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EDITORIA
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The crisis in Italy is a very significant development in the
advanced capitalist countries, The article by Bernard Ohanian, who
had spent the last 2 years in Italy, sheds some light on the situa-
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OBSERVATIONS & CONTRADICTIONS

n Fnls article, I am going to make some observations drawn

1 the experience of publishing Left Curve, and point to some

1c contradictions which developed. The approach used will be
describe the general awareness from which the magazine emerged,
a

i
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means of reevaluating '1ts basic .assumptions, and in the procesg
emplify current concerns. -
¥ Left Curve was started by artists in the spring of 1974,
There were a myriad of confused reasons that brought it into
being: much of it was reaction to frustrations in our lives both
as artists and as people trying to function in a socliety felt )
45 bg inhumane and meaningless. We were totally estranged from
eéstablished art-world institutions and practices =- the irrelé-.
vency, empty esotericism, cliquish atmosphere, careerism, etc.
etc. made it pointless to work within the confines of thé art-
world for which we had been trained. But in spite of G911 that
the most compelling reason was the absence, in museums, gallﬂries
art publications, either by default or design, of work which tr{eé
to confront the most essential Problems faced by humanity 55 ou;
tlme;._ The art-world had ceased to be a conveyer of meanigg
explicite or symbolic, which might help to illuminate the coéfused
nature of our times. Coupled with this awareness, was the recog-
nitien ?hat the inherant trajectory of modern art pointed to its
OWn ?em;5§ through the destruction of "representation” and the
merging of art with life activity., This would mean that artistic
lmag%nat}on would be consciously harnassed as a tool for the
reallzatlon.of a2 harmonious society, The historic split between
art and social life, ushered in by capitalism, would be finally
d%ssclyed t@rough the struggle for the revolutionary transforma-
tion of society, Based on this recognition, Left Curve sought
to deal with the work of artists who shared our general pergpective
on the modernist tradition, while at the same time connect up
With work being done in the revolutionary movement., The under-
ly%?g assum;tion was that the task was to effect rather than
relflect social reality in a way which would aid in the destruc-
tion of capitalism,
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The inception of the modernist movement had sought the liber-
ation of human faculties from the constraints of worn-out dogmas
and institutions. The aim had been to discover means to convey
meaning and significance in human life - in a life that was
becoming increasingly dehumanized with the growth of capitalism.
The positive aim of modernism had been to become a part of the
movement that would emancipate people's creativity from the bond-
age of material and ideological domination: to clear away
"illusion" (false consciousness) and liberate human capabilities,
based on an awareness of the world as it veally is. In g0 doing,
art would contribute to the building of a new society wherein
human life-activity would become a conscious force in harmony
with scciety and nature. This human yearning, present in dif-
fering forms since the dawn of human history is well expressed
in these words of Marx:

"...when the limited bourgeois form is stripped away, what
is wealth other than the universality of individual needs,
capacities, pleasures, productive forces, etec., created
threough mastery over the forces of nature, those of so-
called nature as well as of humanity's own nature? The
absolute working-out of his creative potentialities, with
no presuppeosition other than the previous historic develop-
ment, which makes this totality of development, i.e. the
development of all human powers as such the end in itself,
not as measured by a predetermined yardstick? Where he
does not reproduce himself 1n one specificity, but pro-
duces his totality? Strives not to remain something he
has become, but is in the absolute movement of becoming?"l

The almost frenzied desire for this "absolute movement of
becoming" goes far to explain the radical iconoclasm of western
art in the last 100 years or so. Of course, it can be easily
said that it was nothing more than an attempted escape from the
emptiness of commodity relations in capitalist society. But the
basis of modernism's failure, can't be sought in its original
intention, but in a misplaced methodology, a methodology which
resulted in an increased restrictiveness in its vocabulary rather
than an expansion: The battle for "artistic autonomy," rather
than increasing the range of language and practice, actually
decreased it, And it did so because solutions were sought pre-
cisely within the confines of the "art-process." It was assumed
that "art" was one of the few remaining areas of human activity
that was untcouched by the pragmatic demands ¢f society and its
necessary limitations. So answers were sought outside of history
- either in some blind technocratic faith in the future, or in
the troubled recesses of subjectivity, which usually became
anchored in forms of pseudo-religious sensualism, at times sinking
to levels of inhuman depravity.

One of the major driving forces within modernism had been the
search for means to inject creativity into life experience.
Traditional art had failed to do this, so it was assumed, because
it failed to break through the barrier between art and 1life, As
long as art functions as a "reflection," "representation,”" of
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The expressions of pre-capitalist societies had been an
integral part of the society as a whole. Artistic systems were
articulations of lived-experience and functioned as symbolic
ordering systems.3 The rise of capitalism entailed the system-
atic destruction of previous historical ordering systems through
a process which stressed the particularity, uniqueness, this-
worldliness of experience.* In this individualization process,
modernism proved to be a handmaiden to capitalist fragmentation,
not because it brought symbolic awareness '"down to earth," but
because in so doing it also negated concrete potentiality beyond
the immediate given as well, Any given thing existing, no matter
how seemingly small or insignificant, if analyized dialectically,
has the potential to reveal to us basic aspects of reality. It
however, a particular situation is absolutized as being most
real as it is perceived or experienced, then the "unknown" forces
of which it is but a part continue to hold sway, making it impos-
sible for human action to change it. Transformative practice
becomes impossible, precisely by being purely "practical." By
reducing experience to the immediate, modernism lost the potential
to grasp the meaning and wholeness of life. On the other hand,
by reducing work to the sole primacy of tactical effectiveness,
the revolutionary movement also makes the same mistake. The
destruction of traditional meaning, which was a by-product of
the systematic conversion of use-value into exchange-value, was
an important force in the world-wide consolidation of capitalism.
It was, in large part, for this reason that modernism, irrespec-
tive of its intentions, became an expression, not of the anti-
thesis to monopely capitalist society, but of its power and
consolidation.

The contradictions between modernism's "revolutionary" gocals
and its actual practice and function brought it to a rather
inglorious end, hardly noticed by anyone but its own select
corterie - who, with few exceptions, guicklv lost sight of its
supposed historical mission and began gratuitously to accept
all styles and messages in feigned gestures of open-mindedness.
The result has been a hodge-podge of mindless eclecticism, use-
less except for the maintenance of positions and careers.

k % *®

Culture as a whole, (movies, TV, publishing, recording industry,
etc.) today is harnassed to placate through mindless "entertain-
ment" increasingly purposeless emotionality. Emotionality itself,
has been fetishized, as self-conscious crocodile tears flow ever
more in recent TV and movie productions, augmented by all the
"how-to" books of prescriptions for "meaningful relationships.”

On the surface there seems to be a burst of creativity: all kinds
of "alternative" life styles, "human potential," thousands of
workshops, conferences, the rapid growth of small presses,
increasing attendence at movies, theatres, museums, etc. Yet
within this bustling activity, it is rare to find anything which
might help us understand what is going on in the world, either
conceptually or emotionally. "Art" has become an everyday object,



a pPart of daily life, more and more indistinguishable from 3k
Social forms have increasingly adopted "artistic modes of expres=-
sion." People are encouraged to "express themselves," Walter

Benjamin's comment on the use of art by Fascism in the *30*s. dis
illuminating:

"Fascism attempts to organize the masses without affecting
the property structure which the masses strive to eliminate,
right, but instead a chance to express themselves., The
masses have a right to change property relations; Fascism
seeks to give them an expression while Preserving pProperty,
The logical result of Fascism is the introduction of aesthe-
tics into political life."6

Contemporary culture has become concerned not with attempts
to understand social totality, an awareness which would convey
purpose through the various cycles of life in relation +o over-
all historical development, which would relate the general process
of history to our pParticular situation here and now, but rather,
the problems addressed dr'¢ more in ways to increase effect,”’

- l.e. of ways to controil and manipulate public attiTudes toward
& preconceived end, The concern with effect, when not dialecti-
cally related to the process of history as a whole, results in

an approach wherein conceptual models are formed and then "tested"
in practice. This entails a process of abgtracting lived socio-
historical experience and formulating action based on such
abstraction., It reifies experience and promotes an attitude

which makes one 1look at people as things to be manipulated.

One of the characteristics of CEE?Eéﬁbrary bourgeois 1life is
The contradiction between form ana content. Wherein the "form"
(way we do things, Mannerisms, etc.) is out of whack with the
"content" (what we do, why we do them, what it means). The ever
changing cycles of fads is an expression of this contradiction,
where the daily 1ife activity of people continually produce new
forms so as to become more harmoniocus with internal feelings,
subjective interrelationships, and the world at large. Through
increased sophistication of scciological techniques, combined
Wwith the all pervasive instantinaity of mass communications, the
gap between the emergence of new mannerisms (invariably rising

by the dominant culture has become less and less,
is quickly transformed into pure form - the lived experience ie
stripped away and rendered meaningless, The range and limits of
these fads become narrower and narrower, so that, the "recreation"
of previous mass cultural forms (nostalgia), or absurdist redyc-
tion of earlier fads (Punk) , are taken to ever dehumanized forms,
The consumer Society into the '70's has begun to consume itself:

8 grotesque cannibalistic ritual epitomized by the complacent,
self-awareness" of +the narcissist "me" generation,

The "content"

& & %
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NOTES

1. Harh Marx, Grundrisse,
N-Y., 1973’ pp-u87_8|

translated by M, Nicolaus, Viking,

" +
-+ See "4 Questions § Responses,”

Left Curve #5, PPl=5,
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This is not meant to imply that pre-capitalist society was
harmonious, but, rather, that each culture would construect
for itself an understanding of the world which would relate
personal experience to the society and the universe as a
whole, and would thereby inject meaning into daily life
beyond just questions of economic survival.

"Constant revolutionizing of production, uninterrupted dis-
turbance of all social conditions, everlasting uncertainty

and agitation distinguish the bourgeois epoch from all earlier
ones, All fixed, fast-frozen relations, with their train of
ancient and venerable prejudices and opinions, are swept away,
all new-formed ones become antiquated before they can ossify,.
All that is solid melts into air, all that is holy is pro=
faned, and man is at last compelled to face with sober senses
his real conditions of life and his relations with his kind."
(fr. the Communist Manifesto).

Lenin, "on Dialecties" printed in Materialism and Empirio-
Criticism, International Pub., N.Y., 1927. pp.378=9.

...any given proposition can (and must) reveal as in a "cell"
the germs of all the elements of dialectics, and thereby show
that dialectics is characteristic of all human knowledge in

sih 3 RN
general.

Walter Benjamin, "The Work of Art in the Age of Mechanical
Reproduction,”" Illuminations, Schocken, N.Y., 1960, p.24l.

Market research, opinion surveys, business and governmental
policy addressed to meet "public needs," or at the other
end of the spectrum, the Left's on-going debate on how to
best effect (raise consciousness) the "working class."

Lenin, Imperialism, The Highest Stage of Capitalism, Peking,
1970, p.15%4.

Karl Marx, The Eighteenth Brumaire of Louis Bonaparte,
International  FPub ser Neafe 309635 Pelb,
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Budapest c¢. 1918,

sister Bbzsi;

Lgft to right: his
& cousin; Laszlo (Lester

brother,

).

Steve -

New York c. 1922. His mother, Yolanda, is the large
woman with glasses in the front row.

¥*

Lester was 21 and one year from a degree in cnemical engineering at Cooper
Union when he decided that the conflict between his politics and his pro-
fesgional ambitions was irresolvable., He quit school before graduating
and became involved in varicus radical organizations.
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In the early '30s he worked with the International Workers? Relierf
& Labor Defense and helped found the Workers! Film & Foto League, a
group which made newsreel-type films with a working—class perspective.

In 1933 he left New York and traveled across the country showing
Soviet films to siriking and unemployed workers. By the time he reached
California he had run the films 51 times in ten states for 12,000 people.
He kept a diary of taese travels as a chronicle for his mother.

Saturday, October T, 1933

Arrived in San Francisco on our last gallon of gas. We didn't have one
peénny and taought we could get into California free. The only things
we didn't figure were the Vallejo Toll Bridge and tae Qaklangd Ferry.

We solved these problems by leaving my 97-cent watch at the bridge and
Ed's sweater at the Ferry. Showing at Filmore Workers Center; atten—
dance: 1000.

Sunday, October 8

Carmel, California Film League. Attendance:250. This town is sort of an
artist colony. Lincoln Steffens, Rilla Winter, Albert Rhys Williams, etc,
live here. The audience was not as enthusiastic as at other showings,
and although they liked tne shorts, tae features didn't go over very big,

Tuesday, October 10
Left in Ed's car for the San Joaquin Valley cotton strike area. JStopped
off in Fresno where we were present when a verdict of guilty was brought
against Bradley, one of the leaders in the recent grape~pickers strike.

Then continued to Tulare where the cotton strike headquarters were

Wednesday, October 11 o W%
Joined 5000 strikers marching to county seat to protest murder of two l' _,‘,@.AH
strikers by rich growers! "vigilante committee™ the day before in Pixley. ¥ 7’ 8N Vs 1" g - 7 2.
They had no parade permit so I got the camera ready. They marched right ¢ .‘!l . T 4‘;1f*ﬂ¢@£!’ R =
to tne court house and began a meeting on the steps. Pat Chambers, against g e ﬁ*(ﬁhﬁxm‘ /’ b .
whom a warrant had been issued, was tae chairman. There were plenty of
trocpers and deputies, and the only reason they didntt arrest Pat was the
very militant mood of the strikers,

! 1 alled
hi 's house. Wita me was a guy ¢
i tayed at a Sympatnlze? i : fense of
e irim {he Los Angeles National Commitiee for tzebgzides G
%pgiigzifjprisoners. e S newland i czigiazzing to Carolina

o hilosophy !

: he began a lecture on p / . e intent
ok about‘EaTS tnat if someone would attack him, even-Wl:hh:Zeprinoiples
280§?§IWhielwould not defend himself because it was agalns

o kill,

about 3am.
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R, L.HILL
SHERIFF

ROBERT K. MEYERS
UNDER SHERIFF

TULARE Gounty

VisavLia, CALIFORNIA

July 19 1934

Mra. Y, Belog,
1025 Tiffany 3t. ’
New York.

Dear Msdems

Leater D, Balog, was relessed from jail on

July 13 1934, He did not leave any forwarding addreas, so I

am returning your letter and papers to your address.

Very truly Yours,
R. L. Hi11, Sheriff

7. N
By Lo te Skt Sriag o

Deputy L/
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Family moved to the hills above Chatsworth Lake outside Los Angeles in
1953. Lester went to work at the Fisher Body Plant in Van Nuys.

Frances and Mike Frances and Leslie

He separated from Frances in 1963, and from the time I left home two
years later, he lived virtually alone until his death in 1976.

*

Dear les,

Yoko and Kanga are OK. Queeney is in very bad shape, looks and
acts like a ghost and will have to gc to the vet again soon. Some
new dog is operating in the neighborhood. The scnofabitch dug up
most of t.ue ice-plant and a good part of the lippia.

About the strikes: our local had a very hot meeting on the 9th, and
by secret ballot rejected a GM proposal. Then GM saw the light and came
up with a less insulting one which was accepted on the 17th. Pretty good
deal, too. The Grooery Clerks also won theirs when the Teamsters refused
to cross the picket lines. I chased a scab boxboy with the truck at one
of the Ralpg‘s Markets. Scared him, anyhow. 21
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ON HIS RE?IBEMENT - NOV. 1, 1966 FROM HIS BROTHERS IN UAW-645
In Recognition Of All His Days Spent In The Struggle Against Fascism,

Tyranny, And Corporate Wealth — In Support Of His Brothers In The
Fields And Factories — For Peace And Brotherhood Fop A11 ,

Dear Leslie,

I would like to express my condolences and sympathy. Lester was an
excellent and loyal friend with whom I was glad to spend my time. He
often schlepped his projector and films great distances to my classes
and spoke insightfully and militantly on labor's history and troubles.
My students were always pleased wita him, as was I, for his wit and
cynical manner, as well as for the optimism and love of humanity he some-
times tried to cover. I will always feel the greater for having known
him.

Kenneta Cloke
Center For The Study Of Labor And Law

*

compiled by Leslie Balog

*

Dear lLes,

Got your check. Kept it several days. Finally gave in to temptation
: and @egosited it. With this hundred bucks I'11 have a good start on the
2nd installment of the property tax. This is not very good bhecause I
] always need money, and I know I ought to return the surplus, and I don't

24 :
so I might acquire a guilt complex and have
: ; a breakdown. T o
who is going to psychoanalyze me? hen what? And

25




LEONEL RUGAMA: THE POET AND NICARAGUAN LIBERATION

r'd
Commentary and translations by Ileana Rodriguez and Marc Zimmermant
Biography

His name never -appeared

on the old walls of the school jochn.

When he left the classroom for good

no one noticed his absence.

The sirens of the world held silence,

they never detected the fire of his bloocd.
The volume of his cries

each time grew more unbearable,

till the noise of his footsteps

embraced the shadow of the mountain.

That untouched land sucked him with mystery.
Every breeze cleansed his ideals,

leaving him naked

trembling and newly bathed.

The whole world was deaf

and failed to hear where

the battle began to be born.

(p. 94)

Poet Leonel Rugama was assassinated by the Nicaraguan National Guard
because of his committed activities in opposition to the repressive
forces controlling his country. Rugama belonged to Nicaragua's revo-
lutionary movement, the Frente Sandinista de Liberacion Nacional.

The youthful vitality and militancy of his poetry can only be grasped
by understanding something of the Frente and the oppressive Nicaraguan
context which generated and shaped this organization.

1. Nicaragua and the Frente

Oh Nicaragua
the colonels that piss on your walls-—-
we have to yank them out at the roots,
hang them from a wind-torn tree

filled with the rage of the people.

{p. 59)2

In 1927, the long-existing foreign domination of Nicaragua reached a new
level through the direct incursion of U.S. troops into the country. In
answer, the Frente Sandinista rose, to wage a six year guerilla war
against the invaders, finally expelling them in 1933. During this period
Nicaragua, now universally forgotten and declared "an incurable case,“?
was the wvanguard country of Latin America, at the forefront in generatind
and organizing a specifically anti-imperialist resistance.
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or and leader of the Frente was Augusto CeéaF Sandino,'best
ﬁ-“e-‘eneral of free men." With clear political consc;ous—

e - 1 it ate mastery, he conducted a campaign aimed at the
8s anc Cogsgigse o£ his country in the name of the people's aspiraT

; iperate the national territory. .Sanéino proposgd exgulsigz—
e ding forces, national self—determlnatlonf economic and poll
e lnvagl t and agrarian restructuring; that is, on the bagls of
ea . z,alliance, he sought to initiate a total renovation of
F worker—?iasa:he pene fit of the people. Because such plans counte¥ed
Nicarégiisti bgth international and national interest groups, Sandino
the WilSIe +

was assassw_nated.

The fouﬂd

ne g
legitlmace
to rec

der was carried out on February 21, 1934, by Qrder of‘Géneral
- murﬁb_s oza, after close consultation with American officials. .And
AnaStaSl? rimr a%ter the expulsion of the Americans, Nicaragua fell 1gto
i ?ibhégaof the Somoza }amily, who joined with the U'Sf neo-colonial-
Fhe Ci; z;tablishing one of the most repressive, immiserating and long-
iiiid dictatorships in all of Latin America.

gandino's followers and successors fell the task gf Fenew1ngdthztm32i;

+u‘or national liberation that was to grow more difficult and ¥y 5
e v with each passing year. It took twenty-four years for thelpop
nicisiziéeé té regrohp and generate a new stage of struggle, now against
Eh:—w;ll-entrenched and powerful Somocigt? regime. In l958iui?:n;i;
emergent Frente Sandinista took up sandln s Call Ther a.revzhe Qasic
program aimed at securing national independence, rescglngd e
riches of the country and initiating a process of p;o oun ) r. sl
reform. In a country soO dominated by one-famlly, with a mi lti yuniied
plied and trained by-- and the national rlch?s exp?rted tof— ?l'es
States through the conduits controlled by this family and ?ts aN.l r;~
there could be little space for social refor@. In.fact,_glven ica e
gua's internal conditions and external relations glncludlng the co;s -
threat of direct U.S. intervention if the revolutionary movement shgz R
show real signs of success), the Frente's program ?oulé only be f; ; v
by the most organized armed insurrection, in coordination with othe
movements in Central America.

To

The initial campaigns of the late 1950's sgcceedgd only to the digr:iaif
showing that a determined force of opposition existed a§d had poten 7
for further growth. By the early 1960"'s, developméntallst programs S B
as the Alliance for Progress revealed their inability to extendlthe cen
tralized socio-economic base in Nicaraguan terrain. A‘buffer mLlee
class did emerge, but not in sufficient numbers to mediate tﬁe violent
clash between ghe oppressors and the oppressed. $owoza required mo;e—
weaponry, more counter-—-insurgency and tortureltralnlng; the Frenti in
Creasingly needed to extend its national and lnFernatlonal bgsedo A
fighters and supporters, succeeding in integrating thé exploite sethe
along with the groups most receptive to their reyolutlonary goals, : L
intellectuals and the students. In sum, Says Jaime Wheelock, the strug
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gle against exploitation "takes on a political and necessarily insurregl
tional character.... The revolutionary movement... becomes the vanguarg
of the proletariat."4 After twenty years of massive torture and repreg
sion, after Terrorist experiments and ideological schisms in the Frente
itself, and after such horrendous ordeals as the earthqguake of 1972 ang
the intervention of U.S. Rangers, the revolutionary movement shows sign
of maturing into a force able to take decisive blows at the dictatorshj
and the exploitation it perpetrates.

2. The Poetry of Rugama

Leonel Rugama

One afternccon Leonel told me
to build myself up with exercises
# adding that he didn't mean "spiritual"” ones
we talked about the girls
who came or went from work or school
cf those who entered or left a shoestors
of another who passed by selling food
and then he read me a poem about
a guerrilla fighter from Vietnam
Now, another afterncon, seeing
& news photo of his body
bullet-torn by the National Guard
I remember Jose Coronel Urtecho saying
that poets are good for nothing.

~ Francisco Santos {(p. 27)

In Communist society, says Marx, there will be nc artists:; at most there
will be human beings who, among other things, will dedicate themselves
to art. The matter is different under capitalism because, in this syste
art is the paradigm of alienated labor, one of the few activities that
remain mainly human. Successful poetry becomes, then, one of the rich-
est testimonials to the possibilities of creative disalienation. A few
years ago, Jaime Wheelock saw things in this light when, on the occasion
©f Rugama's tragic death, he dedicated the fourth issue of his modest
journal, Taller, to the undying memory of the activist—poet.5

Rugama dead, it now falls on us, says Wheelock, "to respond to the sus-
pended guestions that only such humans as he can leave." Ours is to
write "lucid testimony" without ironies, without doubts and pessimism,
-and by so doing, to disseminate his poetry and the revolutionary urgency
it conveys. Because for those of us who seek to take Rugama's revoclu-
tionary path, his poetry continues to provode the congruent challenges

to the system that crystallize in the clarity and dedication needed for
the decisive and ultimate struggle.

Subsistence

After I kissed you
long on the mouth
you killed a street dog.
I saw you envied his coat
a0 much softer
than your lips.

{p. 98)

enerative problematic of Rugama's poetry is cen?ered on the ugly
- reeable things that manifest the decadent misery and love-
and d}Sagbrutality emanating from Latin American dependency under cap-
negaFlng In a broader vein, the young Nicaraguan poet contrasts the
itéiéiﬁﬁg terrestial misery he knows with the space voyages to the moon
sti

and infinite space.

The Bowls are Empty

The bowls are empty
waiting for food. LIFE 3
takes colored pictures of thnem.
The astronauts of Apollo 8
send a message of love g
from the moon: "Peace on earta
and good will toc the dead."

- (p. 98)

What did Rugama know of the stars and the infinite spaces? He knew
little of the planets and even less of the universe, and he only went
to sidereal spaces beyond humanity, because he was human, because he
wished tc emphasize the dehumanizing circumstances of human beings in
this world.

No one can doubt that Rugama's feet were on the ground, where the only
measure was the perpetual struggle against the imperialist oppressor.
For this reason, he speaks of the rockets, of the moon, of the innumer-
able Apollos that reinforce the tyranny of hunger, in order to destroy
the true makers of history and their poet-spokesmen who, contrary to
the words of Jose Coronel Urtecho, are indeed good for something.

Rugama's first aim is to trumpet forth the brutalization and possible
destruction of the earth-- here through the ideoclogical mouthpiece of
mass media. Like a bird of ill-omen, LIFE spews signals of death down
to the earth. Rugama sets the call of LIFE in the foodless bowls,
emptied for the voyage to the barren moon: the people's appropriated
preduct returns as a harvest of sand. The message does not exhaust
itself in the still-lifes of the weekly gloss, because Rugama shows
the communion, the parallelism—- in poetry and in life-- between the
Apollo and the pecple's hunger.

The Earth is a Satellite of the Moon

Apollo 2 cost more than Apollo 1
Apclle 1 cost plenty.

Apollo 3 cost more than Apollo 2
Apollo 2 cost more than Apecllo 1
Aéollc 1 cost plenty.

Apollo 4 cost mere than Apcllo 3
BAoollo 3 cost more than Apollo 2
Aécllo 2 cost more than Apollo 1
Abcllo 1 cost plenty.
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Apollo B8 cost a pile, but it didn't matter

because the astronauts were protestants

and on the moon they read the Bible

making all the Christians wonderous and joyful

and on their return Pope Paul gave them his blessing.

Apollo 9 cost more than all the others combined
including Apollo 1 that cost plenty.

The great-grandparents of the people of acahualinca were less
" hungry than the grandparents.
The great-grandparents died of hunger.

The grandparents of the people of acahualinca were less
hungry than the parents.
The grandparents died of hunger,

The parents of the people of acahualinca were less
hungry than the children of the people there.
he parents died of hunger.

hungry than the children of the people there.
The children of the pecople of acahualinca
& not born because of hunger,

and they hunger to be born, to die of hunger.

Blessed are the poor for they shall inherit the moon.
{pp. 96-97)

Here Rugama elaborates his theme, juxtaposing the moon and a poor Managg
barrio. Two words, cost and hunger, weave around the Apollos, giving
the poem its mordant rhythm and tone as the incarnation of dependency.
If the first Apcllo cost a lot, the ninth Apocllo cost even more; i1f the
great-grandparents of the people of Acszhualinca were hungry, the people
of Acahualinca are even hungrier. And we know all this because, as the
poet has told us, the great-grandparents had already died of hunger, and
we know too (though he does not say it directly) that those starving and
aborting in the agricultural riches of Nicaragua will reap only the wind
cf the barren satellite that now usurps the raped earth.

Rugama confronts us with a scandalous historical crescendo: the cruel
dependency of some humans on others, who grow and prosper, who augment
the insupportable weight of capital's empire, and who make those who
have paid plenty pay even more. And if this were not enough, the poet
maliciously nudges us to hatred, telling how the Pope blesses the Prot-
estant astronauts, and with this loving gesture of holy approbation,
gives free passage to the murderous exploitation. And why not? 8Since,
in so doing, the Pope draws his protective mantel over the dead who,
once starved into absence from the reign c¢f this fertile world, will
inherit the heavenly kingdom of the empty (and hence spiritual) moon.

But Rugama's poetry does not exhaust itself in the contemplation of
dependency and immiseration. The poet-activist knew well enough that
the world was not so small and mean, that behind these images of death
lay a potential human infinity which he somehow had to express and
dynamize. For us and with us, the poet sought to confront the world of
death in order to repossess and augment the rich world of the living.
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he HOUSES Wwere Filled with Smoke
E___?_ﬂ.———'—’(

s of the Erente Sandinista:

7o the heroe
JULIO BUITRAGO URROZ
ALESIO BLANDON JUAREZ
MARCO ANTONIC RIVERA BERRIOS
ANIBAL CASTRILLC PALMA

i nerman tank
% € holes the Sne , ;
A -th in the house of the seething barrio
CpenAnd jater I went to see more holes
kn another house in Santo Doemingo.

4 1 v Sherman tanx holes
and where there weren't any

there were rifle holes
from Madsens
or Brownings

or who KDOwSs what.

The houses were filled with smoke

i wo hours
and after Lwa. heuLs "
Genie screamed without a megaphone

that they surrender.
And almoat two hours later
And almost £our hours later
and almost one hour
pe shouted
and shouted
and shouts
That they surrender.

while the tank
and the orders

The Brownings
the Madzens
the M-1's
tha M~1's
and the bullet rounds

the grenades |
and tear-gas bombs...
ané the gquakes ©of Genie's guards.

N0 ONE EVER ANSWERED

Because the herces never said |
they would die for their country

they died.
ing - (pp. 59-60)

The poet sings of the fallen heroes. He rewinds us tha; dea;ﬁvzianot
only the end but the beginning of life. Buitrago, B}an on, i
and Castrillo, fallen comrades in the struggle for life, comrz iy
ashes are to make us the phoenix. These figures were murdere yl i
Sherman tanks, by M-3's and M-1's and what?ver—— the whole aiéenal
murder imported to Scmoza's bought, brutalized and brutal Na ;ozz i)
corps of death. These figures die, but do not surrender-- an ¥

dying, live.

The same weapons cause death-- but in two distinct ways. Thefyiilih;s
emptied, but the spaces reach their limité. Those'who wo?lg tlthe o
empty spaces open themselves toO massive fire and violence; bu e,
lets that tear through houses and bodies leave open reve}atory sp :
that, now defined and located, call for filling once agaln. The pge
Charges the silence to the unanswered cries and me§aces.of the leaoize
of the guards, themselves trembling to the future }ndomltable ;gggron
they are sowing from the seething barrios. "Los heroes nunca 4i]

iri i i ; v And in evoking their
gue moririan por la patria, sino gue murieron L




death, Rugama keeps alive the obscured but unyielding struggle again,
the lethal smoke-filled emptiness out of which they, he and we are;s
forge a clear and infinite human future. '

Elegy for the Guerilla Fighter

--to Leonel Rugama--

The day after your death
I rushed through’the streets of Managua

-

I stared hard at the faces I met
and found them all indifferent
as if nothing had happened.

And your life was for this people!

For the girls who talk together
for the men in the streets

for the police directing traffic
And for the National Guards!

I talked with some professors and students
they told me they had known you

Just that

and maybe some small anecdote.

The truth is, we knew so little about you:
a shy kid, a student who wrote noems,
and of your pcetry what's known is even less!

But word of vou,

your grip on us,

will grow

And vour words will spread
like grain in fertile ground.

Octavio Robleto (p. 19)

Art will disappear in Communist society, said Marx. Literary pundits
should recognize the merit of a creation in which message and image
merge. All of us should respond to the convergence of the poet's
words and his life, and to the future convergence of reality with his
hopes. Rugama's poetry, young like the now fifty-year-old struggle of
the Frente Sandinista, growing in truth and rigor as does the movement
of which he was a part, stands at the crossing point between words and
acts, between present ugliness and potential beauty, between death and!
life, between the weapons of criticism and the criticism of weapons.
This obituary to the memory of our comrade, activist-poet Leonel Rugam
is, like his living creations, a call to a richer future in Nicaraguay
where a poetry of ugliness and violence will be the poetry of tribute
by a happy people to those who suffered and hungered to bring forth,
from ashes and smoke, the new world they have inherited.

(University of Minnesota, Migrants in Action, 4/%
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ranslated herein are from the journal, Taller: 3evista
diantes de la Universidad Nacional Autonoma dg Nicaragua
versity of Leon, Nicaragua), 4 (February, 1970); an issue d§*
Rugama, edited by Jaime Wheelock. Page ng?ers following
g refer to this issue. Unless otherwise indicated, the
e poemz py Rugama; the translations are based on rough first
e arom 1eteé in 1971 by Michael Auer, a student at San Diego
gi:izsuiivgrsity, taking a special study in translation with Marc

7imme rman.

The poems t

(Uni

From a poem by Otto Rene Castillo, used by Rugama to open his poem,
wThe Houses Were Filled with Smoke."

The description is from Mario Benedetti, in the newspapar, El Dia
(Mexico, December 30, 1976).

Wheelock, Imperialismo y Dictadura (Mexico: Siglo Veintiuno, 1975),
b 1BD. )

See note 1.
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ITALY IN CRISIS:
THE LEFT’S DILEMMA

By Bernard Ohanian

«ith photos by Lou DeMatties

Italy is a carnival of the senses, a whirlwind -of human passions, a
step-by-step drama where a strange mixture of hope and desperation animates
every moment. The setting——rich fertile plains and stark unyielding valleys,
rolling hills and sharp mountains, majestic cities and tiny villages——is
grandiose, at times as spectacular and dramatic as its inhabitants, at
others as simple and eternal. Architecturally, the country is a living,
breathing museum that can turn a mere shopping trip into a history lesson.
And now, in the spring of 1978, ltaly is economic, social, and political
chaos.

Italians call it "la crisi"...the crisis. Unemployment is everywhere,
unavoidable. Inflation is running at 207 annually. Italian institutions are
deteriorating daily; schools, hospitals, and the government apparatus are
all over-crowded and inefficient. Due to increasing political and underworld
violence, the streets in many cities are becoming literally unsafe to walk.
Sweatshop-like, illegal "lavoro nero" (black work), for which minimum-wage
laws and safety standards are not observed, has become a national phenom-
enon, no longer limited to Naples in the heart of Italy's impoverished
South. The land in the South has been mis-managed and exploited for cent-
uries; it is now a rural cemetery, an urban jungle. Southern Italians in
search of work head for Northern Italy and beyond; nearly 2.5 million
Italians live and work in the eight other Common Market countries alone.
The structure of the sacred Italian family is being challenged by the grow-
ing women's movement. Drug use, espescially among the urban young, has in-
creased at epidemic proportions. "La crisi" is everywhere, impossible to
ignore.

Apainst this background, the Italian Communist Party(PCI), which Te-
ceived one-third of the vote in the last national elections in June of 1976,
has just won its first voice in the national government in 31 years. It is
now part of the parliamentary majority, along with the Christian Democrat,
Socialist, Republican, and Social Democratic parties. In the PCI's struggle
for a formal voice in the government, the groups on the PCI's left, who
define themselves as the revolutionary or new left, have been undecided;
one minute trying to help the PCI open the door to power, the next minute
walking away in disgust. As the world watches, the Italian political part-
ies jockey for position and power, using "la crisi" as a tool.

‘The Ttalians are resilient. After centuries of internal division and
foreign domination, Italians only unified their peninsula into a nation in
}861- After struggling for twenty years while Mussolini terrorized Italy
into his image of the strong, virile race living in the perfect corporate
State, the Ttalian Resistance overthrew Fascism and liberated the country
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repression; the party leadership reluctantly supported free and legalizeq
abortion on demand only after pressure from the party base; and they active-
ly opposed last spring's student demonstrations. They support Italy's cop~
tinued participation in NATO.

These and other policies are increasingly alienating the PCI base, byt
the alternatives are few. The groups of the revolutionary left, born in the
late 1960's as a result of student, worker, and intellectual dissatisfact—
ion with the PCI, are only now emerging from 3 re-evaluation period. The
crisig enveloping the new left reached a head when, in the June 1976 elect-
ions, the new left electoral toalition(Proletarian Democracy) polled only
half of the hoped-for 5% of the vote. The new left has since its inception
had a small but dedicated bage of militants, united by a common analysig
which holds that the PCT no longer protects the political, economic, anpd
cultural interests of the working class. All three of the major new left
groups(PdUP~Manifesto, Avanguardia Operaia, and Lotta Continua) have under-
gone significant changes in the last eighteen months, and the movement ag
a whole is faced with major problems. Besides the seemingly age-old dilemna
of how revolutionary left groups should deal with the PCI, the three most

After the failure of the new left to influence the 1976 elections,
cynicism and exhaustion ravaged the movement. At new left cafes and other
gathering places, faces were clouded and uncertain, anxious with no place
to go. The talk was more of soccer than of politics, more of drug dealg
than of factory organizing, more of the "good old days" than of the nec—
cessity of struggling in the present. The expression of the day, when refer-
ring to someone, was to say that he or she was "ip a coma"; it was applied
frequently and accurately,

Post-electoral depression was only a part of what was affecting the
revolutionary left. As the PCI moved to the right, the new left was unable
Lo carve out g political Space at the party's left. Longtime activists left

understandable. Workplace militants saw their POwWer erode as the union
movement followed the PCI rightward, and students and unemployed people be-
came more bitter as the economic squeeze got tighter. There was no place
to turn; the traditional left was unwilling to work on solving the problems
confronting these alienated people, and the new left was unable.

Although despondency among political activists was understandable, no
one, including the new left, was eéxpecting this same despondency to erupt
in massive student uprisings as it did on Ttaly's university campuses in
Februaty 1977. with youth unemployment approaching 50%, no effective govern—
Dent program to deal with the problem, and a general feeling of powerless—
ness hanging over the universities, the uprisings were the expression of a
new rage, a desperate anger. Many students on the strike-bound, beseiged
and occupied university campuses denounced the new left groups as being "re-
vislonist." The battle ery was "Let'sg Té-examine everything," and the new

One Strategy the new left immediately pursued was an alliance between
students, militant workers, and the unemployed. The revolutionary left wing

of the trade union movement openly supported the aims of the students. There
a8
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was also support from some traditional leftists within the unions, even as
the secretary-general of the PCI-backed General Confederation of Italian
Workers (CGIL), who had earlier been violently ejected from the University

of Rome campus by angry students, was busy condemning the students' actions.
At the same time, the Unemployed Peoples' Leagues which had sprung up around
the country were obtaining union representation; though officially independ-
ent from any party or group, they are identified with the new left.

As the integration of left opposition to the PCI within new left groups
became clearer, however problems arose with other segments of the student,
and, to a lesser-extent worker, communities. One product of the university
occupations were the snarling "autonomi”, who by their name defined their
autonomy from the new left groups and by their actions vented their frust-
rations. One revolutionary left representative to Parliament, Silvano Cor—
visieri of Avanguardia Operaia, called them "Italian punk-rock", and they
name seemed to fit ag they disrupted political meetings with their intimid-
ating tactics and prowled cities during demonstrations, setting cars afire
and smashing storefront windows. Initially divided over the "autonomi”, the
new left is now united in denouncing political violence in an already tense
country. "None of these people,” recently wrote the daily newspaper of Lotta
Continua, "has anything in common with our concept of Communism."

dominated new left is not an €asy one. Two years ago, in Rome, male milit-
ants of Lotta Continua lined the streets to jeer and taunt women from Lotta

ation without revolution; no revolution without women's liberation." Now,
after much internal Struggle, the groups on the new left are becoming more
feminist in their politics, and are realizing the neccessary inter-relat-
ionship between women's struggles and the fight for socialism. Many women
remain wary of the new left groups, however, and are choosing to work with
feminist collectives instead.

Despite these political and organizational problems, the new left has
consistently been instrumental in the struggle to develop and disseminate
a popular culture, as opposed to a pop culture, in Italy. For years, music-
ians and theater groups have spearheaded a drive to rediscover the roots of
Italian folk culture. The Proletarian Youth Circles, which have flourished
in the past eighteen months, are collectives of young leftists whose members

share skills and organize against inflated film, theater, and concert prices.

Since the use of the airwaves by pPrivate, non-government radio stations was
approved two years ago, a number of leftist radio stations have begun oper-
ations around the country, working together as the Federation of Democrat-
ic Radio Stations. Many leftists are finding that the alienation that is

S0 common today in Italian left circles can be combatted by doing cultural
work.

"La crigi" continues, however, and survival is the order of the day.
At times the new left moves slowly, groping for a handle in the dark. The

hovement is there, to be sure, and the long-term objective of a socialist
transformation is as clear as ever, but the road from here to there is less
defined than it was four or five years ago. When asked last August, in Rome,
what Lotta Continua's concrete alternative to the PCI is, a leader of the
group replied, "We have no alternative." But what about the tendencies in
your organization? persisted the interviewer. Surely there must be a tend-
ency! "The tendency," replied the leader, pointing to a deserted Rome under
a blazing Italian sun, "is to g0 on vacation."
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Unfortunately, it is not quite that easy. Italy's uncertain future de-
pends on many factors. Foreign intervention, specifically US intervention,
is a very real threat, espescially after Jimmy Carter's January 12th warn-
ing against Communist participation in the government. The US has a long and
sordid history of intervention in Italian affairs, and the Carter adminis-
tration does not appear likely to stray much from that path. The PCI is los-
ing support as it moves to the right; how well the new left is able to ab-
sorb defections from the PCI ranks will have a large bearing on the strength
of the left in upcoming months and years. The relationship between the part-
ies of the left and the union movement, which is itself divided on the pol-
icies of the PCI, will also be an important factor in ITtaly's political fut-
ure. ;

Something critical and historic is being born in this ancient land, and
all of birth's laughing passions and screaming joys are accompanying it. It-
aly must not be seen as an isolated case, however. The Ttalian crisis is
symptomatic of the crisis of world capitalism as a whole; it has reached
critical proportions in Italy because other powers, notably West Germany and
the US, have been able to pass off their problems onto Italy's structurally
weak and subordinate economy. The crisis of the Italian left at this cross-
roads is also a reflection of problems the world left is facing: the choices
that the Italian left makes and the validity of the solutions it forges will
have an enormous effect on leftist theory and practice throughout the capit-
alist world.

3

- "Lavoro Nero" (Black work), NAPLES -

For more information on the Ttalian situation contact:
Committee for a Democratic Policy Toward Italy,
3 Juri 8St., San Francisco, Ca. 9),110.
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WORKING CLASS GOSPEL
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COLUMBUS, GEORGIA
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Erumbllng door mat carries yet (Wi
ugi name of some long gone colonel
4 rimmed treetops threaten eternal shado
at the broadway bus stop 1
jgiub woman in sweat dampened kerchief

8 W& to read the name of the street

CHARLOTTE STREET BLUES

elderly children haunted my kitchen window at alley level

shouted obsenities and peeped
through narrow borders
between plaster and scotch taped shade
a second armed guard was stationed

in the Kresge Building where I filed invoices
after a woman was attacked in the first flcor john

a metal toilet paper dispenser
was ripped from the wallj;

every night an elephant stampede

in the apartment overhead trampled my sleep
until the landlord discovered

fifteen Armenians packed
into three roach happy rooms

through the cigarette paper walls
each evening I heard a little boy abused

cursed at by a mad man who

thudded the plaster with a small bundle

while a hysterical woman

screeched her endless protests;
nauseaus with the child's bruises
I reported the violence to the caretaker
who had the woman and baby evicted,
a pregnant welfare mother who was slipping
an alchoholic up the back stairs at night;
that night I wept at my own helpless arms
of +t = hoping the child fell into kinder hands,
ot ggdforgotten Chlldrgn and the crazy woman in number seven
Y Dure as magnolia played Dracula movie overtures
eyes restless and angry h Ff-k
chattahoochee backwaters,

oyerhead_op the incoming 1ocal
dir-conditioned lincoln continental passes




KINSHIP OF PARANOIA

goxilggg pgst a lighted monument
unday night dese i
< 0 g 2 rted avenue i
= mettgﬁpigebsﬁlgd me; I hurried tol;ywiiglgiggn
r a drunk i i
i § in ragt i
1ng§ulpeg bourgon from a wrinkle% gge s Ao hiios &
o ng.llke a dozen rheumy eyed men <rfimbi
n Seenﬁny day staggering across 0 Street
5 TaRtiteal oW much, babe, how much?"
s cu§b;.h? shouted frantically after
W refugé wiiﬁnathdone nothin'., You better giop L
u A
Ofwﬁ c%oizd federal builginzoman o bl
o to me to sit with
her and €
Missi. nc¢ watch th
aggagzyhthe drunk hid behind a mngfs Stip
i changed fox wary glances wit s i
e ri;eedbwomants face was wrinkled 0
s i eS which cracked under mercil
er "Everyone I meet on the Strezis i
- - 5 5 S
B bt carries a knife in their evyesg,"
e %h \ now what you mean, darlin' % i‘ F
ree of us waited out fear in silen sy
ce .

46

VANISHING POINT

ears old my face wavered, melted
ted and scalded flesh ran like lava

when I was ten y
qua tinted window of a greyhound bus

my eyes erup

down the a
headed for another house

with grey skin flake

and asthmatic panes which death rat

chips and cracks of uneven wall boards
eath of the Warm Morning heater

carboned with the sooty br
where my mother would scrub in vain
trying to wash the stain from our lives
and my brother's lame mind would 1limp on
with a crippled grinj
my father's embered eyes would flare
out of control,
his angry fists smash my eggshell smiles:
where my mother's acid tears would steam
on the scorched ironing board cover

as she would mouth prayers which rose
no higher than the bitter vapor
exhaled from frayed collars
as she sprinkled water from a vinegar bottle;
another house where I did not want to live,
so I dissolved
my face ran with the raindrops
down the sunglassed window of a greyhound bus
and I have not existed since then except
in the fantasies of people who think
I am someone they know.,

d windowsills
tled in the night

47




418

POETRY and POLITICS
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forms cannot articulate the social crisis of our society, and
new objectivist forms are in the process of being born.

Personalism was a response to the problem of alienaticen, which
is of course still with us. Personalist forms haven't made much
of a difference. And as a creative response to the massive social
problems of our day, personalism couldn't be seriously suggested,
It is in a category with Kurt Vonnegut's suggestion that the way
out is for the President to arbitrarily assign everyone of us
to an extended family in which we would find identity and security.
I'm assuning of course that part of the poet's task is to address
the problems of his/her time and to make an intelligent as well as a
creative response to them. The notion of the politicization of
art means at least that much. Political art is here, for what-
ever the reason, and the debility of subjectivist art cannct be
denied, It is more useful then for us to ask what the politici-
zation of art means today, and how the socially-committed artist
can resolve the problems of objectivity and value, which plagued
earlier attempts at partisan art.

There is a sense in which one can say that all art is political,
This is the sense Thomas Mann had in mind when he wrote that all
artists consciously or unconsciously live the life of their time.
Art is part of a social totality and therefore subiect to the
historical and material forces operating upon it. This is one
meaning of "political art", If it holds, it holds for every
place and time. But in order to talk about the politicization
of art there must be another more speoialized meaning at work.
Politicization implies that the artists have taken sides,. have
pelitically committed themselves to one of the sides of the social
struggles of his day. And this act of will is something more
than the political awareness or conscicusness implied in the
first use of "political art." This distinction between conscious-
ness and committment is important. It is the commitment
and the activity that flows from it that makes the artist's work
"political.," This is not to say that an apolitical, confessional
poet, for example, is unable o produce & poem with politieal
content. Far from 1t. But we are not talking about the genesis
of a particular poem. With the politicization of art it is a
question of the poet's "work,” i.e. his/her mission. And for this
the fundamental attitude of commitment makes a difference in
experience and for the poet's work in the long run.

Since the French and American revolutions, subjectivist
attitudes have been predominant in poetry. The attitude of the
romantic idealists and the great symbolist poets was one of escape
from reality, a reality which they saw reducing everything
including art and poetry to crass commercialism., Mallarme's
counsel told the poet to extirpate banal reality from his song
and "to work mysteriously with his eye turned upon Never.," The
attitude of the establishment which calls Lowell its prince is a
version of escapism, a withdrawal into the hermetic self. It is
not a form of great art because it is mentally inadequate to the
demands of articulating the whole of human truth in a given period.
Isolated as an end in itself, the attitude of turning inward is a
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"Hardly anyone would deny the absurdity of conceiving...any
opposition between (form and content)." If this were true
there would be no realist art, There are only two worlds in
which the opposition of form and content is an absurdity. One
is the utopia of art fused with life, the other is the state
which puts economics or politics in absclute command. Only the
latter destroys art.

It is not much better when the theory says: "Form is never
more than an extension of content," although this is at least
a materialist poetics derived from the breakthrough of the
Imagist movement. Modern American poetry began with the shaking
loose of old forms, styles, standard poetic usages, words and
their network of associations, in the effort as William Carlos
Williams said, te "Make it new." To make it new had to mean a
new attention to content, the everyday realities of life in
America. Williams teook Whitman seriously when the latter wrote
of the poetic Muse: "She's here, installed amid the kitchenware."
The problem of form was first ignored and then confused with
questions of line, breaks, arrangements on the page, etc., all
essentially minor concerns. The later view of Creeley that form
is never more than an extension of content is straight American
pragmatism - a reductionist and one-dimensional evasion. In it
the dialectic, with its power of renewal, is lost and poetry
drifts into the personal and private sphere of interest., Form
is not an extension of contenty it is the movement and shape of
content, the realization of which requires every scrap of thought
and every ounce of abstraction that the poet can bring to the
task - the task of articulating what is there, the task of "making
reality visible,"

It is worthwhile to pay attention to the weakness in Imagism
which doomed it as a revolutionary poetic movement. Richard
Nason in a recent piece in NewsArt turns us in the right direction:
"What doomed Imagist poetry as a major movement was its lack of
narrative or argumentative progression, It was by definition
static." Nason identifies a specific defect. But every form
has them, and besides, Williams addressed this specific problem
in his later poetic development and overcame it to a large extent
with his use of the "variable foot." He was able to keep the
concrete image in a narrative of every day things using the
extended image of a place, a city:. Imagism contains a more basic
and general defect, one which is built into the programmatic
slogan: "Say it, no ideas but in things." Imagism's defect in
argument and progression is part of its general intellectual
defect., Underlying its lack of narrative was its lack of ideas.
Williams conceded too much to Eliot when he gave him the intellect
and its ideas, This i1s why Williams, apart from his revolutionary
materialist poetics, has no politics, and de elops no possibili-
ties other than the old romantic notion of Beauty.

In spite of the defect, however, it was Williams and not Eliot
who brought us as a people to a turning point in our aesthetic
education, He taught us that the unthoughtout fragments, phrases
and images of the present, the creative beginnings, must be worked
into communicable aesthetic form. But the problem is too complex
to be solved in the traditional modernist manner of generating a
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jonger the automatic mark of the real;

What does this mean? For one thing it means that art is inevi-
tably linked to politics: For another, the old realism is finish-
ed and cannot be resurrected. The new partisan poetry and poli-
tical art has to go beyond that positivistic relation to the facts
+hat characterized critical realism, and later on the abortive
development of socialist-realism: It is worth noting that the
only strong poet to emerge from the "proletarian period" of Ameri-
can poetry in the 30's was Kenneth Patchen, and he was forced to
develop his art outside Leftist parties, especially the good old
CPUSA which tried to sink him and other independent voices into
oblivien. It is not just that art in the orthodox Marxist
approach is seen as an appendage to revolutionary work under
party control. To put politics in command of art is the obvious
corruption of the poetic process. There is a deeper problem at
work in realism that has to do with its use of abstraction.

Realism in American poetry begins from the materialist premise.
It constructs its works according to the formula "No ideas, but -
in things," which is to say that it is rooted in realities rather
than abstract symbols. It is poetry come down from the clouds of
obscurity to everyday things: The problem with this is that
things are presences, and reality and truth are also a matter of
absences which can be got at only through some form of abstrac-
tion. oJocialist-redlism, for example, tried but could not deal
with the fact that most workers were not part ¢f a class-conscious
revolutionary movement. To picture them as such was a false form
of abstraction, and yet there was a lot of this heroic idealiza-
tion that made for essentially bad art. The point, however, is

that one cannot say it all in things, and if so, what then is the
real or poetic abstraction? I've wrestled with this problem with-
out a lot of sucecess. But I will say what little 1've learned.
One critic wrote that "to embrace the whole of reality you must
know what to leave out." This is all right for God and symbolist
poets for whom the whole of reality exists, but for a partisan
materialist poet it is one hundred percent wrong. To embrace the
whole is not to leave out but rather to bring into imaginative
existence. And this is not a matter of inventing new forms but
of articulating possibilities that do not exist. There is no
formula, other than this - one begins from a commitment and re-
fuses to be taken in. Above all one continues to look the nega-
tive in the face, while searching for the heart of the real.
Cyniecs will call this Unrealism. So be it.

To sum up - I've been talking about the coming of a poetry
that is non-metaphysical and yet is able to articulate the inver-
sion and perversion of materialism in our time. This is something
that requires poets to be unrealists about "reality" and realists
about "unreality." "Reality" is present in the cheapest sense -
it exists. The human destruction around us is really there. But
the whole of human reality is not just a matter of the presence
of things. The whole contains an enormous potential, a repressed
portion of reality, the part that is real but is not...yet.

The poetry that makes the whole of reality visIble will have to
do more than hold up the mirror to a mutilated existence. It will

have to speak and to sing what is not.
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SONG OF HOLLY GROVE

Forty or fift
] y came to the gr
?rawn for_their own reasons% o
amily, daughters and grandchildren
?iners, students and teachers, and :
ose who still lived around Holly Grove

near the mouth of Paint Cpreek

and who knew something of .
what bappened here in 1914,

Francis "Cesco Estep" ik

h%s old.Cherokee blooé

mixed with Scots-Irish,

k%lled here by the midnight raid

Of an armor-plated train

manned by thugs

wEo maching-gunned the tents

of the striking miners! families

On top of a hill B¢
thzy cut back jungle-thick roots

dnd placed a wreath on his grave
over a marker set long ago
gy Fhe mine workers' Union

uring the ritual I had tﬁ'

s he “tho:
that struggle remembered i A
tﬁrows a_llgbt upon the present
where unity is an unreal dream :
and illuminates a vision
framed-W1th anger and blood
that w;ll someday blunt
the pain of resentment
and atone 3
for the slau
ghtered, t}

and the maimed. B

NOTES ON AN UNREAL- PASSAGE

All the delusions of the world

are summed up in the one word Unreality.
Basho

Do not ask for everything at once.
Truth is not given

like a business card

of a door-to-door salesman.

There are no saints or sinners

except by accident and circumstance.

In the struggle of enemies

who once were friends,

there are wounds

that cannot be forgiven.

Keep these episodes in perspective.
Observe the present

sinking into the past.

The jealous night guards

its statues of men turned to stone

and covers innocence and perversity alike.
Steal from the inner light.

The dreams of the body are dreams of delight.
Time is short.

Vision.ds [aulty.

Mountains and cities slip away.

Do not bother the hours with accounting.
An unseen thread guides the way

like a path emerging in the wilderness.

(EQ.Note: these two poems are selected from P.J. Laska's book of poems,
"Song & Dances." The poems in the ‘book should be read as a unit, so
readers are encouraged to read the whole book. Copies may be ordered

through The Unrealist Press, Box 53, Prince, WV, 25907.)
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VIDEO ON THE LEFT: A DISCUSSION
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Video technology, which was available by the 1late 1930¢
the 1950's +to become the dominant communication ang market
of the U,S,. Commonly referred to as broadeast television, 2 g most
familiar to vieyeps T the L8 Ha the form of commercial television,
The 60's brought about the accessibility of video tape equipment and,
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OPTIC NERVE has attempted to use video in a variety of ways. 1In the
early days, they produced tapes, randomly, for many activist groups
with whom they sensed some political affinity, or whose confrontat@
and struggles they felt would be important to have on record, perhas
for future use. Later, they were approached by organizations whioh
had specific uses for video tapes: as educational tools, fund raigss
organizing devices, etc. These groups included senior citizens"op;;
zations such as Electricity and Gas for the People, a subgroup of Fh
Bay Area Citizens Action League, who were organizing senior citizepns
on fixed incomes, against rate hikes, The tape, .a ten-minute Plece

showing a demonstration and follow-up interviews with members of the
organization, was shown to other senior citizen groups to enlist Sup.
port for this cause. ]

The fact that a video collective such as OPTIC NERVE sees itself as ;
group of cultural workers with Leftist politics, raises pertinent
issues regarding the effectivenesg of 'professional' groups and india-
viduals who become involved in Struggles which originate outside thel
own daily lives. In the case of OPTIC NERVE, their involvement with
the San Francisco County Jail - Prisoners' Health Project, and the
resulting production of "Dead Action", clearly pointed out such Prob-
lems, The video makers had been approached by a '"representative!
group from the project who wanted a tape that would deal with the ise
of health care in the jail and its unhealthy conditions.

2 . 4 - s of OPTIC NERVE sensed
oL I R epiino that biset the jail systen and proceeded fo
g B 45 ??gﬁ_z%;yubgiefly alluded to the healtb 1ss?e%he e 4
roduce & tapewi?;i% ;E; Health Project seemed SUPPOFtiie gonvened o
Contact grenp é}q but later when the total members P Ml pge =<
[ wae yroess _iésbecame apparent that there had been 1n tape ranged
eviey the‘téPe,t;é Health Project Group. Reactions to the tar ;
agreemeithiEZ;nof aw%w;ness that such a tape was being produced, to
from tota L

hi : ssist them in the continuation of
- demand_for %tﬁaggmmniig Zguégsirtment of opinions in—betwiené) In
thei?ffugdiggr:;cb é;“;greement (and determined SD_gziggciezarggng,the

E b : L1 Action", which ralsed 1 : &

SPTIC e Cﬁmp%eyidsygiZE th;zpléined through oonversatloiietigigh
PrObl?mS ) ET%:LHeaTth Project Group requesteq access f;er gt
with_lnmatesg ta es a;d apparently planned to pleFelto%gu:‘n a1
e i bl e‘onpto be used in conjunction with their u@il in L
ki veriion that would most likely concentrate hgavteg o p}ison
Catiiﬁ,pio;igms oprrisons, while ignoring the larger 1SS
hea

; sulting to an
life TuacReRR T Eehte RO LIERLDY L ERE dtle?miisogpgggng Opeiation, and
o - : ; ithout being part o : Fanae
= 1 danization W_"ChOU = E . . basic 1SSuUes.
EXLStlngniii being unaware of its members' positions on
congeguelnt

once in
the muc

a




Leftist groups, such as OPTIC NERVE, who use a specific expertise
(video, film, poster making, etec.) to expose the contradictions of
capitalism for the purpose of consciousness raising, training, organigz.
ing, etc., face a number of other problems besides 'fly-in, fly-out
consulation', These are broad issues and not unique to the specifie
obstacles that beset OPTIC NERVE.

Many Leftist media workers see themselves as independent video pro-
ducers. Their major push has been toward the development of alterna-
tive 'special programs', which tend to utilize the documentary format,
These programs usually demand conscious, though passive, intellectual
participation by the viewer to consider socially 'relevant' issues.,
They are produced without real roots or continuous involvement with a
specific community whose members could become at the same time audi-
€nce and participants, producers and viewers, Leftist video makers
dre forced to find 'artificial' audiences and to concern themselves
with the basic problems of marketing commodities-- that is, disseminat=
ing their products to the largest number of viewers. Size of audience
becomes important, since the specific nature of the audience cannot be
secured or determined. They parallel, to a degree, the plastic art
community whose members see their only route as gallery exposure of
their products. Content becomes 'universalized' se¢ that social issues
(for the case of Leftist video makers) are comprehended by mass audi-
ences. Struggles become abstracted in order to be understood. The
idea of a true local constituency, or a growing movement from within,
that is interactive with the artists, takes second place to the search
for a mass audience, All of this comes from the acceptance of market
television as the only form for producing and distributing cultural
information,

Soon after network television's development, it fell Prey to a market
system which sold relatively inexpensive receivers rather than 'sys-
tems', and consumption technology rather than inexpensive production
technology., As a result, television has developed as a passive device,
implicitly promoting bourgeois values, neutralized attitudes, excessive
consumption and political passivity, with little interest in content
which would encourage dialogue, debate, or the development of a more
interactive technelogical tool. Efforts +o shore up the quality of
popular commercizl television and public television, by adding programs
whose content demand reflection ang serutiny by the audience, do not
alter the means by which people receive and respond to such informa-
tion. Rather, they merely create the image of a wider spectrum of
viewing/consuming possibilities, implying a 'pluralist! attitude with
regard to network programming. Such an attitude, optimistically,
assumes that network or public television will give equal time to con-
trasting and seemingly independent ideologies, creating a marketplace
within which people pick and choose. The expectation is that one
point of view (ostensibly the 'corpect! cne, or the most logical one)
will eventually prevail over the others, This approach may be called
'alternative' programming; however, -- the question of time aside--
alternative programming commits the fundamental errcr of accepting the
dominant, irrevocable, and accepted television form of assive
consumption.
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It seems unnecessary to dwell on the impossibility of 'alternative!
programs succeeding when sandwiched between the network news, manipy
lated by public figures, with program content constrained by corporas,
funding. The intermittent injection of advertising and its more lat

content promoting 'life styles'3 can neutralize the most competent
'alternative' programs., Expanding the audience of independent videg
makers by increasing their exposure on public television stations

should also be considered realistically. Public television appeals
an already informed viewing audience, which seeks out programs with
more apparent 'intellectual' and less obvious 'leisure-comedy' conteng
than does the audience of commercial television. '

Given the existing options between the detached elitism of public tele.
vision and the manipulated populism of commercial television, it is pg
wonder that Leftist video, when defining itself as a mass consumption
commodity, has problems regarding its two choices. In reality, they
are no choices at all.

While there is no doubt that countless hours are spent by the average
American in front of a television set, it should not be automatically
assumed that: either a) it is the only educational and informational
mechanism available at present; or b) 1t will always be the most suc=
cessful method of indoectrination or relaxation. If Leftists decide to
work with the assumption that the television industry must become a tm%
for their use (in the form of documentary programs, etc.), they should
carefully analyze the reasons why mass audiences lean toward the "bocb
tube", what they use it for, and why certain programs are popular. The
must analyze television in the larger context of daily life and work.
In doing so, they may discover fundamentally different forms and arenas
for the use of television.

Essentially, television as we know it is a one-way medium which requin%
passive response, at most, from its viewers. Leftist media workers

should understand the rationale for this development of television as a
one-way transfer of information. It produces solitary, isolated obser-
vation, rather than group exposure and dialogue. It encourages the
abandonment of more socially oriented activities in favor of the lethar-
gic escape at home.

Moreover, the very real, concrete need for this kind of escape can only
be understood in relation to people's relationship to their workplaces,
the nature of their work and its social relations. Television, in its
present format, provides a drugglng function to soothe the exhaustion
and alienation from work, intensifying the splintered work versus home
life-- the survival mechanism under capitalism. The real alternative
is te confront the alienation induced by the capitalist mode of produc-
tion which makes work a separate and clearly distinct experience from
home life. The absence, at the workplace, of intrinsic rewards associ-
ated with ownership, control, and management, leads people to live only
for the consumable leisure activities after work, not the least of whicﬁ
is television.

Video workers should pursue the two domains of home and work, and seek
out how and where they can help people find an alternative to the schisk
The task is to find footholds where video can be most effective. Broad-
cast television, public or commercial, may not be the best medium to get
62
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tical implications, Radical video makers must not
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become ends in themselvesg and, as such, nNecessitate relations with %
dominant class for their support, he

concern thems&lve

The commitment needed to pursue the creation of video which is not
alienated, nor autonomous, and which takes an active part in itg rely
tion to everyday life, requires a rootedness on the p ']
makers, At the very least, such roote
stability, living with ana understandi
which unite to form the complex,
community. It implies financial commitment such that th
a8 members of the community, share the Progress and f
and every action, Such risk sharing is Ly 4

role distinctions and create an atmosphere of uynif

dness would involve geographi

Once Leftigt cultural workers immerse themselveg ip the culture they
now profess to be helping +to create, their roles and tacties shoulgd
become obvious and they should redirect their concerns with the homoge,,
ized national broadcasting Systems toward more straightforward uses of
the video medium, As such, they may find that local social halls,
churches, community centers, schools, union halls, bowling alleys, bapg
and some local shopping areas dre the best locations to CPeN uUp a come |
munication which directly affects long-term members of these communi-
‘ties, Discussions about audience and artigt would b

What is Proposed here is the elimination of the static, passive form of
'viewing' to which we all have become too dccustomed~~ where confliet
and argumentation ape resclved prior to display, where 1 unified posi-
tion is relayed to a quiet, willing 'audience?', Video artigts must
make a choice, because the lnconsistencies are +too great. Either they,
themselves, must redefine their role ang align themselves in the most
basic way witnh their supposeq constituency, or they will forever pursue
the illusory 'nationai! Mass audience, faceless and hameless,

According to Enzensberger,5 dll emancipatory use
include: itg decentralization, the creation of
SVery receiver, uses for mobilizing masses, interaction within small
Ercups, politiecal learning Processes, ang collective Production,
Television could then become g tool used for and by the People who
are dealt with as an invisible market to be captured ang mesmerized
by the heavy ang constant barrage of one-sided information which
moves across theip Supposedly 'neutral! home entertainment centers,

of the media would
transmitters from

in summary, Leftist video collectives tend to organize themselves as
contemporary versions of academies-- wherein the members are unifieg
Primarily by theirp decision to work within the confines of a
lar medium, Secondarily, these Eroups have som
ideological stance which assists them in their
tion of content, The problems which stem from such an operation cen-
ter about the issues of 'parachuting professionalism’ ang the lack of
commitment and involvement with ongoing, organized community struggle,
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(PROVISIONAL) ART & LANGUAGE: AUCKLAND 1976
by Terry Smith

The Political Caontext

;lkf tge Liberal Counfry Party, in Australia, the National Party, of New
_e: an % represents big farming and manufacturing interests against the
;nLe;es ; of tEe local working class. Like the LCP, it competes against
midzlzrol:;Zy |8rlFEe zgtefcgf an increasing, service-industry dependent
. nlike the s it is not split by the shift of forei i
. t reign -~
vestment from farming and manufacturing to wining, but it is similar?y ot

dependent on the movement of forei i
reign investment a
the economy it ostensibly 'manages’. iedt Gt moTyie s T -

Under the slogan "New Zealand - The Way You Want It", the National Part
:En :he 18h el?ction by a landslide, following a campaign that stresseé
Dfesoazarppa?ty s economic mismanagement and the threat to the NZ economy
: u acific Is}ande?s. National Party leader, Robert Muldoon did not
other.to call Parliament until six months after the election, meanwhile
governing by fiat. A wage-price freeze was imposed, except t;at the pric
SQntrulg applied only to monopolies, complaints are.heard secretl agdl .
inflation accounting” is promoted. The Superannuation Act was r;;ealed by

press release, and Muldoon sh i i indi
S e illégally. rugged of f the Chief Justice®s finding that he
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OFf to China to drum up trade, he falls into the usual

' Joint Anti-Soviet Line' there, whilst uncorking a Russian warship scare at

home - j.es in the Indian Ocean (sound familiar?). Special squads of police are
released on the streets to round up Islanders who may have overstayed their

gix month permits (or anyone who looks like such an Islander). The restriction
on their sending money home obliges the Islands to consider accepting docking
fees from Russian fishing boats and enables Muldoon to add another red scare

to his list. Endorsing the All Black tour of South Africa during the Dlympic
Games is just the surface of moves towards re-establishing relationships with
gouth Africa at the First minimal hint of a relaxation of apartheid. And in
parliament, Muldoon abuses every game in the book to decimate the Labor ‘oppo-
sition's. The National Party's anti-union legislation is, like that of the LCP,
aimed at disembowelling organized labor and keeping the workforce docile (by
holding down wages and, at the same time increasing productivity by the threat
af unemployment). Unions have to make application for wage rises jointly with
employers, and both have to argue that theirs is "an exceptional circumstance”!
all strikes are illegalj; 'strike' includes any restriction applied by workers;
anyone has the right to have an injunction served to foroe workers back and claim
damages from the union for loss of prefit or inconvenience; unions which call
1illegal’ strikes cop big fines and their officials may be debarred from office
...sThen surfaces a plan for a ballot about compulsory unisn membership - should
this be voted out, the option is not voluntary unionsim, but workers paying
their dues to the state, which would itself appoint union officialsl The dreams
of Fraser, Street, Hamer, Bjelke-Peterson... coming true just across Tasman.

In this fascist Wonderland, then, it is no surprise to find creeping McCarthyism.
Television workers in NZ's two state run stations tread carefully under Muldoon's
frequent threat to withdraw the license of one of them. Newspaper reporters

seem inebriated of Muldoon's populist style. And their oligarch owners are, of
course, delighted at this big stick protection of their interests.

THE WORDS:

CUR, n. Worthless, low-bred, or smappish dog; surly, ill bred or cowardly
fellows since November 11, 1975, comman Australian pronunciation
af the surname of Sir John Kerr, Governor-General of Australia.

PIGGY, n. Little pig; (nursery) pingy-wiogy, little pig, dirty child;
nickname of the Right Honorable Robert D. Muldoon, Prime Minister

of New Zealand.

PREFECT, n. (Rom. Ant.) title of various officers, civil and military;
chief administrative officer of French department; prefect of
police, head of Paris police; (in some public schools) senior
pupil authorized to maintain discipline; nickname of the Right
Honorable J.Malcolm Fraser, Prime fMinister of Australia.

The words: 'cur', 'piggy', and *the prefect? are ours to say, but not to

use freely, not ours to own. The images of Kerr, Muldoon and Fraser are

media shadows, ours only to passively receive. But these words and these
images together expose the Three ‘Friendly' Fascists. The peoples® words
turn media masks into lying faces... ue withdraw our consent, you govern

against our will, the power is in our hands to remove youl

Too much for the oligarchic group who run the Auckland City Council and,
through it, the Art Gallery. So a clubfooted blackening-out of the peoples" 67




As envirecnment for these, the gallery walls became hoardings

lande - blowups from news-
words. And gz desperate Preservation of separate categories; images are Aizgtgred with sandwichboards, posters, C;EObt;ezjg massacre: starting
for visual art, nicely behaved because ambiguous, but words are out in P grs and magazines. Three themes emirg eén in the Australian press, this
the real world, proncuncable by any accent, slurred tg any implicatign-- Path the idea of showing how NZ is dimly s Medibunlk:
mocking, insulting, threatenlng. -

t nsationalization of Philip Western.
bpcagediesl:Ei:;agzrshedleslue presentation of the generalSsEZ;:nlazigh
nce C i
S0 it was that, by their act of censorship, the Auckland City Council made thgneiberment by the LCP of the unlversaé heaéthg;njiéatie s ot e
the posters rathar generalizing, abstract pairing of words and images di The Story of Cur, Pig sete Kores
quite concrete -- scecific to time, persons, and place.

the Labor Party. ; = s
- ?iaser”s ascendency and parallels with fuldoon's reign.
coups

to begin a tg tze g, a wall newspaper, to which anyone could add
here was Lg tze pao
their ViewS...

yar
!i

Aups? 5, 1976
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THE SHOW llcENcE cR“EL

After some more tiresome toing and froing, the show went ahead. It was

designed like a newspaper, but one that would, hopefully, reveal its

structured distortions. The 'School Project' sectian consisted of back-

ground material -- virtually an extension of the Gallery Library -- LOTTERIES:  OpeRHouSEsss  omsmav7ezi [ G A B e —
mostly Art & Language publications and recent (Prouisional) Art & Languagse St E

work. In this section, too, were some poster projects of mine, charac~
terized as failures, and a video tape Grass and Conspicuous Errors,

fuslity of prosess, e 1ot page, pothing, sise IT - ORGAMISE
imperalon)  Neewspn i sive charsctes of Copanimtios f; Asd it sppears -m OUR  DAILY TRAUTH
New Zusiand and Assesiin we -uuch-_mnq—.,: s .m.lh -} FROM  OuR
r::ﬂ-qr wnd five :..:“...."‘._,. o v S RRAL
foue
il within Gt o 1 b o bkl gotne T

: : . F
Oetail from MEDIA MASSACRE, wall display on newspapers' sensationalization o
etai

: ilip Western. June 1976.
Most important were the discussions, held on Wednesday and through the the police hunt for Philip 69
weekend, aimed at contributing to the cultural criticism on=going in
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THE DIScussIons

Here are extracts
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Tony Green, art historian: One thing this display tells me is that news-
bapers virtually conspire to give us information in such z way that we are
guaranteed to forget it. All this information paradoxically means that the

public doesn't know what is going on.

—

Basil Holmes, building worker: It is effective because it shows us that we

are being bombarded, and it shows us how. Newspapers trivialize, they

make important ideas crude and terrible... Here we have bath a symbol and
indication of this process. We are forced to ask: what are our defenses?
The printers aren't attacking us, the owners are. Or maybe you want to be
part of the attack? Artists have to decide: are you going to be peoples?
artists or are you going to be no different in actual fact from the crudity
we see on these walls, the brutality and trivia which is destroying the
sensitivity aof the thousands who might see your work?

You either line up with Fairfax, Murdoch, Packer.. or, herse,

Tery Smiths
They

Horton, Blundell, etc. -- the ruling oligarchs, or you oppose them.
own the productive work of printers, journalists... and, in a sense, they
own much of the ways we produce our worlds by controlling large tracts

of available knowledge and language... Their equivalents in the art world
control the results of our labor as artists, and this comes to predict our
'studic behaviour'. Most of our problems are 'given' before we start--
by our history as ruling class lackeys, middle class propagandists. Our
*radical opiniocns' are mostly farts in the bBreeze: our actual work goesn®t
constitute those opinions. But it cant witness Courbet, Dada in Berlin 1919
Tatlin and El Lissitzky, Heartfield, Rivera and Sigquieros, a lot of Third
World film, Ccnrad Atkinson in the Brambles strike a couple of years ago..
there are contradictions here of course, these artists are working against

a society dedicated to rewarding compromisegs..

Geoff Chapple, journalist: This is wavering on the edge of concern about
what the aware middle class can do?

Elizabeth Morely, sociclogist: The problem is that ideology both entraps
and explains/interprets, and so is itself contradictory. We need it, but

must fight it the whole time...

Terry Smith: Ideological processes seem abstract, but are really devastatingly
concrete. During the December 1975 election in Australia, the Liberal Country
Party presented itself above all as the party which had the confidence of in-
vestors, and hammered into peoples?® minds the chain: more capital investment=
increased productivity=higher profits=more jobs=more consumer goodies. This
against the reality of the ®strike of capital' during the Labor Government,

Ergo, a Liberal landslade.

You start with “business confidence® and end with the majority of Australian
voting against their own interests out of fear. The gcience of this situation
is: these individuals have x amount of money, power, and historical contrel,
they use it primarilly in their own interests, i.e. they use it against me,
therefore I vote against them. Ideological distortion turns that into: *the
economy® just isn't working, look I've got to protect my job, maybe they®ll
create more jobs and get all those unemployed bastards off my back, they®re
not really attacking me straight out, not really, and they®ve got to be good
managers (they®ve made enough out of it ), so I'll vote for them...
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Elizabeth Morely: I feel much more pessimistic about the "seventies than I

ever did about the 'sixties. Inflation breeds fear, fear of losing affluence

falling into unemployment, so people grasp for the Prefect.

Basil Holmes: Don't be pessimistic -- people will grasp for Fraser and find

him wanting... -I'1ll take a bet that right about now around Soweto they've got
plenty of information about armed struggle and are finding that the only way
to stay alive and solve problems -- they have been given no alternative. I
suggest that this will be the future of N.Z., so there's no need to be pessi=-
mistic. Sad for the fate of the people, yes, and angry, but not pessimistic.

Look, *the people® is an emotive term covering everyone, all right, but the
editor of the Herald and the chap sweeping the floor in the Herald building
do have different relationships to the world they live in. Crudely: artists
tend to reflect the editor's relationships. They may march down the road in
protest against him but their art reflects almost everything he finds accept-
able. We should get artists amongst the people: plunk them down in Ponsonby,
not for a day but for a bloody year with no income. Then they will learn

to paint in a way that will solve your problem too. It's got to a point here
that if you ciriticize this fellow Cross -- who is about as far right as you
can get -- you are accused of treason! Do we swallow this or do we fight
against it? This is where artists come in, they can arouse thoughts and
emotions, they have more freedom of movement than any type of journalist,

but are they rising to the ocecasion?




THE

PRACTICE OF ARCHITECTURE:
POSITIVISM,

PLURALISM AND DIALECTICS

Michael Pyatok and Hanno Weber
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I. Introduction

In recent times, several forces within our soclety havy
been exerting pressure on the architecture profession i
change some of its basic assumptions in order to i rovo
the quality and extent of its services. The generi? ;
lic argues that these professionals are unwilling to "9
recognize how extensively their attitudes methods and
:;sthetic and technical preferences are i;fluenced by
co:t:giizgzcgzg?tzla:d goiiﬁical priorities of those who
o bu . Intent
tently architects have been system::i::§:;1§x2§u§?adve;-
general public from their decisions. it

To counter these tendencies there are organized cons
attacks on professionals by advocates such as Ralph B
Nader intended to sharpen their ethical behavior %1)
Oth?rs &re encouraged by social reformers such a; Ivan
Illich who go further to urge a 'convivial' reconstruce
tion of society. This he believes can only be accom-

plished by abandoning the precepts of our present indug-

relation to the laity: "We need procedures to insure
tﬁ;t control over the tools of Society are established
: governed by polit?cal process rather than by decisions
fy experts...our imaginations have been industrially de-
?rmed to conceive only what can be molded into an en-
glneered system of social habits that fit the logic of
large scale production...Alternate political arrangement
would have the purpose of permitting all eople tog !
2§fine the images of their own future..."gz) Finally
ere are those who propose professional involvement in

the Eadical reorganization of our basgic institutions
Andre Gorz, the French socialist suggests: "It ig n;t
mass consumption of culture that will break the...cul-
tural monopoly, but only the creation by the dc;i;ated
classes of their own culture. The task of animatin
inspiring and guiding the creation of this culture g;.nd
stimulating free self-expression and the collectiv; ex~
zgznge and discussion of ideas and experiences among
fesaT:::f:S,f?"?g§ of the essential functions of (pro-

The practice of architecture may seem to be particularly
receptive to many of these forces, since it has always
entertained alternative philosophical positions. To

gome extent it is flexible and malleable, having spread
jtself widely over the varied landscapes of the sciences
and arts. However, for some time now, critics within the
Pr0fessions (Abrams, Chermayeff, DeCarlo, Goodman, Ha-
praken, Tzonis) have warned of approaching crises, while
ractitioners have not developed any significant alter-
natives to the basic attitudes and methods of the now 60

year old Modern Movement.

1t seems, then, that architecture like all other profes-
gions, 1s equally constrained by its links to the ongoing
context. Any intended intellectual pluralism is unfortu-
nately focused upon secondary issues (styles, technologies,
and methods), or at least upon issues which are affected
by primary forces that are not apparent. These non-appar-
ent forces can be identified as two basic interrelated
categories - epistemology and ideology. For the sake of
simplicity, epistemology of design today includes two
opposite positions - logical positivism and dialectics

- and a third mediating position referred to as pluralism,
The ideology which stems from the first encourages the
centralization of power hierarchies; the latter two en-
courage decentralization and horizontal power structures
but commence from different theoretical roots and manifest
themselves in fundamentally different practice. They are
certainly not pure in practice, or even conscious,

but exist in varying combinations and in varying degrees
of awareness. Adherents, however, do tend to lean in one
of the three directions. What follows is an attempt to
characterize the beliefs and practices of these three
gtances as they appear in architecture.

II., Pogitiviem: Formalist Aesthetics and Scientism

The position pursued by architects based on positivism
includes formalist aesthetics and/or formalist scientism.
They both represent one outlook because they share funda-
mental epistemological premises. Both assume that pro-
fessionals, by virtue of their training, have risen above
the non-initiated and have developed either exceptional,
mystical insight or clever data-collecting capability,
These abilities, it is argued, enable architects to des-
cribe the existing reality closer to perfection and as
a result generate more valid judgments for design inter-
vention. The assertion of this position is based on
the following assumptions: 1) that reality can be com-
prehensively understood from one perspective alone;
2) that this perspective can be perfected by isolating
its conceptual language outside the reality it is in-
vestigating; 3) that reality can be decomposed into fixed
discrete units with the relationships between them mechan-
ically reconstructed; &) that this perspective is best
developed only under the tutelage of those who already
possess 1t; and 5) that the effectiveness of the perspec~
tive can be perserved from damaging political and social
influence by freeing it from ideology through the use of

appropriate techniques.
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l. Unitar erspective B
yp p & oth formalisms in architect
aesthetic and scientistic, attempt to invent fixed, 1d::§’
¥

:fg:::;itconcgpta into which they package the complexity
: 3, ne searches history for universal aymbolic
orm archetypes as proof of man's structurg] consistenc
and therefore applicable to many contexta.zg) The ¢
other fabricates universal concepts of behavior-environ-
ment interactions (i.e., territoriality, "personal space™
Yhich presung}y have been extracted from carefully col- )
1ecé:ed data. The application of a unitary perspective

eads to the belief of an indisputable general public
good which applies to everyone and which by necessit
becomes intolerant of events which do not fit the coi-
:ep;ual model, Subsequently, such occurrences are labeled
eviant aberrations which need to be corrected to fit what
is ﬁxpected by the formal model or the “"objective, opti-
mal” planning or design solution. i

2. Detachment. Architects of both formalist positions
tend to operate in a manner which separates them from
intense particip%ggon with the realities they study or
experiment with. A priori rules of visual composition
or technological imagery on the one hand, or fabricated
social and psychological concepts to precede or follow
g;t: collection on the other, are manufactured from a
dis ance and imposed upon reality. This simplifies and
storts reality. These practices are not organized to
establish intense interaction with the people of the con-
texts they intervene in - before, during or after a pro-
Ject. People do not play a role in restructuring their
own lives and enviromments. Professional detachment from
reality is essential to sclentific "objectivity" and th
search for "universal" archetypes. In fact, the perspez-
tive of lay people in planning and design projecta is
believed to be contaminated. If it i{s included it can
g:ize:n::; ::::332 the gilter of expert designed question-
ews of social scie -in-
vented metaphorical concepts of hiitgsic::mfheﬂgtge::ein
then interpreted only by expert designers.

3. Fra ntation, Formali
gme = 8t scientism in architecture
is rooted in mechanistic materialism., It believes that

reality ig the mere summation of discrete units which
have their own identity unaffected by their interconnec-
fions. Generally, formalist aesthetics in architecture
t;ea2uidealist position which ignores the influence of
o 2ctionll parts on the vision of the aesthetic
ffole - Both ignore the interactions of parts, which
:hofct the character of interactions themselves and the
= he‘l In the practice of formalist aesthetics and
chnological imagery, there are theorists who believe
they can generate holistic ideas while someone else gim-
gly works out the functional parts, and whose activity
as little effect on the shaping of the initiating ideas
The holistic idea generators consider themselves more 1m:
portant because all other labor in building the environ-
ment is considered supportive and does not significantly

contribute to idea generation. In the practice of formal-
ist scientism, the design activity reduces itself to the
identification of independent components and their empiri-
cally determined requirements. Synthesis 1s a by-product
because no interpretative effort has been devoted to
understanding the variety of ways by which the parts
necessarily interact, Architectural declsions are then
based on deductive psychology or social physics, using
atomized "psycho-social” performance criteria derived

from easily obgservable surface behavior of the existing
system., When the design activity emphasizes these limited
concerns, Iinterpreting and interrelating are no longer
important functions and the designer is trivialized, pre-
ceded by this new breed of design and planning profession-
als called "programmers'. Both approaches then, are root-
ed in the ancient idealist-realist schism and are locked
into the resultant hierarchy of social relations when

put into practice.

4, Expert training. The formulation of architectural
education has always remained a dialogue among designers
only, occasionally integrating the inputs of other ex-
perts. The designer continues to be seen as the grand
synthesizer, the individual(ggo possesses a universal
overview to synthesize all. Thus, a hierarchy of know-
ledge has developed even among experts. Other experts

do not participate in teaching design, nor do they con-
tribute to the interpretation of reality for architects.
Rather, they feed them inputs or data. They give them
secondary aupport, or calculate for them, but do not
share conceptual responsibility. More critical than the
stultifying hierarchy among experts, is the total exclu-
sion of laymen from the education of professionals. Stu-
dents are taught to use the special language of experts
and to internalize the peculiar images of reality that
it carries with it. That language rarely benefits from
the images of reality of those who may some day have to
bear the burden of expert decisions - namely the general

public.

5. Political and social influence. Social and politi-
cal factors do have an effect on the formation of the
knowledge base for the architecture profession. Deci-~
sion-makers, whether in capitalist or centralized socilal-
iat states, have a vested interest in promoting such an
eplatemology because it reinforces centralization. Trust
and belief in all-knowing neutral experts prevents the
general public from seeing that experts tend to reflect
the interests of centralized decision-makers who apportion
the research support or building commissions. This bias
results from the fact that the real face-to-face dialogue
and human exchange that the designers undertake in prac-
tice is only with those who have the decision-making

power and capital to build, 'Dialogue" with the general
public relles on only abstract or detached substitutes

~ questionnaires, interviews, "poetic" insight. These w7
substitutes are not accurate because they represent the
value judgementa of the experts and those who commission
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them. Judgements must always be made about what data
to collect, how to analyze and interpret it, whether it
be about contemporary behavior or historical artifacts,
Thus, within centralized decision-making hierarchies,
the realities of the peripheral many, when represented
by professional interveners economically controlled by
the center, are unavoidably distorted to suit the inter-
"ests and prescriptions of the center.

The fact that the hierarchy of economic power influences
the very epistemology underlying the practice of
architecture is rarely, if ever, confronted. Some archi-
tects assert that an imbalance of power and the maldis-
tribution of resources are problems to be solved in other
arenas external to the design and planning pr?fegsions,
such as in social work, religion or politics 10), 1¢
is understandable how economic power can exert its in-
fluence over professionals in their daily practice; com=-
promises for business survival are sometimes unavoidable.
However, personal economic survival does not have to
lead to an avoidance of awareness. At that point of
epistemological awareness, the choice to accept the in-
fluence of the existing production system on the basis
of knowledge in the professions is as ideological an

act as one which chooses not to accept it.

Historical Roots of Formalisms in Design Education

The roots of formalisms in architectural design can be
traced to the rational academic models which evolved in
and pervaded Europe during the 17th century. Architec-
ture was rationalized along with other production sec-
tors of soclety into an activity which disassociated de-
sign from building. By seeking universal objective real~
ity, architectural products were intended to acquire the
predictable characteristics of machines which could pro~
duce desired effects, of either efficiency or pleasure.
Laws of design were sought as though they were laws of

nature to be found in the objects themselves 11), By
the middle of the 18th century, however, it became evi-

dent that the pleasurable effects of building could not
be measured in the same way as the amount of air needed
to ventilate a 'lazaret'. The codification of pleasure
principles and norms, which could not be supported by
empirics gave rise_ to the new academy, promoting archi-
tecture as an art Without discarding formalism,
the Ecole des Beaux-Arts furthered the belief that truth

resided in archetypal forms which emanated a?Tg?tions
and affected the numan psyche when perceived .

In either case of formalism, aesthetic or scientistic,

the production of objects came under the control of only
designers. Having exclusive access to the "truth' through
formal models, they were given the right to predetermine
the entire concept and character of the objects prior to
their production. The intent was to improve and control
production efficiency; the cost was the exclusion of
everyone elgse involved in production from making decisions

1

what should be produced. In contrast to 'pre-
:2zignal' design, and even under the guidance of a i
master builder, many decisions were made over time 1m0 "y
gitu during production. They were made by thozegengag
in production. Design as theory, disassociate Li:: «
1abor, weakened the contribution of labor (the gu . ihat
to design and production decisions and strength:nt o 1
gector of society (the ruling class) which stood to
fit from the production reorganization :

n education was reexamined in the early
izzztizitgcentury, the efforts were dirﬁcted at mendi:g
the split between "thinking" and "doing". The precepts
of the Medern Movement attributed to the Bauhaus we;e
founded on a collective marriage between scienceifi :
machine, the arts, crafts and a broad but unspec eer-
gociological context. Architects were someho: tg oV
come their "isolatien from the community...an thed
world...thelr role as drawing-room artists detac ; A
from 1ife"(15) by cooperating in the productiog of t e-
industrial object. The Bauhaus student, there ore,kfe
ceived "a therough practical manual training in w;r ne!
shops actively engaged in production, coupled“wit sou
theoretical instruction in the laws of design e
The new precepts, however, equated soclety with ; i -
industrial production system only and presumed tia mazs
affecting the forms of the objects to permit th: z s
production, designers could achieve a ugseful rein eg ’
tion into the society. Those forms were still bas; o
"fypdamental relationships and the laws to which € eyn-
were subject"(17). The formulae of the academies, ;o
sidered arbitrary and individualistic, were repla;: o
by new theories of form and color, considered to : :n
versal because they were based on qualities assume ho '
be inherent in materials, construct%on and the metaphys
cal inspiration of the 'machine age’.

Foundation Studios

The new machine aesthetic had to be cultivated in ttﬁe
new designers. The preliminary course thus bec?meat_
diuretic to cleanse and "hreak down conventional p "
terns of thought"(18), Constructs like space, form a?_
structure were conceived as though they were real, uzen
versal pieces of objective reality. They were notlit
as fabrications for the social construction of reality

required for the industrial era. This tendency of formal-

{sm to reify the present was exhibited in mucETzi wh:trse
was said and done at the Bauhaus: Groplus - ii; :ate
(preliminary course, Weimar 1922) is intended tzd 2; -y
the students' creative powers, to give him an u ersthn
ing of nature's materials, and to acquaint him wit: i
basic principles which underlie all creative activ ;ytizs
the visual arts’. Albers - "the inherent characteris

: {s to be used".
f the material determine the way it
;oholy—Nagy - "the primary means for the arrangement gz-
space is still space itself and the laws of space coun

tion all aesthetic creation in architecture". Kandinsky -

;_—




"drawing instruction at the Bauhaus is training in obser-
vation...of an...object...of its logical forces or

tension which are to be discovered in the ob ects them-
selves and in the logical arrangement of them"(19),

The Bauhaus and its descendents believed that 'truth'
resided in the objects themselves, that is, basic prin-
ciples were 'out there', and only needed to be discover-
ed by specially trained eéxperts. As much as self-ex-
pression was encouraged, students were given implicit
rules of organization - simplification and economy. Such
universality could fit the special brand of internation-
al production encouraged in the factories pursuing stan-
dardization. Although foundation Projects encouraged
the development of individual invention and personal vo-

cabulary, the ground rules of the simplifying 'machine

desthetic' strongly ¢ircumscribed the domain of allowable
solutions,

Under the control of the individual designer, objects
were stripped of their collectively developed symbolism,
Traditionally this had gradually accumulated ag part of
the complex social processes of making, using and re-
making objects and buildings by many people., The Bau-
haus continued the historical trend to ignore the social
Processes that traditionally surrounded and contributed
to the life of objects and buildings, The 'designed
object' was igolated as an end in itself, described with-
out context and organized by 'inherent' principles of
efficiency for the sake of facilitating the manufactur-
Ing of it in large quantities. This left no room for
the object or building to receive conceptual contribu-
tions by the workers who made them or the idiosyncratic
adjustments by the persons who would use them. Ag
Breuer referred to the "international style" this ideal
of built-in, unchangeable universality: '"One may con-
clude that any object properly and practically designed,
should 'fit' in any room in which it ig used...“(20§.
The elevation of the designer to this position of po-
Wer over the artifacts of the culture led to competitive,
lndividual work among students of design in subsequent
generations. This undermined the collective political
and intellectual strength of those students who wighed
to raise questions about the aon-apparent epistemological
and ideological assumptions which their mentors were
taking for granted, These critical questions were al-
ready settled by the very formualtion of the problems
given in the studio, They focused the student's atte n-
tion on sensuous, functional or technical qualities of
objects as ends in themselves.

Professional Studios

Although the intent of the Bauhaus in its professional
80 curriculum had been the reilntegration of architecture

and building in the soclety, the 'common denominators’

of design imposed by the foundation training prevented

The search for a unitary image of man's physical

i't.m appropriate for the machine age - smooth surfaces,
woTrlid,

arent enclosures,
tary geometric volumes, transp :
eleme:imaiy colors, resulted in just another forma; vot
e gary The new formalism obviously did not co; rons_
c;:uecon;mic, political and social reality; it only ae
=

theticized technology.

contradiction was exposed further when Hannﬁitnzfer
Thined the Bauhaus in 1927, to head the new archite
jore section and became its director a year 1ate;. -
e er set himgelf against the prevailing formal a? y
Mﬁ;pressing the painter's influence, while stres:mnge
. '. The new progr -

of the 'exact sciences’'.
ggzezoizilding as the organization of lif: Erozzz:z:e
d technical researc ]
pased on scientific an | gl
le, To Meyer, arc
an effective social ro .
t of composition
building science, not an ac i
ditated organiza
11 but an act of preme
gi iiziegg’this role it had to analyzedmore th::r:hit
: had to con -

' ho-artistic elements'; it also
sZi%cw:th socio-political and techno-economic reaiity.
As such, "it could no longer be an individual tasli;:
but one.that arises from the very start out oﬁ(g§>.
boration with others...as a collective affair

The professional curriculum under Meger :igﬁt:gscg;s—
kshops. The educa
operative vertical wor BB NpCORE..
ded to serve actu
ed on real projects inten 2ol
trades and unions.
the cooperation of building s ey T
t was to include the public in the
::zﬁztect while "abandoning artistic apgculazi:n:t:::::"
11 number of in
the special reserve of a sma
:;;§. Huwzver, while Meyer expanded the partic;p:::;
in building as a process, he also aougtt :t:ezor: i
d to take
tism. To him, building ha
::i::ble, measurabie and ponderable funct&on and i;:Zugh
the materials and manufacturing proc?s:esi(izi; i
itecture esig
the '"scientification of arch gty
ly by the conditions o
shape every element simp rihambata
tion in order to achieve a ma
:gdm:g:;trziergy and time. Empirical f;cts w:re ;grzé
i m
d technology and from the 4
supplied by science an e n G e
color, surface would come abou d
::;:; faileé to recognize that buildinﬁ; ar: ;:;zns::th
ions and ar
tive interpretations of funct
i:inings attributed not only byhthoseﬂthgs::;igzu;:::éa
them., ni
but by those who make and use s i I
formalism, a functio
that Meyer postulated one more pes
ing his brief per
aesthetic. Nevertheless, dur o4 T
d to alter procedu
director of the Bauhaus, he manage g
d the role of the designer.
ly both the education an - e 7y 14
ded into the local commu
work of the Bauhaus was exten ; S RRLy
d Groupius' early obj :
and thereby partially achieve
he society as one
tegration of the designer in t
E:Eti:bzior to the making of genuine cultural 2r§i§aczz:
Meyer's actions threatened the institutional status quo
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context, were interpreted as the bringing of political
concerns into the Bauhaus.

litical forces dismissed Meyer and replaced him with
‘Mies van der Rohe.

Since the thirtiea, the initial social vision of archi-
tects has been reduced to simple geometry, rational pro-
cesses and technical images as the means to change.

empirical terms or in merely aesthetic terms. When

sis, mathematical decomposition or social science data,

they reduce the activity of design to mechanistic problem
solving. Similarly, aesthetic formalism retreats to pre=

occupation with only the sensuous, derived also from de-
terministic 'inherent' attributes which the objects are
assumed to emanate. This latter preoccupation is con-

sidered to be humanist and pluralist.

gical universalism; pluralism exalts pop culture and
reifies the status quo of alienated consumption.

What should become clear in this brief sketch of the
antecedents of design education ig that despite good
intentions, it continues to be saddled by rigid formsal-
isms derived by experts. These formalisms continue to
reject the validity of lay values; they disregard the
fact that all human beings are designers who reflect on
their condition, engage in criticism and interpretation
and consequently take action in the physical werld.

I1I. Pluralism: Deceptive Democracy Epilstemology

Architects, then, currently face an epistemological and
ideological dilemma. Design as a product of unitary
aims, whether aesthetic or scientistic, addresses pro-

blems as though they are puzzles that are simply definable,
In contrast, the design activity

manageable and solvable,

can be an arena for the public to exercise its rights.
Such an approach asserts that problems are not always
easily definable and at best must rely on elusive politi-
cal judgement for thelr resolutions. In the face of dif-
ficult problems, the positivist view seeks to become more
expert, more professional and more specialized, in order
to find the 'truth' - a single best solution. The lat-
ter view recognizing that much of the problem lies in

the differences between the professionals and multiple
public interests, rejects unitary aims, welcomes other
values and priorities and accommodates conflict. In

essence an alternative epistemology in open societal
systems is one that views most design problems as more
evasive and less predictable than they appear to be.

His efforts to make the design activity an integral part
of life, of the social, economic, cultural and production

Disaffected aesthetic formal-
ists threatened by scientistic formalism and outside po-

Formalisms, devoid of social, economic and political con-
tent, developed conceptions of the world either in purely

architects legitimize their activity using systems analy-

Humanism is couch-
ed In the terminology of semiotics and seeks phenomenolo=

£ this section could easily
ot openi:?tﬁzz :egzi?ZiiiZal or pluralistic approach
ger 7 ;osing and solving problems of archth:er:i:m.;e.wmm's
tota:;ei agree only in their recoggitiz; of g:zmtthe
£ to simplify e.
;iiii?iZtisi::fhiEEZEZET design?problems do have recur-
i Proiﬁ:tizi;crepancies which glve rise to desig:
i can be explained in numerous ways, any de; gn
;zgizﬂécan always be considered a symptom of another
rOblez;an;uziigiz;tiz,formulated by starting a soii-
& Sinind {t is unlikely that any omne can foreaei i :
E;Znoptions, most design problems have no definitlv
: turn

Singte 5:1321?E§;2éei:s, wh;ch will vary.accordigg tze
: Ogoﬁal and group interests, C&n determine t:ierzgzre
o hich a solution is appropriate; that 1s, i
;z zettral objective criteria to characterize a solu
tion correct Or false; similarly, _ e i

- There are no neutral objective criter A by
the likely consequences of a solutionhovsearCh i

herefore no ioherent rules to stop tne B
;etter gsolutions - only external constraints su

money or patience; theref?re,

312§;ce eviry design problem, glven v313321§120322:::
and perceptions of reality, has a conside oy i
of uniqueness, it is difficult to consistently &pp

universal solutions.

g 1-
This attitude toward design proglem;azzzo%;:zzst;n
rspectives of equity and en 2
2221312? ai a deliberative dialogue. Contr:rzezzcﬁeg
belief that design is an expert, privated§ner i,
task performed or others, desig: amg?g Ctvin5°1vement
a public task requiring irect .
zzéntgﬁériztagion by "all" concerned. Desxgnigiliita
ing which accepts co
discourse for mutual learn s
d debate in or
d welcomes public argument an :
::ternalize and extend knowledge about a przZli:formed
Therefore it must {nclude laymen to help mzo B
judgements, for no one has sole expertise

what a resolution ought to be.

But there is also an uneasy relativism underlyini Znua1
r {tude that can assert that equal knowledge andi q :
:ttlrance reside among all interest groups regar Tg
%2§ning and design project. The bellef that pezqem
gave different knowledge and insight about iagzzy o
due to their relative position to it is <:erbuudmg
out in.concrete reality. A few will ?wn a e wili
and maﬁy others will build it, and still ot ert e
maintain it. Some will live in %t, others 3:11 g
it: some will be helped by it, others e

2ear it’ Some will choose to lend @oney for prg 3
tzoguilé it, and others will be destlngdiigiizr:n 3
floors. Each will certainly see this bu
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different light. —
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The pluralist position, by arguing all have equal

rights to participate in shaping the definition and
resolution to a physical planning problem, makes sever-
al assumptions which, upon closer inspection, reveal its
utopian impotence. These are:

1) Values emerge from mysterious, non-material sources
which can never be clead y identified.

2) The differing values of interest groups are atomisti-
cally unrelated in their origins, and are not connected
in any structural relationship, except when they happen
to collide while pursuing their own independent indivi-
dual self-instincts.

3) Social reality, of which the whole building process
is a part, is so illusive that it is hopeless to con-
struct an analysis capable of explaining its changing
properties and relationships.

4) In light of the above uncertainties, knowledge can
accrue for decisions only through a properly construct-
ed debating process, a methodological and legal problem
to create a "fair" arena for pluralistic conflict.

5) Professionals can be neutral mediators who orchestrate
the conflict of values to help people synthesize their
differences in planning and design.

6) The yardstick for measuring "fairness” is a universal
definition of justice which demands that a process be
used in which all participants have equal power, and

the outcome helps and/or harms everyone equally.

Such beliefs dramatize the shift away from the formalists'
preoccupation with buildings and environments as products
for consumption - cosmetic commodities (aesthetic for-
malists) or modifiers of "user" behavior (scientistic
formalists). When they focus upon the processes of
creating and producing, the pluralists ("participatory"
planners and architects) recognize that for people to
gain any symbolic attachment to cultural artifacts they
must be involved in the activities of bringing them into
being - that is, using, maintaining, designing and trans-
forming them. However, their legalistic prescriptions

to achieve "involvement" do not recognize that people
are emersed in the concrete reality of an inequitable
distribution of resources, an economic system ordered by
a mode of production that is in contradiction to equal
distribution of power. Hence, they overlook the most
critical relation that is fundamental to complete in-
volvement by people in'using, maintaining, designing,

and transforming” their enviromment - that is, owning

it and its process of production. Rooted in philosophi-
cal idealism, they refuse to accept that people's values
emerge from a hierarchical system required for material
production, and are therefore as interrelated as the
classes are coordinated to carry out material production.
Consequently, variety of values to pluralists is based

on the aecondaryisaues of race, religion, ethnicity or
sex but never class(23), When they admit that their
ideal model of equal participation cannot be properly
implemented in planning projects because the "social
context" does not yet allow equal participation by all

———

interest groups, they expend energy bemoaning their
"ethical" dilemma of having to dirty their hands and
fall short of their metaphysical absolute - eternal
justice .« In short, they remain academic specula-
tors afraid to fall short of their unreachable goal, or
opportunistic practitioners which more often is the
case.

When attempted in practice, the insurmountable difficul-
ties brought about by such idealists by their own doing
are almost humerous were it not for the fact that most
planning projects demanding citizen participation are

so desperately critical to lower income groups invari-
ably being uprooted. '"Citizen participation" committees
required in projects supported by public funding, or de-
manded of developers by citizens' groups, often are over-
populated by activists representing middle class inter-
ests only. Also, "community involvement'" is a label
often spuriously applied to the close collaboration be-
tween real-estate developers, local planning agencies,
banks, the local historical society, and a few middle-
class aciivists, all of whom are considered ''representa-
tive" of the community(27), Their collaborative task is
to expedite real estate development and reduce the risk
for investment traditionally associated with the market
economy - all of which is presumably in the best inter-
ests of "the community'. Professionals responsible for
organizing a "participatory process' are usually in the
employ of one of the main power interests, such as a
developer, a local redevelopment agency, the administra-
tion of an expanding hospital or university. Needless
to say, such professionals often see irate citizens
groups as disruptive to their smooth running, "democratic"
techniques for involving citizens. They have a vested
interest in accumulating a success record in order to
attract future paying clients, so they will either take
on tame projects, or manipulate volatile conflicts by
excluding groups whose interests are fundamentally at
odds with the profit motives or bureaucratic priorities
of a project's private or public sponsors.

Professional "participatory design consultants" promote
the idea among those with capital that it is in their

best interests in the long run to use "techniques" for
citizen participation. They can get something close to

ment, As professional mediators, they can diffuse dis-
content. For the most part, public institutions seek
this aid in order to administer more smoothly the amelior-
ating handouts of the welfare state. As profeasional
consultants, they tend not to be rooted in any particular
context., They are hired mediators, sometimes called
programming or participatory design consultants, who
parachute into a context showing no long term risk or
responsibility for the consequences of a planning con-
flict's outcome. As specialists in dealing only with

the "front end" of a problem-solving process (that is,
the generation of initiating concepts, goals, and design
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their priorities with much less disruptive public harass- =/

Ecologue is a process for grounding the
design of environment in shared under-
standing among architects, sponsoring
clients, and the people who inhabit and
use the place. Small groups drawn from
clients, organized interests, and a cross-
section of the affected population work
coilaboratively with professionals. Using
Ecologue's participatory methods, these
groups can examine their experience, de-
fine values and needs, work out realistic
design proposals, and determine priorities
tor action.
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ideas) their practice is disembodied from the material
realities - and struggles - of design development and
construction. As an elite cadre of thinkers, they carry
on the traditions of philosophical idealism, and rein-
force the social hierarchy as expert management consul-
tants detached from, and elevated above, labor(28).

Participatory planners and architects working from the
perspective of oppressed communities are virtually non-
existent. Capital to support their work is released in
very small amounts and at uncertain rates by government
powers, with many constraints. '"Community design work-
shops', staffed by university trained and state licensed
professionals, must limit the sphere of their work to
avoid pressure from local professional societies who see
them as unfairly subsidized competitors, taking jobs a-
way from private practitioners. They must also avoid
affiliation with projects which may offend their funding
sources., This very small group works from a mire of
leftist ideologies, but having been trained in the nar-
row confines of professional architectural curricula,
for the most part they lack any intense formal awareness
of the theoretical roots of their politics.

Consequently, they engage in projects brought to them by
community groups on an ad-hoc basis, hustle for funding
wherever possible, and lack any consensus about how to
analyze and interpret social history and change, and the
role of professionals inthat process. They use a pot-
pourri of design methods, often unconsciously counter

to their implicit ideological intentions to involve people
in creating their own environments. Some engage in eso-
teric exercises seeking to design images of "an indigen-
ous architecture", others use positivist surveys and
questionnaires to discover "user' needs for designers to
interpret and use. A very few, however, do struggle to
evolve . methods for people to participate closely with
designers in the creative activity of planning and de-
signing their own environments. This last approach holds
the promise for laymen and professionals to use the fre-
quently scheduled, interactive work sessions held for
immediate practical design purposes as an arena for also
raising larger questions about cultural hegemony as mani-
fested in their own environments, economic controls over
their eommunity's real estate, and alternative means for

collectively owning and ma?aging a neighborhood's resi-
dential stock and services(30),

Approximately 80 community design workshops exist with
staff ranging from 2 to 5, with up to 20 people in a
few centers who have successfully pooled funding from
HUD, CETA, state health, education and welfare agencies,
local municipalities, church groups and private founda-
tions. For the most part, designers who pursue this
route without a clear political understanding, become
functionaries of the welfare state, insuring that the
structurally exploited classes paternalistically receive

ittances related to shelter and community facili-

They rarely engage in the long term struggles for
E ity self management and self-development counter=
°°mmi§e debilitating consequences of private philanthro-
;;gand public welfare.

their P

it ipation" in planning and architectural
"ClFliezspzzzii zhe concernpof a minority within Fhe
des;zssions and schools. However, as the professions
;o lanning and design continue to undergo corporati-
- tgon in order to attract large government and %g{gorate
ziients or to be owners of development projects i
che man;gement strategies of American corporate liberal-
ism to smooth internal and external operations on 1a§8i
projects will push this fledgeling concern for Eet:idf o~
gical control of conflicting interests out of the =
den corners of academia into the full light of pra; ce.
rraditional aesthetic formalists will continue to ;come,
in economic terms, vestigial to the profession as t et y
old, wealthy patronage of individual artistry evaporate

pefore the development of corporate and govermment clients,

rate architectural and planning firms. While
z;i ::zgztectural magazines continue to promote the myths
of aesthetic formalism by individual herces, in no way
do they represent the realities of actual ?racticeina--
tionwide. The scientistic formalists, or ''man-env ronh
ment researchers', using positivist social science tech-
niques, also will continue to increase in popularity )
among the expanding corporate architectural firms, pr:
viding legitimation as well as useful  data to guarantee
a more predictable and organized practice. The Armi-
Corps of Engineers, the Law Enforcement Assistance T
gency, the National Bureau of Standards, and the Nat o;
Institute of Mental Health, and of course, the Researc
Corporation of the American Institute of Architect: are
vigorously supporting this kind of work. All of ; iﬁ
believe, and hope, that the physical propeﬁties“o el"
environment can be manipulated to "improve' or ccntroh
human behavior, and solve critical soecial problems wit
a mechanical twist of the wrist.

In summary, "'participatory designers" will stabilize ;he‘
corporate production process - the invention and devi op
ment of design proposals - by organizing the collectdve
undertaking among the conflicting interests permittil

to participate. The man-environment researchers wi y
serve the marketing research function, insuring the sta
bility of consumption or marketability of enviromments,
by maintaining constant surveillance through post-con-i
struction evaluations to feedback social design criteria
for future work. Both together will insure that the
creation of architecture as an integral cultural process
of a community's life is forever abolished, and solidly
replaced by the centralized production of buildings as

commodities.

NEXT ISSUE: DIALBCTI&% AND BUILDING
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United Parcsl Service is the largest single
smployer of Teamster members (60,000). UPS
is known for its severe dress and appesarance
code. UPS workers are freguently fired for
appearance not up to the "UPS standard®.
‘ Appearance is often used as a pretext to fire
International Sec.-Treas. Ray Schoessling, Fitz, union activists and women, whom QPS is obliged
and International VP Jackie Presser holding forth to hire under an affirmative action agreement
at the Weshiﬂgton D.C. "mass rally" of 2,000 with the EEOC. One recent case is Evie Tthas,
local offical "go-fers” on April 6, 1977. The a woman driver and TDU ‘activist in the San
rank and file was not represented inside the Francisco area. Thomas was fired in Jan. 1977
“rally", though TDU picketted outside. The allegedly for toc long hair, though several
purpose of the meeting was to express support male co-workers had longer hair.
for Fitz® "leadership®: deny widespread reports
of corruption, especially concerning the pen-
sion fund; and denounce press and -government
investigations of the Fitz gang.
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ﬁow yoU KNOW WHY WE
N WEREN T WORRIED ABOUT
N THE OUTCOME OF THIS

THE AGE OF NOURISHMENT
by

David Penberg

after many centuries
of stone aged lies,
manipulators and life mastubators;
after droughts of
deceptions and mystifications;
after the world was made safe for
tampax, revion hair spray and
time magazine;
after all the cozening principles and
bureaucrats and
adninistraters with white shoes
passed on the word,
ossified the word,
de-based the word;

after a millenium
of human drought and genccides;
the people ascended from their darkness

Q and entered a country hitherto unexplored
F called: the imagine-nation.
S— And there,
after eternities of losing and leaving and
*_T\\) wandering down
welfare roads with the faces of strangers,

they grew buds, which they called desire,
and from these buds cpened marvellous flowers,

Teamsters Local 110 held elections in Dec. 1976.
Local 110 contains grocery and freight drivers
in a ten county area of Western Pennsylvania.
Members of a losing cppositional slate have
filed charges with the union and US Labor Dept.
regarding irregularities in the balloting.
Irregularities included more votes counted
than were cast, candidates handling ballots,
and failure to seal the ballot box. Shortly
after the voting, observers caught the chair-
man of the counting committee picking up bal-
lots scattered all over the floorl

which they called passion
(long lost in the age of stone)
and the flowers toock on color,

which they called spirit, brother of desire,.

sister of passion,

and so it was that the human beings were born

and the age of nourishment began,
so help me marx.
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T GIVES ME THE RIGHT TO SPEAK IT": Radical Oral History

by Bruce Kaiper

“"1f I'd a just reversed my words and said, 'O, all we niggers
is just gettin along fine, and all the poor white folks- we
just havin a ball-' but I ain't goin to tell it that way, I
can't. No, it's right over to the other side: they been
brutally treated dand scorned.... This is the truth I'm givin;
I've kept a record of a heap of things and it gives me a righé
to spealk: gEILlL Y™

Ned Cobb
Alabama sharecropper and radical

Oral history is the people's story of life on this earth. It is
neither "academic", "objective", nor "professional"; it is profoundly
personal. It describes the pain, the struggle, the humor, and the joy
of trying to make ends meet, trying to keep the family and neighborhood
?ogether, and, in the case of radicals, attempting to change society
into a more human place to live. Oral history is not a book. It is a
relationship, with words used as bridges between the listener and the
SQeaker. Oral history is more than a tale, it is alsc an epic drama
Wlth the living characters acting out the parts they played in the shap=
ing of the people's legacy. No matter how small their part, oral his=
tory provides them their rightful opportunity to speak.

Recently, there has been a resurgent interest in oral history through-
out the country. Oral history projects of all types have surfaced in
the noocks and crannies of a media-saturated landscape. One such
project has emerged in the Bay Area entitled the "Radical Elders Oral
History Project". Originally spawned by the New York-based Oral History
on the American Left located at NYU, the Radical Elders quickly rede-
fined itself as a community organization as opposed to an archive proj=
ect. It is dedicated to the nurturing of viable relationships between
elder radicals and the younger generation committed to similar princi=
ples. This doesn't mean that the Radical Elders does not perform the
necessary tasks of recording on sound tape and videotape the lives of
elder veterans of labor, political, civil rights and cultural struggless
Nor does it mean that the midnight oil hasn't been burnt typing hundreds
o? pages of transcriptions from tape recorded interviews. Like all
hlgtorically—minded concerns, this critical work must be done. What is
unigue about the Radical Elders Project is their conception of making
oral history a community experience.

?or example, January 4, 1978, the Radical Elders held a public ewvent
in Berkeley in which poet John Beecher (age 75) and economist Scott
Nearing (age 94) spoke on themes pertaining tc their radical back-
grounds. For many, the event evoked memories of the Chautauquas*%* of

96

the early 1900's, in that both speakers were gifted in elocution,
exemplary of political commitment, and were practitioners of popular
education. Both had been schooled by the Chautaugquas of their youth.

Earlier in December (*'77), a videotape was made involving Scott Nearing
and another old socialist, Carl Sullivan (age 92), who had known Tom
Mooney and Gene Debs. They recounted their political pasts, their
radical evolution, and concluded their discussion with a debate on the
future of American socialism. In November, the Radical Elders published
excerpts of an interview with Sam Krieger (age 75), an old Wobbly,
communist and labor organizer, in In These Times. A videotape of that
interview was also made.

The Radical Elders Project not only promotes public events, it also in-
vites public participation in the organization. The Project has a board
of directors equally divided between elders and youngsters. The board
selects staff and volunteer interviewers based on experience and skills.
Interviewers for the project generally are veteran radicals themselves,
with extensive backgrounds in the subjects that they choose to record.
In many cases, the subject of an interview becomes an interviewer later
for the Project. The Radical Elders also advises other groups on how to
start oral histories of their own. The group is planning a speakers
pureau for community colleges, trade unions, and other community groups.
A monthly newsletter is anticipated as well as transcriptions of inter-
views in pamphlet form.

The Radical Elders adopted this organizational form because most other
groups dedicated to radical oral history were using more academic methods
which, undeniably important in themselves, tended to restrict more popu-
lar use and distribution of gathered materials. Notable exceptions to
this tendency are those interviews which have been done on videotape and
film (e.g., "Union Maids"), or the few that have been printed in Leftist
papers such as In These Times.

It is the view of the Radical Elders Project that America 1is indeed suf-
fering from “social amnesia" (mass forgetting) regarding its historical
origins. Part of this condition is due to direct ideclogical assault

by the ruling class upon the American public, causing the disruption of
historical continuity and, in particular, the creative role of working
pecple in the building of American institutions. The Radical Elders
also feels that this amnesic state has been a symptomatic result of the
capitalist destruction of communities, neighborhoods, and our families--
the traditional custodians of the peoples' cultural legacy. Today their
social roles have been "mediated" by T.V., the press, poor schools, ad-
vertising-- which have come between the face-to-face relationships of
friends and neighbors of common backgrcunds. No longer do American
citizens sit in the customary circles and recite the "old tales" of
their origins. No longer do "readers" in workshops interpret the news
dailies as others work, providing the valuable function of a unified
topic for group discussion. The capitalist assault on our vehicles of
communhication results in the muzzling of the spoken word. 97
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RADICAL ELDER ARTISTS: AN ORAL HISTORY

e of the unfortunate consequences of the radical youth movement
of the 1960's and early '70's was its sweeping rejection of the
neritage of radicalism. Not only were young radicals proclaiming
their suspicion of parents, teachers, elder authority figures, they
were also denouncing clder members of the Left as "sellouts",
n1iberals”, "social democrats", etc. Although there was much truth
in these charges, although the Cold War years had taken its toll on
many elder radicals, forcing many to reconsider their political
alliances, commitments, etc., the youth of the '60's made a funda-
mental error of political judgement in describing the older genera-
tion as being "0ld Left" and themselves as "New Left". Current
practice clearly demonstrates that the young Left is an outgrowth
and continuation of a radical tradition that came before it.

This mistaken notion of "old" and "new" is well illustrated in the
arts. Many young artists, particularily those who have been
influenced by modernist theory and practice, are currently kicking
around aesthetic theories of "art and politics", as if these ideas
somehow represent a new stage in the development of art. Declaring
themselves the "radical vanguard" of modern art, they are writing,
speaking, and showing taeir ideas on what political art is or isn't,
how to collaborate with trade unions, political organizations,
community art programs, as well as other "how to's", with an

immediacy and narrowness that is historically disconcerting. The

same problem, in a somewnat different context, also exists among

those of tnis generation who have had, either no or minimal exposure
to "official cultural history", or who have, in practice, rejected

our cultural heritage as being irrelavent to the needs of the present.
These artists tend to view artistic production as being wvalid only if
it comes out of "conecrete struggles". As such, this trend also reduces
the problems of cultural production to a narrow immediacy of "what's
happening." In so doing the legacy of historical tradition is
excluded. In surveying the range of ideas and practices of this

"new political art movement" one is struck by the lack of interest
concerning how previous generations of American artists organized to
fight against social injustice. There is little interest in American
progressive culture of the first half of this century. There is
little interest in the relation between radical artists and American
political organizations like the 1IWW, Socialist Party, Communist Party.
There is little discussion of the debates within such artistic
groupings as Federal Arts Project, Artist's Union, Artist's Congress,
Graphic Arts Workshop, Federal Writers Worksnop, Workers Film and
Photo League, et. al.. Nor is there much interest in the accomplishm
ments of these groups or their members,

There are three important reasons for these troubling oversights.
First, artists of the current generation have not been exposed to

the radical art legacy in art school, college, nor the community at
large. Contemporary art training and practice has systematically
excluded any referance to an Ameriecan radical legacy in the arts,
focusing primarily on fermalist radicalism. What is deemed "radical"
in art, is an artist's break with a particular traditional style or
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gecure a position, the anxiety shifts to maintaining it. Hence the
ﬂpublish or perish"” or "exhibit or perish" laws of capitalism, result
in the development of a practically incomprehensible "in-house"
jargon. Artistic integrety having long been abandoned, the most
creative use of "art-politiking" becomes the guage of success, rather
than the intrinsic truth or universality of the work produced.
Individuals not well honed in the intricacies of bourgeois games,
manuvering, and connections, get weeded out early. DMost young artists
are not hapoy with their status as artists in America,

Then why do they overlook the experience of older radical artists

who suffered from similar social conditions? Why do they not learn
from history the causes effecting their current condition as well as
that of their elders? It is simply because no one within the artistic
community, as well as the community at large, has attempted to forge
the link between past and vresent in a graphic way, showing the
continuity of radical history which bonds the experience of young

and old together. There have been a few academic attempts entailing
specialized study of the problem of radical art in America, but
virtually no popular studies for larger audiences have, to our know-

ledge, been attempted.

We propose that an effective way to record the radical legacy of
political art in America is through the use of the oral interview.
Since there are many radical artists who are still alive who vividly
remember the strugzles of the earlier part of this century, as well
as those of today, and since most of these artists are not being
used as a community resource, we propose to interview these elder
artists in order to learn about our mutual radical heritage in the

Srts.

W¥e propcce to interview, in depth, a variety of radical artists who
participated in political organizations both as political activists
and as cultural workers. There will be no restrictions placed on
the types of artwork that these radical elders pursued, we will
select writers as well as visual artists, actresses as well as movie
script writers, etc. We will also interview representatives of

ny ethnic groups, etc. showing the

many political movements, many
diversity of radical political consciousness in the creative arts.

After the sound tapes are made, we will transcribe the complete
interview verbatim, giving the original transcription to the
interviewed artist for their editing, and corrections. Affer the
interviewee edits the verbatim transcript, we will make a final

edit for purposes of including in a published anthology excerpts of
each person's life history as a radical artist. We will not publish
any material that the interviewed artist deems to be misrepresentative
or misleading. It is understood that any material which violates the
interviewed party's right to privacy or his or her integrity will not

be published.
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r AFTER 8:

by Elliot Ross

The following photographs are from a series titled AFTER 8, An Observa-
tion. All of the pictures are of small store front garment factories op
the outskirts of San Francisco's Chinatown; all were taken between the
hours of 8:00 P.M. and 9:30 P.M. on two nights in the summer of 1977.

That a source of cheap labor must be found in order to keep the level
of profit high, is basic to capitalism. One of the strengths of
American capital has always been its ability to find new sources of
cheap labor, whether in its minority or immigrant populations, or
through exporting capital to other countries where labor-power can be

had for less. The community of immigrant Chinese in San Francisco 1is
one such labor pool.

San Francisco's Chinatown, one of the world's largest Chinese communities
outside China, is one of the most densely populated ghettos in the United
States. Even when America is not in the middle of an economic slump,
jobs are always scarce there for immigrants. The size of the labor pool,
the impotence of thé unions and the government to enforce the legal mini-
mum wage in the face of employers' scare tactics, the inescapable cycle
of long work days that leaves no time or energy to learn English or other
skills which could increase the exchange-value of their labor-power on
the job market, and, for some, the petit-bourgeois belief in the myth of
"upward mobility"l, make the Chinese immigrants highly exploitable.
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jtation is evident when looking at

! i lo
The intensity and focus aa esfog Large local clothing manufac-

. 1 . ]

inter-
for bid to these store front sewing s?ops. The maiufa:EEZiizée W
zzted only in keeping their profits as high a§ possii ié s
' ' i to ship piecewo
ossible bids by threatening _ Bk
izwgzzepﬁor even less: the cheap labor markets of the American 5

west, Mexico, Taiwan, Hong Kong, etc.

i are themselves of Chinese origin)
S M plecezzrth233222§ zzgeEZeizzz their machines at subsistence
g tge Wages tactics similar to those of the manufacturers, the S§O§
o i Uilngt tﬁeir workers to falsify their time cards (to satlity
O?n?;imlzzgzulaws or union contracts) or face unemployment as a resu
mini

{1} dll’ tO
f lost contracts. To make up for low pay. the womgn are kaiiz:eto b
4 rk 14 hour days, seven days a week, and to take pilecewor
WO 2
if they wish.
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"A working day may start anywhere from six or seven in
the morning and not end until late at night. You know
whenlyou pass the streets at night, the doors are shut
and it looks like the shop is closed, but then you can

hear the machines going inside, whi
: . ich means that peopl
are still working." 4 R

3 . . 1
p —— S AT
2

- "Inside S.F.° i i
F.'s Cloistered Sewing Shops." All of the shops are run

& L ; :
3;¢? ?tez: Z:Eg b:s;séh The piece rate quoted in this article is
1 imate at only half of the worker
s Y
enough to equal: an hourly wage of S2.50, S e

3. LONGTIME CALIFORN' P AL T

Emily Young, daughter of i
d, - a Chinatown garment i
De Barry Nee, op. cit., p. 289 2 LR i,
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Correspondence from Quebec

by Richard Martel

1Tt is only throueh struggle that Marxism can develop; it has been true in the
past, it is true in the present, and necessarily will be true in the future.
That which is correct alwavs developed in a process of struggle against that
which is false.™

Mao Tse-Tung

To write an article which attempts to be the perfect illustration of an artistic
endeavor, typical of a specific environment, seems guite difficult to me at the
present time. Actually, I don't believe that the situation of the Quebecois
cultural worker is that much different from the situtation in other countries,
since it is obvious that artists' attitudes, their formal as well as thematic
preoccupations, go bevond the phenomenon of national boundaries. So we will say
that Western 'art is international art to the extent that the various "isms",
tendencies and esthetics simultaneously manifest themselves in different places
around the world, "If there is in our societies something trans- or interns-
tional in each culture = if culture is never strictly national -~ it is because
the ruling class is itself international, and its ideology dominates the individual
cultures: The same practices occur simultaneously in various countries, where-
ever the same infrastructure reigns."1

The case of the Quebecois cultural worker is somewhat similar to the case of

the San Franciscoc worker, for example. Referring to the problems which came cut
in the discussions during the "Floating Seminar No, 2“2, I dare say that the
preoccupations of artists and people involved in art in 1977-78 are the same in
San Francisco and Quebec.

How does one continue to work in the context of our socigl and economic system,

while attempting to oppose its demands at the same time?”’ How can one work to promole
different attitudes in a system which aims to standardize the idea of pulsicn,

And this is one of the fundamental characteristics of the artistic act.

Art, then, is no more than a method, an articulated language; with the articulationr
of such & language to be carried out arcording to certain considerations, condi=
tions and negations. Nevertheless, rejection of formalist attitudes has always had
a great influence on the subsequent codification of art. Isn't it true that we find
anti-art in the museums?! If we don't want art to become an instrument of re-
pression, and that's what it is since the society which supports it is repressive,
the old idea of art and the artist must be modified.

Criticism and self-criticism thus become the primordial conditions of true art.h
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But in which context? And on what conditions? The Quebecois artist is torn by

a very ambiguous situation: How to assert oneself as a cultural creator of g
certain type (of Quebec) while inserting oneself into a more global movement,
There already exist in Quebec, artists, critics (a rather improper term today),
art intellectuals, etc... who question themselves both artistigally and politi-
cally, But these LIMITED groups have tremendous difficulties in organizing them-
selves and being sble to distribute their production, Certain artists = Armand
Vaillancourt, for example - question even the status and the work of the artist,
Vaillancourt stopped all of his artistic production, in the traditional sense of
the term, to do trade-union work, This is a gesture of castration which deserves
to be considered in all its significance,

In Quebec, the Quebecois state (incorrect term, since Quebec as a nation is not
yet autonomous), which means the provincial government (since November 1976, the
Quebecois Party) has jurisdiction over cultural affairs. The percentage accorded
to culture is only ,LL% of the 1976=77 Provincial budget. Actually, between
1960 and 1977 the cultural allotment has oscillated between ,60% and .39% in
relation to Quebec's entire budget,” This amount is barely enough to maintain
the means of distribution. So the Quebecois cultural producer must ask the
Federal government for subsidies., The Council of the Arts, a Federal organizatien
has had a well=-organized structure for a long time and has an adequate budget at
its disposal., Therefore, the relationship/conflict between the Federal govern=
ment and the provincial government tends to be confirmed in the area of culture
(which, as we know, comes out of the province and not the Federal government),
tists who wish to work in any kind of research (environment, video, or others,
be it experimentation with attitudes or with objects) have to ask for Federal aid,

How then can one assert oneself as Quebecols and be payed by the Federal govern-
ment? This is just another of the contradictions in society's organization, of
which Quebec is a part,

On the other hand, English-spesking artists do not hesitate to ask for grants
from Federal sources, Therefore, a good number of the "important" artists from

Quebec are either English speaking or Quebecois by adoption.6 Very strange, isn't
it!

And again, there are very good artists who work in isolation, and we know that
isolation 1s often the cause of egocentricity and formalism, I think that there
will come a time when the political liberation of Quebec will establish the pri-
mary importance of the Quebecois artist, But at what price? And the workers!
struggles! Ah yes, that has to be taken care of also., I repeat then, that the
artist (the cultural worker) of Quebec is in a difficult situation and his/her
activities and struggles must take place on several levels,

Attempts at forming groups had already been undertaken at the time of the "Common

Front of Creators of Quebec" in the spring of 1973, but without much subsequent
development, '

But how can we break down the formalist and theoretical barriers of art? I think
that our survival as Quebecols depends on this in part, For as long as the dif-
ferent forms of artistic production are dependent upon the bourgeois system of
conditioning, it remains difficult to affirm oneself through new production which,
in addition, must serve to educate and not simply divert.
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0525? exhibitions by Media.Gallery lead to meetings between the artist and the
gthelz;tizzz e;ﬁ?g%t, the intentions of the members of the Gallery are that
~& itors consent to an interview in which they must
» - . L] &
:ﬁ;z;f;;lgggsgiinstof Midlg.b Every exhibit is accompanied bz a publgsw:;etﬁzg
i €cl contact between the artist, the apt y i
; t, consumer d
gg;itfgzmgiatﬁ:sais_lzs goaitthe clarification of the relationsh{pagetizgiaihe
ist, as is lived in the isolation of the ¢ i
3 ] . 3 re t
gﬁa thi.o?chtlve repercussion, as much social as political, of hi: izikpﬁgcess,
e activities there are numerous, diverse and always question reality g

a (

struggle, _In May 1976, a group of eight people carried out an experiment in
a proletarian area: "On the occasion of May 1st, International Workers!' Day
we demonstrated by taking charge of the decoration project for the rooms whé;e
the cglebration, organized by the unions, took place. We had four rooms to
?rganlze._ The majority of the decorations produced were very long streamers
ela?cratlng on the ﬂay ist theme) hung above the heads of the people who were
danclng; apother series, based on the history of the worker's movement, formeda
sort of triumphal entrance, in the form of banners in the entrance hali- in
anothe? room, there was a canvas referring to quilting, which "put men into c
tact with their tools."” This endeavor by the members of this group (Francoign-
Charbonneau, Mario Cote, Francine Couture, Herve Fish, Marie-ILine Laplante
France Renaud, Ronald Richard and Marcel St. Pierre) at least succeeded in,bring-
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ing some kind of relationship between artistic practice and political strueele
outside of official art circles, "which is the same as saying that there is no
theory of art possible without truly entering into the political strupgle,"0

The theoretical interrogation undertaken by the people from the magazine
nChroniques" (the first issue dates from January 1975) opens the debate on po-
litical struggle, joins theorv to practice, and must be enriching for any cul-
tural worker who feels the need for revolutionarv struggle,

The people from Conventum, also from Montreal, are akin in spirit to the Media
group. Conventum is an experimental center for various forms of expression,
This multi-disciplinary studio opens it premises to theater proups, serves as

a practice area for musicians, provides for the viewing of films, etc... The
atmosphere of friendship and experimentation is very enriching, especially when
compared with the traditional art gallery.

The efforts of Media and of Conventum are denied by nearly all of the official
media, who sece them as a menace to the growth of capital,

Corridart could have been a very interesting artistic experiment, as well.
Corridart was a collection of all kinds of artistic projects which were supposed
to be shown in Montreal during the Olympic Games., On July 7, 1976, the Arts

and Culture members of the Olympic Games Organizing Committee declared the open-
ing of Corridart., This collection, very varied in content and in esthetic ex-
perience, aimed at animating Sherbrook Street, a very important thoroughfare

in Montreal"s past as well as contemporary history. The project, paid for at

a cost of $L00,000 by Quebecois tax-payers through the intermediary of the Min-
istry of Cultural Affairs, was not completed. Instead, on July 13, 1976, two
days before the official opening of the Olympic Games, Jean Drapeau, mavor of
Montreal, ordered the scaffolding for Corridart to be taken down. So 75 men dis-
mantled what should have been Corridart. The people's and the artists' self-
expression in an urban environment presents problems of power, and proves that no
one is safe from the technocrats who govern us. Melvin Charney, the organizing
architect of Corridart, had planned exhibits which made a point of the demolitions
carried out by the municipal elite of Montreal, to the profit of the large multi-
natinnal corporations and others. To these people, Charney's initiative was pro-
voking and shouldn't have taken place, especially in the context of an inter-
national event like the Clvmpic Games, Montreal is a clean city, pure in the
antiseptic sense of the term; and it must be seen as such., Corridart portrayed
certain contradictions (wealth, poverty) which are part of our capitalist economic
system. This is the reality that those in power attempt to camouflage, just as
they want to silence the efforts of Media, of Conventum or any group which shows
a need for renewal.

If the "Corridart" had occured in a country ruled by a totalitarian regime, all

the journalists of the so-called "free' Western press would have rushed to point
out the totalitarianism of the act. Through the Corridart example and cther sim-
ilar censorships of expression the facts speak for themselves; a minority controls
the public funds ($L00,000 in the case of Corridart) directs them toward prestig-
ious ends (the exhorbitant cost of the Olympic Stadium) and will not tolerate
criticism and free expression.” Moreover, wasn't it Jean DLrapeau himself who said
a few years before Corridart: "The ugliness of slums in which people live doesn't
matter if we can make them stand in wide-eyed admiration of works of art they don't
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», The Floating Seminar lo. 2, A Survev of Alternative Art Spaces, San Franecisco,
*  October 75, p. 80,

understand, 1<

This is an example of what happens in the so-called free countries, such as the
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HARVEY SWADOS: STANDING FAST,

by

Ed Felien

WHERE? AND WHAT FOR?

T v Q ] _' -
Coaniffe swado's final achievement Standing Fast is a
g i : ! = =
I ing nowvel, It's a kind of Psycho-history of radicals

‘from 1939 and the Stalin-Hitler Pact to

JFK,

.That period is especially
trying to find a link between

soclally-conscious thirties,

erased and obscured by shifts
comnunism of the "Haunted Fiftjesg,"
novel hoping to find answers,

the assassination of

important to today's radicals
their own experience and the

5 _ 2 : :

0 much of that period has been

in the Soviet line ang the anti-

A reader comes to TR

$rOTThe story begins (and ends) with Norm., He is speaking
iTCM a scapbox somewhere in Manhattan about the seli-oltlgf

Stalin to Hitlenr, It is soon eclear that he

is a Trotskyist,

h y )f 4 1 - .
y ] ad Sk &S 'I

AfSer his.agitation he has to go Lp- o e
??Fﬂgef hl$ allow?nce. His father lectures him on
F;%ﬂ; a?d then he‘s off to visit with Sy and his famils

f er and older brother are members of the ni. b

There's an argument about the

father's apartment
wasting his
S
_ Communist Party,

Stalin Pact and the reversals in

the CF 1ine 3 Sy }
ne and Sy's father has a stroke (retribution for

allowing Stalin to strike him

. Swado's short stories are
either about leaving the city
to the suburbs (security), or
talent for money, One of,his
the Toolhouse." TIt'sg about 3
Wwrite before he goes to work ,
great cost, he labors for ten

newe ]l : 3 g ;
Dwglishcil?alfy he fln%shes 1t and takes it to New York A
pu el 1s 1nterested, but they suggest certa :

dumb? ),

all about sell-outs, They're
(where the action 18) and moving
they're about selling out your

Mmost anthologized is "The Han_in
Wwriter who wakes up at & a.m, 1o
Under‘severe pressure and at

years 1n his toolhouse on his

o 8

in changes to

confor thei ]
orm to their market analysis of popular taste After

pressure from his wife and a friend
lnation he agrees to the changes, The novel ;i :
success, but he awaits the reviews of ”éeriousﬁ ? :
graduate student publishes a criticism of the nodrl

sold out to the lowest common

and a tormented self-exam-

ters. A
vel as having

eyl T oIl denominator of Popular taste,
e ) ~5 laml.ly at their resort vacation goes back to hi
ki3 Quse and commits suicide by setting the ’l Boget
hlS+lS thg basic Swados nessage and theme th?o
SHort stories and novels, Swados'!

doeon fire,
her ughout his
political commitment was

One that insured he would not sell out his principles He

was, according to his lights, more
2 :
Mmore communist than the Communists. He was an

radical than the radicals,

gilb;?}lnism and thg American Communist Party. He felt, like
118 characters in Standing Fast, that allegiance Eo’Sgglir

éa g s -
a5 a sell-out of indivViauarl Integrity to a new
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reat popular

implacable enemy

form of tyranny.,

The Stalin-Hitler Pact is cited by Swados in Standing Fast
(and by most other left anti-Stalinists) as proof positive of
Stalin's kinship with tyranny and unscrupulousness. This
interpretation does not, I think, attempt to understand the
military and political situation of 1939. The Western Powers
had supported counter-revolutions in every Eastern European
country surrounding Russia establishing a "cordon sanitaire"
{(the "Iron Curtain" was Churchill's phrase to describe Russia
doing the exact reverse after World War II) to protect the
West from the horrors of Communism and isolate Russia. The

Munich Pact of 1938 had seemed to allow the Nazis carte blanche

to invade Russia. Contemporary evaluation of Stalin is not
uite as severe as Swados. Irwin Silber, writing in The
uardian, says: "After all, the Nazi-Soviet Pact of 1939

s Lt : . .
proved" to many pecple that Stalin's international perspective
of that period was wrong, whereas history has shown that it was an

eminently sound and principled tactical move at that time.l

Each of the subsequent chapters in Part One introduces us
to a new major character. Fred is a university intellectual
just finishing his Ph.D. and preparing for an academic career.
Vito is a bohemian artist. Big Boy is a black organizer in
New Orleans. Bill i1s a trade unionist. Jce is a college kid
with idealist notions about revolution, and Irwin is a dentist
Just setting up practice.

The wives and lovers of these protagonists are relegated to

supporting recles. Swados was never comfortable with a woman i
a major role. The closest he comes to allowing a woman center
stage is in a mystery novel, The Will, where Jill is used for
erotic counterpoint to intrigue and the struggle between three
brothers.

In Part Two the major characters come to Buffalc and begin
to organize their "New Party." By Part Three the political
work seems to be paying off and the New Party seems like it
might become relevant, but then Norm and Joe go into the servi
and the big rallies fall flat. In Part Four things start to
disintegrate: Norm in the Army in the Philipines organizes a
"Bring the Troops Home Now" demonstration and attacks capitali
only to have it interpreted as anti-semitici Fred is trying to
divorce his wife and marry an Australian nurse he's met; Joe

n

ce

sm

gets out of the service and by accident participates in the San

Francisco General Strike and then gets his wife pregnant; Vito
comes back from Paris to set up a studio in Greenwich Village;
Big Boy has split off a section of the New Party to consolidat
his own power base and his nephew Ham is develcoping into a

pacifist; Sy, in the first chapter the starry-eyed believer, is

now leaving the Party and moving to Israel.

In Part Five things really start to crack up. Vito is
spared trying to make sense of his painting by going up to
Buffalo to testify on behalf ¢f Ham. Irwin takes Carmella on
a trip to Europe and Israel and they lose Paul (their beloved
only son) only to find him sharing his focd and ideas with som
Israeli children (which seems an almost gratuitous reference
to Jesus in the Temple instructing the rabbis). Jce is begin-

e
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ning to doubt his Bogart toughness when he can'+t find worl
afte? belng_blackballed. Ham is active in CORE but B*N §K
convinces nNim and his movement to let him g0 hp NortHA%o =
galse mon?y (tbe biggest donations come from Paul's éar Mitzvah
.arty). jorm 18 a newspaper Jjournalist and his son Marlén o8
involved in an auto accident in which a girl is killed H*ls
wife Vgra believes Marlen is her punishment, Fréd*is geinés
%gzegg;gafed by Eo?gress for hosting a TV show similar to the
A iuestgéii?lon that gave popular contestants the answers

Part Six is the denouement and final retribution Sy h
come back to New York and is teaching school in Har{ém yHeaS
vows never to become an administrator. Vito is éivgn ér award
by the N&Fl@ﬂ?l Institute, Ham leads his group of kids‘to ii
March on ﬁashln;ton in 1963, along with Paul who has taken ane
1ntere§t in activist polities, Joe is going to write a béoi
inlran§ and.fl}e lgbo? and comes to New York just in time to
M:niazizi 2;3 i?‘dlgplty. Paul works as a delivery boy in
similar eokai ;fif in H?rlem. fHe has taken a vow of poverty
9 Lg e Catholic Ngrker Movement. On returning home
~at€ Irom & meeting one night he is assaulted by three boys
and stabbed to death, The fina]l chapter sees all the maﬁg
;harf?t;rs back‘together at Paul's funeral, Irxin: the Eaiger
izcg;ggf i;?téiiEf-SF?l?k?n;'he eries out that it was meaning-’
Les: o ;hat the political involvement was pointless. Sy
answers him, "We tried...to keep it alive." The novel engd
with Norm hu?ry;ng from the funeral ard his w*fé to ﬁee*‘;?
ForceVOne bringing the body of an assassinﬂtﬁé Prcsiée'g b
Kennedy back to Wasnington. NN i

Io a reader who migh+t under ndably as "W i i
Sup-osed to mean?" Swaios has eziiigiDééoi?géd éiaFn;? al} s
his Introduction to A Radieal's America puglishea ?n fgngn

1 £ 1 1 = il o :
;éiaL;no$gn‘; am a political man, I anm a novelist,
not a politican, & i jol

p an, and shall never join any party

?or run for mayor of any place. If he is not
fnions;stent, the novelist is nothing - and I
intend to cherish my inconsis i

Le herish m sistencies as i
children. T e

: This 1s also why, as I said at the outset, I
haye resisted all efforts to make of me a system-
gtli Ehaner, Or even to make this a systematic
book.,

radig?ffa%nly anyone gho has had even a casual encounter with
e ¢+18M can appreciate Swados' resist nece to dogmatism, but
it s not the verification or disputation of dogma that+thé
reader looks for in Standing Fast. A reader has a right to
expect to see the human condition revealed in struggle and

to learn something from that struggle. What do we learn

from the strugglgs of the people in Standing Fast? Swados
Seems to be telling us that all orgahized political activity
1s doomed. It will either be soid out in the way that Norm
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commercializes his radicalism for the popular press, or it
will result in suicide like Paul "struck down by those he
might have helped, if they had only listened."3

That seems a little too cynical and pessimistic for a
writer who claims to be a socialist. ALl the collective
struggles of the people in Standing Fast lead nowhere. They
are at best a footnote to a footnote., But this is not a mere
criticism of Trotskyism. Contrary to what Swados has written
about himself, he is remarkably consistent in his politiecal
beliefs.,

In the Introductory essay to his book The American Writer
and the Depression he goes out of his way to attack Clifford
Cdets and Arthur Miller as hacks following the Communist Party
Line.4 His criticism of the "Hollywood 10" and other victims
of the blacklist of Communist and progressive writers seems
harsh and unreal today, as well as irrelevant to an intro-
duction to a book about writers in the thirties:

In keeping with what their employers unctuously
termed "the American Way," the blacklisted screen-
writers were convicted and duly released from
prison - to find not ostracism, but Oscars, not
contempt but contracts assuring them of more money
than non-commericial writers could ever command.®

Concerning this statement, first, it seems a logical contra=-
diction that non-commercial writers should make more money than
commercial writers: something about the term makes one think
that commercial writers would be writing for money. Second,
most blacklisted writers and actors did not find the bed of
roses Swados describes. Dalton Trumbo did get an Oscar, but
for a script under an assumed name and someone else had to
pick it up for him. Zero Mostel didn't work for years, and
Jules Dassin had to move to Greece.

If Swados doesn't like the communist left, then who does
he like? The answer to that is in a book he wrote about Estes
Kefauver, Standing Up For The People. The book was written in
1972 just before he died and two years after publishing
Standing Fast, so it has to be taken as his political and
literary last will and testament.

The book is a standard enthusiastic biography. Kefauver is
portrayed as a white knight fighting the system, racketeering,
the drug monopolies, the Democratic machine and breaking his
heart in the process. The struggle and the things he is against
make him a natural Swados hero. What is interesting are the
things he is for, forcing Swados finally to be in favor of some
kind of organized political activity. Swados describes what he
considers Kefauver's greatest achievement:

He was the principal architect and the leading American
figure in organizing the NATC Conference... he will have
a great place in history as the statesman who, more than
any other, pioneered in behalf of the federation of the

free.
17
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So, finally, we know where Swados stands. He's not a
radical or a socialist. He's a bourgeois liberal. He beliesves
in the capitalist system. He sees some wrongs and injustices

in it, but he believes these wrongs can be corrected and the
society made just if only we had a few more men around like
Estes Kefauver. ™ That is hardly the position of radical or
socialist,

That's why the radicals in Standing Fast are such losers,
such self-defeating failures. Swados really doesn't believe
in them. He conjures up straw men to knock them down, and in
the process to knock down any radical impulses the reader might
have. That seems to be the real purpose of the book, and
judging from the reviews it looks like he succeeded in fooling
the critics and most of the public.’

Footnotes:

1. The Guardian; Vol. 30, No. 17; Feb., 1, 1978; p.21.

2. Harvey Swados, A Radical's Americaj; An Atlantic Monthly
Press Boock: World Publishing; 1962; pp.xvi-xvii,

3. Harvey Swados, Standing Fast, Ballantine Books, 1970,
BB by

4, Harvey Swados, The American Writer and the Great Depression,
Bobbs-Merrill Co., Inc., Indianapolis, 1966, D.XXX.«

5. Harvey Swados, Ibid., pp. xxi-xxii.

6. Harvey Swados, Standing Up For The People, E.P. Dutton & Co.,
New York, 1972 pat3.

7. John Leonard of The New York Times is the most effusive,
calling it a "document of accuracy, integrity and compassion.”

Racism in Death

Johannesburg

A partly decomposed head found in a shark’s belly
is posing a problem in racially segregated South Africa.
Authorities don’t know whether to bury it in a black or
a white cemetery.

Police at the Natal coastal resort of Eshowe say
attempts are being made to determine the identity and
race of the victim whose head was found in a ten-foot
shark earlier this month.

A state pathologist has called in an expert in
forensic pathology to establish whether the skuil is
from a Caucasian or Negroid persen.

Under South African law, people of different races
must reside, and be buried, in different areas.

The fish was cut open after being caught in anti-
shark nets.

Asvociated Press
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2033 Fifth Avenue, New York, N. Y. 10035/(212) 427-5959

The James Van DerZee [
Comes to The Studio MUSeum
in Harlem

The Studioc Museum in Harlm
welcomes the James Van])e
Institute which after 1'1111& |
years of independence re- J
cently joined us. This is 5
very natural union, since ‘
both institutions are com-
mitted to the acqu_lsnlon,
interpretation and conser-
vation of the works of the
Black visual artist. Since
becoming a department within
the Studic Museum, the Insti.
tute and its staff, curator
Reginald McGhee has taken
over the photographic duties
of the museum. This, in ad-
diticon to the continuation
of the Institute's programﬂ:
and commitments, the pri
commitment being the consm
vation of the James Vanl)e:!-
Zee Collecticn,

The collection cons:tstsy
three parts. First, a large
body of work, done by Mr.Van
DerZee, which is comprised of
aDproximately 100,000 pieces
and is in need of J.rrnnedlatt
and continuing care,., Anothel
portion of the Collection
consists of the works of =
approximately 50 contemporafy
photographers. These works
are made available for exhi=
bitions, vesearch, workshops
publications and lectures.
The third part of this Col="
lection is comprised of ij!
images of, and about, Bla-
people. Some of these
go as far back as the Civil
War; and provide for schol
and researchers one of the
nost positive pictures of
Black people.

JOIN THE
STUDIO MUSEUM

YEAR—ROUND MEMBERSHIP
Your help sustains the first professional art museum
conceived to serve black people.

WHAT YOUR MEMBERSHIP MEANS

It helps to bring the significant achievements of Black
artists to the community—their paintings, sculptures,
graphics, photographs, and films. It helps support the
educational programs and workshops of The Studio
Museum.

The Studio Museum in Harlem is a nonprofit educa-

tional institution supported by individuals, foundations,

corporations, and public agencies.

Memberships are for one year only. The categories are
listed below:

Category Contribution Privileges {cumulative)

Friend $5 Announcements & invitations 10 all exhibils and
special events. SMH Newsletier.

General $15 All of the above plus 10% Discount on all SMH
Gift Shop items and SMH workshop tuition

Participating  §25 All of the above plus One {1} Free Publication

ot Prinl. 20% Discount on all SMH Gift Shop
items and SMH workshaop tuition,

Supporling $50 All ot the above pius One (1) Free Publication
or Print. 20% Discount on all SMH Gift Shop
items and SMH workshop tuition

Contribuling $100 All of the above plus an additional Print or
Publication

Donor £500 All of the above plus SMH Newsletter recogni-
tion

Patron $1,000 All of the above including Framed Print

Make checks payable to:

The Studio Museum in Harlem, Inc.
2033 Fifth Avenue

New York, New York 10035

(212) 427-5959

MEMBERSHIPS ARE TAX DEDUCTIBLE
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MARCH

Movimiento Artistico Chicano

ness to promote Latin art and ar!
- creativeness in the Midwest.
e
8 our:
. extends also to the other artsw._,,
Our accomplishments have t
and continue to bep ;
for e future One of our most out—'x
hs was MEXPOSI-
C.I exhibit of con: -_::.
Me.x:ican
. operation w1t.h BAr%Instzmta Na—
cional De Bellas Artes) %
University of Illinois, Circle. It
- featured the work of di hed
painters—Diego Rivera, José
m:l:lne Orozco, Rufino Té.ma'yo as |
‘well as succe genemﬁons =
" artists. 'Jﬂ:e enth ace
8 _'ven MEXPGSIG—I

MEMBERSHIP BLANK

NAME:

mail to the attention of:
MARCH, Movimiento Artistico Chicano
P.0O. Box 2890, Chicago, lllinois 60690

ADDRESS:

AFFILIATION:

AREA OF INTEREST:

Phoﬁogrﬁhizmﬂﬂbxﬁons also, are
- planned in the future; depictions of -
the Mexican Revolution y Agustin
Casasola an

and his work by Hector Garcia.
others. deserves special mention—

Juam Schaool being built m;\‘

MEMBERSHIP DUES $7.00 per yaar

and visions of Siqueiros
Perhaps ome project, above all

designofmmalab;
the projected Benite
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LETTERS TO THE EDITORS

(Ed. Note: Given the length of time between this issue and our
last, we have chosen to print three letters that cover the most
important problems of controversy concerning socialist revolution
and art. We strongly encourage readers to write us their views
straightforward criticism is especially welcomed.) ?

Dear (Csaba,

I've read all the issues of Left Curve carefully and want to say
that I respect the honesty and commitment, the risk-~taking which is
a necessary part of any true dialectics The magazine has gotten
stronger and I do hope you continue with another issue soon., I
thought #6 was the best, although I got a lot from your cultural
notes on the bankruptcy of modern art., I would like to see an answer
to the over-view of the so-called Neo-Marxists - the Marcuse, Adorno,
Habermas group of the Frankfurt School. I did an article in New
German Critique a few years back arguing that Habermas abandoned
Marxism when he threw out the labor theory of value, which is the
centerpiece of Marxism., He also mystifies science and technology and
their effects, but that's another article which I hope someone writes,
Getting people to join in open dialectic is not easys I looked in vain
in #6 for a reply from Smyra Press to your editorial remarks in #5.

It seemed a perfect time to debate the issue of art and revolution.
Your reply was sensible and raised good issues, which should be
addressed.

I have some comments which I'm going to throw at you, the're in
part reactions to "Notes on Post-Modernism" in #6 and part half-
formed ideas about what I think I'm doing spawned by discussions I
had in D.C. with the editors of Washington Review of the Arts. They
would like to see a discussion develop on art and politics, particu-
larily the concept of value in literature.

In a sense "all art is political", since, as Thomas Mann put it,
every artist consciously or unconsciously lives the life of his time.
Politicization of art i this sense would mean, as you put it in
"Notes", a developing consciousness that art is part of a social
totality and therefore subject to the historical and material forces
determining it. There is another, emerging, and I think more important,
meaning of "The Politicization of Art." This meaning is suggested in
your question "After politicization should the role of artists be to
'make political art' or to become conscious revolutionaries?"(p.5h)
"Politicization”" in this question implies that the artist has "taken
sides", has commited himself or herself to one of the sides of the
class-struggle., This act of will, commitment and attitude, is some-
thing more than the awareness implied in the first use of "politiciza-
tion,"

The distinction between consciousness and commitment is important.
They are distinct categories although obviously the former is neces-
sary to some extent for the latter, at least for artists, In any case,
it is the commitment, and the activity that flows from it, that makes
the individual a revolutionary. If so, then your question about the
role of the artist after "politicization" is redundant. But what
bothers me about your forced choice, viz., either make political art
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D y & o Bl .

: £ ] = - nary act. Your point is clear when
5ou”warn (p:SH) against confusing "revolutionary work" with "art"

& TPEVOIUthnaPY art" with "revolutionary praxis." g § i3

Tf one undEPStands.the logical categories of species and genus I
don t see that there is a problem of confusion. Although +he;p mavy
remalin the problem of economism which reduces revolutignafy a;tgggty
O responses centered on the material base. But this is an error
clearly identified by the revolutionary tradition. The Theses on
Feuerbach contain the corrective: we cannot make theory_ﬁFEE%TEEI
without at the same time making practice theorectical.

Marx's dictum is not meant just for political practice. but for
revolutionary practice -i.e, across the board for all forms of human
activity. Therefore, the politicization of art & culture should be
seen as an extremely significant development and be encouraged by
the Left,

_ Your caution that it blurs the distinction between art and 1life
gives me trouble, I wonder if what you mean is that it blurs the dis-
tinction between art and life style, so that one could then posture
as a revolutionary in his style for the sake of a pameery, etedIhis
is unaboidable; the phonies cannot be weeded out in advance. But
there is a tradition of political art that gives us a basis for eriti-
cism. The errors of socialist realism and proletcult need not be
repeated.

Partisan writing and socialist realism has to get beyond that
positivistic relation to the facts that characterizes critical real-
1sm but without falling into revolutionary romanticism with its
stereotypes and cliches. Bourgeois reality is "real" in the cheapest
sense ~ it exists. The human destruction around us is really there.
But reality i1s a value term, and not just a matter of facts., It con-
cerns the whole, and the whole of human reality contains an enormous
potential, a repressed, unrealized potential that revolution will
release and "realize." Therefore, "reality" for revolutionary art
goes beyond facts to encompass "what is not." The old romantic ideal-
igt wrote "the reality of facts must give way to the idea"; revolu-
tionary art says, "The specters of capitalism must give way to the
realities of human existence under socialism." ... To state the whole
we must learn how to speak what is not, and this is not to leave out,
but rather to bring into (imaginative) existence. S0, initially we
need a "socialist unrealism," a theory and attitude that is unreal-
1stic about bourgeois "reality" and realistic about socialist "unreal-
ity." The socialist artist must find ways of articulating what-is-not,
.. «The realization of this world of art will also be an aesthetlciza-
tion of reality. The same dialectic holds as in theory and practice.
To deny the possibility of their unity is kantianism, to restrict it
to the imagination is Schillerism, to the "spirit", Hegelianism; it
was Marx's "new materialism" that gave this unity its true form - in
the'body, the living harmony of cells, their mutual reciprical sub-
orglnatlon, the socialism of living matter and its metabolism with
nature,

Fraternally,

Peter Laska
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(Ed. Note: The following letter by Henry Giroux was sent to us shortly aftep the
publication of LC#6 in response to our editorial comments on his article, "The
Politics of Technology, Culture, & Alienation." The issues addressed are of

Eole e i b foii e \
basic importance to revolutionary cultural theoz:w.,r. Bruce Kaiper's response to We received your letter and appreciate your concise remsriks i L
Giroux's letter is printed here in order to continue the debate concerning these

: £ e 8 fortunate comments about your piece. We feel that your work warrants no such labeling
fmportant issues. We strongly encourage further response from our readers, and we sincerely apclogize for the remark.

Dear Henry,

However, we do not suggest that structural crises "automatically" generate radical
4 F consclousness as you state. Nor do we hold to a "primitiver paradigm of base and
Dear Csaba and Friends: superstructure. We agree wholeheartedly with your view that the relations between |
the two are much more complex than most "orthodox" Marxist thinkers acknowledge. '
: + Eh also ith £ in i . i ionships tween com=
I was a bit surprised by your editorial comment on my piece for.two reasons: First, Wznerlztts i%Tizewéﬁpeigzrugiiigmt}gle;?ec;’icigg;al aigefiz}itdzzsqtgvebzngizrangrens
" 3 3 ion" sounds too much like the cheap straw- PO G a3 3 : P~ 3 PR e Fan o 3
your metaphor, "armchair Ph-D spefulatl?cn in the 1950's, i.e., "egghead intellectual® Perhaps you have similarly "read into" our remarks meanings that were not there, as
man dismissal used by reactionary elements in ¢ 9 s l.€., .

f Bility of th rticl we did with yours. Since we both view Gramsci as one theoretical and political men-
Such a metaphor not only dismisses the intellectual/practical credibility of the article, tor, as our remarks about the need for s counter-hegemonic worid-view should in-

it also imputes the motives of the author by suggesting a deliberate justificatign of‘the dicate to you, and since we founded this magazine with the very intention of finding

; ' 1visi f labor characterizing late capitalism. Secondly, the article is a proper synthesis between the best of the orthodox Marxist theories and the best of
body /mind division o 3 form of solipsistic Marxism. On the contrary, the the Neo=-Marxist peoints of view (as well as other theoretical sources) pertaining to
not, as you s':lggeSt, ati:iiiqi]; E(l)f(l)aoth the subjective and objective forms of "radical" art and political culture, let us not pursue the discussion with an assumption that
article is an immanen

e 5 » L 4 L

and paves the way for a vulgar, bureaucratic Marxism, or a purel;l/ subjectivi;tfl\/[arx-
ism in which liberation is reduced to a purely contemplative ez.cpemence:. Bot t?gfél.s_
of Marxism are crude and undialectical-- it seems to me that is clear in the arti

I do have some specific criticisms of your piece that might be more helpful to you
in understending where we are coming from:

: . 1. Although your work had theoretical clarity and rs of summsti it lacked
see, for instance, the section on Gramsci. iy 2 SR, HUl ek o powers ol summation, it lack

s Specilic eXamples in day by day reality that would make concrete what you were

ious in a truly radical Marxist paradigm is only one important Summarizing in theory. In essence, your work lacked "praxis", to use Gramsei's

THe ta e pientimapong : y.ﬁ M specifically, it is a necessary but conception of Marxism. For example, in discussing the notion of hegemony, you
component in the struggle for SOClah:’m'h i tpd b i’s the subjective precon- could have shown how the ideological principle of "democracy" functions at each
. T z has pointed out, :
insufficient component. As Andre Gor

level of social experience (i.e. Common sense:"No one is going to tell me what

dition for the success of all the battles fought in the name of socialism because it to buy, that's my right!"™ Good sense: "Why is the boss! vote more important

establishes their meaning. The political role of consciousn.ess_ i's more crucial t.han than my voice:? We shit the same, -don't we?" Mass media: "dow YOU can buy one |
i the technical and political ability to depoliticize individual and collective TOO!" Religion: "A1l are equal in the eyes of the Lord," Politics: If you |
S s_mce ! don't like those in office, vote them out." The Military: "A strong nuclear '
consciousness is greater than ever. capibility is a democratic guarantee," Academia: ™Democracy is a government ﬁ
_ - 2 : by the people, either directly or indirectly or through elected representatives, ;
To suggest that structural crisis automa.tlcally genera.tes radical C%ﬁsgisﬁeﬂ;‘f’cﬁal and it promo‘tés the principle of equality Oi’: rights, opportunity, and treatment. ® I
strikes me as unfounded. There is no direct correlation between o ) 4 Etc.) You get the point., |’
being and radical social consciousness-- that is nonsense. People 1nterpr;'t ol - 1
within pre-existing frames of reference/world views-- and,_ as such, can o Sanles It iis my feeling that as commonplace as this exemplification process is, it is
ipulated into either reformist or even reactionary solutions to such crisis or crucial that every critical idea that is expressed be documented by its role op
Nt ial bleam is to understand how our subjectivity is formed in a function in reality., This especially holds true with a work such as yours,
cr1:c<ses‘. 1Thit:;lmathgr,?OC;31/CulturallhiStOI‘ical/Sexual/pSyChOIOgical dimensions. since the material you are summarizing is complex and rervasive.
material co £ s

' i i 58 are, and how we can A ! gl i - | |
i 7 lear'r'l ek wis majgr' ConStll?al?rfztgnt;c?;esilc?rlusstr.}riﬂnts. This base/superstruc- 2. The lack o?‘ spe01f1C}ty or exar.nple tha.at documents the experience c_)f working
Moo o St:'ateg'letsozoperilr;nﬁi‘ve It's causal and deterministic in a way people and their perception of their reality lessens the theoretical impact of
ture paradigm you mention is tive.

j ¢ the piece and its applicability as a tool for daily comprehension of the work,
that does not account for the complexities of the reciprocal interrelationships between A1 of the critical points of the paper lend themselves to specific iy Sl

different components in a superstructure, nor for how they, in tL.II‘n, operate indepen- L%oes a theatre proc%uction .leading us to a climactic situation that nevelr materigl-
ly of the base (economic structure) to influence human behavior. 1zes),_’t'mt you don't ;':'roxrlde them, In other words, you 1.1ave done all the hard
dently o reflective and analytical work ( and that's to your credit), but you have not ‘
Sincerely, given us a piece of the action that we can chew over. Granted, most of us have ’
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done the same thing due to our stint in school and due to the Left's tendency
to acquire academic terminology as the main vehicle for communication of complex
ideas, I don't assume that we are arguing an anti-intellectual line here,

We are not. Being a part of an intellectual tradition, as you are, we appreciate
our heritage. But our appreciation of that heritage of thought is not, on its
own terms, going to convey meaning tTo our working=-class allies without an
earnest attempt at conveying complex ideas in everyday language and through
gpecific examples. The fortunate thing sbout your piece is that you seem to
command & thorough understanding of the Neo=Marxian school of thought, which is
an accomplishment that many of us don't yet share, in everyday language, Admit-
tedly, that is no easy road to take, but you seem up to it. Your Gramsci was
strong in this area. ILook at the way he used language in his popular pamphlets
and also his use of fables,

-3, The above remarks lead us to a more fundamental criticism that pertains to your
whole piece and which leads us back to the interrelation between base and super-
structure. It is simply that in failing to document how workers perceive their rea
lation tc technology and capitalist work organization in their daily lives, you
miss the vitalilink that is generally overlooked or underplayed by leo-Marxist
writers concerning base and supersturcture: that is its phenomenalistic pre-
sence, Specifically, what working people have internalized more ccmpletely than
other sreas of reality, what has been projected into the world as a2 force that
is unavoidable and that is unchallengable is the very thing that Neo=-Marxism
attacks as "false conscipusness" the Machine (as demonic deity or as God).

The Anti-technology school, in particulsr Lewis Mumford, who, as Samir Amin has
pointed out, is in many ways more Marxist than most Marxists who criticize
him, has recognized the pervasive influence of technological processes on
popular conciousness and unconciousness. Mumford elogquently describes the
effect of automatism on the worker. While workers "have 1ittle doubt that
human intention, human will, start the process of invention and production,
they have become so deeply *he victim of their own automatism that they tend
blindly to deny that human intention and human effort may elso bring the proces
to an end or change its direction, once it has been fixed," (IN THE NAME OF
SANITY) Mumford goes on to refute Gramsci's mistaken notion that automatic
behavior frees the mind at work to think about other things or to reflect on
life, Gramsci is only partially correct in that the "freedom" experienced is
not that of conscious thought, but is "freedom"™ to dream. States Mumford,
%inereasingly the only way in which men can assert their specifically human
qualities, once they are engaged by an automatic process, is by non=partici-
pation, by resistance, by throwing a mornkey wrench into the works, This
limiting of the power of rational (emphasis mine) participation, and therefore
rational control, tends likewise to produce a sense of impotence®. Marxists
have erred "at the point of production" in understanding what goes on simply
because they assume the "constant™ operation of consciousness. They hope
that some sort of reascning is going on so that "rational® ideas pertaining to
alienation, manipulation, etc. can be presented to workers in some form “hat
will begin to raise consciousness at work, They overlook the "numbness", the
"deadness" that most workers feel at work. That feelings of "deadness" occur
at work quite commonly is an indication of "good sense" at work. But as
Gramsel has continually expressed, common Sense (good or bad) is folklore and
has the religious tendency of fatalism, Common sense "is as a relatively rigid
phase of popular knowledge at a given place and time. The "Jeath=-1ike" grip of
the workplace on workers! minds, and the retreat into the subconscious is rein-
forced by the capitalist managers themselves, as you know. Not only is Muzak,
behavioral psychology, color, lighting, and architecture used to heighten the
subconscious, but our conscious minds are filled with "folklore™ that stirmlates
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our further self-conscious depreciation. For example, when Taylor utters,

"it would be possible to train an intelligent gorilla so as to become a more
efficient pig=iron handler than any man can be", or when the Gilbreths assert
"it is the aim of scientific management to induce men to act as nearly like
machines as possible"' these are not textbook assertions just for managerial
reference, These assertions become part of the everyday workplace world-view.
Listen: "I feel the main problem is management's assumption that they are
dealing with illiterate, uneducated morons." (a shop steward) or "Sometimes I
feel 1’ke T was just a robot. You push a button and you go this way. TYou
become a mechanical nut." (assembly-line worker) It isn't that the zverage
working guy is dumb, He's tirsd, that's al1l1." (a steelworker). These examples,
taken from Terkel's book Working, indicate the depth of feeling that workers
exhibit pertaining to management ideology that they experience at work. Neo=
Marxism has the tendency to use these dehumanizing symbols as symbols only,
when, in fact, they are experienced by workers literally. You are correct when
you assert that superstructural relations are complex. TYou are also correct in
discussing the interrelations between objective and subjective conditions.

What you tend to miss is exactly that point in daily experience = that technology
and its forms and rhythms have been internalized to such an extent that to
working people they become not second nature, but M™ature" itself., Neo-
Marxists can't quite accept this fact partly from their lack of association
with working people (Gramsci and Korsch excepted), but more importantly from
their distrust of phenomena and visual images., -As Adorno has asserted, images
tend to make static or concrete the tension between the idea and the real, under-
minding the dialectic. To Adorno, images in the daily world cannot be trusted
as literal interpreters of reality., True! But then again not truel The fear
of imagery as well as other phenomena (things known by sense perception) negates
a major ideological mechanism of capitalist secience/technical philosophy and
that is its virtual reliance on perceptual imagery and fetishization for commun-
icating its ideological messages. As Mao outlined in On Practice, our first
awareness of reality is initially perceptual, Well, McIuhan ad nauseum have
based their whole worldview around that fact. The Gilbreths, in fact, argued
that scientific management reorganization of the workplace virtually depended

on phenomenological methods of indoctrination. In their book, THE PSYCHOLOGY

OF MANAGEMENT, they argue that "Sense training influences increase of efficiency.
With the training of the senses the possibility of increased efficiency increases.
As any sense become trained, the minimum visable is reduced, and more accurate
impressions become possible. They lead to more rapid work, by eliminating

time necessary for judgement (emphasis mine)., The relation between ideology and
work is best seen with this example., What the Gilbreths teach the worker in
sense perception and Yefficient" motion is not simply technique, but world-view.
Note: They argue that the best workers Mimitate, follow orders, are automatic,
reserve judgement, emulate superiors, trust management, etc. These are not

only stressed in the form of verbal commands, but in the orchestration of the
work environment," Scientific management assists productive imagination. S. M.
assists productive, or constructive, imagination, not only by providing standard
units, or images, from which the results may be synthesized, but also, through
the unity of the instruction card, allows of imagination of the outcome, from
the start." This says it! Not only do we have to follow orders and not think,
but they want to determine what we imagine also, As Georges Friedmann has ob=-
served, management also takes and shapes our dreams at work without our full
awareness. They reduce conscious anger and friction at work by allowing us to
dream, "Lots of times I worked from the time I started to the time of the break
and I never realized I had even worked. When you dream, you reduce the chances
of friction with the foreman or with the next guy... You pretty much stay to
yourself, You get involved with yourself," (assembly-line worker)., This popular
feeling not only negates consciousness of M"socialization of labor" in industry,
but throws into question the role of political education at work. 129




Dear Left Curve,

We're a small group formed to study agitation and propaganda in relation to art
in the struggle for a socialist revoluticn in this country. We're looking at the
consciousness of the working class now, and how art can be used to change that
consciousness and how it has been done in the past. We subscribe to your magazine
and think its one of the best on that subject in the country.

We got your letter of 11/1/7Hcand it left us with some questions. The first
guestion is why did you respond to "disagreements among the editors concerning
purpose and direction™ by saying nothing to your readers for a year? Seems like
that debate would be more fruitful if opened up to your constituency - those who
read and feed into the magazine?

Secondly, even when you do write to inform your readers you gave no hint at
the content of your disagreements. It's a fair guess that the struggle was poli-
tical or had political aspects. HNothing of this is mentioned in the letter. Are
we to interpret that to mean you are retreating from the political perspective
laid out in Questions and Responses in LC#5? We hope not. We saw that political
openess as LC's greatest strength.

To meke our perspective clearer, we'll 1ist what we've liked most in the maga-
e zine so far:

#li Cityarts Workshop, Interview with Single Spark Films

#5 L Questions and Responses, Human Object and Capitalist Image article

#6 the diversity of materisal and graphics

Overall we liked the poems, particularly the poems by Gary Allan Kizer, also
he letters and the sense this section zives of the relationship between LC and
ts readers (who they are, how they use it, etec.).

We see LC's main weakness as its class stand. The leading class in socialist
revolution is the working class. That means that it is the class which is the
focus of our activity now. Most of the articles in LC have been by, and addressed
to artists from the petit-bourgeoisie, although not all. They've addressed the
question of how art relates to the working class much less. Your recent letier
left us wondering even more about where you stecod on this,

4=
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We hope this is helpful. In struggle,
Sarah Jackson

s#(Bd,Note: a general letter was sent by Left Curve to subscribers apologizing for
the delay in publishing, and stating our intention to continue with the magazine.

Dear Sarah Jackson,

We have discussed your letter and it was decided that I should answer person-
ally as I'm the only member of LC who is still working full-time on the magazine
from previous issues. First I want to say that we really appreciate your letter
as constructive criticism is something we can use a lot more of. One of our main
editorial policies will be to work hard to encourage discussion and critical de=-
bate and we encourage you to take part in this from now on if you so desire.

Your letter brings up two main points: 1) why wasn't the "internal struggles”
of the magazine opened up to the readers and 2) the guestion of c¢lass stand., Wit
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the first, the primary reason, as 1 see it, that those struggles were not "opened
up™ was due to subjective failings on the part of the editors where our own life
situations superceeded the political responsibility we had assumed by publishing
the magazine. Though some of individualistic conflict which developed ag g resuly
of this was expressed through "political™ lines, I personally think that a prere.
guisite for "line" struggle is a clear and sound mental attitude which tries truthe
fully to arrive at principled positions - this I felt was absent, as such not
worthy of public debate. We have now reorganized based, in part, on the mistakes
of the past, and I want to assure you that LC has not backtracked from the editop.
ial position layed out in issue #5, in fact we hope to develop them more fully ang
consistently.

Now I'd like to comment on your second point: the question of class stand,
First I want to say that the magazine takes the position that the purpose of a1l
intellectual work should be to aid and become part of the struggle for the aboli-
tion of wage slavery, and from that it follows that we stand on the side of the
working class as it is the only class which can destroy capitalism, the germ of
which is the commodity form be it in labor or culture. But with that said we also
feel that that struggle takes on many diffeerent levels from struggle at the point
of production to struggle in the superstructure. The primary task that LC has
addressed itself to, consciously and unconsciously, has been to aid in the develop-
ment of a strong practically and theoretically viable culture which is in funda-
mental opposition to cepitalist cultural expression., Now at this time most people
involved in cultural expression as an on going activity come from the petty-bourg-
eoisie and it is for this objective fact that much of the material in LC has come
from that class, However, the important qQuestion is not the class background of
an individual but what the content of his or her work is, viewed not just from an
immediate sense, but from an over-all historical sense as well., At the same time,
we have always made efforts to look for and publish work that is developing "organ-
ically" from within the working class and oppressed minorities which take a class-
conscious anti-capitalist position, these have been in the minority and will con-
tinue to be so for the foreseeable future, which is simply a result of objective
developments. The problem of cultural expression is complex, it can't be created
by dictate or fiat, the best most real work comes from some kind of "internmal nec-
essity"™ which tries to grasp aesthetically the nature of reality. The major mis-
take, I believe, that most Marxist-Leninist groups have made both in this country
and during various stages of revolutionary development in previous socialist coun-
tries is to assume that art can be made on order. This has continually lead to
stereotyped cliched images which move absolutely nobody. 4n idea is an abstrac-
tion from millions of particulars and we simply can't program subjective responses
to fit an abstraction. For example the working class in this country consists per=
haps of some 150 million people from &ll parts of the world, an amalgam of cultures
and traditions such as the world has never seen, on top of this is the continual
indigenous cultural expression from Mpopular®™ to "fine" art, this is further compli-
cated by the advent of mass media, a completely new form of commmnication developed
during the last LO years or so. There is also now what might be describ?d as a
"novement" culture in this country which takes on the most conscious anti=-capital-
ist images at this time, yet can be really say that those kinds of art forms are
working class in essence? Some of it no doubt is real and will become a part of
the tradition of the people in the struggle for their own self-definition, but
much of it, I suspect, is but the momentary expression of a declassed group of
people whose violent anti-capitalism, with its accompanying anti-technological
bent, will not become a lasting part of human culture, The point is that this
issue is complex and can't be reduced to a few comforting slogans. That slogan-
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eering and direct propaganda work is important is beyond denial, but in no way
can we assume that that is the only kind of cultural expression that serves
working class revelution = te do so I believe is a travesty on the depth of
pecples lives and needs. So I agree with you that the question of class stand is
pivotal, but that question in practice, in human history, is much more complex
than envisioned by many "movement" M-L people, it can't be defined in simplistic
pragmatic emperical ways alone. Life is hard, complex, varied, rich, ugly, and
beautiful - our task as cultural workers, as just plain human beings is to work
toward ways to enrich, to bring out the deep meanings and associations people
need to further pursue the goal of the liberation of human faculties now more and
more being reduced to crass commodities by capitalist society -~ and that can be
done through direct political work as well as through the development of modern
epic forms which might not cause anyone to immediately mount a barracade, but can
give people strength through self-affirmation and affirm the need to improve life,
- and I think to do the latter, at this stage in history necessitates a struggle
against capitalism.

Again, we appreciate your comments and criticisms and please feel free to write
again,

Sincerely,

Csaba Polony
for
Ieft Curve
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The Open Letter

Artistic experience of the past few years has somehow blurred our sensitivity. The
prevailing attitude is the one of permissiveness which gives up all respensibility. The
confusion is great indeed. Not only paintings, sculptures and graphics became popular
and discussed as works of art, but also all kinds of activities and documents about
events. Not only value and role of objects have been questioned as traditional artistic
products, but even conceptual art, which tried to point out arbitraty nature of pre-
vious artefacts, has itself been put in question. The artistic attempts to define the pre-
sent situation in art are uncertain and imprecise in both questions and answers.

This situation makes it necessary for us to re-assess the concepts of art and the work
of art. T think that an attempt of an answer to the following question is 2 convenient
starting point for such a discussion: why are we undertaking certain actions or creating
objects which do not fit into the works and actions described as “works of art” until now,
why do we still tend to present them as artistic actions and products, viewing ourselves
as artists? Why presenting, communicating or commenting my experiences, or ar-
ranging a definite situation I insist om qualifying it as an artistic one? Where is the
frontier which makes me introduce just those products of my work to the institutional
mechanisms of the functioning of art: galleries, exhibitions, festivals, catalogues, artistic
periodicals, etc.?

Is it sufficient to answer this question as follows: *“all that I do and declare art is
art for I have graduated from an art school, for I am a member of the creatve union,
for I think myself an artist, etc.”, or “whatever is presented within the institutional
framework of artistic life should be considered art”? We expect that the answers will
help us in making these questions more precise, and in locating our doubts in definite
spots. This was our principal aim, and that is why we are not limiting the form of an
answer in any way: a written text is just one of many possible forms. We are asking
our question and wait for the views of these, who do care for clarity of some kind.

Along with the editors of “Sztuka” we intend to publish a special issue devoted
entirely to the above problems. The answers of yours would provide the basic mate-
rial for the editors of this issue. The publication, in Polish and English, is scheduled
to appear in the fall of 1977 and each of the authors who contributes to our action will

receive a copy of this issue.

Stanislaw Urbafiski
30-102 Krakdw
POLAND
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THE UNREALIST

Edited by Mary Joan Coleman and P. J. Laska

An annual periodical of poetry, short fiction, essays, reviews and

In America the art experienced by the majority of the people is controlled
by the imperatives of profit. As a result it is either pablum or prurience, bland
unreality or human debasement. The poetry that will replace this contra-
diction is yet to be born. Its embryonic forms, rarely profitable, are divorced
from the “art’’ industry. They exist on the fringe of American culture where a
different set of controls apply. In this marginal non-profit sector, a poetry and
arts establishment centered around the educational bureaucracy and the
new Federal Cultural bureaucracy defines aesthetic taste and controls ac-
cess to print. The political sensitivity of these agencies works against social-
ly controversial art in favor of subjectivist “"hermetic’’ forms that cannot ar-
ticulate the real objective crisis or our society.

The Unrealist is an idea in the minds of some poets who share a com-
mitment to partisan writing. This idea can make its appearance in the literary
world only by holding out a beggar’s wallet. Your subscription and donation
will help bring together writers of social commitment around the country and
encourage new voices to join them. It is a step toward an art that will shape a
new consciousness out of the fragments and disillusion that surround us all.

The first issue of The Unrealist will inciude:
Poetry by committed writers throughout the country
A critical review of Charles Bukowski's poetry
An essay on ‘'political poetry™
Numerous short reviews of new books of poetry

Short fiction

2 year subscription - $5.00 each 1 2 3
Supporting subscription $25.00

: éf‘f_i-f?OO ext. 2269 '* Note: Supporters will receive the magazine plus a subscription to the Unrealist Press poetry

h . 7,'#;"‘ postcard series - a set of four (10 cards each) projecled for 1978,

. "r-.h-'i:'."."‘. =
ART BY SAIVADOR VEGA
NAME
MARCH: Movimiento ARtistico CHicano (/& Chicago Indian Artists’ Guid
AN

il w ADDRESS
amsinabe waki-az¢ian oyl S
136 SEND TO: The Unrealist Press, Box 53, Prince, WV 25907

_—#__k b




Crime and Jocial Justice

Issues in Criminology

IN PAST ISSUES

Prospetts for a Radical

Criminology in the U.S........... T. Plant
A Garrison State in a

"Democratic” SocieTy....vaunan P. Takagi
The History of the

Buffalo PoliCe. . sssesvicsonunn 5. Harring

Delinguency and The Collective

Varieties of Youth... H. & J. Schwendinger
The Penal Question in Capital..... N. Melossi
A Critical Examination of

Women and Crime. . ... D. Klein & J. Kress
Chile: Crime, Class Consciousness

and the Bourgeoisie............. 1. Petras

ALSO: Course outlines; interviews with Willie
Tate, Angela Davis and others; essay
reviews of Albion's Fatal Tree, The New
Criminology, The Iron First and the Velvel

Glove, Against Our Will, etc.

IN CURRENT ISSUE NO. 8

Labor Market and Imprisonment. s c.cusseorerrsecciorancasarnvannaasus 1. Jankovic
Death by Police Intervention. .. «ssssicargecmcrsreanurancaas P. Takapi & S. Harring
Law and Order and the New "Realists" . ... .. cocnrmnsaiseaveiasnssnnnins Editorial
Review of SiSPers [N TTRNES . a7 s £ s an i s B « sma ks § 8 -5 0be 4 ek e o 8 A. Peters
e = e e a e e o B N F. Y R gegir ot ot JORRSET . S
Ali correspondence, articles and sihscriptioms should be addressed o
CRIME AND SOCIAL JUSTICE
P.O. Box 4373 Published twice yearly.
Berkeley, Califomia 94704

1 year 56.00 lindividuals)

1 year $10.00 (institutions)

add $2.00 for mailing outside 1/.5.
$3.00 for airmail

Address Subscriptions begin with the current issue.
City i £ bt -t Back issue #2 is unavailable.

All other back issues, including some of
Issues in Criminology. available upon request,

TELOS

A Quarterly Journal of Radical Social Theorjr

Winter 1977-78 i Nuiriber 34

Table of Contents
ALVIN W. GQULDNER: Stalinism: A Study of Internal Coloniaiism
CORNELIUS CASTORIADIS: The French Left
RUSSELL JACOBY: The Politics of Objectivtty: Notes on the U.S. Left
ANTONIO CARLO: Imperialism, Monopolies and Inflation
RUDOLF ]. SIEBERT: Fromm's Theory of Religion
JAY ROSELLINI: Introduction to Negt and Zipes
OSKAR NEGT: The Misery of Bourgeois Democracy in Germany
JACK ZIPES: From Berufsverbot to Terrorism
SHARON ZUKIN: The Paris Conference on Self-Management
RUSSELL BERMAN: Adomo, Marzism and Art
DAVID GROSS: Irony and the “Disorders of the Soul”
MIHALY VAJDA: Law, Ethics and Interest
Plus reviews of books and journals.

Subscriptions cost $10.00 per year to individuals; $15.00 to institutions. Write for a
list of available back issues. Address all correspondence to Telos, Sociology
Department, Washington University, St. Louis, Missouri 63130 USA

SPECIALISSUE

GRAPHIC
ARTISTS
ON THE
LEFT

This entire
issueis devoted to
Bonnie Acker, Peg Averill, David
Bragin, Bulbul, Jacky English, Ollie
Harrington, George Knowlton, Bill
Plympton, Shake, Toni Truesdale,
Johnann Vogelsang and Fred
Wright; people who've been among
those expressing the sentiment of the
left movement in the United States
through graphics for over forty years.
WIN Magazine is the weekly
magazine written by and for people
active and interested in the social
change movement. You can order this
special issue of WIN, 48 pages, for
$1; or subscribe to a year of WIN, 44
issues, for $11 and receive *'Graphic
Artists on the Left,”’ free as abonus.

[JHere’'smy$11, lwanttoreada
year of the latest news and analysis
from the movement, and get a free
copy of ‘'Graphic Artists on the
Left.”’

[JHere’s $1, send me a copy of
“"Graphic Artistson the Left,”" a
special issue of WIN.

[ Here’s $6, send me six months of
WIN just to get my feet wet.

Name

Address

Zip

WIN / 503 Atlantic Ave.
Brooklyn, NY 11217

cineaste

THE ART AND POLITICS
OF THE CINEMA

$4 for four issues

Sample Copy - §1

333 Sixth Avenue
New York, N.Y. 10014

THE GREAT DIVIDE
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Pigeon. 88 Fisher Ave Boston,  Nass
02120
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CONTRIBUTORS

LESLIE BALOG is a Berkeley attorney affiliated with
Centro Legal de La Raza, Oakland.

CARLOS CUMPIAN is a poet living in Chicago and a mem-
ber of MARCH.

LLOU DEMATTEIS is a photo-journalist living and working
in San Francisco.

ED FELIEN is Assistant Professor of Humanities at Wayne
State University Weekend College Program and is a former
Minneapolis City Councilmember.

DENNIS JOHNSON is a photojournalist living in Berkeley, ‘
California. |
BRUCE KAIPER is the Coordinator of the Radical Elders

Oral History Project and lives in Oakland, California.

P.J. LASKA is a poet from West Virginia,.

RICHARD MARTEL is the editor of Intervention and lives in Montreal, |
BERNARD OHANIAN is a student at U.C. Berkeley and a

member of the Peoples' Translation Service.

DAVID PENBERG is a poet 1living in New York State. :
CSABA POLONY lives in San Francisco,

MICHAEL PYATOK is a practicing architect in the Bay Area

and a Visiting Professor at M.I.T. (Fall 1978), who is

co-authoring a book on citizen participation in planning

and environmental design.

ILEANA RODRIGUEZ teaches Latin American Literature at the
University of Minnesota and has published in Telos, Polit, .
and Praxis,

ELLIOT ROSS and SUSAN SCHWARTZENBERG are travelling in

East and West Europe.

TERRY SMITH is at the Power Institute of Fine Arts,
University of Sydney, Australia,

FERN TIGER, Visiting Faculty at U.C. Davis (1978), lives

and works in Oakland, California where she 1s currently

] undertaking a photo documentation of everyday life of Oakland.
' HANNO WEBER is Director of the Community Design Workshop,
Washington University, St. Louis, Missouri and is co-author
on a forthcoming book on citizen participation in planning
and design.

MARC ZIMMERMAN counsels migrant farmworkers in St. Paul,
Minnesota and has published in Hispamerica, Praxis and

other journals.
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