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IF ANARCHY SUCCEEDS EVERYONE WILL
FOLLOW

In the western t:apil:llist countries the Fall has cooled
the steam produced by the 1977 summer of rock.
Punks, mannerists, opportunists, nouveaux riche, pro-
moters, Fashion burnt, and all the other idiots fallen
into the image of anarchy as dictated by the vogue
I:.unk, rush towards the clhiche of fashion like flies to a
mound of shit. The fashion, the image, the shit has
been  wadely :r.\|‘r|t‘:1‘r:1 and exploited by the mass
media. Even the usual ‘avant garde’ magazines have
covered the news while placing themselves into the
pi{'[un*_ (:apilalizuliml has taken ].ﬂal:‘d: as the time to
cash in arrived. At last, the idea of ?.n'arn:'h}' makes
money and the economical statement that punk rock
might have made in the beginnings is forgotten. Those
who are aware of the media tomado over punk rock
are now imperializing those alien meanings into just
another fashion. The only innovation is a new fashion
consciousness, things are still the same: the same jobs,
the same sexism, the same domination, the same shit
that we all buy in supermarkets, in drugstores, in
dildo stores or whatever. All that is left now is Lo g0
mad while preserving a sense of fashion. The fad
creates uniformity and the star syndrome that is so
prevalent already in the perverse ‘normal state’, the
grit and the illusion of consumerism. ART COMMUN-
ICATION EDITION 9 flirts with the notion of mad-
ness, annihilation, and the organization of a different
order of things. All the authors work in independent
situations and work towards an imprecise alternative.
We, as editors, play a complacent role, patiently
allowing (like madmen takers) the bursts to happen,
the one contradicting the other. The central issue is
one of a genetic regeneration, one that is of madness
permitted, isolation to be the singular direction we are
forced to take. Each person establishes his/her own
history. Encounters with others are on an occasional
level, never definite nor permanent. We continue to
speak in an alien tongue (for oursclves) with nobody
there listening. We are in an emotionless reality. To
cry or to laugh is not historically correct. If anarchy
succeeds, everyone will follow. As anarchy succeeded,
everyone is following, consuming the marketable
image of anarchy as it must. We must prepare our-
selves for the success of anarchy and for the emotion-
less world where sanity is a thing of the past. We are
mad. We are mad in all its meanings. And we arc ready
to place the right device in the right place. Docs any
one understand what we mean?

PAGE 3



THE ART OF MADNESS

Discussion paper for the Social Violence and Behav-
iour Workshop

The Free University

Documenta 6

Those of us who work in areas of creative action ev-
entually become aware of the structures surrounding
and defining our operations. These are firstly the in-
stitutions of the art-world, galleries, dealers, govern-
ment art sponsorship bodies, etc; and hospitals, clin-
ics, in the area of art therapy; also schools, colleges,
etc. in the area of teaching; they are the more obvious
manipulators and definers of artistic creativity in our
society. But sccondly, there are the less obvious but
more important structures which articulate the two-
way relationships between social oppression and re-
sistance to it. These structures too limit creative ac-
tion, by making people resistant to art’s primary fune-
tion: to discover humanity. We are discussing here the
role of art as an agent of social change, of it's poten-
tial for resistance. But not the sort of art that we find
here in Documenta; I think most of this art alienates
people. Later I will be talking about one sort of art
which may be able to produce change, derived from
art therapy (which is my special interest). Before do-
ing this I think we ought to examine the wider prob-
lem of social oppression and resistance. To help us in
this I will use an analysis based on the work of the
French philosopher Michael Foucault” (anyone who
is interested can follow it more closely in Radical
Philosophy 17+). This approach is appropriate for
analysing advanced capitalist repression and resistance,
where head-on confrontation often seems to be
counter-productive.

We start off from the premise that no knowledge is
value free; e.g. Foucault identifies 4 modes of con-
crete historical “a priori's”, regulating discourses on
topics such as psychiatry, medicine, natural history,
ete., They are:

i. the constitution of possible objects of knowledge
(mental illness, the clinical case, the table of species...
and so on)

ii. the social, political, and epistemological positions
that arc taken by the promoters of the discourse
(psychiatrists, clinicians, cconomists, educators...)

iii. the ways of ordering concepts within a particular
discourse (taxonomies, semiologies, curricula...)

iv. the strategic principles goveming the wavs in which
themes and theories are transformed inside and ap-
plied outside the particular discourse.

These a priori's are regarded by most people as sub-
stansive facts of life, e.g. there is such a reality as the
“clinical case™. A consequence of the existence of
these four ““a priori’s" is that the production of know-
ledge is tied into the exercise of power. But this is not
straight forward power exercised crudely within the
current ideology of power as repression. We need a
different model, more appropriate to our historical
situation in bureaucratic society, where few people
are openly oppressed. Foucault arrived at his conclu-
sions via an historical investigation of the C19 prison
system, and of C20 sexualitv. (Both of these areas are
linked into psychiatry and therefore are therapy.) The
Flay of power in these complexes was not straight-
or~ ~~qy repressive and prohibitive; reform seemed

positive, productive, and creative, in that new tactics
and techniques were continually being devised—to
manufacture docile, utilizable, social :indgivid.ual's, Cre-
ative repression, in other words, masquerading as re=
form, as sexual liberation.

The visible, challengeable, “terminals of power”, i.e.
the form of the law, the force of the state, do not
affect the production of knowledge in any obvious
way. But the value of knowledge is affected by a sub-
tle form of “self-repression’ by individuals, a conse-
quence of anonymous systems, possessing an unstated
but decipherable “rationality” acting on them. The
omnipresence of this sort of power, producing itself
at each instant, at every point, encompassing every-
thing, coming from everywhere, is the nightmare of
our society. It is not the effect or creation of a calcu-
lating will, of a class or oligarchy, but is made up of
local tactics of power, often clearly explicit, even
cynical; combining and composing into strategies
without a strategist. So we must understand power
not as a property but as a strategy, not localized in
the relation of state to citizen, or at the boundaries
between classes. Ircnically few of the oppressors ben-
efit, except in material terms. The jailors are also
prisoners. Resistance to this power is often annulled
when it is confronted direcily, as Nietzche says, “The
will to power can manifest itself only against resist-
ances therefore it secks that which resists it”. So ef-
fective resistance, like power, must be dispersed, mo-
hile, local, and heterogeneous.

Qur concerns, as artists, therapists, teachers, are to
identify the local conditions wherein this power mani-
fests itself; in the individual members of society with
whom we have our dealings. These dealings usually
take the form, in our institutional disciplines, of
surveillance of the individual's physical existence, and
the organized guestioning and supervision of his/her
subjectivity. This production of knowledge about the
individual maximizes the power of the regime intent
upon turning personalities, not only into objects (i.ec.
reification) but into subjects, whose subjective preoc-
cupations, like masturbation, can form a useless short-
circuit, inimical to change. C19 prison reform and
psvchiatric reform is an example uFlhis repression in-

* side out; “the soul, prison of the body™. As an C18

text puts it “an imbecile despot can bind his slaves
with iron chains; but a true politician binds them
more tightly with the chain of their pwn ideas, its end
attached to a solid base of reason..."

The big change which took place in the C19 was that
in the penal svstem, “reformers” turned the judicial
pattern and the pattern of punishment from inquisi-
tion into research. A new concern with punishment as
prevention developed where the individual is a body
to be trained, through absolute institutional power.
Similarly there were changes from soldier “types’™ be-
ing sought to maintain the small private armies of the
C18, to soldier being produced by the “training man-
uals" for the mass armies of the C19, and of course
the parallel production of “workers™ by the factory
system was clearly analysed by Engels. The function
of the state was to produce out of the raw material of
humanity specific types.

PAGE 4
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The focal concept in this application of power is “do-
cility”, and the more docility is achieved the more the
dynamic, and increasingly intensified pursuit of know-
ability, maleability, and utility of individuals in-
creases. In this situation cven the buildings are dia-
grams of power, as are the hicrarchies within them,
the dress, the examinations, the privileges, the highest
of which is freedom from surveillance. The whaole so-
cial hud]r becomes a field of pcrccption, and the as-
sembly of institutions of surveillance is the base for
the disciplinary colonization of society. The schools,
hospitals, prisons, clinics, now extend their surveill-
ance to the families of their subjects, (e.g. Laing—
the Family is mad); the police keep an eve on “every-
I‘.hing which hapln:n_s”. The criminal, the madman,
interest us not only by their acts, but by their life, and
it is their life that the institutions are ereated to con-
trol. The power of society, to punish its members,
legitimized in the penal system, is transformed into
non-punitive strategies of control via medicine, psy-
chiatry, education, public assistance, and social work.

A major concern of Documenta in this context is in
intense subjectivity expressing a philosophy of “truth
through self-interrogation™. A philosophy described,
as1 see it, from a misunderstanding of psychoanalysis.
As 1 mentioned earlier, this can also be a strategy of
power on the part of society’s controllers, if it is not
balanced by “praxis”™ with the world. [ prefer the
terms introjection, the taking of the world into one-
sclf, and projection, the placing of one-self out in the
world, to subjectivication and objectivication: in this
maodel, praxis is the crossing-over point, and creative
action is the epitome of praxis.

To my way of thinking the task of helping people to
discover their individual creative power is a key politi-
cal role for the artistfeducator/therapist. This is the
force that can counteract their internalized institu-
tionalized power. My own work with psychiatric pa-
tienits has shown me that everybody's creative power
can be released. Im this respect although it is not
strictly necessary for people to go mad before they

gain access to their creativity, madness provides two
of the three conditions which I think favour creative
potency. They are:

i. a I;:iac: in which it is safe to be absent-minded,
which can be the art-therapy room—(an asylum with-
in the asylum).

ii. the ability to accept a state of temporary chaos—
(this is what madness is).

iii. and finally the ability to de-differentiate, to loosen
and rc-dra‘ﬁ houndaries—(which is something that art
teaches us)

I try to simulate these conditions, ereating symbaolic
asylums, symbaolic chaos, and symbaolic de-differentia-
tion via drawing and painting. | have found that parti-
cipating in creative change at a symbolic level i.e.
through drawings and paintings, generates self-confi-
dence in people; e.g. working with Open University
Summer-School students, where the context is ideal
for creating these three conditions, one finds an enor-
mous outpouring of rich vital images, which often
shocked and moved their producers. They showed the
people who made them a more questing, less subservi-
ent aspect of their personality. These works were not
analysed for hidden meanings, but were accepted as
evidence of repressed (since childhood) creative ap-
proach to life, which can be carried through from
symbolic change to personal change, and from per-
sonal change to participation in social change. It is
usually only artisis who have the chance to discover
the freedom that can result from seeking change.
When ordinary people discover this too, at a personal
level, they will be able to resist the hypnotism of the
mass media on the one hand and repressive subjectifi-
cation on the other.

1. Radical Philosophy N. 17, Summer 1977, Framp-
ton Press, Oxford. ;
2. Marion Milner ‘On not being able to paint’, Heine-
mann Educational Paperbacks, (1970)
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GENETIC AMBIVALENCE

From three different forms of reflections on art,
aesthetics, x-uctry. and criticism, the “movement for
genetic art” establishes its roots in the last, in inter-
pretation, fixing itself in the depth of history.

No foundation, then, in an aesthetic matrix, which
would lead to dogmatic paths, but obversations and
hypotheses—deriving from a historic-eritical method-
n!ng—wl'lin:h demand an order and a sense from
aesthetics. Research, consequently, on thé origins of
art, conducted with Stanislavskijani’s seed method, is
the area that has produced the genetic hypothesis.

The supposition has been put forward (alluded to in a
note which appeared in the “Gazzetta del Mezzo-
giorno™ on 17.3.76) that the first manifestations of
art are the “sounds” obtained by percussion or beat-
ing, and that they are the reproduction of “genetic
time™', or the maternal (heart) beat.

An attempt was made therefore, to penetrate into the
tic that unites the being with his matrix, and to un-
derstand to what extent “genetic time" has condition-
ed man. Some observed “phenomena’ may be suggest-
ed. The baby’s thumb in its mouth, vaginal and anal
explorations (the heterosexual, homosexual and bi-
sexual man}, pleasure in receiving sperm, handshaking,
instances of contact and warmtl% in gencral, kisses: all
aspects that denote a search for the temperature and
the humidity which belong to the prenatal situation
which is liguid but non-aerated. In another way: from
which is liquid but non-aerated. In another wav: from

the heﬁmnp of civilization, unconsciously, the ob-

sessive beating of drums has always been used in bat-
tles, repeating to the combatants the protecting sense
of the genetic beat, as if it wanted to say “Go on,
your mother is with you. S

The same mechanism has been used, always uncon-
sciously, making the rhythm of tolling bells, of mili-
tary marches, of litanies, of prayers, of applause, of

ﬂmmd}r, of lullabies, of rocking cradles, the pat of a.

and on a man or on an animal. All reproductions of
the maternal beat.

Having said that, it’s possible that primitive man had
found and put forward, unconsciously, in the percus-
sion of an object, first, and then with a drum, the or-
iginal tempo, The symbol follows as the graphical
translation of the sound: graphical scansion.

An art takes shape then, that is born from the imita-
tion of reality (the maternal heartheat), from genetic
implications (the mother) in a “time" and “place” to
be determined. The concept of mimesis, introduced,
even if indirectly, by Pythagoras, and then character-
ised by Plato, finds its gecat expansion with Aristotle.
Art, for the exile of Calcide, isn’t only the imitation
of reality, of historic events, but also of the psvcholo-
gical world and of human sentiments. It has also a
purifying function “catharsis” (concept of Pyvthagoran
originj: music rfeconciles dischords by soothing them
into a superior harmony; it's a cure for some patho-
logical types!

In the periods before and after Socrates a link has
been seen, then, between sound and the psyche, A
connection that supports the genetic hypothesis.

Primitive man hit a drum, making sounds. Why? The
intimate conviction exists that the action is a demon-

stration of conflict towards the “genetic situation™. A
dialogue of protest, and at the same time heart-
rending, with the matrix in the only code possible: the
cardiac tempo, belonging to the totality of both, in
the two different frequencies—the foctal one and the
one of the “murmur of the uterus"—the I looks for its
own identity—detachment—but is attracted, and tied
to its origin. Ambivalent impulses and tendencies.

This is the n'flr. moment for a quotation: Freud
“Totem and Tabu".

The work deals with the application of premises and
the results of psychulana{l}'sis. to problems of the

sychology of peoples. There is the analysis, in “pre-
istoric” peoples, of the phenomena of exogamy—the
rules by which memhers of the same totem must not
have sexual relations amongst themselves, the prear-
ranged relentless severity to avoid incestuous sexual
rclations, the first incestual sexual choices of the
child, the relationship with the parents, the feeling of
unconscious hostility towards the father put against
the predominating affection. All ambivalent affection-
ate behaviour—ground from which the Freudian con-
scious rises. In other werds there is there the skilfull
imalysis of the Oedipus complex.

“The child comes then to find itself in an equivocal
situation, ambivalent where his father is concerned, a
struggle from" which he removes himself by transfer-
ring his feelings of hostility and fear onto a substitute
object”. Freud concludes “In the Oedipus camplex
there are principles of both religion and morality, of
socicty and art, and this is in complete conformity
with the facts of psycho-analysis, which sees in this
complex the substanee of all complexes™.

Aesthetics (from the Greek aistheticos: that hears—
surprising linguistic accuracy) has already had, in the
Positivist era, moments of reflection on psychology
and psycho-analysis, exploring both the ontogenetic
ground and the philogenetic ground. Where psychol-
ogy is concerned however the hypotheses put forward,
are the same as for other experiences and not for the
specific nature of art, have been revealed as weak. The
exception is that of Richards, who with the introduc-
tion of cenesthesis-aesthetics is that pleasure that
brings the harmony and equilibrium of all our impul-
ses—sces art as the moment that fixes the equilibrium
of the moods and the senses: the harmonic equilibri-
um.

What is harmony and what is its tempo and function?

The hypothesis of the cardiac beat, of the mother, as
a unit of measure of harmony and ol all poctry shows
itsell as increasingly decisive. This eould explain the
“sound of colour™ of Argan, or the sound of the bells
of Ceroli,

A richer fount of psyehological acsthetics is that de-
rived from psvcho-analysis, from which it is largely
drawn, specifically where the quoted ambivalences
take shape—the Freudian one is surprising conceming
God the Father, from the Christian myth, as “killed™
by Christ, who in this way freed men from the weight
of original sin with the sacrifice of his own life.

The ground of ambivalence has been dug also by
Octavio Paz, from the critical point of view, an inter-
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preter who puts himself between a Positivism or “to-
talitarisme historique” and the “revolte contre Ihis-
toire” from the matrix of Dieguez.

Paz, on the one hand a poet-and on the other a critic,
reaches a “dialectical ambivalence”. A work of art can
be considered historic in two ways: a social product
and an autonomous creation that transcends the his-
torical plane but needs it for its own definition. A
pendular oscillation that includes in its scope both
history and the autonomy of art.

Al this point the roads of Aristotle, Freud, Richards,
and Paz, like that also of the Russian Formalists, and
the American psychologist Lee Salk (Le scienze, 1973
n. 60) who intuits, in parallel with Weiland and Sper-
ber, the role of the cardiac beat in the mother-son re-
lationship and the importance, from the psycho-
biological point of view, of the prenatal sensorial ex-
perience of the child, meet in the genetic hypothesis,
in the beat and in the rhythm,

It can be seen in Paz that criticism assumes a pendular
rhvthm, but a work of art could be seen with the
same “‘movement™. There has always been the expres-
sion “‘to scan a facade™ (Migliorini in his etymological
dictionary says of ‘salire’—""to go up or rise” —to raise
and life the foot to indicate a rhythm) in the sixteenth
century Alberti and the Palladian school structured a
Facade on musical principles, on tempo “polyphonie-
proportion”. Alberti: “We'll draw out, therefore, all
the rules of completion of musicians”. Then Leonar-
do: “Music is the sister of painting—both create har-
mony ',

But what is the “*basic™ tempo of man, of his history,
if it isn't ‘la scansione”, the cardiac beat “lixed” in the
water of the womb? The examination must be made
of a Palladian structure, or of a bronze facade of Mies
van der Rohe, to ascertain if it is based on the cardiac
tempo: 80 (the mother) 120 (the foetus) pulsations
a minute—the ratio is interesting 2(5 (80) 3/3 (120) to
be confronted with the Pythagoran 3. Examine this
with the law of the pendulum T = 2x3, 14x root of
/g (mt. 0.56 for the frequency of 80 beats) examine
them with all the dialectical development of the two
different tempos.

Up to this point the genctic implications of a work of
art have been suggested. But where is art going and
what is the artist’s and the intellectual’s job today?
Another reflection on Freud is called for. To cure the
neuroses of complexes, he applies as it has been said,
the therapeutic technigque of “Transfer'”, which in-
duces the patient to transfer onto another person-
usually the doctor—the charge of affection whose re-
mote repression is at the base of the disturbance. If
this logical mechanism is accepted, art, understood as
a product, can and must enter hospitals, with the re-
sponsibility to receive, and gather in the charge of
affection, and must live in the streets, in schoaols, in
factorics where every sound of the poetic depth has
been lost.

An art, then, of social catharsis, in the same way social
as is the call in “Unrest in civilization™ that Freud
makes to all the possible forces of culture to erect
barriers against the aggressive instincts of a primary
hostility which sets man one against the other.

PAGE 7

“Flarvepmipgi @ riv [ifa~, Bhotogete by BECKKARD BOTTINELLY



THE RE-APPROPRIATION OF POWER

A basic premise to the practice of alternative cultures
is the elimination of an unjust material access imple-
mented by exploitative economies. An alternative
practice takes form in the necessary steps of: (1) in-
vestigating, (2) criticism, (3) organizing, (4) practical
“-model setting, and (5) ultimately the building of a
marginal set of cultures that reflect an alternative
economical reality.

1.

The act of investigating the existing reality is the
indexing of the pattern of cultural domination within
lacalized and external situations. To investigate is to
arrive at a list of available means of production, in-
cluding all those tools and places that allow or limit
some sphere of action. The available tools and places
map an actually possible implementation. The map of
unavailable tools and places is instead the delineation
of the hierarchical system itsell, or the morphology
of the dominant ideology.

o

To some operators, eriticism is equated to non cultur-
ally bound activity in literature, politics, sociology.
This equation is however the effect of a compromised
viewpoint of those individuals afraid of bringing for-
ward a potentially new ground. Critical manifesta-
tions of the given cultural and material reality facili-
tate the process of dissolution of an exploitative sys-
tem. To fear the counteraction is to delay a social
changt. To stand out for the righis to justice and sclf
determination is the first step in the reorganization of
the world. To criticize is to demarkate the incorrect-
ness of decisions made by others over our own lives.

3.

Organizing means putting together intentionally in
working collectives the elements of available means of
production, structuring in an use value the coopera-
tive forces of several people and tools to share a speci-
fic cultural and economical reality. To organize is to
create a front that can operate despite the suffocation
of a dominant ideology. One can organize an educa-
tional body, a discussion group, a fa{:i[il_':.-' of h'prk, a

channel of eommunication (video, broadcasting, jour-

nal, ete.), a place to be wsed by all or for specific
functions of alternative economical and cultural
usage. T'o organize also means to work f(or the libera-
tion of ourselves as members of oppressed minorities,
which are discriminated in their access to the means
of production. To organize is to abolish the depen-
dence upon exploitative reality. To organize is to
raise the consciousness level of the members of a
given group as defined by class, culture, or role.

4‘. .

To set models attempting to offset the established

mode of social organization is a show of good faith.

However such a pretense exists along thin opportuni-

ties, easily oppressed by dominant factors. Previous
alternative models have operated in illusory terms;,
in particular as intentionally separate entities from*
the consumerist world, but in practice an escape yet
dependent upon surplus values of the capitalist mode-
of production: the romantic drug cultures of the late|

sixties, which naively assumed that a differentiation
of place (i.e. locating oneself within pastoral sur-
roundings) would in turn change the economical
whole.

On a conceptual level, private expressions as known
in post minimal art manufacturing, in video works, in
independent film making, eic., attempied to elimin-
ate the subjugation from an art market, still locating
the “wares' within art market structures: the galleries
and the specialized media of the art world. The alter-
native model was in this case an absurdist conceptual
model that did not eliminate the contradiction of,
capitalization by others on one’s own work.

FOR EXAMPLE:

While the CEAC supports the ideology of the socio-
logical art group (Fischer, Forest, Thenot) from Paris,
it has mln]-trri an identity of structure with the so-
called Free University (headed by Joseph Beays and
coorndinated by Carolue Tasclall and Robwert Mcelosw-
ell, among others). In participating to the Behaviour
Workshop within the Free University at Documenta G

Cin Kassel, Germany, a contradiction has been set up in

that the Ecole Sociologique Interrogative ol the,
French group was excluded from participation o

"Documenta 6 on the pretext that the Free University

would include all the necessary ."ilill_it:l’.‘l!'i to be dis-
cussed. That is to sav that the Free L‘Ili\'u:rsih_r alone
would cover the clitirﬂl}' ol an apen situation. Com-
mon sense alone can tell ws that this cannot be the
CAase.

Our organization was invited to participate within the
context of another organization. Our understanding
of that arrangement was that it was one-to-one. That
is, that each organization {or individual, for that mai-
ter) would preserve its scope through cooperation and
sharing and not through an amalgamaiion resulting in
the establishment of hierarchics. This mav be fuite
maive anmd [ull of contradictions.

Howvever, to share commonalities does not necessarily
mean to stagnate in a precise model. In fact, shilting
the [ocus makes us realize that there are altematives
to anvone's alternative, So that to the Free Universi-
v, we have other alternatives, At the same time we
encourage a proliferation of associations and group-
ings into networks, Networks, through their own na-
ture, bind their members through common interests
and shared information. However as an act of good
laith, they are seldom realized. Community practice
is a paper statement, hindered by the social condition
that fragments groups and individuals. The notions of
investigation and criticism reduce the stability of the
network but produce strong occasional groupings and
networks with good intentions. Todav’s society hin-
ders the development of a critical sense and the simul-
tancous sharing of expericnces, as the one excludes
the other. Raising a question is automatically taken to
be a declaration of mutiny or a splitting of interests.

How then does one defeat the dominant ideology if
the alternatives are split by the same dominant ideal-
ogy? Precisely by oneself becoming the occasional
member of some of the thousands of networks in op-
cration and thereby shifting the ground without freez-
ing the role. :
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CREATIVE ACCESSIBILITY BY DEFAULT:
THE POTENTIAL OF SUPER 8

More p:npl:: are u:ing super & each year attracted to
it for many different reasons but all sharing the same
enthusiasm. As with the birth of all new technologies,
the alternatives it provides and attraction of some-
thing new leads to great claims for its potential. Cer-
tainly the strongest claim made for the medium of
super 8 is the creative accessibility it allows. The di-
w:rs:'lt!.r of films that appecar at super B festivals re-
flecting the variety of backgrounds and interests of
people using super 8 seems to confirm this claim—
super 8% low cost allowing almost anyone to use it.
In other words the creative accessibility that super 8
provides is based on its material accessibility.

Super 8 is foremost a consumer item. This accounts
for its material accessibility especially when compared
to the expense of 16mm and 35mm mediums which
are producer items, i.e. they are tools, which in their
case, are used to make consumer items: commercial
films. With super 8, which is itself the consumer item,
the film that it produces is redundant to the market
system, but quite unintentionally to the manufacturer
super 8 provides a creative accessibility that never
existed before with such a relatively sophisticated
technology. To say that super 8 is a consumer item is
to Eut super 8 in perspective. It is not simply a new
technology with exciting possibilities as if developed
isolated from any other concerns. On the contrary, it
was developed strictly as a marketable product, along
with dishwashers, hairdriers, cars, etc., as yel another
means to add to a corporation’s profits while at the
same time inculcating an ideology that justifics and
ensures the necessity of the structure corporations
operate in—advanced capitalism. Therefore because
super 8 is really a means to profit and subjugation,
any creative potential it may have exists by default.

As a consumer item what is the present ideological
function that super & shares with other consumer
items and what is the general historical perspective of
consumerism that it is a part of? No thing is a thing in
itself but exists in a context. A thing perceived by
man becomes a part of a system of relationships made
up of all things he has observed, used, and trans-
formed, thereby acquiring its meaning from both its
wimediate use-value and its place in a system of rela-
tionships. The sum of conceptions of the natural and
social world interwoven in the material activity of a
society is that society’s ideology. In fact, the produc-
tion of all forms of consciousness are derived from
material practice and are ideological. The realities of
everyday life are centered on some ideology which is
taken as natural, but just as there are different possi-
ble socictics so can there be different ideologies.
Therefore ideologies are not immutable, but within an
ideology the fact of its contingency is suppressed. The
meaning an object acquires from its place in a sysiem
of relationships is the total ideology that becomes
manifest in it. This meaning goes beyond the object’s
immediate use-value so that by being added to a sys-
tem of relationships and changing this mutable strue-
ture, the object is in turn changed—all things carry the
baggage of the ideology they are a part of.

History is made up of modes of production and capi-
talism is only one of these. In order to produce capi-
talism must reproduce the productive I[:Jrcl:sl which
are the material conditions of production and labour
pover and it must reproduce IE: relations of produc-

tion, which are relations among people required for
the dominant mode of production and are established
by a society’s material activities, e.g. forms of owner-
ship and distribution. The reproduction of the pro-
ductive forces is simply achieved by the payment of
wages which more or less allows the worker to sustain
himself. The reproduction of the relations of produc-
tion is achieved by inculcating in individual conscious-
ness values and conceptions of the world that legiti-
mize and necessitate the dominant relations of pro-
duction. This is the function of ideology in late capi-
talism—the non-coercive means of making the individ-
ual agquiesce to his working conditions and all values
and attitudes that are required to perpetuate the rela-
tions of production nceded by the capitalist mode of
production. In order to achieve this, ideology, con-
veyed through education, religion, law, politics,
n,:l:dia. art, etc., must distort the individual's real rela-
tions of production. It then conceals itself as ideology
to be taken for granted as natural by perpetuating
idealist universal concepts such as Truth, God, Justice,
the Party, Fact, Beauty, etc. which avoids the material
realization of an individual's true relations to the rela-
tions of production. As a result history is denied,
class antagonisms are concealed, people believe they
have been called upon to participate when they are
really being used as objects.

The ideological form of the pattern of consumption
required to maintain the relations of production of
late capitalism is consumerism. Consumerism is only
possible because of mass production but rather than
being a more scientific and efficient way to increase
the standard of living, as we are led to believe, mass
production is really a means for the capitalist class to
increase their profit and social domination. At the
turn of the century management had found that pro-
ductivity could be greatly increased by making all the
decisions for the process of labour. The increase in
mechanization such as the assembly line made it pos-
sible to specialize labour so that only a small part of
the whole process was understood by any one opera-
tor. Manual skills were separated from conceptual
ones and the management made conceptual skills their
domain. The worker at one time a skilled craftsman
lost control of his work and became objectified in a
process that, rather than being the progressive enlight-
enment of an advancing technology, was the eapital-
ist’s absolute control of work for the sake of higher
profits. Yei even this was not enough. The market as
well as production had to be controlled to guarantee
the success of capitalism. Therefore the individual had
to be manipulated in his life outside of work as well as
at work, While forms of ideology such as those con-
veyed through education and religion made the work-
er accepl his conditions at work, the concept of con-
sumerism transmitted through media in the form of
advertising guaranteed his support of the market. The
illusion was created that the basic problems of the
capitalist world were solved and that it only required
increased productivity to raise the standard of living.
Happiness came to be deflined as higher rates of con-
sumption, the power of consumption climinated class
differences, leisure and life style were separated from
work and made the primary concerns so that labour

-issues were kept relatively quiet. The working class

was soon integrated inte the ideclogy of the bour-
geoisie. Today with the introduction of artificial needs
and false freedoms made convincing by idl:l}ll;lg!,‘
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through advertising, the capitalist class, providing for
the fulfillment of these needs, accomplishes its mater-
ial gain as well as ensuring its power by the inculcation
of values that make their products indispensible and
their way of life a goal for all. When the capitalist
class expanded their control of the sphere of work to
everyday life through consumerism, the commodifica-
tion of labour, which made mass production possible,
was paralleled by commodity fetishism and the treat-
ment of cultural and social relations as commodity
forms. In this process of reification labour is effected
by profits replacing human values, machines taking on
a greater importance than humans, and the principle
of exchange making such processes as production and
distribution de-socialized and impersonal. Reilication
effects evervday life so that personal and social rela-
tions take on the character of a relation between
things, objects become the centre of people's activi-
ties. When people define themselves through the ob-
jects of ther tun_il.lmptit:n and like labour, social in-
terdependence becomes fragmented, then freedom be-
comes the freedom of exchange and commodities ra-
ther than communities become the principle of social
cohesion. Before consumerism people had strong so-
cial ties, but commodities fragmented their interde-
pendent social relations by putting an emphasis on
individual life styles possible through the choice of
consumer items providing self-identitics and status.
I'Euplc now are rmuragn:d to “do their own l]'l:in.g"
and “indulge their dreams”. Commodities have be-
come the basis of values and social relations.

In summary, apart from realizing profit consumer
items also serve the main ideological function of re-
.p:rurl:lucing the relations of production by inculeating
values and ways of life that require the products made
while at the same time justifying the sytem and cover-
ing up the contradictions and antagonisms within it.
Their greatest effect is in fragmenting social relations
by being the basis of people’s values. Re-creating a
base for new social cohesion is an important require-
ment for any effective resistance Lo advanced capital-
ism and the expression of political and social discon-
tent. In other words people must communicate with
ecach other again in order o wnderstand their situa-
tions and implement change. Private life styles foster-
ed by commodity consumption were the main ob-
structions to re-socialization, but a reversal is occur-
ring and the limits may have been reached in the use
of consumer items for integrating people into capital-
ism. Social groups are organizing around shared inter-
ests in use of particular commodities so that new so-
cial bonds are being formed.

Super 8 was developed as a consumer item, as a com-
modity made to contribute to a corporation’s profits
and inculcate the dominant ideology, however, unlike
most consumer items it has a great potential, over-
looked by its manufacturers, as a relatively sophistica-
ted means of communication and creativity that is
casily accessible. This is especially true since the de-
velopment of single system sound in super 8 because
spund, especially syne sound, is an important means
of articulating opinions and concepts generally in film.
With such a strong means of expression that can be ei-
ther personal or public, all that is required is a means
‘of distribution and individual or group organization
for working on and showing super 8 for it to reverse
the effect of consumer items. At first it can offer a

means of subjective expression and creativity to indi-
viduals who have been objectified in the process of
capitalism, while at the same time establishing new
social interrelations. Then as people re-socialize they
may contribute to each others’ understanding of the
political and social structure they live in, communi-
cating through super § and finally nsing it to express
their social discontent and as a tool to work toward
change. Super 8 would then form an opposition to the
established media with the goal of subverting the ide-
ologics expressed in them. To the manufacturer super
8 is a consumer item, a toy with the appeal of gadget-
ry, and what it produces, the exposed films them-
selves, are redundant to the market system making
them a by-product or waste. For this reason the cor-
porations producing super 8 have not considered
their control. It is from the waste of consumer socie-
ty, the overlooked and thercfore uncontrolled by-

products of consumer society, that alternatives might
be found.

Radically different alternatives come from the least
likely sources; not from where they are expected but
often from the very thing they are in reaction to.
Super 8 as a houschold item may seem unlikely as an
effective alternative means of communication to the
established media, but coupled with the fact that it is
a n:lal.iv:]}r mphisﬁtah:d l'.n:thm)]ngy and a l'l:;l.di.l"."
accessible one, this may be possible. Like televisions
and toasters, super 8, as an extension of the family
snap-shot camera, is a natural part of the consumer
home, so that there is little uneasiness or lack of con-
fidence for the average person in using it as there
would be with other kinds of technology with similar
capabilities which are not common in the home, such
as l6mm or video equipment. Super 8 is therefore
m:::] only materially accessible but also an everyday
Loninl.

What is being proposed is that super 8 as a consumer
item be converted to a producer item. The exciting
feature of super 8 is that this is possible, especially
when compared (o another consumer ilem such as
television. Television is the ideal form for conveying
the dominant ideology because it too is a technology
that is easily accessible but it has no possibilities for
use by its owner as a means of expression or creativity
and can only pump out ideclogical messages. [t is the
pl_'rl'l:{l media for l:n:aﬁng a passive audience, i.e. the
perfect consumer item. Super 8 which is manufactured
simply to be sold and use up raw film is a eonsumer
item, but it can also be used by people as a means of
communication, i.e. as a producer item. This transfor-
mation depends on how super 8 will be organized and
distributed, not on how super 8 films are made or
what super 8 films are made (whether they are home
movies or films with radical political content).

An essential Facet of bou rgeois ideology is the separa-
tion of pleasure from work. The capitalist structure is
served as long as super 8 remains a toy or, if it is to be
used as a means of communication, as a professional
tool and thercfore not for use by the public. (It is in-
teresting to note that manufacturers, appealing to the
consumer market and in the attempt to build in obsol-
escence, have developed the gadgetry on super 8 to
such an extent that standard features on most super 8
CAMEras su s those on many 16mm cameras. But
despite all these new features, few are directed to cre-
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ative control, e.g. cameras that are fully automatic
often have no manual override, film capacity is limited
to fifiy feet. After continual demands from super §
users for greater film capacity, a two-hundred feet
cartridge was developed but it can only be used in a
special camera which is also a poor quality one.) Super
8 is materially accessible beeause manufacturers want
it to be in order to function as a consumer item. If its
potential is fulfilled as a producer item there is little
doubi that its material accessibility will be stopped. If
super 8 films are established within a significant distri-
bution system so that they function effectively as an
alternative form of communications, an important
means of dissemination of idrnl(:g}' will be out of the
control of the capitalist class. Control of media is a
nirst importance in monoply capitalism and an alier-
nate form of communications would never he allow-
ed. Access to super 8 would simply be cut off to all
but a few by simply raising its costs. On the other
hand capitalism is riddled with contradictions which
will cause it to bring aboutl its own destruction. As
much as super 8 as a socially based producer item is a
threat to capitalism, capitalism in its desire for profit
may not want o give up such a lucrative industry,
Nevertheless already demands are being made from
some professional filmmakers, who are considering
super 8 as a medium to work with rather than 16mm
in order to produce films as consumer items within
the established ideology, for more professionally cap-
able equipment and services. This will take super & out
of the hands of the people with the rise in cost that
will result from these demands. This very phenomenon
has already occurred in 16mm which was put on the
market as an “amateur” medium but then guickly be-
came professional and bevond the means of most

people.

If on the one hand professionalization from the com-
mercial film world threatens the revolutionary poten-
tial of super 8, then on the other hand the possible
status of art is as equally menacing. Art is also an im-
portant means of conveyving the dominant ideology,
especially modern formalist art which includes all re-
cent movements such as Conceptual art and Minimal-
ism as well as what is more strictly called Modern
Formalism as advocated by Greenberg et al., and also
such “experimental” films as the Structuralist film, of
which vaguely similar forms are now appearing in
super 8. Contrary to most artist’s precious illusion of
the autonomy and frecdom of art, all art is really tied
to social context. In fact, the very belief in art’s uni-
versality transcending speeific material and historic
conditions, and in its freedom or token rebellion, is
simply bourgeois ideology. Modem formalism as a
r.-r:mp[vu-]u_,- sebf-re ferential an tomomy 15 the ]u*r[r;:'[
investment because it is devoid of all social use be-
yond exchange value, Furthermore, it 15 not just art’s
conteni or form which determines its ideological
fanetion, but also the use it is put to and the andience
it has. Almost any art can be heralded by the capitalist
class as a salve to the meaninglessness of modern life
or as a standard of the quality of life. Both rationali-
zations conceal the real cause of discontent by appeal-
ing to universalisms,

Perhaps super & in the hands of the people could be a
truly radical and social selution for art. Since the end
of the sixtics it has been recognized Ly a growing
number of artists that the innovations of the avant-

garde are far from radical breaks within art but simply
variations of form and style, and that these innova-
tions are certainly not radical in any real sense out-
side of art in its search for novelty the avant-garde
has ironically institutionalized change and reflects the
very system of comsumerism it blindly functions in.
As an approach “toward" a social art such a ludicrous
proposal as the democratization of art by making
previously exclusive art available to more people can-
not be taken seriously except as a dangerous means of
increasing the effect of art as a legitimation. Even the
introduction of political content into traditional art
forms (Social Realism) or avant-garde art forms (the
“social purpose™ that is now finding its way into re-
formist formalist’s work) are far from being radical
solutions for art and are clearly not social ones for the
work is still directed to and presented in situations
for a bourgeois audience who remain the only audi-
ence and subsume the work despite its “infantile™
howlings against capitalism. Super 8 as a tool for the
people would create a radically different form of art
that would hardly be recognizable as art, but it would
be an answer to mass art fed to the people as a means
ol manipulation and to high art, a legitimating force
whether hung or performed, and more effective than
a "social art” isolated in the galleries.

Exaggerated claims are common to the birth of most
new technologies especially when they are a possible
‘medium for art. For example, during the first vears of
VIR, magazines devoted to the new philosophy of
video were making such claims as “The next evolu-
tion will be thought patterns generated by the optical
computer utilizing lasers and video playvback systems,™
or “Fredback will be the window into the fourth
dimension™. New galleries cagerlv bought VTR equip-
ment and artists used it to masturbate with both met-
aphorically and literally. Few claims for anv new me-
dium are ever realized, least of all the kind that were
made for VIR which were based on idealistic con-
ceptions and materialistically unfounded practice—
both common characteristics of bourgeois formalist
art of the late sixtics and early seventies. At the same
time that these extravagances came from some users
of VIR there were others with less universally ambi-
tious and more socially oriented aims who were using
video as a means to community action and who had
some success however small. Any similar claims made
for super & must he put in perspective, a historical
materialist one, to make them possible as a practice.

R:n_.- Pelleticr
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NOTE ON TIME-LAPSE PHOTOGRAFPHY
(Recent Films)

Time-lapse photography obviously results in a state of
compression; in its production, the camera is situated
as a permanent object-among-others: a functionary of
state-security. The initial reaction to viewing a time-
lapse film is one of surprise, a sense of “cleverness™
and wonder at the presence of slow-time phenomena
in the life-world.

The viewing of time-lapse film for a period of time,
however, eliminates the wonder and resulis in a series
of algorithms which appear to us as internal mechan-
isms of production. Thus the compression is translat-
ed into rules of transformation; these rules are ab-
sorbed, become tacit: the appearance of the thing
sinks into itsell once again. A compression of a com-
ression - the end result being, of course, a single-
rame by single-frame film without deliberate contin-
uity — is immediately brought back to the beginning
— i.e. with the establishment of the series of positive
inf,-cgl:rs, one thousand comes as no surprise. The time-
lapse phenomenon becomes a commoadity.

This translation, however, is in dialectic with the con-
tinual attempt to reconstitute the original situation,
an attempt which may be subverted — i.e. the content
of the film may be subverted — by the use of suffi-
ciently short segments which establish nothing but the
emblem of their presence. Repeated showing of the
film creates a simulacrum of a learning process; event-
ually even the shortest segments become memorable —
but nothing more. The content is as elusive as ever:
l'nhlmdfm a simple reason: it has never been present on

The camera functions as a neutralizing machine; the
life-world is present with the ﬂunuricz manipulabili-
ty of the mechanical stage of the microscope. It is not
so much the presentation of pattern as the reduction
of pattern to gesture.

Economically, the time-lapse installation functions as
automatic and continuous labor resulting in the pro-
duction of an entity. The orientating faculty of the
installation in part determines the behavior of individ-
uals in its presence: thus one will stand in front of the
camera for a period long enough to form a *“temporal
ortrait”, another wiillg change positions radically,
rame by Frame, and a third will appear on a sing{:
frame only — a ghost within the constants of the land-
scape.

The compression satislies the demands of a silent
cinematography: it is the generation of the visual.
The image occupies the screen in a manner parallel to
the occupation of the page by the photographic im-
age; the latter is a subset of the former.

“An event is the union of its K-ply intersections of its
set of descriptions.” The event in the time-lapse film
may be read as the passage of film itself: the mapping
of camera raic to viewing rate. Within the frame, cer-
tain imagic constants are presented; they are read as
constants against the shifting of the (often natural)
light that plays upon them. The impressionism of
time-lapse photography is counteracted by the perm-
anence of underlying entities upon the screen.

The neutralizing function of this technique bypasses
the content of an ideologically-loaded art. Peculiarly

enough, the technique itself (unlike the techniques,
for example, of multiple exposures or fading, or even
the simple pan) remains invisible. The sun appears to
rise at a greater raie than wsual; the camera (and all
other immediate appurtenances) appears to operate
normally. The image is embedded, in other words, in
a speeded-up life world:

A life world which exhausts itself at a greater rate:
offered in one sense as a commodity (1 have captured
the rhythms of nature™) and in an other as an alien
elsewhere (“No one could possibly move that fast™).

Time-lapse photography presents itself as the natural
function of the camera: For this instrument, which
theoretically may operate over an entire bandwidth of
speeds, is only artificially held at the speed of the pro-
jection mechanism — a speed in which images blend
into each other. Consider the possibility of a standard
motion picture (embodying the codifications of
Hollywood) in which different characters moved at
different rates — in which the rate of a scene was
determined by an averagin, of these rates — in which
the voices were similarly “distorted™ — in which, in
short, time was presented as a fluid.

Time-lapse presents a continuous historicism: At the
end of a viewing, the past has been brought up-to-
date. .

One can make too much of these tokens, situations

which come so casily, the appearances of a greater
, the development ufﬁmE’tm -
tors — of wraith-like existences. The films themselves

are museums: as much as anything else they bracket
the possibilities of a icular location — they ex-
haust that location — their silence is that which states,
in a certain fashion: there is nothing more to be said:
you have it all: and of course nothing more than the
havable,

Alan Sondheim
6/77
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LA FILMMAKERS CO-OPERATIVE
MINED PROGRAM
SEFTEMBER 27, 1977

= A film silksseweem I® [1
canil images of the Post Office Tower in Lo,

STEVE FARRAK-"Ten Drawings’, 1976, A selection
af graphic marks achieved by drawing dircetly aario
lemgihs of elear fillm attached to a recilamilar Boaard,
sinle |l'!| side. Each ree IJ|“|r was treated as a |.|u||]|! e
abrsign, The Film was released aned jllml_'ll. ondl to emd,

| ANE CLARK A n', 1974, Clark .'\_|'||||||_I, |'|I.",.|:H-
Iy sample landscape images, the TEpIresen

g RTY

JEXNNY OKUN-"54ll Life", 19%6. Sull Life explores
the translormation of an image Tren color nogative bs
colog positive on one film stock.

TIM BRLUCE I'.I:II‘I_'IHII.I
aleniat a |:ur|'n ilar so
presents 2 spatial paradds

wl Movie', 1975. A film

TP S eelat il.ll:l.||||||l whisch

TIM BRUCE-"Visat", 1976. Two scparate evemis are
cdited ftogether. The acticn intimales that they are
taking |l|JI.'F al the same ige amd within the same
lup.“uﬂ ll.'lJ.li:lﬂ'aIi:Il as one anodher, The [ilm EOCs on
1o camtradect ihis ollusion.

DAVID CERITCHLEY -2
comccrncd with aspecis of |
the Almmaking medium

B, 1976, Thiz film is
o anal i1 ||-r|:-nrui11|{ hv

CHRIS SWAINE ~'Reading-Forgetting', 1976, A ma-
iﬂ-l thener and fts closure is demied n ihis r|ril.:||,|ir
film, and as & result emphasis i placed with forms
usnally subordinate to the main story. It is these
micro-ithemes and their Inicractions within the se-
guences that are the subjects of the fHm.
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LAWRENCE WEINER

FILMS

Thursday, October 27, 9 p.m.
LIVE RECORDING

Friday, October 28, 9 p.m.

CEAC, 15 DUNCAN
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CHRISTOPHER KNOWLES
CINDY LUBAR

SR

(Rehearsal) at CEAC, 15 Duncan St.
Saturday, November 12, 9 p.m.

Performance at Art Gallery of Hamilton,

123 King St. W., Hamilton
Sunday, November 13, 9 p.m.




The CENTRE for EXPERIMENTAL ART
and COMMUNICATION houses in it
premised the necessary functions for the
imvestigation, retrigval and producticn of
radical and marginal art through:

LIBRARY/ARCHIVE: a growing collec
tion of artisis’ books, books, sound and
video tapes, documents and récondings,

YIDED: production sudios, veEwWng
rooem, public lending service, workihops,

NTESC/PAL video transfer facility, and the 15 Duncan :
Marth Amarican centra for WAVE (World i r"‘ﬁHJHlTﬂHGHTﬂ.
Anociation Video Editions). I ﬂlﬁgﬂ.ﬁana-dl

FILM: 16mim & sipar 8 soresning facili-
ties and emonthly open scrégnngs ot
“The Funnal”.

PFUBLICATIONS: Supéndision publications
of new artists” books and cataloguss, and
ART COMMUMNICATION EDITION.

SERVICES: Performance and sarmanar
rours, information and artists in residence
projects.

CRASH "N" BURN: recordsngs and Canad
jan distribution of “Sesrch & Destroy™.

Thee beary Towar, claimed in the st praclice within prag malic corsl ifsng

(Centre for Experimental Art & Communication)
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CANADIAN FILMA
MIXED FROGRAMME October 4

AL BAPUTIS < The Wastelanad and Other Staries {10
i i simgle frame, time lapse shot from a cane
n a car. View over the drivers showlder

ghway graphics and coantryside speeding by
intercut with tinse bapse clouds and a golden idal.
HOLLY DALE & JANICE COLE—Cream Soda (1976,
oeodouy, 13 |"|i||._| A cacpaa-verile ‘IIII_'I.I|I'|I_'"‘H|'F FIT |
b by lassapr ’h.lllllllf. Mamesy - \L:ll. mrh, al
work,
FRIEDER HOCHHEIM-Doushle Yision (BEW]) Imi.
tatiom cinemascope dual projection wnsynchroniced
veading im German with fricnd from a couch, Time/
seree| sehismvisson,
CHREIS GALLAGHER - Atmosphere
JULIAN SAMUEL - Formation (1976, colowr, silent,
10 msin. ) “Essentialy, an abstract quality anises within
a “formalist’ composition: we are almost dlways able
o decipher the image (i sabjoct matter), door open.
ing and closing im a shalt of sunlight while simaltane-
asly we can sec the \.:|||a|_i¢|n-. Jlnl.ral.lrllnl'u"'
£ | lean Samie]

STURLA (AUNNARSSON-A Dav Much Like the
Diihers
R_il'lﬁ'.ri R ANDERSON - Tablangons. Painted, soratch
eel, filen el chmsically supported by castern music.

Yawn Wave Thewry (1976, colowr, 22 min} A i
iy l.‘"\.:'lllll‘;lls Varsmis ||,-I.rh al con-
ally & voung mans” aftcmpl to viay
. Starring Johm H. W gaest

J||-|u'.|u.||:-"|.||'. I|1|sr Pausl anad Ned Armsirong,

AMERICAN FILMMAKERS
MIXED PROGEAMME Ocioler 11

LENNY LIFTON ‘:.l'lll'll.il.'l.lpiu l:l.'.hl..l., 19108, :-.hum-,
B omwin, | TV image vaised o a fever pitch to help se-
veal the chanthe natire ol th cdimm. A driven Max
of electrenic kcons, huilding in imtensiny,

JONAS MERAS-Circus Notebook (US.A, 1966,
codour, 1 ¥ min ) " Tt's e I{.:nglius Brother - but neally
it's the cimus of iy -I'Il.iIIIIIIHHI. il all lhr ||'|;Jﬂl;u.|"|q
thimgs godng on, and colours, and mysiery, and exotic,
anel alreanys, and amarement.” J.5EL

IEAYVID BIENSTOCK - Brummer's | U5 AL, 166, col-
our, 10 min.] This flm explores the sensation of an
“Inapersonal” reality similar (o the deal” state of cub-
i in which Toom amid space comstitzie an infimity of
|krl|}|.'|’.‘l'rm. It dees 5 ﬁ::lh:h a alinw |n'1,#1|.;1-1
during which the audicnce becomes aware of these
imcursions of form and space at the expenge of the
nirmmal contre of infenest, the story.

ROBERT NELSON-0Oh Dem Watermeloas (U.5.A,,
1965, colour, 11 min.) One of the undisputed elzssies
of the Underground cinema. A watermelon, sterco-
il the "migger s is kicked and carcssed, chased and
ped, beaten anad buallied, Gl it tenes on its perse-
cutors. Savagely funnv, brilliant.

STAN BRAKHAGE-Desistfilm [LLSAL, 1954, BEW,
7 min.}

Thigh Line Lyre ‘J'J-.Illl{lrldr (U.S.A., 1961, coloar/
silent /16 Fjas, 5 mim.} “Omly at a crisis do 1 see i
the scene as 've been trained to see it {that is, with
Remaissance perspective, three-dimensional bogic-col-
ol a8 we ve been trained e call 3 colour a colour,
and so forth) asd pratterms that move straight owt
Fromm the inside of the mind through the aptie nerees.,
spots before my eves, so to speak..and it very in-
tensive, disturbang, bt joyful experience. I've seen
that every lime a child was born...d wanted 2 child-
hirth film that exjaesseil all of my secing al such &
time.” 5.B.

FAUL SHARITS -Ray Gun Vies (U.5.A. 1966,
Iank colowrjsprocket sound, 14 min.) “Although
affirming projector, projection beam, seveen, cmul-
slam, flm frame, structure, etc., this i pop an “ab-
stract lm"fprojector a5 pistalflimc-colowred  pills/
y.:n-nl?.'ml:n suicide & then rebirth s sell-projee-

thon. " P8,

STANDISH D, LAWDER—Necrology (LLS.A.. 1970,
BEW, 12 min.) “In NECROLOGY, one contimsous
shot films the faces of 500 p.m, crowd descendin

via FanAm lrl.lihlir? escalators. Is ald-lashioned I:hr{
and white, these faces stare into ey space.. like
faces fram the grave... The film is one of the strangese
"“"l_ gmmest commcats upon the conEmparany
society that cinema has produced, '™ J.M. i
SCOTT BARTLETT-Moom (US. A, 1969, coloar,
15 min, )

SFECIAL THANKS TO:
CANADIAN FILMMAKERS DISTRIBUTION CENTRE

ERS Cl[}‘t-ﬂntﬂ

KT LD

oy thng Everywahavs Aguin

SHITUR) FUMEDA
TEumancss, e Fourth Woeld
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KEITH LOCK

10 SHIOTS IN A BOARDING HOUSE

[Cam., 1975, BiW

EVERYTHING EVERYWHERE AGAIN ALIVE
(Can,, 1974, coloar, 72 min,)

The filna is about human consirgctsmm, humen niur-
ihment and natural processes. 11 requires common
semse amnd mysterious uncemmon scose at the same
timse, When the film was being put togeiher, | must
have sercened the material, which was hasieslly dacu-
mentary i nature, hundreds of times trving 1o decide
what 16 do with it. 1 noticed that whenever certain
parts came up. | “heard” sounds from the piciare in
what was probably some Eind of semsory cross-over.
These sounds were duplicated s nearly as possible
with a somnd synthesirer and then added (o the pic.
ture in the places they belonged. Initially, shat follow-
el shot fodlowed shat, but | didn’t wart this (o hap-
pen because | didn't want to be tied 1o presenting
reality in the documentary sense and also beeawse the
shots themsclves did nod follow each other contin-
ously as they were being caposcil. Each shot was a
complete thing in sl which went Iack when the
camera was swilched off. Bis of Wack were adided
after some shads aml eventually this became bits of
pure codisurs thronegh which afierimages lsgered anad
ather imteresting elfccis happened.

FILMS BY SHIZUKI FUJIEDA
NOVEMBER 1, 1977

CHANAMATSURI™

A documentary film on one of the liggest free com-
oeris af ihe year |.'|.|.1ril, 178

The place, Gotemba is 3 fosthill of M. | uji. Thewe ks
a strange architcctre which is the peace pegota of
P :'|!'!.'I1|I1Iji

Nipponean Myohaji is one of the Japancse Buddhise
sects. They've been working radieally Tor world praie,
I"‘-ll'l"f‘iﬂ“!l Fisr Jl'ﬂ“d’lllrlg all wieclear weapsng, They
alss have been sapportmg the prace movements of
voung prople, cspecially  se-called  counter-oultuee
people, lecause of their simple life based on the mini-
mum watural fesaurces.

In shaort, this film was produced withowr frressures
From any busincs catcrpeise or other sociad or reli-
s [HAET. Insicmil, asaivy sndnaduals amd FLT
hedjprd ws, Somse of thoe are listed on tbe Gl crdits,
bt most of them ane aninymous. Mass-commuanica-
tion guerillas who soorctly permitied ws to use their
company s pesscssions are a gead cxample of these
AT T OO |I1‘I|!rn. Witk these voluntary back-
ups, it would have been impossible for us to overcome
the varins difficulties which always go with indopen-
abenit prosducer imitiated [l makisg.

We-have been surpriscd and gad o see that so many
people have been maved by this problem on ihe tiny,
remole, and unknown mland of Swowssssee. These
praple realize that & small problem embraces the gho-

bal ane when the entive worli is o be i e

: anal: i
We are grateful to be desling with such 5 theme. The
S taese fsie i shill alive, The movement (o save
Suswa-na-se Samciwary is day by day expanding ils
fromt limes. Iy s evaking long term changes in every
aspeet of ithe modem life style. We dearly see through
our camera lens that the new people, the Post-Su-wa-
;w:;]grnrnl_mn. B mow enbering our society.

ou'l see how Japan's mewest people eo-operate with
the nl:l-nl.:.;;rhn-pre ta share iheir hi rﬂrrg\'!:e'.lhl'l; ::m
cerl could be seen 5 a sequener o R
fawrth world™, too. . o

HEL-WA-NOLSE

Welcome 1o owr “Su-wa-naese, The Foartbh Waekid™,
Thewugh it may be best for a film producer o keep
sibent @6 the fElm fscll speaks, | am glad 1o have 2
chamee b offer my greedings and to give our audicnoe
sonme infermation ahout the background of the film.
Al fiest, please understamd that this Glm is aot aimsed
at Blaming a particulas enterprise. The film stall do
mad hear any personsl bosiility to Yamaha people or
te their clever amd poswerful president. To be qul.ur
frank, any president is to be retived, and any company
is ta be bankrupted someday. Yamaha is, therefore,
meeant o represent the big enterprises and their con-
sumers, who lhave mutually created the spiraling con-
mﬁpmfﬁun syslem which has resulted in
industrial exploitation. In sther wonds, Yam-
aha is mo mare than a symbol of our own grend, of the
heavy imdustry which exints as a parasite within owr-
welves, It must be exterminated,
You may alio be sarprised (o see 8 scene with a smack
nlrﬂﬁnlenmh the ond of the lilm, in, it is not
inten to appesl to any particular religious seet. It
suggrals ihat an incressing namber of the g ane
sinceeely praying in order to purify themacives. %Iwy
try to sec the world through their own dear eves.
Their brains are fresh cnough (o see through the false
belicl in the limited capacity of fern tech
imdusirial man. They are followers of the Banyvan
Ashram founders who foresaw the current of en-
virommental and spiritual pollution, and It?fnlyu

10 years agn.




Being the seducer means that you don’t have to be ambiguous.
This change of attitude is the basis of seduction. Try to make
your gestures and words direct rather than confusing.

Remember, the essence of successful seduction is self confidence,
which means you shouldn’t need a roomful of pornography to
excite. You are supposed to be enough.
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Like women, few men are in a constant state of sexual readiness.
Their vulnerable moments come and go just as ours do, and
introducing the idea of sex is easiest if the mood is responsive.

Actually, the change from seductress to seducer is largely a matter
of doing what you’ve already done, only more **openly.”’
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And with each change in the degree of initiative you show, you'll
move closer toward true sexual equality with men and to the
joys such equality can bring.

iy g pdeer.. . we-griect by SLIRAN BMITTOM

STARBABIES INSTALLATION

StarBabies

On October 1, 1976 we presented “The Bearded Lady
and Oh Those Pants™. The |:|1r:'.:|1|_ir|_5{ ol a (';'||_"|1ri|\'l,l'
spectacle around the parody of a drag act involves a
numhber of concepiual involutions which are r'xi_llu:n'{-d
in the “StarBabics™ installation at C.FE./
cmber 4, 5 and 6.

Loon Moy-

The environment of the “StarBabies™ iz a media-
manipulated behavioural study of the celebrity syn-
drome from the perspective of the producers, east and
crew: those who create and sustain the elements that
nuriure stars.

A “Bearded Lady Show™ is a manifestation of the in-
ability of this society to relate to its own cultural
norms; an inability caused by information overload.
The result is a radical wrenching of images out of
their context to conform with the need for new strue-
tures without exploring the content of the past.

A Spectacle based wpon this kind of image contradic-
tion is a form of the Frankenstein myth in drag. We
: . call ourselves “*StarBabies' because we are children of

- the culture that produces constantfinstant-pop/eult
stars: media monsters.

Warhol says that in the future everyone will be a star
for fifteen minutes. “StarBabies™ is a dress rehearsal
for that future.
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VIDEQ EXCHANGE TAPE CATALOGUE
By Video Inn
Vancauwver: YVadeo lan, 1977,

The VIDED EXCHANGE TAPE CATALOGUE i
‘published o promote the cuchange of imdeprnadent
andd community video productions. The free exchange
af videotapes is a concept that we have been promot-
ing lor the past five years”. The selection of lapes is
widde amd iniclwdes” tapes from community politics,
wonmaen s groups and, of course, a large seleciion from
artists, The same group publishes the very usefl
‘Iaternational Video Exchange Directony”, which al-
though conscious of the problems of chsolescence andd
accidentsl importanl exclisions, is an useful index of
communaty gid iu..lr|-p-|;||_-n: video groups amd nddi-
vidual video makers fram Canada and abroad.

WIDED MAGAZINE

Edited by Lawsence and Miriam Adams,
Toraaia; Lams |abi, October, 1977,
S0 (1 year)6 issues)

‘Becguse ol growing amd varied video activity in
Camada, it seems obviows that this is the rght time 1o
begin a publication which will serve the interests of
liLEn poople from coast to coasi. The possibilities for
material seem endless, and because we would like to
see all interests and activities represented, we jnilend
to publish articles on video art, community chasnc
aclivities, goveriment palicho, social action program-
ening, educatisnal utilization of vides, lochnical for-
ums, personalities, etc.” As g start, “Video Magazine'
has & potcitial but lacks a cuiting edge, bring pre-
occupicd with the mechanics of local acocss (funding,
access and distribution]. While such an sctive step as
publishing & video magarine should be encouraged, it
should be done a8 3 mcans (o break down the barriers
of specialication rather than as a mcdiam for ithe med-
i

A MAGAZINE ON

AL et s

PUBLISHEDBY LA MAMELLE INC

PLTF HED BY LA MAMELLE IN

VIDEO TAPE
Aty . . i

CONTENTACOPYRIE  1ST7BY LA MAMELLE M oLl RICHTLRL R {5

CONTEMPORARY WEST COAST ART

P.0. BOX 3123 SAN FRANCISCO, CA 94119 USA
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IX INTEENATIONAL ENCOUNTER DN VIDED

The first large naticnal video event in Mexico is being
apsndancd h!u the 't:':||rx;u MNacional de la Comunica-
cion in Mexsco City, November 14-17, 1977, in col-
laboration with the CAYC, Buenas Aires. The txy
will be shown ai the Museum Alvar v Carmen Camillo
Ll Artists imnvited i the encounter are, among o-
thers, Mam June Paik, Jahin Baldessari, Roger Welch,
Allan Kaprow, Les Levine, Dennis Oppenheim, Felipe
Ehrenberg, The following video operators have been
imvited for the Colloguinm on vides art and commusn-
ication: Giarcia Canclini {Argenting), Juan Acha
(Peru). Margarita d"Amico (Veneruela), Raul Lomeli
and Carda Stellweg (Mexico), Leopolde Maler {Argen-
Eima) and .’lmr-‘i;u Marras I'l:in_ﬂh:l Afier the exhibi-
Ban in Mexico City, the tapes will be shown in the
cities of Monterrey and Guadalajara.

TWO RECENT PROJECTS AT THE CEACS VIDED
STUDMO

Um September 25, Mangarcl ijr“u, Enrico Campana,
aml Terry Mclidade collsborsted (o praduce a lnve-to-
tape performance of CANAJAN BURGERS. The show
el t:m seem previously in Yanceuver, Edmonton,
Calgary, Regina, Winnipeg, and Halifax; the Toronio
version drew vigneties from these Pﬂl’urmm:n (im
Tact, were identilicd as such: *“This is Calgary™, ete.).
The abstractions were iature mytholegies of cack
region—in an “intervdiew” conducted during the tap-
il'l,ﬁ. ALIY. deniificd how the i 1 fiar l.:i'.tll per-
formance hatl been sclected, including their anmival »
few days pricr 1o a scheduled performance (o photo-
graph bocal sites, the slides of which were showns dur-
mg the show, A rellective process—a worklview was
projecicd oato and of the audience,

CANAJAN BURGERS stands out in its formal teans-
parcncy and suispokenncis. The pathos of jts pro-
Lagonistis] [casily semtimentaliecd) was overcolne by
the lack of pretemsion characterizing the production
a3 a whole—e.g., the sitwation of the asdience in the
maddle of the slage, a particisatory imvolvement, indi-
eafedl production values as the fiest allegiance. This
slands in potcatial contrast o the wellantontionod
bat incllectual attempls by art-contestoworkers to
Beatily iscwives oF sireet-chesners amply by icon-
eimg them within cntrenched ant media. Here's hoping
CANAJAN BURGERS aced not justify itself in terms
of the criteria that the -‘*illil:lll-i|I Muscums prefer to
.i"||:|1'.

On Oetober 14, after Woody and Steina Vasalka had
shown  their videotapes, someone compared  their
work (o that of the man who had “invented' lre—in
e wa v one cam find images in a Mame, the compari:
san i apl; but also unidersic is the power .,lF the
image om the TV screen, the ma ilation of which
couldd preeee oul of conirel, or which couldd be ap
propristed i ane's own productivity.

e Vasulkaz have been \I!I‘k;ll# in videa far manv
vears now, carlicr on in comcepiuz] video, and sinee
the 70'% in syntheiic image generation. The recogni-
tien they have achieved is international, ver their pre:
sent work s seem ak intermediary o 2 devclopment
that must continee for years (o come o heeggin o
mect the expeclations bome by, c.g.. some of those
attending the screcning.

Thein |I|I|W‘1H.ii'll.':- dilller -“Hllll:a. ihe Lﬂ|i|(|9u'||:.hfr.
struggling with the acquisition of a machine language
with which he can CAITY OB 3 Process ol hl“'..—\,r.h,._..
I;uu; :“-EF;I'I.;., fulﬂlrll\ 2 |:r||!|_-w||l|;|| hiqlin.i}.l, al case
i the lr!l']ll'lllhlﬁ_'!r. aware ol fts ambecnoe, (htensab-
e cam raise the isswe of ihe domination of
thought [Friscees h‘} tech I'le-lrI'..J\ il ehere was any ome
whase thought processes had nod been in some way
shaped by that influenee. As Sicina noded, when a
child s |l|a.|’|li|i|g i lax ;lrn the vialin, mistakes are
fargiven, even though it may take a e o sCipuEre
some facility; the Vasulkas and their collaborators
must build  their malrumenls concurrently as they
learn fo play then,

LIVE ON TAPE

Placing an emphadis on sudio recording LAWRENCE
WEINER is presanting 8 now piece, commissionad by
the CEAC, which is an exercise for the RECORDING
BY ARTISTS project going on this month. Weiner,
wh hdd to his credit several records and will be dis-
cussing the probisms and the merit of ‘recording”, will
b at the CEAL, Ociober 27.29,



TIME FLIES LIKE AN ARROW

—Pump verbal frony.

~"Your boss has a bigger vocabulary than you have.
That's aae rexson why he's your boss, ™ Wil fred
Funk & Morman Lewis, 30 Days 1o 8 Mose Powerful
Wiantabialary

~"Watch ver fuckin' language!™

h---lll‘lﬂ'l-liﬂl‘.‘ i an :lill_-r,“ih"J,l sgprrsloclure om an
eradic base.” — Nornean (¥, Beown, Life ﬂ.plnl.l Daath

—"What's that? | diddn’t hear vou. Come again®™

When | was stuck in school, | had a printed repros
duction of & Gauguin painting right beside my bed andd
desk called Vahine No Te Vit vagina with mange,
But mo split heaver—a beautiful Polyncsian waeman
with long straight bleck hair fn a blue wraparosmd
holding a pacee ol frait. In peolynesia 5 woman is
called a vagina, wahire.

"Same people iry b pick up girls
Al get called asshole.
Thix mever happemed o
Pablo Ficasse.™
Jomathan Richman & the Modorn Loavens

PARS FRO T

Ukne aergan For ibe :llg.ull-il.il: validibe — wwasnam, cunts
B peric ks — {woime ) women & (some ) men.

“The guvs I worked with on constrisctinn sscal b
way that evervhody (maleh was cither a prsck or an
ushole. It teok me that whole simmer 1o ligare out
that anyvhaody who meakes those kinds of distinctions
s am asshobe, - Dan Design

~[ At least) one letier for the worl, ACTOIY MR Raifio
Detection And Ranging— RADAK, this very mag
ACE.

SR what b v thank al this issue sl 'u. ks
Isegat achild, She gave hirth, They had issae.
art b iasiir arienied

“Rihe is mol reall® eeaddy be showpuldishe vet.
dacsn 't have a large caough bisdy of sork.”

My heobher-imacommonlavw is a dard ke Ganatec, A1

first when he started biking, he wasn't too pleased”

with the way the bike was hanedling, 5o lw stariol
exereising the right hall of his brain— by ouncing a
hall against a wall and catching the relmund, all with
his lelt hanad; by wsing only the belt hand far opening
daors, cating, cic. for a whole dav at a time. “Tovin®
to improse my body cnglish,” he said.

“The Ward is in fact 2 gift of Language, and Lang.
is naet lmnaaterial. 1 is a subibe body, bat by o
is."~Jaciues Lacan, Thi Longuage of the Self

Basdy emplish. English lboady. S0 what dee they call it
in Quebec!

e are playing svitlh an t'stq.mun-:l ahipeet, whase
|u.ﬂ|b|u has been articulated by lnguisics: mmutals.
Iy structured and yet imfinitely reacwable: sonscthing
like chess, Unless For same perverts the semtemce is a
ey~ Kaland Basthes, The Pleasure of the Text

She hn.'lpﬂl berwdl i the texi &
He hel himacll to the toxe &
She enjayed herell &
He i:ll.jl;!rnl |'I.ill1.|q_'|r .‘.

Is hyperactivity {positivism & hehaviourism®) dies.
trovying aur Middle Voice™

—sprak the langua -ak far
< refleci Eiﬁ::rplgkﬂ P
'Imlhhr: air-hbreathes
e the sum-at [y 5
ENT. the lﬁlum{rﬂwl
hurt the finger- -fnjrf harns
maendds the dish--linger is mending
farems it- _“rlip;rlm
translarms bi-in tramsfonms o
used the Fork--used to go
- l\ﬂl; the ball:-rodls |:I|'.'a|.h'lI1iJ.I.IM‘l
~fram Paul CGoodman, Sqpeak: meulﬂl:-
fenca of Powtry i -

—Are you reading this aloud O if slently, -l-- Vo
hear an inner voboe? i i a ikEng or even ive

vaice? “You are geiting slecpy llmps- sleceepy.™

=t is a :.Lriﬂ:i.nq fact that there is no principal verb®
“to read” in classical Gireek. The modern sense is car-
ried when it is nocded by logo, o speak” from which
subsequent Latin and Romance expressions for read-

ing are descended... The primary active use of g0 in
Greek is "o lay, to lay 1o sleeps’ the passive and mid-
dle Tomma mean “to lie, (o lie down."—Peter Caws, “The
Onitelogy of Crtciim™ in Semictext(e)

crerd B AL reeaa R L Eaanaa AT E v
LELE Ecrene ELEE L xanas ELEE L v e L ELT

“EXE IMALFLCT A writien form SUEECSIEng & fo-
gronal or secial variant of a language. e.g....a6" he woz
wavin’, Such Hierary pmatations do not pertray -u.'lhlffh
[isrmas J-\.t'.IIJH'I'l.. hai seleet a feaw Iratuncs 10 conaey
the reisieT ol Tolk :jl:nll. alramali 1|il|;ﬂ_'|. =
Hartmann & Sterk, Dicticnary of Language and
L insgriinstics

Some s slemics mistake conorete poetry for a pure
Iy visual poetry. 've often heard the comment: *“I'm
amuscd bul nol maved by il I'mie emowgh. some
things are meant anly s titallate {ong "-III b senEes,
Fraeu: FI.I'.IIHJI.'. \.||||| 3

But gl conerpie poctry engages the hody mush
mare atively, Especially the volee. 1 't just a cain-
cilemer that pocts wha have experimented with type
aid test are often engaged in sound poetry as well

{eg bp Nichol, hill hissett, Steven McCaffrev, the
Something Flse poets, eic. ). When comcrete pasctry ac-
tually comes off, ils body art to the max.

-“The sound produced by mee ks nol completely fmibe-
prenalent of me. It stEll remmaing a part of myvsell, and
W e again &Jmﬁ:lh'il-h the spreading of the by
inta the  world."—Pasl Schilder, The Image and
Appearance of the Human Body

= A small list:
art-hody
art-language
byl -t
by Jamguiage
langaageart
language-hady

=" ..the function of Language is not to inform bt (o
PAGE 28

cvoke, " —Lacan

~imn ) Firii...e fvoke
- infin jformare (8o form )
From Formailonm)
L. e from peiscare [eall )
from vox, vocks | vobee)

I wus raised 2t a Calvinist. Chne nice thing about it:
a calling.

Be a pro: work vour way wp do the lead ollice,

*“The mouth, we sid, can be represented by vanous
soumids amd signs, henee soand-signs, Bug I and R are
psvchogenetic neighbors and, morcover, preceded by

b which marks the oral apertare also, The letters O-P-
R are j-ﬂj"-ﬂl v Whic simderlving ss bl ol 1k dimonith,™
—Alfred Rallic, Sian and Design: The Prychogenatic
Source of the Alphahm

Sa the Word has become lesh and may be camplag
il Jm.lrll;t s,
A enercises. Lreer fika oka ol
i vep LT Tnmgee ag el fromi tecth; the
mnst lee Mat aml £ il relaxed. ™ — Leapdd

;. Speech and Voios: Their Evolution, Pathology
and Tharapy.

| Befawne & mir

HERMANN NELTICS

AMMERICAN ROULETTE

I Ill'lu’;h e L] like ihis
eackronehes will inhoerid ihe earth
They ane actwally just warling
upsidediansn in hididen conscrs
Fosr ws B0 Tusch U Ve Wil

Al wheein we i
thes T just throw ofF their disgusting disgaises
and come right sul i the open
larger tham life
and march dowin ihe lesabevards
fike Five tanks : oo
!|.Iﬂ!|lrll slareal-aige 1Y £
which s 1.-..5 st them for vears
and which theyve saved up
Tow jmsd sach am o casion
endl off our workd

when the Jupiter Effect for instance

m NHET

triggers Califormia carthguakes

Tzr worse than 190G

which naturally canse cvery nuchear plant
West of the Rockics

tir crack their reactor cores

anid brak Irve whiaee death

(11124 ..||I

which really shoubin't botler anybody at sl

Fur alver all we were assured i woubin't happen

by the Sam Frameises Chromicle and

Allicd Chemical snad Bamkamerica Corporation and

Alane Bechleld and IJulel MNemivurs and Kataer

Tadistie

and Ceeneral Motors and Exxon and PGE and
Saamalard O3l

and L5, Stecl and Westinghouse and Bechial and

General Edectrie and Fird and dozens of ather

matinnal and ml inational conprations

wihe contributed a total of at beast

three million dallars

tia defeat the Califormia anti-nuclear proposition

amed hide from ws the facts

that there i still no knows and approved
methad of storing atomic wastes and that
pare Flutonium really isn’t dangorous an all
amil that live peacton can’t feally leak at all
Hp-ﬂ.'i.lﬂf ok the San Andreas fauli

And anyway the Tauli lics in our stars
aml i in our sclves at all

Lawwence Fedin

uin frosm A Poditical Pamphler™
printed by Ananc

it Resistance Press, 1976
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MICHARLE JOMDUBA, phaao by Canol Siary Michacle Berman is now Michacle Jordama, of the
Podes, The change in name colncides with the change
im attitude and the certaimty about her performance.
cum-rock, leaving bechimd the work and identity of her
F::. After the shut down of the Crash “n" Burn, the
i, together with the other Toronto Bow wave
groups scarch for places where to perform, & forth-
coming one to be located at the Shock cinema.

PAGE 27




Antwerp, Bruna and Narcisus Tordolr are among the
founders of TODAY'S PLACE, 3 marginal and ‘punk’
art cemtre which i in scarch of input. Behaviowrally
connected with the Toronto group, they are staling
‘dowm with sexism’, “we hate sex’, “Down  with
Heubens".

Andlred] Lacowics and Natalia LL have relumed o ihe
Permalo CGallery i Weoelaw, Paland altor their visil (o
North Americaand the CEAC, at which they propoased
a toagher look Tor the Eastern European ve
punk —bald, At the presemt, Ao L. is organicing an
idEl-iﬂ!uhln arsenied  imfemational exhibition in
Pedand.
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EAREL MILER, Pragis, Crochoslovakia
Performance action '!Il'ill:.: Deasl”

Lech Mrozek of ithe Galere Satuks Najmovwsoe] im
Wroclaw, Poland, a Voung aomiexinaliog wlis LRI A
izcil & new B ol like vours®, where
he e I the physical contexiualization of a
live action and an environment (the gllery) as being
whicrval a different slami... He aleo states than
“eaxch imdividual decides shat meaning a given object
should have, and consequently swhat kind of reaction
sfhe should take, dependent on bisfher prupuniljrm
amd aRkcresl . L
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THE TRAMSHISSION OF THES UNDERETANDNG

AREAS OF COMCERN

1 AND DEMYWETENG OF S0CIAL STRUCTURES

" OF ART
2 RESTRUCTURING COMMUNCATION PROCESS OF ART STETEM.
1 INCEPENDENCE FROM INTERESTS WHICH COMTROL THE STSTEM,

4 DEVELOPMENT OF & NETWORK OF LOCALLY BASHD ARTEST GROUPS
AND PUBLICATIONS.

5 SHIFT FROW MERE EIEMINATION TO ACCESSIBILITY OF i
FORMATICN.

& RECOOMITION THAT ACCESS TO INFORMATION STARTS FROM
'WHERE THE INFORMATION USERS ARE.

NSCOVER
OUR HUMAN COMMECTIONS 50 THAT THE WORLD CAN BE MADE
HARMDMIINE WITH CUR MEEDS.
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PAGE 32

AD -
EXHImTION — | WY TRLATER
ARRETTHRE
CHARRDE CURATORS
CLERNE
I i
BRUCNENCE ARTEST
Ll
ARTISET AATEET
AUNERCE AUDITHCE
DIRECT S
AIREREST AT
ACHRITERE
EXHENTHIN
ARTEST ANTEST
ALESEMCE ALITSERCE
kL
ARTEET ANTIET
KLUMERCE ALIHENCE
ABTIST ABTIST
AUDENCE ALISENCE




MATRIX

COMMUNICATION COMPONENT MODEL

MO AL T MD)W FRACA PO SR N FRURIEN TS OF POWER
BODTED B TR INTOUAL TS OF TR EXETES™ =

AL FORME OF MFOREATION ARE STRUCTURTE FOR Oy eice o

INFORMATION CONTROH, BY STRUCTURE OF DISSIMELAR COMPONENTS
DESTRIBLTROH FROM TOP BOWH (VERTICAL)

WOCLA LR
Thik¥

AMD PR
FEM Cal

.IH

ALL NORAEE OF COMEMURSCATHMN ARE REFLECTAL OF THE SOCIAL BEALSTY ™
AT B A ETETES OF SOOOUCGECAL DOMMUNMEATON MOMDLLL OF D01
LECTAE) PERSPECTIVES OF BEALITY PhFORMATCRG AR FyS m'llg =
AN SRR MNATED THROUGH THE STRTEM FOM PLACTENT 55 FYila LATION
ﬂ-m N"‘B:llll-mmm
BEALITY OF
OF THE
EYETEM.

WISCH THIEY INEST (Sa0aI 0N, DaSRCAL, CONTERT)

RIFLACES FACTS AND IDLAS

MESSAGE VALLIED F O ELITEM, PRESTIGE, NEDWNESS, COMSLIME RESM —
SUNDCRS AR L MITTRMIMED BY CULTURAL MURKET WALUE

Lw

=== - = = 2=

L R e

] REDE PRk W ANS. OF COub iWeCATION

m“mm T

__ L ;

m_um um

mm

t4:13

8
i
L

THE BAPOSSIRLITY T
APROSER INFORMATION.

THE "DEPCHEETING ™ OF

ORSTACLE TO ACTION

e = FF TR TR 8 e el T S

il ;
mm : 1
mm“hmw%%
L;m%,mhﬁm
gt
i ]
mm mm. “ m mmmu“m
:mrm_._.m i
w u “m—_ m
1. |
BIN:A:
.u. 1 3 H m &
SR NED
J | it
_ i |1

sora i fil i veLEE ¢ TE SELLERT BER TEN BRCEMREN

PAGE 33




ALTERNATIVE WORK PROCESS

A distinction should be made between modes of
gﬁ.ntt'urm and the need for quantitative reproduction.
uch a differentiation reflects the change of meaning
when we consider print technology in the present
time: offset printing; xeroxing; screening; photostat-
ing; microfiching; computing: videoviewing: holo-
graphing; mimeographing. Publishing assumes a ‘mul-
tiple function’ as these forms become potentially
more available. A common bond among reproduction
forms is the resulting sequential reading of publica-
stions, which multiply the given *manuscript’. Repro-
duction similarities stop here. Each printing mode
contains its technical differentiation and its multipli-
cative efficiency. To produce, for instance, a publica-
tion on an offset press implies a different potential
multiplication than, say, a xeroxing process. The
choises of selecting one form over another is dictated
by economical priorities. In other words the produe-
tion and the publishing operation behave according to
the law of a given economical base. That is, the cul-
tural output is parallel to the cconomical or material
base of the producer: its work base. Our work, in
fact, determines the cultural object of our condition.

An alternative work process produces an alternative
cultural cell.

The reverse is however meaningless; since any cultural
production depends always on its work base, Work is
exceuted as a function of a material base (that is, the
revalent mode of production of a given society). In
?act what might appear (o be ordinary in one culture
or context is not necessarily so in another one. The
access, or the material base, allows for the execution
of work in a determinate mode. In turn a material
mode, a type of work will produce precise cultural
patterns. Alternative, radical, self managed cconomics
will produce corresponding precise cultural patterns,

A word should be said however about the dominant
concern in contemporary alternative modes of pro-
duction. The latter evidenciating the superstructural
dominance of the economy that sustains it. A great
deal of marginal publishing (in today’s alternative net-
works) still maintains a false neutrality and a lack of
political consciousness. Simultanecusly one can speak
of crisis in a historical time when as never before we
sce the outputting of an endless amount of prini.
Paradoxically, in self published alternative publica-
tions, as the mode of production becomes more avail-
able to anyone, the smaller is the access to the same
publications, as distribution of marginal presses’ pub-
lications cannot work (compete) with the convention-
al modes of distributing mass media publications.

In relation to this problem we should ask who is the
recipient of marginal pub[icatiﬂns? In art circles one
can broadly say the “art world’, in political circles one
assumes ‘the ordinary person’. In the first context the
produced propaganda is in relation to styles and to
the internal use of a self indulgent operation. In the
latter case instead, generalities and doctrinary pieces
are hurled to an abstract sense of society.

Another important question is: what is the critical
stance one operates in? This means that not all alter-
native work can be lumped together. One's own dom-
inant context defines the boundaries of work and the
effect of the work itself. In other terms, by doing a
certain kind of alternative work we might subserve the
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system we wanted to attack or alter. Such a phenom-

enon is noticeable in politically unconscious ‘avant

Erde' works, so common in the eternal formalism of
e art world.

The relationship between the two questions shows the
role of the alternative publisher as cultural operator.
The first question tries to define the boundary of in-
fluence and the language, class, behaviour of one's
own intention. Implicitly, in asking ‘who is the recip-
ient’, we also investigate the structures that are used
for the dissemination of art information. The network
of bookstores, libraries, schoaols, galleries, salons,
street corners, or mail orders are not neutral venues of
distribution. Each responds to the accepted norms of
standard form and marketing laws. The question
‘what is the critical stance” points out the individual
ideological limitation and its social base. For instance,
an internal use of language diminishes the external use
of our work.

The fast changing world in a changing definition of
social groupings produces strong factors that mold
our intentions and ideological output. More clearly
in this phase of advanced capitalism the users are be-
coming identifiable as the only producers; hence the
justification for an art publishing crisis: we are our
only consumers. We are our own recipient. We are our
only viewpoint, where a self cyitical stance guestions
our cultural and material base. The whole phenome-
non is redimensioned in relation to our work for our
cultural consumption. How different is this from a
self indulgent production? The difference is often
subitle :mf contradictory. In a self managed, radical
production we eliminate the problem {.}F‘:imjividual
capitalization, we eliminate the paternalist attitude
towards others, we eliminate the reactionary hicrar-
chv. A work so expressed favors even exchange of
residues among other cultural operators, with whom
we share a cultural understanding of the world. When
the exchange is amputated by the social hierarchical
condition, then we have to discover the domination
that a publisher activates over the recipients vulner-
able to the publisher's control.

To form networks of alternative publications is a cor-
rect form to fight dominant forms of communication,
its media and its brainwashed public.

Alternative publishing does not have a public, its con-
sumers are the potential producers of a similar object.
Somchow this statement might sound idealistic in so
far as we merge the role of producing with the role of
consuming. Not so much so if *work’ is the outcome
of collective information gathering, placed in an open
structure that self doubts its own functions as a con-
tinuous struggle.
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