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Coming next in

FUSE

Australia:
A Report and Analysis
by Australian artists
and art historians

“Perspective on
women in the 1980’s”
interviews from
the Winnipeg Conference

The Second
‘Truths & Rights’ Interview

The Invisible Image:
Non-white portrayal in
Canadian media

N.A.P.N.0.C.:
American neighbourhood
arts coalition

CBC/NFB Fedcultfilm
NEW FICTION
Rl £ S Uk
by Donna E. Smyth

This powerful Nova
Scotia novel explores
a day in the lives of
three women and
the bonds that hold
people together.
$7.95

et Lot i

ALSO FROM
WOMEN’S PRESS:

DRAGONHUNT

by Frances Duncan
$5.95

THE TRUE STORY
OF IDA JOHNSON
by Sharon Riis
$3.24
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“To Serve
And Protect”

After four months of “interim’
operation C.I.R.P.A. (Citizens’
Independent Review of Police Activi-
ties) became a formal organization at
its inaugural meeting on Feburary
15th at Toronto’s City Hall.

Two hundred people including
representatives from the Law Union,
visible and other minority groups
listened while the interim executive
lead by Mark Wain (Law Union) gave
their report. In the twenty week period
from September 15th to February 2nd,
1982 C.I.R.P.A. handled over 500
calls of which 90 serious cases involved
police assault (see table).

Three C.I.R.P.A. cases involved the
police Hold-Up squad, of which two
featured the ‘dry submarine’ technique
of suffocating victims. Twenty other
allegations of the use of this technique
have been brought forward by a
number of criminal lawyers, separate
from C.LLR.P.A. “Dry submarining’
involves shackling detainees, putting a
bag over their heads and beating them
supposedly to obtain confessions.
Lawyer Dyanne Martin told the
meeting that apparently this is one
police procedure that has ceased, due
to the number of allegations being
presented.

’

Toronto police management failed to
seriously investigate citizen
complaints of police brutality.. The
lists of alleged serious violence by the
police is alarming in its sadistic
extremes. The following are just four
examples of violence against women:
- Epileptic woman, thought to be
drunk, struck, bruised, threatened
called “douche bag”.

- woman pushed around, gun held to
head of 7-year-old during raid.

- woman grabbed by throat and-

throttled and told, “Shut your mouth
bitch”.

- woman knocked to ground, hair
pulled, manhandled while husband
beaten by police.

Beating people up while they are in
handcuffs is common, “man told, ‘I'll
punch you 3 times for each lie. After
that, I'll double it’, and finally hit 20 or
more times while in cuffs.”

52 Division (infamous across
Canada since the Baths Raids) scores
high in the number of complaints
being made by citizens to C.I.R.P.A..
C.L.LR.P.A. is planning a leaflet drop in
the area covered by 52 Division,
hoping that residents will make use of
the organization’s unique service.

Membership in C.I.R.P.A. is $10,
volunteers are needed for all areas
including assistance with their 24 hour
hotline. Phone 367-7903 for further
information or write C.I.LR.P.A., c/o
Alderman David White, City Hall,

C.LR.P.A. was founded after Toronto.
Beaten while in handcuffs 22
Handcuffs used to inflict pain 10
Preoccupation with genitalia 12
Escalation of traffic related incidents 10
Escalation of other minor incidents 8
Mischief (damage, planting drugs, weapons) 15
Visible minorities 11
Gays 14
Women 12
Other assaults (not in any other category) 6
Mishandling of complaints 13
Public mischief, charges and lawsuits against complainants 6
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WRITERS AND HUMAN RIGHTS
This international gathering sought to
combat artists’ isolation and political
impotence through collective action.

American writers recently massed in
New York’s Roosevelt Hotel and
resolved to form a national union. The
unanimity with which they reached
that decision surprised many who sus-
pected writers were far too individual-
istic a breed to allow themselves to be
smothered in the ranks of a collective.
But as one novelist said, . . . we don’t
need any more writers as solitary
heroes; we need a heroic writers’
movement!’

The moot possibility of upified.
political action loomed large before:

the American Writers Congress chiefly
because of a rapidly developing per-
ception of the true nature of the
American publishing industry (‘some
sell shoes and others sell books’),
fuelled by panic in cultural circles as
Reagan hits his stride. The Writers and
Human Rights Congress, held in
Toronto at the beginning of October,
implicitly confronted the same
problem, assuming vaster proportions
than at the American gathering. With
global terms of reference, writers from
over 50 countries came together to
deliberate on issues such as imprison-
ment, exile, revolution and terrorism.
The question here was: what sort of
collective muscle could be flexed by
such a diverse group, assembled from
such a wide spectrum of political con-
texts, on such a broad platform as that
of human rights?

Matters were not made easier by the
inherent tendency of writers to deal
with the world in ways not conducive
to the sort of consensual processes
from which organized action springs.
A great deal that went on did so in
anecdotal rather than analytic fashion.
Two instances: Zdena Tominova, an
exiled Czech now living in London,
described the Thursday meetings of
dissident writers and intellectuals in a
Prague cafe, under the oppressive sur-
veillance of those she called the ‘men of
dubious ‘elegance’. The writers would
pull their chairs close to the table in
order to exchange ‘samizdat’ books —
unauthorized publications — and the
‘men of dubious elegance’ craned their
necks to see what was passing from
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hand to hand. One of that group was
Vaclav Havel. He was sentenced in
October, 1979, to 4! years in prison
for preparing and circulating informa-
tion about people whom he and his
group considered to be unjustly perse-
cuted.

The liberating forces

At another session,- the Uruguayan
writer Eduardo Galeano talked of his
friend, the Argentinian novelist
Haroldo Conti. Conti, said Galeano,
spent his last years in Buenos Aires
tormented by the idea that his litera-
ture was politically useless. Others did
not share his doubts. In May, 1976,
Conti was dragged from his home by a
group of armed men and then ‘dis-
appeared’. He was later seen in a secret
detention centre, so badly tortured
that he could not eat, talk or control
his bowels. He has not been heard of
since. ‘When lighting the little fires of
identity, memory and hope, said
Galeano, ‘work like his is liberating.
His words gave shelter to many naked
people . .’

The telling of such stories

Nadine Gordimey stressed the writer’s responsibility to society.

PATRICK McGRATH

dominated many of the panel discuss-
ions and symposia of the congress. At
least 70 countries of the United
Nations are believed to be holding
prisoners . of conscience, ‘many of
whom are writers, editors and journal-
ists. The writers, gathered in Toronto,
talked much of their role in the face of
such outrages. Alan Sillitoe was
probably alone.in arguing that the
writer should simply get on with
writing and never mind the politics.
Many disagreed, urging that the writer
could not escape responsibility as a
witness to social conditions. Some,
such as Nadine Gordimer, said that the
writer as a non-abstract interpreter of
society carried more responsibility in
this regard than other citizens.
Sillitoe’s position reminded people
altogether too much of Margaret
Atwood’s comment that in this
country the writer is expected to
entertain and divert — to provide
readers with a ‘Disneyland of the'soul’.

Which points out a second tendency *

of writers which predisposes them to
idiosyncrasy rather than consensus,

that is, the seeing of the world in pre-

dominantly figurative terms. Again,
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ROOTS OF SOUL: ;

THE PSYCHOLOGY OF BLACK
EXPRESSIVENESS

by Alfred B. Pasteur and Ivory L. Toldson

“We define ‘black expressiveness’ as
the readiness or predisposition to
express onself in a manner
characterized by vital emotionalism,
spontaneity and rhythm.” Is North
American music by definition black? A
holistic overview of ‘soul’ with
emphasis on origins, it touches on all
the arts. No bibliography but
hundreds of great footnotes.
hardbound $19.95

AFRICAN RHYTHM AND AFRICAN
SENSIBILITY
by John Miller Chernoff

Both a personal travel account and an
indepth study of the relation between
African music and African society.
Author was a drumming student for
ten years. Incredible footnotes.
(Highly recommended by David
Byrne)

paperback $11.50

SUBCULTURE: THE MEANING OF

STYLE

by Dick Hebdige

Was the coalition of punk and reggae

just fortuitous or merely aesthetic?

Neither, says Hebdige. Sprinkled in

continental radical theory, with an

insider’s view of the music scene. First
art is historical, second critical. Good
ibliography.

paperback $9.50

ROCKET ROLL
by Linda Middleton

Photo essay on both the female and
decidely feminist rock bar bands on
the Toronto scene. Great shots with a
smattering of text.

paperback $7.50

THE BOY LOOKED AT JOHNNY: THE
OBITUARY OF ROCK AND ROLL
by Julie Burchill and Tony Parsons

“With brilliant analysis, dazzling wit
and wicked cynicism, the authors
shatter the facade of the pop music
industry.” — (London) Evening News.
Authors are staff writers for New
Musical Express.

paperback $3.95

ROCK-A-BYE, BABY
by Aida Pavletich

Although it contains mainly female
star profiles, this book is as much
about culture as it is about music. A
portrait of women adored and
abused, publicly placed on a pedestal,
and — too often — privately pushed
around. Covers pop, blues and rock
from Bessie Smith and Judy Garland
through to the current scene.
hardbound $18.95

- SLAMMER

by Al Neil

“The seven stories that make up this
collection portray aspects of a world
that appears as a parallel, a mirror
image, a million miles away or as a
field for guerilla action. Throughout
this collection Al Neil ensures his
work will remain beyond recognition
by arbiters of literary taste: he writes,
too well, about the edges of
contemporary society.”” — Jim Christy,
Toronto Star. Al Neil is a Vancouver
jazz pianist.

paperback $5.95

Also available: CHANGES (a novel) by
Al Neil.

paperback $5.25

For mail order please add $1.50 for
the first book and 50¢ per title
thereafter. Prices are subject to
change.

110 QUEEN STREET EAST - 368-1538
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THE POLITICAL THOUGHT OF
ARCHIE SHEPP
““That music that they call ‘jazz’ grew
out of slavery. It grew out of our

suffering, it tells our story . ..

s

NORMAN ‘OTIS’ RICHMOND

The controversial saxophonist Archie
Shepp recently appeared in his third
film Imagine The Sound which was
screened at the Sixth Annual Festival
of Festivals in Toronto, (1981). The
film was made in Toronto and was
produced by Ron Mann and Bill
Smith. Shepp has also recorded an
album I Know About The Life for the
Canadian label, Sackville.

Shepp says he is being turned into a
nomad and spends a great deal of time
recording and performing in Europe
and Japan. Today he is without a
contract with an American record
company. “In the '60s I got to do a
little travelling, I was out in California,
but I've never really worked that much
in the United States to tell you the
truth,” said Shepp.

When not performing and recording
abroad Shepp teaches at the Univer-
sity of Massachusetts, in Ambherst,
where he recently got tenure.

While Shepp’s career in the
academic world is somewhat secure his
career in music has not been all fun
and games. He was born in Ft. Lauder-
dale, Florida but spent his formative
years in Philadelphia where he grew up
with people like the late trumpeter Lee
Morgan. He went on to graduate from
Goddard College in Vermont with a
degree in play writing and moved to
New York City in the late *50s.

His play “Junebug Graduates
Tonight” was produced by the Chelsea
Theater and three of his one-act plays
were produced at the Public Theatre.
But as a struggling playwright Shepp
found it difficult to make ends meet.
He turned back to music which he
started playing when he was 15 and
first performed with a Puerto Rican
band which paid him $15 to $20 a night
as an alto saxophonist. After
switching to tenor sax his playing soon
attracted the attention of pianist Cecil
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Taylor and Shepp performed on
Taylor’s Into The Hot album.

Shepp is one of the most articulate
and outspoken musicians in the
business and his words and typewriter
have gotten him as much attention as
his horn. He has been published in the
New York Times and Downbeat
magazine as a writer.

.In 1966 he wrote, “What do we base
jazz on? It is not that we see jazz as an
art, or even as an artifact, but we see
jazz as one of the most meaningful
social, aesthetic contributions to
America . . . itis anti-war; it is opposed
to the U.S. involvement in Vietnam, it
1s for Cuba; it is for the liberation of all
people. That is the nature of jazz.
That’s not far-fetched. Why is that so?
Because jazz is a music of my people. It
is precisely that.”

His music has always reflected his
concern for African-Americans and
other oppressed people. “Attica
Blues”, “Blues for Brother George
Jackson” and “Dr. King The Peaceful
Warrior” are some of his tunes. In
1976 he teamed up with drummer Max
Roach and recorded an album Faorce
which contained a cut “South Africa
1976”.

The following is taken from two
interviews that 1 conducted with
Shepp in Toronto on November 4,
1979 and April 14, 1980.

Norman Richmond: Most of the
questions I am going to ask you are
going to be of a political nature
because these are questions that I have
been wanting to ask you for years.
How do you feel about the now
independent state of Zimbabwe? What
are your thoughts on this situation?

Archie Shepp: 1 am rather concerned
about Africa in general. But to makea
long story short I am very happy that
the Black folks there have gotten their

independence. But I am more
concerned about their ability to keep it
once they have achieved it. I was very
impressed by the revolutions in Ghana
and the establishing of Jomo Kenyatta
as the President of Kenya. Subse-
quently I have heard rather distressing
things about places — particularly
Kenya for example — the treatment of
their own national citizens vis-a-vis
say white colonials. Apparently white
colonials still receive preferential
treatment in some areas of so called
Black Africa that are ostensibly free
for Black people to achieve their
freedom. So I would hope that the
newly independent nation of
Zimbabwe does not achieve what
amounts to merely certain independ-
ence which might be defined more
socially than economically because it
is indeed unfortunate when Black
people in their own countries win their
freedom and yet are still treated like
second-class citizens.

N.R: What are your views on the
possibilities of African-Americans
forming something like the whole
nation state? That particular argument
has been going on for fifty years or so.
A.S: Well, rock ‘n’ roll killed that.
N.R: [ don’t understand.

Rock ‘n’ roll —
integrationist music

A.S: Well, rock ‘n’ roll was essentially
an integrationist form of music. Look
at the music you heard in the Sixties
and that was prevalent during the
Sixties. It was a form of music which
might be defined along the lines of
being more relevant to the community
ethos. If we take a revolutionary
perspective, the music of the Seven-
ties is a very pacifistic one. One, inter-
estingly enough, where white players
have achieved a similar expertise to
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“If we take a revolutionary perspective, the music of the 'Seventies is a very pacifistic one.”
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In 1799 there had been a big ship-
ment of Blacks from Haiti because of
the war that was raging prior to the
settlement of that territory. So the
culture was reinforced in New Orleans,
it was like a fresh injection of African
culture, because these people came
directly from Haiti and many of the
brothers and sisters who went to the
West Indies were shipped directly
from Africa, whereas in later years,
particularly in the 19th century, many
of the brothers and sisters in the
United States appear to have been
bred in the West Indies. Which is why
people of West Indian descent some-
times make the claim — and it’s a
divisive one 1 think, it’s not a very
positive one, it certainly doesn’t rein-
force our diasporic consciousness —
that the American Negro was “washed
white” through the fact that he was not
directly from Africa, but often had
come from the West Indies where
certain types of amelioration of his
experiences, attenuation had taken
place, which we can see through the
whole latter-day middle-class
experience of the American Negro.
But I think many of our people right
here — 1 know in the South for
example, I was born in the South —
many Blacks came directly from
Africa. 1 know that because there’s a
bunch of Black niggers where I come
from! They ain’t got too much admix-
ture, you know what I mean? So that
speaks for itself, in fact, I'm not doing
so bad myself. You see what I'm
saying?

So 1 think the African-American
experience here in the United States is
pure enough, we don’t have to cop any
pleas or explain ourselves to anybody.
I think what we did in Watts, and in
Harlem, and in Jersey, and in Chicago,
I think our struggle has been on a par
with any freedom-loving people
anywhere, even with that of the
Vietnamese, because we're fighting
from within a structure where we’re
definitely in a minority and a lot of cats
out there are in the majority and don’t
seem to be able to do anything!

Even Africans have yet to accept
their relationship to African-
Americans. How can Africans be free
when Negroes in the United States are
not free? One of the most critical
questions that Africans must answer
for themselves is that of their own role
in the slave trade. They’ve never done
that. Subsequently there’s a whole
guilt/fear trip in terms of
communicating with American
Negroes on a contemporary level.

For example, if you look at Africa
today, you see that they need agrono-
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mists and other technical people. Very
often their own people whom they
train don’t want to go back to Africa.
Yet there are thousands of trained
people in the United States, Negroes
who would love to go to Africa and
work — if Africans would open their
countries to Black people and say,
“Come back home, brother”. Africans
never do that, because within this
diasporic consciousness, there's a
certain level at which we’ve never
really come to grips with ourselves.
Part of it’s social and economic, so the
Marxists try to provide a simple
answer; but Marxism is too Western, it
doesn’t solve our problem. If we could
see that there is some continuity
between the field cry that some guy’s
making in Georgia and some Ashanti
working in a field in Ghana, that’s a
basis.

“Diasporic Music”

N.R: Do you think that we can say that
this music is an African-American
music exclusively, or do you think that
there was a parallel development? Was
this type of music played in South
Africa and the Caribbean as well as in
the United States?

A.S: Actually, no. It only happened
here in the Diaspora, in this area of the
Diaspora. Incidentally that’s another
name that I've begun to call it,
“Diasporic Music” because I feel that
there we get into the Caribbean, South
America, the United States, the whole
Black continuum. “Diasporic Music”.
And my own concept, musically, is
going more and more in that direction.
With the big band I've been reaching
for more what you might call “Third
World” elements. An expression of a
Black message, one which speaks for
the entire continuum.

I'd like to get a team of research
scholars and musicians, writers, and
go into an area like Brazil, up around
Bahia, or Cuba into one of the heavily
Yoruba areas where a lot of that music
and that lore is still alive, and begin to
document some of this material, and
to begin to utilize this as a form for
creating other types of diasporic
musical structures — similar to the
reggae — because rhumba and all
these forms had international
implications, especially when they
came from down below the United
States. They’ve usually had
tremendous implications as regards
dance, and they've had a lot of our
implications as regards their universal
reference, perhaps in a way that our
own music has not had. We've reached
Europe, but a lot of our music has yet

to reach South America. But a lot of
South American music has been very
successful in reaching the entire world.
Like Samba, we’ve reached the world
differently, and we’ve reached other
areas of the world. So-called “jazz”
music often reaches the intelligentsia,
it reaches the middle class, because it’s
a very sophisticated music, whereas
our dance music reaches the mass of
people in those areas. When 1 was in
Japan, not too longago, we played toa
hall of maybe 2,000 people, and that
was our biggest audience. When
Earth, Wind And Fire came through,
they were staying at the same hotel, 1
know they played to about ten or
fifteen thousand. Because their music
appeals to a whole mass audience that
my music would not appeal to.

Then again I think it’s the whole
nature of blues music appealing to
essentially a working-class audience.
They’re the people who go out and buy
the 45s. And they create the whole Top
Ten syndrome. So somehow those
people have to be assuaged, and they
have to be engaged, because a lot of
those are our people, and we shouldn’t
forget the fact that “A Love Supreme”
was a gold record. In fact they sort of
withheld that information from John
Coltrane. He discovered it by accident.
If Stevie Wonder gets a gold record,
well, usually it means that you rewrite
your contract. But John just came up
to the ninth floor and he saw this gold
record and he asked the A&R man
“Isn’t that a gold record out there?”
And the A&R man said, “Yeah, I
forgot to tell you . . .”

They don’t want niggers playing
that music no more, man. That music
was the music they played in the
Sixties, and the Sixties were a
turbulent period here in this country. |
hope the Eighties will be the same way,
but on another level. I'm not talking
about the kind of engagement which
would result in the lives of many of our
people being lost, but I'm talking
about a level of engagement in which
we would really begin to change

things. That’s truly a revolution,’

another level of revolution which we
haven’t achieved yet, but I'm hopeful
that we can. And I think that there
again, music could help us to realize
this if we could seriously understand
all its references. O

Readers of FUSE in Toronto
are invited to listen to Norman
"“Otis’” Richmond’s weekly
radio show, DIASPORIC
MUSIC, on Tuesday nights
from 11.00 pm to midnight.
It’s on CFNY-FM 102.1.
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There's no music without

the composer ... And without CAPAC,

life would be a lot tougher
for Canadian composers.

All music begins with the composer. And for thousands of
Canadian composers, CAPAC is a mainstay of their
professional lives.

CAPAC — the Composers, Authors and Publishers
Association of Canada — exists to support the composer, and,
through the composer’s work, the entire Canadian music
industry. Our main job is to collect performance royalties from
the organizations that use music, and distribute them
to our members, and the members of similar organizations
around the world with which CAPAC is affiliated.

We do that part of our job promptly and efficiently — our
members received more than $8-1/2 million from CAPAC last
~ year; the 1981 figure will be considerably higher.

CAPAC also provides leadership in the Canadian music
industry. We pioneered the concept of performing rights in
Canada in the early days of our 56-year history.

We lobbied successfully — and almost alone — for the
creation of what later became the CRTC’s Canadian content
rules. And we're pushing hard for the long-overdue revision of
Canada’s outdated Copyright laws.

If you write music of any kind, you owe it to yourself to know
more about CAPAC. There are many reasons why composers
as diverse as the members of Rush, Glenn Gould, Myles
Goodwin of April Wine, John Weinzweig, Galt MacDermot,
Gilles Vigneault, Gordon Lightfoot, the Statler Brothers}*
Loverboy's Mike Reno, and Murray McLauchlan
are all members of CAPAC.

To find out more about us, call, write or visit any of our three
offices. Or ask a few of our members.

The Composers, Authors and Publishers Association of Canada

caqpac

1240 Bay Street, Toronto, Ont. M2R 2C2 (416) 924-4427
1245 ouest, rue Sherbrooke, bureau 1470, Montréal, P.Q. (514) 288-4755
1 Alexander Street, Suite 401, Vancouver, B.C. V6A 1B2 (604) 689-8871

*Members of BMI in the U.S.













Collaborators John Tucker and Fred Gaysek of Keen Kino.

KEEN

Keen Kino is a private artists’ audio
recording and music production
facility. It is also the group name for
Fred Gaysek and John Tucker’s
collaborative projects. They recently
finished renovating their studio and
plan to offer their audio services on a
project-by-project collaborative basis.
Tucker is an artist/musician/com-
poser; Gaysek is a writer/artist. Their
collaborations result in performance
both live and for tape.

FUSE: What’s the immediate history
of this studio?

John Tucker: [ moved from B.C. and
worked within the Lansdowne Artists’
Co-operative. There I met Fred. I had
set up a four-track recording studio
with Dave Porter. At the time I also
worked with John Kaipers who had a
four-track studio and we decided to
combine the studios as; Keen had
moved in here in October 1980. By
December we put together an eight-
track facility that now has developed
into this studio.

FUSE: Most if not all the instruments
you have here are electronic, there’s an
assortment of interfunctioning key-
boards and percussion. Where did the
electronic interests come from?

J.T: The recording process made me
understand that acoustic instruments
become electronic once on tape. My
interests are in the sound itself rather
than playing techniques so the instru-
mentation we use becomes highly
compatible with the recording process.
FUSE: And there’s the language-liter-
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ature interest . . .

Fred Gaysek: I got to a certain stage
writing poetry where [ didn’t feel good:
I wanted to use language off the page.
It made sense for me to get speech back
into the air live or on tape. So with
John Kaipers’ and Dave Porter’s
assistance and access to York’s
(University) studios 1 began working
on tape. So my interests evolved into
performance of text material rather
than as Performance artist. Judith
Doyle ‘and myself had established a
publishing company in 1978 called
Rumour Publications. That had a
productive life of about two years
where we produced thirteen titles.
Judith and I have done collaborative
writing and performance together.
FUSE: So where’s the integration?
F.G: It’s still unresolved, although we

are doing the performance later on this .

month. Previously we have used the
music and the voice back-to-back. The
performance we are doing at the
Theatre Centre is where we will try to
integrate the text with the sound. The
integration is more one of theme where
the language introduces a theme and
specific narrative information.
Together it enables a landscape to be
produced without having to describe
every detail. The speech and the sound
will be both pre-recorded and live. The
live sections will be charged and inter-
active hopefully to breakdown the
distinction. Visually there are rear-
projected colour fields and John’s
white-line drawings. The imagery is
technical, urban and architectural . . .
there seems to be a growing interest

thematically for people wanting to see
work that deals with the society, with
economics and particularly with
ethics.

FUSE: How is the studio going to
function?

J.T: The set-up has been a long process
in deciding how to provide a certain
versatility. It’s good for recording
multi-track and working out
structured ideas either for music or
soundtracks for both film and video-
tape. This equipment for instance is
more mainstream than say studio
synthesizers. In particular it’s suited to
rhythmic sound composition. The
studio is about 1,000 sq. ft. and has a
comparatively large isolated sound
booth. It’s for our own work and apart
from that primarily with artists and
others whose projects interest us. We
set it up to avoid commercial studio-
time that we would have needed to give
us comparative facilities for our work.
We have to make ends meet but we are
open to any projects that would allow
both ourselves and others to learn
from further collaborative experi-
ences. We worked on the soundtrack
for Judith Doyle’s new films, worked
with Kim Tomczak and the Boy’s
Brigade. A lot of people have shown
*rnterest in learning about the
recording process and the use of the
musical equipment we have. While we
won’t have a structured program we
hope in some way to meet that interest.
There needs to be some initial de-
mystification so that the tools can be
utilized by artists unfamiliar with
recording studio applications. a
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One year, five issues: .
$10 USA and Canada

$15 Overseas

Your subscription is a
tax-deductible contribution.
Make your check payable to
New Wilderness Foundation.

city/state/zip.

Please detach this form and send it in an
envelope with your cheek to:

Ear Magazine East

New Wilderness Foundation
325 Spring Street, Rm 208
New York, N.Y"10013
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MUSICWORKS

The Canadian New Music Peri

WERREN '

We like to keep our ears’open.

MUSICWORKS has a history of featuring scores, in-
terviews, articles, visuals and photos with and by
many innovators of new and posnlblo musics —
human or otherwise.

MUSICWORKS recognizes tho Innovlﬂon in jazz,
, rock, and d We also in-

{ of and inspirati from

and prlmulvo | imals, dance, machi

stars and other things.

MUSICWORKS presents a noundlng of ﬂn world

froma C it d by musi-

cians and artists who make lho lormal ulrnc!ln.

and dable. T Is

strange, conversational, playable and wmy

Please subscribe. Your support keeps us all informed.

Canadian subscriptions $6/year (4 issues) or $11/wo years.
Subscriptions outside Candda $8/vear, $15wo years
Institutions everywhere $12/year, $22/two years.

MUSICWORKS, 30 ST. PATRICK ST. TORONTO, CANADA M5T 1V1

(604) 876-0650
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MUSIC AT
THE WESTERN

FRONT

FEB 26 PEREIRA LUNGHU
ANGOLA GUITAR
MAR 20 AL NEIL .
EQUINOX
CONCERT
26 DAVID MAHLER
28 ELYRA CAMPBELL
APR 2 OWEN UNDERHILL
3,4 EXPERIMENTAL
MUSIC WEEKEND
16 MARTIN BARTLETT
17 DAVID KEANE
18,25 - PURE MUSIC
SERIES
30 NEW MUSICA
: ENSEMBLE
MAY 6 OLIVER/HATON
IMPROVISATION #3
21-29 TOM GRAFF

SPRING
1982

Western Front
303 East 8th Ave.,
Vancouver

Funded in part by The Canada Council
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ROBERT REID

SOLIDARITY

Persky’s book on Poland’s trade-union
movement immerses itself too far in
history-in-the-making.

At the Lenin Shipyard
Poland and the Rise of the
Solidarity Trade Union
Stan Persky

New Star Books, Vancouver
253pp. illus.

Eighteen days in August of 1980
focused world attention upon Poland
as it had not been since the Nazi’s
preamble to the Second World War.
In the situation of a deteriorating
national economy inextricably linked
with the world-wide general contrac-
tion of productive growth and a shift
in balance-of-trade mass deficits, the
working class of Poland struck for
independent, self-governing trade
unions. In those few days beneath a
powerful red-and-white graphic
symbol of aspiration ten million
people became Solidarnosc, Solidar-
ity. The awesome rhetoric of freedom
had taken on the daring of the word
about to become substance.

Author Stan Persky, a teacher of
sociology and political science at
Northwest College, Terrace B.C.,

travelled to Poland in the spring of
1981. Confounded by his students
apathy toward the issues and piqued
by the desire to see for himself what
was happening he spent three weeks
there. In that time he concentrated his
attention upon the Gdansk region and
specifically the Lenin Shipyard where
he interviewed participants in the
events of the founding of the
Solidarity union.

Out of that experience he brought
away an anecdotal interpretation of
the history about the signing of the un-
precedented Gdansk agreement and
the faith that he would reproduce the
truth, as one veteran shipyard worker
had admonished him, in “(t)he very
simple words of a worker.” He was
asked, “that people talk about Poland
as it truly is. Because the people of
Poland don’t deserve to be talked
about in a bad way. What we hear
from abroad, the shipyard worker
said, “is that people think we Poles
don’t want to work, and that we want
Saturdays off even though we’re in
debt. It’s not true that we only want
Saturdays off because we're lazy

e

ﬁ\,—

people.” Most importantly he was

told, “we have to know for what and -

for whom we’re working. We have to
be sure that our work won’t be wasted.
We want to work for ourselves.”

With the homely force of that
intention in the foreground, the “pro-
fessional reader”, as Persky calls us, is
faced with the prospect of an album of
sketches, a prologue to history, and
unfortunately, in the unfolding of
martial law in Poland just after publi-
cation, what now appears to be a load
of excuses for rushing a ‘topical’ story
into print.

But bad timing is one thing:
conceding to style over content and
analysis to provide for popularaccess-
ibility is another. Sometimes it washes
depending on the grace and leftward
tactfulness of the critic. Sometimes it
doesn’t.

Making
Political Hay

Perhaps it is too easy to second guess
the past performance of writers and
commentators upon Solidarity with
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General Wojciech Jaruzelski’s
“military council for national
salvation” presently in power. Yet
what did I learn about the Polish
struggle and big-time East/West
politics from reading At The Lenin
Shipyard that might have suggested
Jaruzelski’s successful use of military
might and dictatorship? Without
reading between the lines precious
damn little I'm afraid. Nobody,
including Persky or, to his credit this
time, the Solidarity leadership itself
even seems to have doped-out the
loyalty of the Polish army.

While the Soviets may squirm for
the moment at the impolitic
dominance of the army over the Party,
both the Russian communists and the
U.S. have been making political hay at
the expense of the Polish working
class’ astoundingly romantic grab for
power. It is no trivial matter that the
situation in the country continually
poses a question of spheres of
influence, balance-of-power. Crisis
management seems perpetually at the
edge of collapse. The interests here
have possibly more to do with the
nature of global suicide than with one
nation’s freedom. When left liberals
can see that not even 10 million people
can be allowed the scope to upset the
world applecart perhaps they will get
over simply trying to milk public senti-
ment from very complicated and
potentially globe hazarding tensions.

From the outset however, Persky
determined to “novelize” his story. His
mandate was to speak to workers and
intellectuals in the West about the
Solidarity struggle as he saw it in very
ordinary language. After all, living
history can be a series of pictures of,
though sensibly short of steaming
samovars, early morning trolley rides
and pamphlet drops if required.
Creatively reconstructed debates and
dialogues interspersed with dates and
events presumably can have a ring of
truth about them. The point finally
comes up though that too much is
being given up to simple description as
a methodological device. The
popularization falls down where the
story becomes tentative, too much like
sequel stirring. The last chapter has
more substance per line than all.the
earlier chapters have per paragraph.

The consequent questions for
investigation with much less curious
demure in a_more leisurely attended
book are contained still within the
premise and much of the material of
this one. In the rise of the Solidarity
union why, for instance, did the
intellectuals come to dominate the
discussions that produced the final
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agreement? Obviously the influence of
the Catholic church is important but it
needs to be more adequately flushed
out in the ‘deeper’ book. That the
Western banks hold the country’s
economy hostage can be expanded
upon even in ordinary language. Such
information might prove useful to
explain for whom the shipyard worker
was working.

Surely we should also know what is
built in the Lenin Shipyard. Whether
nuclear-dealing subs for the Warsaw
Pact or inoffensive fishing factories
are produced in the works has bearing
upon the facts of the matter if not the
humanistic sentiments. We ought not
to be allowed to hide from the contra-
dictions forever.

Better to produce
a principled polemic

There are questions as well about the

official-line, Party use and misuse of
ordinary language and subsequent
conceptual appropriation and thought
manipulation that are touched upon in
this book but are sadly unelaborated.
And what about the loyalty of the
Polish army? It can readily and equally
be asked of Persky what he exasperat-
ingly asked of his belaboured students:
What about Poland?

Yes, what of it? The garbled news
out of that troubled country since
martial law was imposed gives little
hope to the resurrection of Solidarity.
The image of a savagely squelched
union can set forever the view that the
fix was in.

If Poland watcher Persky attempts
the more ambitious and probably
more rewarding book contained in the
present publication he will be well
advised to avoid credibility scrambl-
ing assertions such as: “(t)he major
victory of the Polish working class in
1980 was the creation of permanent
institutions of representation
independent of the Polish “workers’
state.” That kind of gaffe is less likely
to happen when expedience is
sacrificed to reflection and a respect
for-entrenched power. The ‘golly awful
splendour’ .of history in the making
could use a bit of cynicism. The leftish
author if he’s ideologically sharp will
see that detailed storytelling no matter
how humble of purpose is less
objective where human affairs are
concerned than is principled polemic.
A further effort in that consideration
won'’t be remaindered as At The Lenin
Shipyard is very deservedly apt to be.
Bob Reid is a writer living in
Toronto. He last wrote “Twilite’s
Last Gleaming” in FUSE, Vol. 5 #2

ARE WE NOT

INDEXED?
LIBRARIANS
TEACHERS
CRITICS
HISTORIANS
STUDENTS

We are attempting to persuade
the Canadian Library Association
to index FUSE. As you may know
Canadian periodicals are not
automatically indexed. To assist
us in obtaining this essential
service please write a brief
recommendation outlining your
particular use of the magazine.
FUSE has been self-indexed for
the last five years but our source
materials and analysis have
insufficient research visibility.
What our writers give deserves to
be taken. Seriously.

Send your letters to INDEX,

Fuse Magazine, 615
Clinton, Toronto M6G 2Z8
(by May 1st 1982, please)

FILM POSITION

SIMON FRASER UNIVERSITY
EXPECTS TO MAKE A VISITING
FACULTY APPOINTMENT IN FILM
PRODUCTION AT THE RANK OF
ASSISTANT PROFESSOR.

THIS POSITION INVOLVES TEACHING
AT THE INTERMEDIATE AND
ADVANCED LEVELS OF FILMMAKING,
CONDUCTING CRITICAL SEMINARS,
AND PARTICIPATING IN FACULTY
SUPERVISION OF STUDENT FILMS,
QUALIFICATIONS SHOULD INCLUDE
SUBSTANTIAL PROFESSIONAL
EXPERIENCE IN A VARIETY OF FILMIC
GENRES (I.E., DOCUMENTARY,
DRAMATIC, FILM ART), A DEMON-
STRATED ABILITY TO TEACH THE
CRAFT OF FILM AT ALL LEVELS, AND
SOME FAMILIARITY WITH CONTEM-
PORARY FILM THEORY AND
CRITICISM.

CANDIDATES SHOULD BE PREPARED
TO ACCEPT FACULTY RESPONSIBILI-
TIES WITHIN AN INTERDISCIPLINARY
FINE AND PERFORMING ARTS
DEPARTMENT, DUTIES TO BEGIN
SEPTEMBER 1, 1982. PREFERENCE
WILL BE GIVEN TO CANDIDATES
ELIGIBLE FOR EMPLOYMENT IN
CANADA AT THE TIME OF APPLI-
CATION.

LETTERS - OF APPLICATION, A
COMPLETE CURRICULUM VITAE, AND
NAMES OF THREE REFEREES
SHOULD BE RECEIVED BY FEBRUARY
28, 1982, AND SHOULD BE SENT TO:
PROFESSOR GRANT STRATE,
DIRECTOR, CENTRE FOR THE ARTS,
SIMON FRASER UNIVERSITY,
BURNABY, B.C., CANADA V5A 1S6.
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CHANGELESS CHANNELS

Birnbaum’s taste.

An honest confusion

Alan Sondheim’s Remnants From the
Beginning of the Period of
Destruction (1977) perhaps because it
was made earlier than the other works
presented on this evening, didn’t
concern itself very directly with
questions of “accessibility”. Unself-
consciously naive, neurotic and
obsessional, it was the one tape which
was definitely located somewhere
other than in the vacuum of mass
media imagery. It was located very
definitely within an individual’s fears
about the future. Combining found
- footage of very early cartoons, roving
home-movies of a post-natural
disaster, landscape, newsreel shots of a
young Richard Nixon boarding a train
and stumbling on the steps ~~ =~ 4~~~
so, and an animated mob
Sondheim links all these
Remnants . . . witha connec
over, which he reads w
earnest dedication even at
absurd times — as when
prets’ the cartoon, which,
was found in the afte
whatever disaster has
Gradually, the action dep
goofy horse clomping aroui
way to interpretation of the
the film as Sondheim-th
ferrets ceaselessly for ‘m
cultural artifacts. What
What’s happening? he
Always confused, he’s nev
His fears are human: “I
terror . . . devastation” :
completely personally obse
his fixation on an apparent
tion attempt made on the
Nixon”, who, post-Holoc
risen from the past like a
nightmare.

Remnants . . . is too s
dense and convoluted tc
“accessible” in any sense a
course is neither heroic nor
But in contrast to the more recent
tapes of Wong, Birnbaum and
Anderson, it seems curiously honest in
its critique of social actions and in its
embodiment of the fear of probable
destruction of life as we know it.

At this point in the development of
independently produced video works,
it does not seem necessary to hide
behind a cynical and neutral attitude
toward the culture. Criticism need not
be hidden or masked in look-alike
products which promise analysis and
offer only repetition of already-
existing values. Having rejected the
methodology of the ‘counter-culture’
need not mean a rejection of the ideals.
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Reel to Real
Film Festival

Sundays 2:00 p.m.

Bloor Cinema (at Bathurst)

Feb. 14 El Salvador: Another Vietnam?
A Time to Rise
Feb. 21 The Power of Men is the Patience of
Women (premier)
Feb. 28 Rosie the Riveter
Women are Warriors
March 7 Resurgence: The Movement for
Equality vs the Ku Klux Klan (premier)
March 14  The Uprising
March 21  Witches and Faggots, Dykes and
Poofters (premier)
March 28 Donna (premier)
April 4 Deadly Force (premier)

Information: 964-6901 $3.50







