Ocecasionally, at the fa-
itiative of either, they would move Lo ancther
lacation in the space, in some inglances plac-

 ing seated members of the pudience between

them. The piece was terminated when they
"felt they had nothing further ta say'.

Some of the constant and repeating ele-
mentsfrandom or changing elements were
attributable to the pre-requisites of the piece,
and gome wore determined by the innate char-
acteristics of the performers in & stress situ=
aticn,  Which were which had to be deduced
through ebservation

The performers’ shifts in pesition re=
defined cach spectator's perspective oa their
transaciions. At a distance they were bare-
Ly audible, transmitting cnly their actions.
The spectator positioned between the two,
on the other hand, was Htorally in the (eon-
tent of thed vonvorsation,

The 10 fi. stipulation Getweei perform=
ers was bolth lunctional and pavehological
in intent: to endeurage physical communj-
cative gestures, to roquire Wnteained P
lformers to speak loudly enough 16 be over-
heard,

"An intenl in the performances has been
to ercate porformance vehicles { or sii-
uations) that exploit the capacitivs mast
persons already have®; this necessitat -
ing a formis) not based an & technical
expertige limiting ita practice to an vx-
clusive cast of prefeasionals

# Included with these "capacitios’ arc
responses usually considercd noga-
tive in professional perf ce sit-
uationg, such as real panic, hesita-
tion, awkwardnoss, ete,”

Lonstant and. .. established a basis for
2 pieces in & 1974 porformance, The 2 par-
tHcipants in Constant and repeating elements/
randorn or changing elements {extended var-
were iggued the same instructions as in the
provious version. They agreed to comply
with further instructions to be issucd during
their performance. The instructicns, each
discharged on completion of the ane procesd-
ing, were as follows:

1. Onterminating the piece as in ver-
sion 1, the performers were to cati-
mate the performance time clapsed,
and continue, as before, for what they
congidered a pericd of equal duration.
2. They were to continue, as before,
for an unspecificd period.

3. Onc performer was Lo seat him-
self with the audience at one side of




the rocm and the ether, standing in
mid=Moor, explain lo his partner
what had previeusly eccurred, (Di=
rections woere often worded vagucly
to require same interpretations. )
4. Positions were reversed, once
performer gralcd on the opposite
gide of the ream now, and the pro=
pedure repeatod.

The performers in this version had no
previous seguaintance {actually, they look
an immoediate dislike to cach othe but, ob-
liped to comply, dirceted their conversation
to the peychology of coping with their parti-
cular situation (which, actually, was whal 1
hiad in mind).

S0 was cstablishoed a basis for the picoc
which immediately followed. In [_.Jlr-':.n'-'x
gaid that. , Brian was designatod the con-=
stanl perlarmer with interlocutors bei
drawn from the auwdience, The |

s of Congtar 1

ihe eomnadition o
A in that Mrian would initiate all move-

As Arian conversed, | circulated in the
ting up to several individuals

at a time to replace whomever he was ¢n-
gaged with, As 1 moved on only when a switch
was made, informa o wisil wi

audivnce soli

on was digperscd gra fually

"Thasc who choge (o un

ik i

content and dueation of the g

KLAUS METTIG AND KATHARINA
SIEVERDING

Following o lecture at York Univers
K. M. and K.5. presented their older work

along with recent pleccs they have been
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Amor ik PIrop g

The soundtrack is the recc
eagional hearings into
ith Bertalt Brecht in
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The same performance, together with
the older fllms [rom Translormer [tk
aspoects of travesty and sexual identity
change), was shown in Montreal at the

formance scrics 03 23 03 in Ma
the in public nd
Linng «
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ather $30,000 is presently being sought for LILY ENG
the publication of & catalogue of th iy AT
pondence art exhibit of aver 400 individual
picces which was also a part of the series.
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The worm-like animal curled up in the palm of the right
hand., A caterpillar named the woolly bear, the larva of
the isabella moth. The long slender body is completely
covered with bands of black and brown fur. Found crawling
across the sand, grasped between the thumb and index finger
of the left hand, the finger and thumb tightening around
the tiny body, careful not te crush the mid-section of this
woolly bear. Down on one knee, the 1eft; with the elbow

of the right arm resting on the thigh behind the right
knee. The muscles of the left breast Jerk as the left

arm bends at the elbow, the forearm raising the hand,
slowly positioning the insect over the open right hand.
Rolling into a tight ball of black and brown fur, the
woolly bear plays dead,

On the hands and knees, the face down, the head in front
of the body. The heels of the hands push against the
ground, the knees press inte the ground, the toes rest on
the ground. The eyes see the ground below the head, in
front of the hands. On the ground below is the caterpillar,
The hands move, positioning the head over the worm—1like
animal. The arms bend at the elbows lowering the body;

the trunk, the shoulders, the neck, and the head. Closing
in on the insect larva. The head is pulled back as the
nose is positioned directly over the caterpillar. The nose
almost touches the larva as air is inhaled for smelling.
The arms bend again, the body shifts, the toes lift, the
mouth opens, the head drops, the mouth closes over the

larva.

Dimal. e wormir, wieathu Ec DL



The palm of the hand cupped in front of the mouth. The
thumb placed outside the left nostril, the index finger
placed outside the right nostril. The hand is steady hold-
ing the nose. Exhaled air from the left nostril strikes
the web of skin stretched between the base of the thumb

and the base of the index finger. Exhaled air from the
right nostril passes across the palm striking the tip of
the little finger of the left hand,

The mechanical movement of the invented person. Turning
the eyes back far enough to see behind the face. Finding
that I know things I don't believe. Forcing air through
the voice box, forming talk with the tongue, the teeth,
the lips. Pulling back the lips, exposing the teeth. It
happens that we believe only what has occurred before.
Finding that I believe in things I know nothing about,

The arms, the legs, the cock, the balls, the breasts, and
the neck. The neck does resemble the other appendages of
the body. At the front of the neck is the throat. FProminently
displayed on the male throat is the adam's apple. Both men
and women possess the adam's apple, The adam's apple is the
voice box. This box is composed of muscle and cartilage at
thé upper end of the windpipe. The voice box houses the
vocal cords and produces the raw sound of human speech.
Talking through the back of the neck is talking nensense,
Lifting the chin up high, rolling the head back as far as

it goes; pose the throat for biting. The lids are pulled

down tight over the eyeballs. The power to picture without

eyesight. You must have eyes in the back -of your head.
Insight is part of your vision,

MSW

Tom Sherman
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SUPER-8 OPEN FILM SCREENING

The last super-8 open film screening
for the season was held on Tucsday, April
12 at the CEAC, 15 Duncan 5t,

Filma were shown by:

DAV ID ANDERSON

Walking through the interior of an off-
ice bullding., WView of emply spaces and &
sequence of locked doors.

ROSS MCLAREN

Deocumentation {though not the usual doc-
umentation) on an cvent involving a number
of ¥oung artists, some in scarch of the myth
af rock and roll. Components of optical of-
fects, fragments of women spoaking stating
their discontent over the great amount of
"sadness’ and "bullshit' in the world.

A film dub taken off a video mositor of
an intorviow of Ross, the super, supor-8
Iilmmaker. The lighting is saft, but the
spoeed artificially increased,

DEE DURST
"Thru the Vadd®

A complete surrcalist sequence with o-
lectronic sound track. The film, black and
white, is possibly metaphorical in 8 narra=-
tion of three characters, two dressced in
white and ane in black, The film-makor uacs
minimal props, a ladder leaning ngainst a
wall, and a matiress, Some ingerted scenes
show views threugh a broken glass: glimpse
of & face, & sandy boach.

VILLEM TEDER

Cutouts as scun with their shadows pro=
Jrcted through layers of glass. Some maove-
munt study and minimal usce of color. Some-
times rod forms overlap green and blue sil-
houettes. A step toward throe dimenaional
films,

SCOTT DIMLAKE

Three sectiong of homoemade movics,
The first being the footage documeniing
the varfous postoers of fascist propaganda
(western guard), The title for this acetion
af film is "united sell delence against fasc-
ism'. The other scctions arc imagee of a
youth Immersing himsell in a stream and
an image of going to werk by GO train.

Le Monde (20-30 Dic. T4} A review of a
Super-8 film event at Espace Cardin in Pa-
ris points out the inherent quality of Supcr-

B [ilm, as opposed to standard [ilm and o-
ther forms. The article says that Super-8
presents another front, enc that is a means
for distributing revelutionary and militant
information to the general publie, The exam-
ple which it uses ia the film "Mohammeod Diab,
commentl ¢l pourquoi on tue uwn travailleur al-
gerien". The Iilm incorporates fostage of
discussions with militants and decuments,
The sound fidelity is poor and the image qual-
ity is mediocre, but the low technical qual-
ity is compensgated by the important oxpas-
itien of the racial and behavieural limitations
within a bourgeais socioty. The film then,

is an cxcellont means for promoting contro-
vorsial information among the masses and

an easily accegaible tool [Hr marginal com-
munication. Possibly the lew definitions in
sound and image and 18 expendability arc the
strongust assets of Super-8-film.

SECOND ANNUAL SUPER-8 FILM FESTI
VAL IN TORONTO  Hobin Wall

The lirst weekend of April, "77 saw the
second Super=8 Film Festival in Toroate.
Mot at all a bad gathering, considering the
weather., The general attitude of the "per-
jorative” group who ran this festival was
that this was a forum for the super=8 film-
maker who otherwise would not have had
an outlet, an opportunity to display to the
public the fine art of super-8 film making.
Unfortunately for the fine art of super-8,
it was to be a trade show - expanding on
the technology of super-8, It certainly was
golng to shew anything that had the slight=
est pretence of being professionsal, {.e. if
it looks like competent [ilm-making, with-
in the parameters ol existing industry stan-
dards, show it. As far as the art of super-
B, that beautiful flat introspective quality
which is alwaye attached to super-8, ignoce
it... don't want to know,

Brain. Well, this Brain had gene te a
great deal of trouble = telephone calls to
England. "Hey, there's a super-8 film fos-
tival." Greai... send some forms. Tell-
ing everyone | met. Hey, there's a super-
8 [ilm festival. Oh, yeah,,, big deal. No,
really this is geing to be a big deal. .. [ilms
from all over the world; you just wait and
gee. [ did wait and I saw. No films from
England. As a matter of fact, it wouldn't
have mattered, anyway. The screening
would have looked after that., Only those
films which would be the least cffensive
would be shown. Let me explain about of-
fensive... that meant any film which didn"t
[t into thoss traditional precepts af film
would not be shown, This is all Bull shit. |
as far as [eetivals which would cxpand the
visual art world, lorget it... as [ar as a
display of technology. great. .

As a matter of fact, the film which sum-
mid the lestival up best was one called THIN
FILM FECHNOLOGY, R was about the mak-
ing of resistors and capucitors en thin film,
Interesied? Yoo should be, For anyone with
brains at all, it told you the difference be-
tween video and film. , . on film, very nice,
And by the way, what gives me the right to
shoot my mouth off, [I've secn the other
side, sweet heart. There's no way Ken
Rusaell, for example, is going to sudden-
ly switch te super=-8. Particularly, when
he'e already made his S8mm (ilme already,
As a matter of fact, there éxists films an
films on films if you know what 1 mean,

‘That by the time i gets to super-8, it scems
abaolutely pointless to do it other than as

an experiment or at the very most as & vig=-
nette for a larger work. Getting back to
the festival, the vignettes out-numbered any
experimental attempts by a considerable
percentage. .. like 10 to 1. .. and locd for-
give anyone who had an abeolute political
statement o make, [nstead, we were trea-
ted to well-made vignettes and one or two
experimental films of interest only because
of their superb optics. Hoss Mclaren be=
ing one... and Andy Haas, another. As far
as the rest, it was all thin film technology .
or how to make it look good encugh for youar
saburban T. V. avdience.

PAUL WINKLER

The filme of Faul Winkler include "Brick-
wall” which was shown at the CEAC when Aggy
Read was in Teronto earlicr this year. His
more recent films, shown as a part of his
North American tour, achicve a flicker of -
fect, structurally reminiscent of the work
af Paul Sharits in their circular pace and
hypootic feel.



R. EQOLESAR
From videotape

STREET VIDEOQ

'"Fashion Show' by Bruce Eves
Monitored at oye level, evenings
arcund B p.m. until April 30,

The innuendo of a black vinyl saits for
impractical purposcs being worn by lwo males
mnd one female non-professional models with
the po stent presence of censorship, used
to preserve ancnimity, Celour, loop.
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ﬂ'.'..;u.l::iz-.'d by the [reah wave of Toronto and
Guelph (0. C. A. and U, of Ganelph)
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JAMES EDWARDS

Grogamoa College, La Mamelle Art
Ceptre and the Everaon Mugeum ol Art have
collaborated in the production of a catalogue
of the video work of James Edwards. An
extensive text by Ken 5. Friedman, the cus-
todian of Fluxus Wesl doecuménts, axplaing
in some detail the various picces in the show:
Selfl Portrait", 'Video Replica’, 'Syatema
Transplant', "nside  Outside’ and Friedman
dise & the progress and aceeplability of
video in institutions and the military like
strategy it takes to get it there. With tho
changing times, video has entered

d the realm
ol art history and 'the campaign is drawing
o o close "

it potential and philoso-

'Digapite its gr
H 5, video is still an elite

phical p
at=-form, "
n

That is, lellowing the samc line of lhi.'ll.lﬂhl..
as his Btatement (which was made within the
context of the extrasrdinary cxpense video
equipping requires and the pre-supposition
that each individual would equip him/fherself
with a whole kit of videg hardware), then we
would agree that the wrban infrastructure is
elitist sinee no onde can truly own one,

BRUCE EMILSON
A large event of all his works and "IMAGES
N RETROSPECT!

L MILSON

s

o

From "Vides by A

BRU

tists . Art Metropole



THE IMAGE

On first obaervation {(coler bars) the -
lectrenic vides image is a two dimensicnal
planar surface that flourcsces from within,
This internal floarescence is the first hing
of three dimensicnal space (the space with-
in the cathode ray tube). The introduction
of & percievable dynamic (i. e. metion) is
the first suggestion of & four dimentional
factor; evenls (cy¥clic or not) occuring at
specific intervals en o time scale,

When one talks of observatisns, these
chservatipns are based on the cbaerver's
vantipge point and a vamtage paint is net mere-
Iybased on a physical positioaing of & poist
in space Irom which obeervations are made,
E is in fact a moch more complex defining
of chserving factors. What cae sees depends
largely on where one is and when one is
there, The ofher major factor in defining
ont's [rame of reference is velecity, Which
In gur terms refers to a ratlo or compar=-
fgon of time against pesition (re:Einstein’s
Theary of Relotivity], Whers tima (8 baged
ofy an arbiirary constant standard of change
(hours, minutes, seconds), just as color —
bars is an arbiirary standard of image def-
initiaa.

In most cases phenomena are enly per-
celvable an & human scale of velocity as de-=
termined by the limits of perceptian, imvalv-
ing hours, mingtes, and seconds as wila
af percedvable measure. That is nol te say
that sther divisions of time, smaller or larg-
or, are lnconcebvable. One may not percelve
the movement af the hour hasd areund the
face of the clock. Buj one may concaive by
deduction that this motion exists, [« is these
deductive powers that allow an 'sbhserver' to
perceive ﬁ-hlﬂﬂ of time scales that do naot
mormally enter into the realm of human per-
ception, such as the high-Irequency oscilla-
tion of radio waves, ifvolving sano lor Bill-
innitha of) seconds; the low-frequency oscill-
ntton of fce ages invalving millennia.

Maybe the physical percepteal limits are
related to the body clock, (he Beaet) which
beata in the same magnitede of time ag the
farbitrary' dividicn of minutes nto sy
seconds. If this is relsted to the limite of
physiclogical pereeption, it follows that the
only limits of dedustive perception is imag-
Arnd bom.

The video ifmage is an illuaion, That is
to Bay, it appears to be that which it 48 not.
R is not a continuous picture of real mo-
tion, nar is it a progression of stationary
images that simulate metien by rapld jux-
tapositicn. Although the kaiter statcment is
closer to the teath, It ignores other clements
The first observation (real motioa) makes
uae of human perception by allowing the ob-
server to coaverge juxtapesed images and
interpolate the movement between diaceete
static images. This is not a totally success=-
ful {llusicn, as the [licker ¢f 2T, V. I8 8
percelvable and often annoying phenomens.
It is even more notizcable to the peripher-
al vision of the human eye.

By accellorating our frame of relerence,
a feat accomplishable by a number of devi-
ces such as; requency-cownters, and oscill-
fsaopes o modifted T. V. 's (sometimes
called video synthesizera), which allow di-
rect control of various parameters of the
image, 1. e height, width, and time base).
The important ene here is time base, By
slowing dowm the events taking place, ane
in #ffect i sccellerating ono's frame of re-
ference, allowing events that noremally oc-
eur much too fast for checrvation, to be por-
celved. On of the first obsorvable phenam-
enn on accellerating our frame of referonce
ia the image (in this example, the numbers
15, 750-60H), separates fram sl forming

video

a double image that rolls vertically. Two
ficlds that make ap one frame of video infor-
mation, FEach [ield consists of 262 5 lincs
of palsating at 60 cyeles por sccond, The
twa [ields interlace illuminsting 525 linca
that [ill the T.V. screen every PHb of a sec-
end, With even lines (ram one field and odd
line® {rom the other field. Thus forming
ene {rame of so-called static (non-moving)
irmage.

Further accelleration reveals the line
quality of the image. It decays to one hor-
izomtal line appearing 15, 750 times per svc=
cnd, moving up and down on the image plane,
This line containg the nocessary nforma=
tion to foarm the original Emage, but at this
frafmia of reléerence, it moves Yoo glowly to
be perocived as & discrete image.

At the next level of accelleration the al=
timatc treth 18 revenled, The line is made
of one moving point containing all image
forming data.

In our journey through the various framoes
of referencs, we have vatablished some baalc
qualities inherent to the video image. SYNC
which 8 an arbitrary standard eatablished to
s¥nchronize quantitative fluctuations of en-
ergy (brightness), to refercaces of time, and
Thu!l'l.h:l‘l on the video image plane or roster,
This quality or texture can be utilized in gon=
erating (non-camera formed) images. K we
send & pulso of electrical onergy fong voltd
to the imput of & video monitor every 30th of
& Bocond, & horisconlal Bar will Sppear on o-
very cther [leld with the light arca ropra=
sunbing cae volt and the Black, zore valts,

At a rate of sixty polses per secomd the bar
will secur an bolh fields at the same posi-
tion forming a solid horizontal bar. A [reg-
nency of 120 cycles per seconds will allow
two bars to lorm twice on each ficld, Thus
the number of horizontal bars or elements

ia directly related to the number of mulii-
ples (or harmonics) of sixy oycles. up to

a maximum of 262, 5. Which happens to be
the pumber of lines of each field. At this
poind the frequency i 15,730 cps (262, 5 x
&0). Fluctuntion of emergy at this rate would
oocur ab a particular peint on each line of the
raftor. As eoch line is deawn in 0, 0000834
sec. (1715 T80), Thus barmonics of 15, 750
produce vortical bars.

Now we can define & particular image in
terma of Ifog oy or 'net change per unil
time'. With horizontal elements relating
te harmonics of 60 cyoles and vertical ele-
meets harmonics of 15, 750, | was careful
to define frequency in terme of net change
per enit tieme rather than specific wave cy-
clic relations.

These aet changes (initially electrical
woltage fluctuation) can be transformed in-
o prrooivable phenomenon relatively casi=
ly. We have already established a relation-
ahig ol image of frequency, but ancther co-
lationship exists within the range of sync.
The range of 30 to 15, 750 cps, falls conven-
fently within the range of human hacing, 20
ta 20,000 cpa, By translorming these slec-
trical fluctuatisns inte sound (by driving a
speaker]), we hear the harmonic relation.
Each harmonic is one pctave {in musieal
terms). or cight notes from the next harm-
oals, We can now count up octaves fram 60
cycles using the pumber of horizoatal bars.
This becamed an lmportant application of
vides, As a transformer of energiesa, It al-
lows the conversion of energies into their
various forms (heat, lght, seurd, ete,).
This transfermaticn illustrates the 'law of
Conservation’. Energy can neither be cre=
ated nor destroyed, only transformed. Trans-
formation presents the qualities Inherent
to each band of eaergy within the eleciro-
magnetic spectram. Sound has a particu-
lur effect upon the human sengual Tesponss
syBtem, just as heat and light offect spec-

i senaory reactions, This adds & new per=
spectbve to video a8 & windaw locking ot oo
the universe and its electro-magnetic spec-
trum,

The fisal sres of video's self-analyais is
in information erganization, In electrical
terms, iaformaticn can be described as vol=
tage (brightness) with time Being the cthes
parameter of arganization, Sounds a little
kit like the definition for [requency. Howew-
&r, it can be lepked upen in o different man=
nier. I wio look at the time as o series of
discrete points in a progression them we can
pin point events occurring with reference to
these specific points in time. Making that
magumption, we can distinguish two modes
al information orgunization, analsgue and di-
Eital.

The word analogue is derived from the
Greek word 'ana', meaning throughoust, and
'lagia’, from "legein', meaning bo speak.
“The key word here being, throughout, there-
fore something that provides inforimation {or
speaksh, (also quantitative Tuctantions),
throughout a passage of time i8 largely anal-
ofue in terms of nformation arganization.

The word digital, from the Latin word
"digitus’ or finger, refers to 3 mon-contin-
uoos quastitative fluctuation. B oa coant-
ing aystem using [ingers. bosc ten ften fim=
gers), an extended finger coants as & qaan-
tity of one while o non-extended digit is #o-
ro. Therefore, & digit, particle or quaanta
refers to this discrete package of encrgy or
information.

¥ we losk at digital infarmation in terms
of particles then continuously fectuating an-
alogue mfarmation can be Seen 48 & Wvo,
Again we can draw a parallel to the eleciro-
mognetic spectrum. At one lime light wos
thought o be organized in waves exhibiting
wave like propeciies such as, wavclengih and
refractability, With the digcovery of the phi-
toelectrie effect light was found to exhibis
particle qualities. Obviously analogue and

digital modea aro not as clearly distingulsh-
able ns ence 1o b,

In order to differentiate theae two modes
of information organization, a basie assump=-
tion wad made abowl timo. Bl is time really
u progresslon of discrete points?  Or is it
& continwous [lew of indelinable points.

Although events may happen at specilic
poiits ia time, a problem arises when one
attempls to actually determine by measure-
eanl & gpecilic podnt in time when an event
has happened. Frame of reference is the
key factor, At a human time feame of ref-
erence things that cccur in the time inter=
wvals of one-sixteenth of o second or less are
visually peroelvied as instanianeous svents,
Thereby allowing [ilm that has a frame rate
af 16 frames per secand to Appcar te have
soatineous motion, (a peroepteal illusion).

It follows that modes of nformation or-
panization can caly be defined with reforence
to a specific time [rame as even the most
abrupt digital pulse takes some [aterval of
time to rige from #8 low level {logic zeral
ta its kigh (logic ene)l, (amnlogue quality),

This leaves us with the final video para=
dox, noise, Noise con be theught of as o ran-
dem mode of information organization bave=
ing analegue and digital qualities and random=
nires ia characterized by fs unpredictability
and the mability to be represented by no less
detail than its" original form, Nedsc s most
dependent on frame of reference for oven the
moat complex white noeise can be seen o have
gyclic elementa when [rame paramelors are
shifted, But then all things that we obaorve
are coloured by the eyes pnd windows we see
them through. Therelore the conclusions are
as varied as the gbgervers and their obaorva-
tioaa,



ARTISTS' BOOKS

"Graffiti is the writing on the wall; it is

a man's mark and assertion of identity, a
record of his presence on earth, a cry for
recognition, declaring 'I was here too' to
future generatioas of readers. The signa-
ture carries the identity of the person: how
it is written reveals something of his char-
acter, whether it be flowing and exuberant,
or cramped and careful. The power of a
signature is immense - the mere scribbled
mark of one person is enough to authorize
the transfer of property or money, or to
sentence ancther person to death, "

from SCRIPTIMAGES, M. Gibbs,

3. Janssen, R. Summers, J. van

Eeghen, 1975,

Michael Gibbs, the noted editor of KM -
TEXTS magazine and working in language
art, willb visiting Toronto for the maoath
of June, making the CEAC his temporary
residence. In anticipation of his perform-
ances and readings, the CEAC Library/Ar-
chive is presenting some of his language
books, among which are SCRIPTIMAGES,
ELEMENTAL ACTIONS (ed, Liggins), 5
COLOURED ALPHABETS IN BLACK AND
WHITE (ed. Schraenen), EXCHANGING
LANGUAGES (ed. Liggins), ELEMENTAL
ACTIONS, and EXTINCT ION (by In-COut Ed-
itions. This collection of limited edition
artists' books is on view simultaneously
with other books at the CEAC Building, 15
Duncan St., 3rd Floor, Library/Archive,
April 24 to May 5,

Other artists' books on exhibit are
Donna Kachuk's collaged and pinned brown
paper-bag books, Jim Anderson's flip books
which he used in his recent films with muech
success, Brian Kipping's memory draw-
ings book, Bruce Eves' little books (the
big books will be exhibited at a later date),
extracts from NADA image collection and
ararchist little booklets (yes, Nada has
moved to Toronto to watch the art situa-
tion more closely) which have been picneer-
ing the marginal/deviatioaist media infil-
tration, on dance by Jill Bellos (early ex-
amples were exhibited at Franklin Furnace
in New York under the curatorial ability of
Jacky Apple and Simone Forti's sugges-
tions), part of which have been donated to
the CEAC library-archive. This iz the
first of its kind by Toronto artists and it is
the intention of the archive to have artists
books on continuous exhibition,

performance

Amsterdam,

MICHAEL GIBRS
Appel,

De

RED HERRING

Edited by K. Beveridge, C. Conde, J.
Breakstone, . Burn (who has returned to
Australia), M. Corris, P. Heller, A. Men-
ard, This New York magazine is adver-
tised as being by the editors of the FOX
and as the collective voice of a group con-
sciousness. The first issue "is devoted
to the growing impact of state and corpor-
ate involvement in various aspects of cul-
ture, and the problems of organizing a-
gainst this," ‘It abounds in narrative vig-
nettes, is easy to read and slogan orient-
ed. It is the classic magazine for bourg-
eoise purchase at an expensive gallery
(because it comes from New York at $2
per copy). The merchandising of pseudo-
radical pulp is very predictable but dan-
gerous to the marginal artist, especially
when it is supported at the exclusion of lo-
cal information promotion, as happens in
Toronto. But Red Herring is above all
true to its name, and the good conscience
of the editors is preserved by self-criti-
cism and the expose of the Whitney Muse-
um boycotts. In between the issues, the
editors have taken a break in sunny Flor-
ida.



CEAC LibraryfArchive

LIBRARY-ARCHIVE

The CEAC includes amang its fncilitfes
a library of books, art books
ag well os an

artista' books
archive of artisgis’ notebooks,

A serics of thematically o Iginated exhilyd-
tieng feature aspects of the collection and
touring displayvs by art publishers, concur-
rently with seminars and discuzsgions by ros-
ident artists. Books received can be po=
viewed and will be the o jeet af atudy in the
library farchive by art students and pthors.

A.C,E., was established to be both a
forum for neglected issues in contemp-
orary art from people of different back-
grounds (anywhere we could find them),
and the medium of reaching others and
ourselves by the process of becoming a-
ware of the conflicts of our being. The
editors, working from the CEAC in a joint
effort with others from both the Centre and
outside, have published various texts that
were spmetimes signed and othertimes not,
the work being anonimous and collective.
The experience of collective work is a most
valuable practice, A division of labour
and inexperience in particular tasks is still
oovious is the composition of this group
which has a consciousness that accepts its
internal contradiction and debate. The
group, itself, is ephemeral. I changes
its composition depending upon the project
and the type of work to be shared,

TABLOIDS ET AL

There is a phenomenon of preserva-
tion and correttion of viewpoints happen-
ing all nm].y we notice the out-
burst of little magazines which is very
similar to the efforts being made else-
where. The Galeria de Arte Moderna in
Rio de Janeiro has the tabloid called GAM,
collecting material of the local official a-
vant garde which appears monthly. Ano-
ther from South America is ARTE DE BU-
ZON of a typical neo-dadaist and corres-
pondence art origin, ALTERNATIVA ZERO
with connections off the South American
network is edited from Lisbon, Portugal,
Closer to home are; EAR magazine, which
gathers information on new music and tan-
gentially on performance and other activ-
ities of New York, SPILL, edited by Eliza-
beth Chitty and the 15 Dance Lab of Tor-
onto, is the focus for new dance, indepen-
dent choreography and other related activ-
ity such as video and the politics of survi-
val.

An ambitious magazine from Raly, with
its first issue on the Polish avant garde,
is TRA from Milan. s editors are pub-
lishing a series on the recent art from
Canada as viewed by Amerigo Marras.
His first article outlined the history of the
Canadian art of the past five years and the
second article will present some ideas on
‘collective work' within the cultural isol-
ation of Canada. R is cae of the few oc-
casions for contemporary art (perform-
ance oriented) from Canada to have re-
ceived support, which is quite remark-
able for a magazine which by no means
has the budget of an artscanada ($200, 000
for quarterly issues on conservative art).

ARTSCANADA

Artscanada in its nest of conservatism
has reached the most ridiculous stage, The
editors are completely uninformed and un-
willing to make an effort to acknowledge that
colour field painting and Jack Bush is not
all that Canadian art is about. The occa-
sional coverage of marginal art activities
should not be viewed as an opening of their
vision, but almost an error or oversight
on their part.

Parachute magazine, for one, has re-
cently questioned Artscanada's $200, 000
budget and its provincialism, We have



proof of Artscanada's ineptness at cooper-
ating with and learning from the new gzner-
ation of Canadian artists. It is quite un-
fortunate that the support for coatempor-
ary art activities of Canadians comes from
abroad rather than locally, Even though
the operating budget for Artscanada is eg-
ual to the Canada Council support for the
entire network of alternative art centres,
Artscanada will eventually die off. A con-
ference April 22 & 23 will focus on the role
of Canadian art magazines, and surely,
Ariscanada will be there telling us how
mich they have done for the contemporary
arts in Canada.

ART LANGUAGE, VOLUME 3, NUMBER 4
OCTOBER, 1976 {alias the FOX 4)

This issue of Art Language caused a
small scandal in legal suits and counter-
suits over the pretext of copyright infringe-
ment. The cover was designed in a fash-
lon very similar to that other extinguished
(and distinguished) magazine.

This particular issue of A-L is enlight-
ening in its portrayal of the internal work-
ings of the group, their friends and ex-
friends, and the tragic confusion caused by
gelf-criticism within the avant-garde a-
round the issues of social orientation and
class distinction.
ativism is a bit of drag (but, their last
word would be that we are not informed,
since only specialists can communicate
with the non-proletarian, but Marxist,
U.K. A-L group), and while sympathis-
ing with some of their views, we feel that
their over-riding inconsistency transforms
itself into a lie. That is, we agree with
the good intentions of this group, but we
cannot believe their sincerity. The mag-
azine (rather pretentious in itz cost, we
would not mind a simple rag, being econ-
omically more feasible for us) runs on
endlessly, often indulgently, on unidirec-
tions of the texts. Why should we be in-
terested, afterall, in their internal 'prob-
lems', they are not interested in ours and
would probably never bother to respond to
little people. Little people do n~t offer
enough exposure, but biennales do.

Nonetheless, we share their dissatis-
faction over the semiotic wasteland and a-
gree on the Fascist index (or most of it).
Yes, it is all true. Avant gardisms seed
repression and proceed to recreate a cul-
ture as official and as reactionary as the
previous one, and substitute the art offi-
cial of specialism and consumer practice,
However, we think, alse, that marginal
cultural expressions are the beneficial

The magazine in its neg--

practice for intellectural production by
the masses. By the masses, we mean,
however, not the totality of society follow-
ing the same identical practice, but rather
the diversified cultures produced and con-
sumed by small groups, collectives, ga-
therings of individuals. We cannast erase
from our practice the production and con-
sumption of discussions, performances,
investigations, expressions of our lives
with others. Surely, often enough, we are
misled by these authors/producers wha

do not consider the other side of the med-
al, the impact or effect within society of
our actions. We do not think, we can be
held, however, responsible for others in
social practice that is open to criticism
and vulnerable in its instability. We are
referring here to the culture we want to
explore for ourselves, not for abstracted
entities. Our point is that we might like
to share a 'historical' (?) discussion with
the A-L group but their ineffectual neg-
ativism without ears is not only a boring
monotone but is also exactly the mater-
ialization of their criticized 'model'; a~-
bove all, we bought our copy of the mag-
agine in the elegant calm of a fashionable
artists' (without political ambition) loft.
We still remember the whole Wissenschaft |

GT STUDIO

G7 exists as both a magazine and an
art gallery in Bologna, Raly. The maga-
zine is a monthly in its second year of pub-
lication. The editor of the magazine is
Miro Bini and the curator of the gallery
is Ginevra Grigolo. The November issue
featured an article on the CEAC perform-
ance at the Palazze dei Diamanti as it re-
lated to the arrival of body art into the mu-
seum context (the Museum of Modern Art
in Ferrara, in this particular case),

The following issue documented the
work of Luca Patella of Rome and gave
some very interesting information about
an original performance space in the sub-
urbs of Reggio Emilia. Located in a farm
house, the place, called Pari e Dispari,
is curated by Rosanna Chiessi. It has fa-
cilities for performances, small exhibi-
tions and an area where performance art-
ists can stay while preparing the piece,
The curator is presently showing body art.
Some artists that have visited or will be
visiting in the near future include: Urs
Lauthi, Takako Saito, Hermann Nitsch,
Diter Rot and the Behaviour Group from
the CEAC (D. Boadway, S. Corley, B.
Eves, A. Marras).



ROBIN CROZIER & ROBERT EELLY
"Corporate Work", book

¥V IDEQ
ART METROPOLE
Edited by Peggy i

This ambitiois book abosit the vides
work presently promated h:. Art Metr apale
bears that chof A.A. Broa=
son in the layout and dark stripes of the
FILE lock, The book is ansther example
of the self-historification explained by A, A,
in Pablum Eaters, Etc Only we con weite
our awn history and we will, The end puar=
pose of historilication is the correction of
view-points, Other [eatured cssays are by
P, Gale, Les Levine, Jem Pierre Boyer,
Dan Craham and David Askevold,

The artists involved reinforce a con-
slgtent pattern of "narrative® video art,
which is the telling of commea storics (foe
same] through the description of private
confessiona. The book doos not pretend o
[ill the entire gap on video art from Canada
and wo are sure that it will be vieged wide-
ly thanks to the Art Metropolers' good
senae of promotion. There i8 a remark-
able bibliography of articles from Avalanehe,
Artforum, Art Ih America, catalogue on=
tries, and a gencral biblisgraphy on med-
fa. There are some impartant dede ript-
ions on the work of video nrtists such as
Noel Harding, Bruce Emilson, Bill Vazan
and Ant Farm.

MBS

48 ||.'.]|:i|.-::-l'|;|',|£h Cour
Mortimer Cregcent
Londan NWE

The now music magarine from England
18 a mine of information for these interoated
in recent experimental musje activitics in
both England and the U. 5, Hecent record=
ings and marginal magazined are lisled, An
interosling issuc r cently fooussed an por-
formance art, alihough the wsual infermation
COVErs critiques on structural and quasi-
theorotical approaches

RICHARD FOREMAN 'PLAYS AND MANI-
FESTOS!

Edited and with an introduction by Kats Davy,
New York University Preas

An important anthology collecting Fore-
man's 3 manifestos and Aumerous thoat re
pitees, including *Hotel China', "The Cliffs',
and "Rhoda in Potatolund'. '"While the tra-
diticnal process of &) rical production us-
ually invelves cooperation among producers
directors, set and costume designers, there
is no collaboration in Ontological-Hysteric
Theatre==Every aspoct of Foreman's art i
donc for amd by himsell®, 'In fownding his
own, theatre, Foreman rejocted the tendency
toward emeationally "meving' the audicnce
and searched instead for a "epiritualf qual=
ity. His goal was to replaco the theatro of
confrontation, emotion and 'ideas' with what
he terms a 'mental’, non-emotionsl, ot
sensual theatre,

NADA ASKS

Nada asks: ""Who owns the factery?"” Who
cleared the land? Who dug the hole? Whe
built the foundation® Who built the walls and
reod? Who eut the logs? Who built the ma-
chines to go inside? Whe mined the are and
dug the coal? Whe runs the machincs? Who
delivers the finighed product? Whe raises
the food? Who makes thoir clothes? Wha
Erows the cotton? Who picks it? Whe builds
their houses? Should anyone awn the factory?
Should it produce for profit or for people?

HADA FOUNDATION maintains an archive in
Toronto at 51 Midland Cres. , Toreato,



MOVEMENT DECLARES:

"Eliminate Canada Coareil and Provin=
clal Art Councils, ™

The movement, founded en the pavemaent
of the atreet, will shake the foundaticn af the
art world, The movermi is aware that a
Canadian artist cannot exist without the sup-
port of the Canada Council and Art Bank

ist today is literally d
Eovernm support Lo contimgs

art. healthy working envi
for art? Cgn this system ntually d
tate, censor, and sdminister art? 73% of
't Bold is bought by federal, pro-
wnicipally supported institu
tions, BE% of every dollar allefted to art
by government departments i8 spent on ad-
ministrative bodies, buildings, and pubilic
art galleries. B4% of Canadian artists are
aot members of C.A. R, "Art will not be-
comt a national commeadity, a welare, pro-
duct, or the pasttime of a leisure-oricnted
Bogiely.

The Movement springs frem London,
Ontario and has surfaced in Toronto on ils
expeditions. The spirit is & reaction to the
arientation presently warking in some cir-
cled for the production of works exclusive-
Iy for the Art Bank and governmental agen-
clrg. Art produced towards a grant or a
presentation for the recoplion of a grant
However, if the level of technological com-
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Ua comrment should be made abou
New York artists' lofts, first prize
r given to Joseph Kosuth for the

> and the consistent lock through-
oul. Opin baths 1 acheme with old-fagh
foned sink and plumbing, the fecling af cl-
vl spaciousness, the nbundance
of books in the long row of bookshelves on
both sidea of the loft, and the knowledge
that there are not noisy kids to mterrupt
auch a pleasant atmosphere. The taste i
also consistent with the present look af the
critical magarine edited, among othera by
Sarab and Joseph,

M. BERMAN
CEAC Performance

LATTICO N VIAGGIO

LiAttico in Rome, Raly has spongored a
number of avant garde exhibits during the
past decade and is known for it promotion
of "East-Wost" unity

AR present, it I8 gponsoring travel as
& meand of unifying life and art in & kind of
cantinuwous and spontancou tivity. Last
r. the travel iber (Rome'a
I and this ycar's profit' travel is
a. Giordans Falgos Franceaeo Cle-
Luigi Ontani and cur bio Sar-
gontind have the Ekam-
barcshwar

GLOBAL TOOLS

[he non-scheol Global Tasls for individ-
ual creativity, founded in haly by & g-oup
including Germano Colant, Archizoorr, Su-
perstudio, Alessandro Mendind (Casabells
magazine) and sthers is no longer function=
mg. kA C.E. No. 4, (800 design section)
Wi gave an important text by Alessandro
Mendini on the workshop conducted around
the {reedom of the bady. The collaborative
gection of International Global Tools in To-
ronto {cfo K. A, A.) has been very slow to
develop for lack of hardware, However,
a continuation of the idea, though modificd
by historical elrcumstances, is the Behav-
lour School direeted by the CEAC, Teronto.




BRIAN KIPPING
From " Memory Drawing", artist's book

Tn ppna B,
[t Yoid tm Fenrsfn)

MOMENT WORE

Morfient work only means that the atten-
tign i3 [ull, that the awaroness is focusaed
ar WHAT 5. Ata primary level the proce=
ture ghould be obvious and without comment.
Thero is no choise of form or content. There

ig the choise of time hence the work may be
EXercised within the range of chogen objacts
of investigation, i.e. as in conditieas., The

work cannet exist simultaneously with ARy

thought, fecling or activity (that is to say as

aeparate). The work is 'subjective’. The

work arizes pnd cepges. There is no maln=
tenance and no discuasion. The work becomes

; memory and therefors may be referred to ag

alten as needed or deagired. The work may

. tefur a8 often as desired bul each work must

; evase before another 8 begun, The work may

. be allowed to occur anywhere and anytime.

The investigation of norms, NORMS are
. formations of an by social {objectivel or per=
sonal (subjective) actions. Norms function
as a fabric of choiges to contrel te same de-=
- gree the cutcemes of various inputs, This
e - fabric #tself is the resull of various choizes
Pt : A of inputs and peflexion via sttcames. This
o Trwem w‘-——- | fabric therefore may also be understood as
a matrix of Ty lies) formed for reaction
and response OF mMemory tesldues which a=
+* gain are merely the results™s various choi=
ae8 of-inputs and reflesion vissgutesmes. In
the social or behavioural realm¥investigation
 omn take two forms: (1) MOMENT WORK, ’
that is the spontancous apprehension af the s
| existence pattern(s) of norms, (¥ Perform-
" ange or the tableau exercise the latter hqi,ng
a somewhat relaxed forming (with respect
to energy) of the former: implicit again is
the wholistic activity of moment work.

/
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The explicit creation of norms should,
perhaps. be avolded unless manipulation in
some form is desired. The implicit crea-
tion of norms however is the natural course,
Real knowledge is yielded in the form of di-
rect experlience and generally has the char-
acteristic of being uscless except for further
work. This experience as knowledge comes
from the disgclving to some degree of those
norms wnder investigation. The yield (resi-
dues) from oae investigation should result in
the method and or material for the next in-
vestigation unless that inveatigation carmpl-
etely dissolved its inquiry, Where upon, if
further wark ia desired, the workeri{s) would
fall back upen the central and most basic ques-
tion, which caused the initial inquiry.

Preparation Planta

TED WEIR
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