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DEFACTOMR

"HEY MISTER, CAN YOU SPARE SOME change?" How many times have |
heard that? Usually | just say, "No," but sometimes I'm caught off guard.
Perhaps my hand is in my pocket at the time, fondling a quarter. | relinquish
it, and then wish | hadn't because it was a third of my bus fare. Spare
CHANGE ...EVEN THE STREET PEOPLE (I LIKE TO REFER TO THEM AS IF
THEY WERE "OTHERS," DIFFERENT THAN I), WHO SUFFER MOST FROM
A SYSTEM OF ECONOMICS THAT PRIVILEGES FEW, EVEN “THEY" HELP
TO PERPETUATE THE OLD "NOVUS ORDO" MYTH - WE ALL DO. SO
WHAT'S THE USE OF EVEN TALKING ABOUT IT? | WANT TO TALK ABOUT
change. Not only the kind that I fondle in my pocket, not just small
change, but change change, like a change machine. Known as the war ma-
chine, | suppose; or change in policy, or a CHANGING OF THE GUARD
(SHIT FILLED DIAPERS). YOU KNOW, THE GUARDS IN ENGLAND WHO
THINK THE QUEEN IS THEIR MUMMY, OR THE NATIONAL GUARDS WHO
WANT TO GROW UP TO BE COWBOYS, LIKE THEIR PAPA. | MEAN, ISN'T
THAT WHAT WAR IS ALL ABOUT? PLEASING MOM AND DAD, THE ONES
WHO'VE FOUGHT SO HARD TO MAKE THIS (OR THAT, DEPENDING
WHERE YOU ARE) COUNTRY THE WAY IT IS? BUT WHAT IS "THE WAY IT
IS," AND COME TO THINK OF IT, WHAT IS IS? IS IS IS? HOW ARE WE
SUPPOSED TO KNOW? EVERYTHING KEEPS changing fast. Spare some
change? No.
Have you heard of planned obsolescence? (Actually, | think it just hap-
pens. | mean after all what are we but a bunch of "planned” obsoletes - you
know, a product, like an eight-track tape player that is supposed to last only
a small amount of time before a CHANGE IS NEEDED). WE HELP THE GNP
KEEP MOVING ALONG, DEFERRING ANY change that might happen there.
(There is not a place but a State of mind. A solid State.) So there’s this illu-
sionary
CHANGE, COMMONLY REFERRED TO AS
PROGRESS, THAT IS IN FACT DEVISED TO
MAINTAIN ORDER AND CONTINUITY.

I MEAN, WHEN IT GETS DOWN TO IT, MOST PEOPLE
LIKE CONSISTENCY. Change is something that often occurs accidentally
(hand in pocket, fondling CHANGE). NO
MATTER HOW EFFECTIVELY WE CONVINCE OURSELVES THAT WE ARE
ADVANCING, WE ARE, IN FACT REPEATING THE SAME OLD THINGS
OVER AND OVER, ONLY WITH SLIGHT ADAPTIONS OF THE PARADIGM,
AND THERE IS NOTHING NEW UNDER THE SUN.

| BELIEVE | COULD SPARE SOME change.

Actually, most probably actually, things do nothing but change. For in-
stance, we at IPSO FACTO are undergoing a CHANGE OF ADDRESS. OL-
Lic NORTH Changed his uniform (X-change). The temperature is changing.
My discourse is changing. | have changed my mind. Sameness is the myth,
interchangeably. People desire no change. Street people actually want re-
Jection, just say "NO," it's the only way they can live with their/your guilt.

| dreamt | was Jesus and that | won the lottery. | burned ten million dol-
lars on national tv and so they CHANGED THE CHANNEL.

WE HAVE changed a lot this issue.







MOVING PICTURES

ollywood may be the
film capital of the
world, but that doesn't
mean its films are the

best. Attesting to that is |

The Cutting Edge, a trav-
eling film festival orga-
nized by Wendy Lidell,
executive director of the
International Film Festi-
-val. Twenty five cities will
be visited by the festival,
which features six films
from Europe, Asia, and
South America.

The six films represent
emerging directors,

whose styles are as dif-
ferent as their countries.
From China's highly re-
garded Xi'an Film Studio

comes Horse Thief
(1986), a Tibetan parable
that breaks Chinese cin-
ematic tradition with its
interest in one of the
country's ethnic minori-
ties and in Buddhist ritu-
al. Also included are
Gerard Verage's study of
Holland's liberal intelli-
gentsia in crisis, Second
Wind (1985); and Taiwa-
nese director Hou Hsiao-
hsien's autobiographical
A Time to Live and a
Time to Die (1985).

(April/May dates:
Neighborhood Film Pro-
ject, Philadelphia, April
21-May 1; Webster Uni-
versity, St. Louis, April
29-May 8.)
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THE GENIUS OF JEAN COCTEAU

stound me with profound creations, make my jaw snap a

disbelief. The French artiste, Jean teau, made this

throughout his variant soujourn. His art, dating fro

through a visual, literal, and technical metamotphosis. A
engrossed him in every artistic medium - from pen and ink drawings-to opera, music, and
finally, film, until his death in 1963.

His ability to collaborate with others was a major element of Cocteau's popularity. He
often worked with Picasso, Dali, Stravinsky, Misia Sent, Paviov : bi
cy to collarborate ensued the formation of Les Six in 1919, a famo
prised of Georges Auric, Louis Durey, Arthur Honegger, Darius Milhaud, Francis Poulenc,
and Germaine Tailleferre. The influence of Les Six and Cocteau's restructured approach
to music are apparent in many of today's esoteric bands - Bill Nelson, The Cocteau Twins,
Hugo Largo, and The Smiths all exemplify the Cocteau philosophy.

Cocteau's orphic years and opium addiction occured from 1926-1930. En Souvenir
d'Opium exhibition at the Galerie Quatre Chemin in 1928 contained drawings of his detoxi-
fication experience at St. Cloud. In these obscure studies he visualized his body chang-
ing to images of pipes through dismemberment and decapitation. These evocative draw-
ings, which have been used in describing the mystic state of hallucinagenics, can be seen
in Cocteau's book Opium.

Known as the father of "new-wave" cinema, Cocteau produced contemporary classics
like 1930's The Blood of a Poet. He continued to write and produce films through the next

‘two decades - Oedipe Roi, Beauty and the Beast, The Young Man and Death, and Orphee

are his most popular films.

Irvine, California's Severin Wunderman Museum houses the U.S.'s first permanent
Cocteau display - the largest outside of France. Under the direction of Tony Clark, the mu-
seum has displayed 30% of Cocteau's work. This includes over 400 works chosen to fa-
miliarize the public of the substantial contribution of Jean Cocteau's artistic movements.

-Melissa McRaney




anchester, England is well-known as a city with a broody, post-
M industrial atmosphere. As the home of Factory Records, the city
has spawned a number of bands reflective of its' reputation. There's an-
other side to Manchester, though and Biting Tongues, a three member,
free-form ensemble who've been refining their amorphous sound for sev-
eral years, are it. Not easily categorized (which they prefer) the Tongues
fit loosely into the jazz mold, with a blend of Eastern and African styles.
Tongue's horn player Howard Walmsley credits Manchester's large Asian
community for its influence, "we tend to go there often, and have picked
up on a lot of what's going on there. It's not known outside of Manchester
how large a community it is, but its' influence is great." Walmsley agrees
that Manchester has been stereotyped as a depressed city, but points
out that there are a lot of misconceptions, "the media play us up as this
dead city, where everyone is unemployed. Manchester is like any city, it
has as many good points as bad. It all depends on one's perspective.
Ours is a positive perspective, and that's apparent in our music. Their dis-
cography is not extensive - 1985's Troublehand EP, and last year's Com-
TAKE OFF | pressor 12" make it complete. But what they lack in quantity, they make
up for in quality - music like this doesn't just happen overnight, although it
retains an amount of spontaneity that says it coud've been written yesterday. The Tongue's newest release, Wall
Of Surf, is a 50 minute video of abstract imagery and live performance. Filmed with lkon video it features eight daz-
zling videos that can be rousing at times and dull at others. Wall Of Surf doesn't make the music any more con-
crete, but it does give the Tongues some sort of image. "We're not an image band, we don't have haircuts and we
don't get into this direct pop marketing category. It's difficult for a lot of people to get a hold of what we're about,"
said Walmsley. "The video, even though | don't think it explains a great deal, at least illustrates some of the ideas.
The music's sort of evocative, it's like film music a lot of the time, so when people see pictures along with it they
say, 'oh, it's good," whereas before they might say, 'oh, | quite like it.' " Figuring the Tongues out might not be
easy (although it's certainly worth the effort) but it isn't too difficult to tell that this is one band with a direction of its
own, apart from any passing trends, and with a fresh perspective from a city that could use one.

HardBolled

DERECTIVE

STORIES

CHARLES BURNS

EDITED AND DESIGNED BY ART SPIEGELMAN AND FRANGOISE MOULY
A PANTHEON / RAW BOOK < NEW YORK
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C&D Magazine was formed I :l I | R R

in 1984 as a medium for B W 4 4 C & D
writers wanting to escape J, =
the traditional boundaries New Writing

of fiction publications.

from the Lower East Side Fiction Magazine
Instead of sandwiching a - Setes
story between pages of
artwork and ads, C&D
went for a stripped down
format. The magazines

[e. |
M

were run off on a dot ma- ,
trix printer, and the cov- The Stranger
ers featured handmade art By Albert Camus
by fellow East Villagers. Translated by Matthew Ward
Their print-run has never Alfred Knopf
exceeded six hundred, .
which is small by most glu;d E‘W’-’ I;;Mk ot
standards, but C&D's im- I
Pantheon

pact has been great.
Tama Janowitz, Kathy
Acker, Barry Yourgrau,
Lynne Tillman, and Gary
Indiana have all adorned
its pages. Those who've
never read C&D should

The Graphic Language of Ne-
ville Brody

By Jon Wozencroft

Rizzoli

Women and Children First
By Francine Prose

check out Penguin Book's . Pantheon
Between C&D, a collection i - . -
of twenty-five writers that ¥ i . gre;:t;r(;a ISl for e le !
exemplify C&D's dedica- Edited by N);non '
tlon to lltersture’s cutting ® JOEL ROSE AND CATHERINE TEXIER G S Cav
’ Fools Life " ﬂ

By Ryunosuke Akutagawa

Alfred Knopf

Seeing Skinny Puppy in concert is a highly theatrical event. For some, including former Skinny Pup-
py member and frontman for Front Line Assembly, Bill Leeb (aka Wilhelm Scroeder) it's too theatrical.
Leeb left Skinny Puppy after becoming convinced that its new direction wasn't what he wanted. "It just
ended up being too theatrical for me - too much blood on stage and | just didn't feel it was something |
wanted to represent,” said Leeb from his home in Vancouver. ~With Front Line Assembly, Leeb has
opted for a more low-key approach, de-emphasizing image for the music, "l try to avoid any associations
that go with the music,” he said. "The hair-cuts, and the dress codes, they tend to limit the music.” Lis-
tening to Front Line Assembly's first release, Corrosion, is reminiscent of early Skinny Puppy, with its
stripped down approach. To Leeb Corrosion sounds old, having been recorded a year ago, and just
now being released in the states, "it takes so long to put out an album. By the time | hear it, it sounds al-
most dated." Corrosion will be followed by the May release of Disorder, a mini album, from which a video
for Body Count has been released. "l don't really like video," said Leeb. "Especially the kind where you
see the singers face for five minutes. The video for Body Count is more propagandistic. You don't see
the band, just quickly edited clippings." Body Count is one of Front Line Assembly's more dance-
oriented titles, though they also have ambient ones. "I'm trying to have some of both. | find it difficult to
listen to an album that's has a non-stop beat. | can never listen to the entire Nitzer Ebb album, for exam-
ple," said Leeb. Subject matter tends to center around everyday ironies - things that exist but are in-
credibly absurd or terrifying. "I'm not a bleeding heart type, | don't see something and think, ‘that's terri-
ble something has to be done.' | just find it humorous that certain elements exist in our society and
everybody just kind of tolerates it."

FRONT LINE ASSEMBLY




an Matthews gets around. As P.E.T.A.'s (People

for the Ethical Treatment of Animals) spokesper-

son he spent last year travelling Europe and the

U.S. with two of PETA's more eccentric support-

ers - Nina Hagen and Lene Lovich. Promoting the
release of Animal Liberation , last year's compilation LP, the
group spread the PETA message - "Animals are not ours to
eat, wear or experiment on" to thousands (Animal Liberation
sold over 50,000 copies). Today Matthews is busy preparing
the first-ever Animal Rights Music Festival, to be held June
4th at Washington D.C.'s National Institute of Health, the
world's largest funder of animal experiments. Write: PETA
Washington, D.C. 20015.

IPSO FACTO: How widespread is animal abuse?
Dan Matthews: About 70 million animals are killed in labs
each year, and that's with about 5 billion tax dollars. Of
course everybody knows than an ounce of prevention is
worth a pound of cure, but just 4% of our health budget goes
toward prevention. Animal research is getting so much mon-
ey and they aren't coming up with anything long term what-
soever. They try it on one animal, then try it on another, and
then try it on another. You have this vicious circle of animal
abuse and a waste of our tax dollars, it's got to come to a
hault.

IF: Some argue that research on animals is ne-
cessary for the sake of "progress" - cures are
found through research on animals.

DM: Every major treatment and every major drug has been
tested on animals, it hasn't been tested through other
means. If they'd just open their brains a little bit and clinical-
ly tested it in other directions we'd be a lot better off. Every
treatment that's tested on animals has to be tested on hu-
mans before it can be released to the public, so if we just cut
the steps we're going to save ourselves a lot of money, a lot

of time and a lot of lives. Right now the big crisis is AIDS,
they're still trying to give animals AIDS. There's so much
money in the business of trying to give animals AIDS, yet the
disease that animals get is much different than AIDS that hu-
mans get. Every ounce of knowledge that we have about
AIDS now comes through the human clinical studies and
there are literally thousands of people dying to be a part of
this study program. There's just not much money in it for
their researchers - they don't want to do that, they want to go
into where there's a lot of money and no outside people look-
ing in.

IF: Has the public's perceptions toward animal
abuse changed in the last decade? It seems
that animal abuse has become an issue only re-
cently.

DM: People know now that there is abuse in animal re-
search. If you ask the average person on the street if
there's abuse in animal research they would say yes. Ten
years ago they wouldn't have even known what animal re-
search is, five years ago they would've probably not known
but now they know what's going on. Even though they prob-
ably agree with most animal research, | think they would tend
to agree that there's abuse and that something needs to be
done, they need somebody outside looking into these labs.
IF: What efforts are you making to change pub-
lic opinion on animal abuse?

DM: My position here is director of special projects and | co-
ordinate programs and campaigns to educate the public in a
positive way, but in a direct way about animal rights. The An-
imal Liberation album was one of the first chances that the
public got to feel the movement as a movement instead of
just seeing a report in the news, but an overall statement
about the whole treatment of animals - for vegetarianism,
against vivesection, and against furring and hunting. You
know, let's consider the animals' perspective for once.

ANIMAL LIBERATION

IPSO FACTO 9



1B NNIC IR C

As Milan Kundera says, "Weakness is a very general category of existence.” Weakness does not come neces-
sarily from a lack of bodily strength, but from the threat of a greater power, such as sexuality, guns or the
state. While technology has given us new and improved means of protection, the science of security always
seems to remain at least one step behind the offensive.

A closer examination of these "greater powers" is likely to reveal ultimately, other systems of security. For
instance, the notion of sexuality and gender as a menas of maintaining the species; or the National Security Ag-
necy's commitment to the preservation of democracy. What is threat in
one instance is security in another. The instances are frequently
meshed, and the signification of security or threat becomes ambiguous -
a ripoff.

Featured at Artspace (1286 Folsom) until April 30 is an installation enti-
tled, Ripoff: on the Nature of Security. The event is actually a security
system created by Wayne Zebzda, a San Fransisco based set designer,
and features many of the lineaments of security/threat. All created
_ within the last couple of months, Zebzda's works reflect
a society obsessed with safe keeping. The desire to ~ 7
protect and be protected is evident throughout the A scubture plsea isigorsly taste
space, which is surrounded by a network of tunnel cages (Nice Doggie - Nice Doggie ) with ac-
. tual guard dogs (Don't Fuck with the Dogs ) patrolling the gallery for your protection/
i imperilment.

The puissance of art, and efforts to protect it (protect its stature) are revealed upon first en-
tering the space with a piece called Safe Painting, that is actually a safe upon which a repro-
duction of the Mona Lisa is applied.

Safe and Secue? = : % 3 ; 9 ;
The safety of the home is upturned with Set For Life, a tilted view of a modest living envi-

ronment that will immediately play with your sense of perception, as well reveal the vulnerability of what
most consider the most sovereign aspect of our culture: the home.

IRBEY vERSUS

The etymological root of the word "prose” is actually more like a
thizome than a root. It's Latin, and has both masculine and fimi-
nine origins. On the feminine side, "prose” stems from "prosus”
which is a variable of "proversus,” which is a participle of
"provertere” which is implies a forward tum (see also prostitu-
tion). Somewhere in this rhizome of language has surfaced a new
magazine, which will debut in New York and San Fransisco in
April, appropriately enough. Keeping the history of the word in
mind, we expect a forward tum in the realm of avante garde press.
The history of the creaters of Versus may promote similar expec-
tations. The forthcoming publication is being put together by
the publishers of the now defunct Beef. Beef as an expression,
ultimately signified the opposite of dead meat. The contents were
as diverse and sporatic as a rhizome, full of alternatives. Which
brings us to the signifier, "Versus.” In the Western sense of the
term, we might anticipate a battle, or some sort of opposition.
But that sort of assumption is close minded. It has a binary,
rather than plural premise (this opposed to that, us against them,
etc...) Instead, according to a spokesman from the magazine,
Versus means optionality. An altemative is proposed, and subse-
quently additional alternatives. Versus, and subversus.

IPSO FACTO 10



RECORD SPEED

hat one might refer to as the bike culture is alive and

well in the Bay Area, where there are perhaps more
straddled legs per capita than any other city in the country.
To meet the euphonious needs of an expanding equitation,
Speedway Records has recently opened its doors on Haight
Street. Says Billy (who always wears a helmet), "Our
clientele is predominantly a biker crowd with a taste for in-
dustrial dance music, but we still sell some Led Zeppelin."
And for those who like to ride and read, Speedway also fea-
tures San Fransisco's most complete selection of U.S. and

U K. motorcycle magazines.

INDIE PROFILE: Third Mind Records

tisn't easy picturing Third Mind Record's Gary Levermore eating craw-
fish in the depths of Louisiana on his first trip to the U.S. Not that it's all
that unusual, it just seems a little "out of the way." But when one con-
siders that he was visiting C'est la Mort Record's Woodrow Dumas, who lives
in Baker, Louisiana of all places, and who was merely treating him to a south-
‘ern traditon, it all begins to make sense. C'est la Mort is one of two labels
Levermore has established relationships with, and whom will be liscensing
releases from Third Mind. The other is Chicago's Wax Trax Records, where
Levermore returned to after his visit to the deep south. "A bit of a waste of
time, but worth the effort," said Levermote:ofithe crawfish experience.

Third Mind has mamta%%e‘d*a Iﬁw‘proﬁfén “the states but the next few
months will change that. Beginning Mih th ent release of Front Line As-
sembly's Corrosion, which ;‘ﬁas beeé its biggest se@er Third Mind is releas-

:+z

ing several LP's that should%e extremely pogyiar “All this is new 1err|tory for

Levermore, "for three year§3 was
Trade and they were dorn@;gnmaﬁu aﬁ

contract ran out and | didn't re w""’it | spbke to'z a few people and decided to
link up with Play It Again 'Sam. At the same time people like Wax Trax and
C'est la Mort showed an interest as well in certain releases. So now either
one or the other is in the process of liscensing just about everything that's
coming up on the label,” he said.

Of those releases are albums by Beautiful Pea Green Boat, Bushido, God
Said, and Heavenly Bodies, comprised.of two of Dead Can Dance's former
members, James Pinker and Scot Rodger. All this for a man who started with
afanzine, "l started doing a fanzine and from there it went to releasing some
compilation cassettes, which featured bands like Test Department, and Por-
tion Control. And it just went on from there. Basically things have gone on,
records have gotten more professional and they've gotten more commercial.

Which | find allright, because | like commercial things as well as | like un-
commmercial ones. Chances are you won't find any future Third Mind releas-
es on Billboard's top ten, but its days of obscurity are definitely in the past.

PN CACLTA 11



MECHANIC

BY STUART PATTERSON

visited Mark Pauline in his garage
apartment. By "garage apart-
ment" | mean a huge, industrial-
strength, greasy old garage,
densely packed with enormous
machlne parts and equipment ("l know
iece-in here") and barely enough
m for the cot, bookcase, desk, TV,
/'and coffee makerithat essentially consti-
tute Pauline's home. This is also the
headquarters for Survival Research La-
borato;@%ﬁ an organization that has, over
the last decade, affracted global atten-
~tion, and thousands of spectators with a

€ numerous pé for 3
. (which have already recelved
con&derable media attentlon) but is in-
stead an attempt to uncover the riveted,
metallic shield that exists between Mark
Pauline and his audience. What are his
plans for the future of S.R.L.? What kind
of clothing does he wear? What pisses
him off?

IPSO FACTO 12




Marcus

Survival Research Laboratory's Mark Pauline at international headquarters , San Francisco

Stuart Patterson: I'm sort of nervous talking to
you, not because of the S.R.L. stuff, but be-
cause your sort of an academician, it's like the
same anxiety | experienced in college. You've
spoken critically of the higher education system
yet you have managed to...

Mark Pauline: Well I've managed to come to terms with my
need to be educated, just like my need to do anything else.
There's always a certain point in your life where you need in-
stitutions in order to foster your own ability to function inde-
pendently. | used the formal education system for as long as
| felt | needed to use it but I'm also a very patient person.
And when | was in college it was really a wild place. Eckerd
College was really wild. Half the people from the New York
punk scene, the real movers - Exene from X, Arto Lindsay,
you know a lot of really wieeerd people. If you weren't a really
"out there" person, you had no social life, you were just like a
jerk. All these people were there to evade the draft - you had
an incredible lunatic fringe element there, and it was really a
fun place. For the years that | went there it was great.

The 60's " like wow man."

Yeah, | always reacted against that. There were some really
fucked up elements of the sixties that anybody with any in-

telligence reacted against and one of them was this idea that
you didn't have to work or put yourself out in terms of your
time and your commitment to get something done. It was
something about "instance," having everything instantly,
and there was this naivete that | saw as really serving the
power structure. Because if you're not committed to your-
self and your own life and getting what you want, you're not
going to be committed to causing. problems with the system
either. You're just going to be another different kind of
sheep, your going to be a sheep that may be rebellious, but
your rebellion is limited to such short spurts that it's never
going to create a problem for society.

That's why | finished college, that's why | spent the time,
besides the fact that it was not a bad environment at all.
Nowadays | would not venture to say that it's very interest-
ing. School may not be the best place to be anymore. But |
think that if you're going to fuck with the system, you're go-
ing to have to understand the language that it uses. That's
why | think it's good to go to school. You're going to either
tow the line or society's going to make sure you are a real bit-
ter loser, unless you sort of understand how to twist it - un-
less you-at least understand the language. Even if you're

not going to twist it around, even just conventional success p—
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—= jnvolves understanding the way it is, knowing the scam. That

takes a long time, it takes a lot of work, and it takes continu-
al work which you never stop doing. The world is always go-
ing to be pulling the wool over your eyes.

It's difficult to tell, if one were to see only your
living environment, that you espouse such work
ethics.

Yeah, A.J. [Andrea Juno joint editor/publisher of REsearch
and intimate of Mark's] berates me continually about my slo-
venly lifestyle, which | counter. |don't need cleanliness, all |
need is organization. | know where every single nut and bolt
is in this entire place. | have a photographic memory for pos-
itioning.

| prefer living on the beach in a clean space -
pretty bourgeois | suppose.

No. | was a nobel savage you know, until | got old enough to
get a motorcycle, but that was my background, living in Flori-
da. It was a different thing that kids were into back then, |
mean they were into style and being cool, you know bikes
and all that kind of stuff. You know when you're real young,
ten or eleven, that was the "hip thing,” it was the interesting
thing. It wasn't the right thing, but it was what a few people
did so that was my background. So here | am now, still reliv-
ing my childhood.

You just refused to be repressed.

No one ever convinced me that | should repress my child-
hood interests so | just never did | guess.

You say you're getting financial support, grants
or something?

We never get money. We just sort of "do it," we just take
what we need. | apply for grants with the hope that someday
I'l start getting some but it's all based on this sort of grandi-
ose nepotistic system that I'm left out of because. I'm part of
the "fringe" art scene. | never knew anybody in that world,
none of those people. There are very few people that made
much of a mark in the art world in the late 70's - very, very
few of them. In the 70's there's hundreds of thousands of
these artists, they're like 35 to 40 now, that all started in the

70's and they're all on the boards, and they all run their little.

galleries and they have the whole infrastructure nailed down,
and they do not let people in that aren't from that era. They
just aren't worried about people to begin with. They all went
to work with companies cause they didn't have to be square
to work for companies in the 70's, so people just went and
did it.

Successful companies allow their workers to be anywhere
they want to now, high-tech companies specifically. And
most people who would've been artists realized it was more
interesting to have wild toys to play with, technology was
gonna be more fun than paintbrushes - give them a more full
life. They stowed away all of their creative minds and went
into business. It's good though, because there are a lot of
sympathetic people in positions of power that do us a lot of
favors. That wasn't true before - you didn't find many sympa-
thetic ears in companies. In the private sector and in the
media now, you really do - it is great. Unfortunately now
there's a real imbalance - there are so many people who have
a lot of control over their situation and have pretty creative
jobs, but there are very few people out there who are just do-
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ing completely unstructured or unregulated creative activity
and really doing it on a large scale.

So, there's this weird imbalance now - it's good because if
you are savvy about that, you can really get a lot of perks.
We sort of get help from people but the funding thing is really
tough - we've gotten money a few times but on a "per show”
basis. It always went through other organizations who were
respected and who were in that league that | was speaking of
earlier. We do have a lot of friends in the art world, but we

also have a lot of people that really don't like what we do,
that really think that it's very evil and fascistic, and very
bad, very much against what art should be - people think it's
not beautiful.

| think it's more a critique of that attitude, at
least | have convinced myself that. :
It certainly has a lot to do with avoiding the hypocrisy of be-
ing really involved in the art world. Certainly a lot of it is
about being able to be creative but not get into that world
that | think is very closed to creativity, something I realized
very early and have had to figure out a very complicated way
to avoid getting involved with.

Yes, well you call yourself an institution or or-
ganization, right?

Yeah, of course, | mean why not? | mean, that's the point
right? It is an organization. Why are all these other organi-
zations organizations? Because they call themselves or-
ganizations. | mean, even though we are not an "official” or-
ganization, it has all the earmarks but it doesn't have all the
restrictions that "actual” legal ones do. It's like a common-

law marriage.
Does it have the hierarchy? Marriage can be a
wretched institution.

Well...that's kind of like hard to say. Of course basically all
the ideas that have been in S.R.L., all the way down the line,
are things that | kind of came up with, or stole from other
people. | appropriated the name, and a lot of other things |
borrow and reorient, recontextualize - but that's always been
my position here, there's no way that anybody could ever try
to take that away. So in that sense, yeah, in a way | started
out doing the system completely by myself and | developed
it. All the billboards and shows up untill '82, which was like
15 to 20 shows, | did on my own.

| developed the whole system on my own. And then Matt
and Eric started working with me, and now Werner doesn't
really do anything anymore - he's kind of into the bike scene
and stuff like that. And now Matt's going to kind of go off on
his own and do maybe more music stuff or something. We
may work together on a first-show basis, but essentially, I've
got to hire new people and reorient the organization. Con-
ceptually, it's always been under my direction - decisions
that really need to be made about, you know, the titles and
the theoretical work. | do the idea stuff and the basic con-
cepts of the shows.
You spoke of contexts and recontextualization.
Where do you consider yourself now?
Now...Well, | think when we all three were working together,
S.R.L. had overtones of a more traditional rebellion culture,
which is sort of associated with "macho” guys, sort of a blue-
collar thing.



Macho, macabre.

Yeah, kind of like that. 1 think the shift now is going to be
sort of pre defining the rebel of the next century. | really
think that's what we're going to do. We're going to try to
create an image with people who really have developed the
skills, and really do understand technology, in a way like the
bikers and the hip, cool beats were like an outgrowth (mostly
like the bikers, like the biker world). Like the blue collar world
rebelling against the practicalities and confinements of their
world, the world of the machine. And | think that what S.R.L.
is going work towards is defining a rebellious posture for peo-
ple who aren't blue-collar workers, but who are like highly
technically skilled researchers and people who are involved
with the technology that now is the basis for economies and
cultures. And that's really what we're trying to do now, we're
trying to get computers in the walking machine. We have
people now who are research scientists who are doing a
number of projects for us, getting us really expensive parts,
and enabling us to go in to other directions and make much
more sophisticated machinery that is far wilder - upping the
ante, | think in a sense.

How did you connect yourself with these people?
They just connected themselves with us. The B.N.R. made a
parody of us, | mean that was their job application, they
brought this thing over (and these are those people that
make 60 or 70 thousand dollars a year) and they said "Here's
this parody of you, we'd like to work with you guys.” And so
they designed these computers, they're building them now,
and | have got a whole set of projects (which are in parts all
around here) that are all designed to work with computers.
And that's just the beginning of the kind of things that are go-
ing to be happening in S.R.L. now.

What kind of results do you hope to obtain?

Well the shows, so far, have existed within the realms of the
practical range of possibilities, and they've worked pretty
well. There's always a lot of wild things that go on in the
shows, but it's hard to pace them, they have not been that
easy to control under the circumstances that would make
them more interesting to watch. And so we want to use more
high-tech stuff in order to get action that mirrors the situation
that will soon be upon us in the real world. It's a situation
where the state of electronics is much further advanced than
our understanding of material, structures and machines.
Machines are understood, but only in the context of machin-
ery , not in terms of how they can really become the sort of
physical body of an intelligence that is electronic. The next
revolution (which is happening now anyway) that you will
soon see is when electronics and machines are combined to
make really wild things. That's when you'll see truly radical
things happening.

It's not happening now, with weapons technolo-
gy?

I mean when every single thing around us is happening so
fast that you won't even see it happening: cars will go 5,000
miles an hour, any city you see will just be an incredible blur
of activity. That's sort of the way | see the shows going, |
would like to develop shows that are almost just a blur of ac-
tivity, or stuff that's happening so fast, under filmic, precise
control. | mean stuff that's too big to be moving like it's mov-

ing, stuff that you just cannot figure out in your wildest imag-
ination how it could happen, much less how someone like us
could have the technology - which is like what military tech-
nology is like.

You know military technology is incredible, and part of its
power is in the fact that it can create situations that can't be
dealt with by people. It can only be dealt with by machines -
it's so fast, people can't even see it. That's why Iran doesn't
attack American ships in the gulf, because just the concept

of what high technology means now - they know that they
would be wiped out in ten minutes, literally, by conventional
weapons that have intelligence. It's not like it Jooks any dif-
ferent, it's still just a ship, but the fact that it has these cer-
tain electronics on it makes it so that the only way the Irani-
ans could deal with it is if they had a research base on which
they could produce counter-electronic weapons. Only the
Soviet Union can play that game, and they can't even play
the game with us. That's why they're doing these treaties
and stuff like that, because they gave up. The whole point of
Star Wars was to develop a very- sophisticated research or-
ganization, it had nothing to do with "Star Wars," it was a
trick to fool the American people into funding really "out
there" pure research programs that could be used for weap-
ons. But now they're going to be used for the real war which
is the economic war.

What, Communism vs. Capitalism?

No, it's going to be capitalism vs. capitalism, capitalism eve-
rywhere. That's all there's going to be. The Russians obvi-
ously realize that it's far more important to have access to
the toys of the future than it is to get involved in "ideological
points of dogma." They gave up.

So what happens to all those blue-collar motor-
cyclists displaced by technology?

What about the free time? Look at America: the second ma-
jor contributor to the gross national product is electronics -
software, and computers. There's almost no material in-
volved in making these products. It's like a concept, an in-
tellectual concept, that's all it is. Why should we, as Ameri-
cans, who have already worked through all this shit, why
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should we have to do anything other than just think about
things?

That's easy for you to say.

Well, not that | am biased. | mean being a parasite | can only
exist in the presence of wealth - at least in the way I'm exist-
ing. | certainly couldn't do this in a Third World country. I've
been able to have access to wealth without really working for
it. There are ways that an intelligent person, that under-
stands the system, can have access to the kind of success
that he should really only get if he plays by their rules.

So Is wealth strictly material for you?

Wealth is being able to have a sort of influence and power,
and a certain ability to get your points across - against the
culture. Basically wealth to me is being able to fuck the peo-
ple over you really don' like. There are certain things in this
culture that | don't like, and if | can get close enough to

"LANGUAGE IS IDEA, EVERY-
THING SPRINGS FROM LAN-
GUAGE. VISUAL CONCEPTION
IS GIVING IT A RUN FOR ITS

MONEY, BUT EVERYTHING
COMES FROM IDEAS,
EVERYTHING'S FROM WORD
REPRESENTATIONS, PERIOD."

those things then | make a tax on them whenever possible.

- What do you dislike the most?

| dislike the way the illusions, the regulations and rules put
into people's minds - the myth of limitations. S.R.L.'s al-
ways about challenging regulations, challenging the rules.
S.R.L's always about the edge of legality, always crossing
over that edge, and never having to say we're sorry for it to
the "powers" that be. It's about controlling the media, it's
about getting the media to put your points across more of-
ten than they put one over on you.

So "wealth" is control of communication.

Well not controlling the media....

Well | mean the idea of limitations and repres-
sion, and the myths perpetuated throughout our
Western-Judeo-Christian-capitalist-patriarchal
history, and the resultant nuclear family sitting
around the television.

Well everyone's repressed, | mean "support Al's struggle for
human rights.” It's fucked up, but so what? The whole point
is, how are you going to deal with a fucked up situation? |
deal with it this way, because to me it's important to spend
the time and effort to create for myself an interesting situa-
tion, and for other people possibilities that may not have
been thought about or considered.

You seem to use the same discourse- the tech-
hological discourse.

Yeah, those are the tools to power of the society. | mean it is
the one we can get access to anyway. The real key, obvi-
ously is more technical military technology, but | can't get a
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hold of that. However it is possible to get a hold of very so-
phisticated, industrial technology, and it is possible to emu-
late far more complicated systems with that, and have an im-
age that Jooks much more technical than, in fact, it really is.
There are ways to work within the limitations, being a para-
site and a low-class member of my society. | take advan-
tage of any gap in the wall that | find.

Which do you think is more powerful, weapons
technology, or the technology of language or
writing?

Well, language isn't a technology. Language is idea, | mean
everything springs from language. Visual conception is giv-
ing it a run for its money, but everything comes from ideas,
everything's from word-representations, period.

So then, using a given terminology, "language as
a technology” is more powerful than weapons
technology, for instance: "Bomb 'em back to the
stone-age."”

Yeah, to a degree...but in a sense, that's not really true, be-
cause now you see a very interesting situation that's hap-
pening where, in fact, the image of something really is the
power. You look at a situation like the Palestinians, | mean
who gave a shit about the Palestinians? There have obvi-
ously been a lot of theorists and a lot of great diplomats and
other assholes who have talked about their problems and
push their case and it never went anywhere until they finally
got the message and they said, 'Look, if we just get on TV, if
we can just get our picture on T.V., it'll change everything.'
And it is exactly true, they knew they could get the Israelis
to do something idiotic, and of course the Israslies did. So
the Israelis fell into this media trap, and it ultimately is going
to lead to some kind of solution for that problem, and it's just
because of the image, just because you saw pictures of peo-
ple getting beat up and shot. The media is really about the
image of something, the sensational image of something,
and in that sense, image, visual technology is superseding
the word.

But let us not confuse the image with reality, |
mean this is where the problem of privileging
sight begins, and the visual media is a play-
ground for the creation of "authenticity.” And
wherever there's the spectacle, the media is
willing...

Right, so we create the spectacle. lt's pre-packaged, one,
so they don't have to do much work. We make it so strange,
and so much onto itself, that they don't understand it. So
they won't try to change what we say - they can only de-
scribe it - they won't critique it. We make it "out there"
enough so they won't critique it. And we're starting to get a
hold of the keys to power - or keys to actual influence. | real-
ly don't think creative people have ever had much of a
chance, because they've always been at the mercy of the
critics. No one writes reviews about S.R.L., never. We've
only had one or two attempts, people just won't take the
chance. A couple of times people have tried to do that, but
it's very hard, because they can't compare it to anything
else. They've got to completely come up with a set of refer-
ences - it's a much harder job, it makes it tough for critics.
But at the same time we make it easy for the straight media,



and they're not these sort of intellectuals that are going to
try to impose their view on it. These people are just going to
tell it straight. They're going to want the sensational stuff,
and if we make it disgusting and weird and really intense, and
really put the message we want across, and mix it up in a
way that can't be separated from the really sensational stuff,
we really can get our viewpoint across in a really sophisticat-
ed way.

Yet | think of the war coverage of war, and the
sensationalism of terrorism. The media is at-
tracted to the spectacle, yet the events fail to
maintain their own authority.

Yeah, but war doesn't really stimulate an observer to think of
it in any terms other than an activity that represents a strug-
gle that is taking place somewhere off the battlefield. It's
just a very narrow glimpse of something, whereas we try to
create a whole world out there.

OK, so than if war is like this "unseen thing,"
there still must be some means by which the
state can maintain the war machine, for at least
economic purposes.

Yeah, that's why we can't have wars now, nobody wants war
anymore - they can't convince them anymore that they
should have them.

Yes, but war is still played out, if only by proxy.
That hasn't even worked too well. It's so sick, because even
in Nicaragua they had to spend all that money and have all
those people fight to get them to capitulate on things they
never would have done in the first place - if they hadn't been
attacked. | mean they would have liberalized the govern-
ment anyway, they would have had more rights and all this
shit, they would have had a lot more money, they would have

* been better fed, housed and stuff if they hadn't been

hassled at all by the Americans. In fact, it would have been
much better; because if we had really started making friends
with Nicaragua, instead of fucking them over, they could
have turned that country into a nice little batch of consu-
mers, and they would have been glad to consume, more

than glad. And we could have had total control over that
country, and they would have been a whole consumer base
for our products, because the Nicaraguans are driven peo-
ple. They're not wanting to sit around all the time, these are
people that want to work and they want TV's. In a way, that's
sort of fucked up too. But by the same token, people kind of
like stuff like that. There is something very soothing about
having the comforts of life and there's no reason why people
shouldn't have them. There's nothing romantic about wash-

ing your clothes in a ditch.

Well, as soon as they get washing machines,
then they'll need designer clothes to put in
them, and so on, and so on. "We export fashion
or democracy or whatever you want to call it."
Speaking of fashion...

I don't have much use for it. | substitute a certain excuse for
style instead. Anti-style, that's sort of my fashion.

Which is still quite marketable.

Well, it fills a void as well as fashion does.

| have found that if | neglect my style, if | just
say no to fashion, | travel less - | mean, it's like
you said: you must learn the language of the
other - and style can provide a very resonant
voice. But, | also realize the seductive nature
of style, and how someone can be completely
swallowed by clothing, and their desire to attain
a certain image at the expense of "themselves,"
I mean that's why | think the fascists were so
into "fashionism.”

Yeah, that may be one reason | don't like it. | mean it has
that earmark of control. Just the fact that you are dictating
your look presupposes that you think that you've got the an-
swers. That's why S.R.L. has always been sort of egalitarian
- we present things that can be interpreted in about a million
different ways. That's why you don't see me sporting a Joe
Herschel outfit, even though the public image that | have is
greatly deferred by the fact that I'm just part of an organiza-
tion, because, ultimately corporations are about irresponsi-
bility.

Still, the name "Mark Pauline” carries about as
much weight as "Survival Research Laborato-
ries," and that is due partly to the image that is
projected on you... or vice versa.

Yeah, but | don't have to acknowledge that. Even though |
may have sort of a name (one and the same as the organiza-
tion), there's a certain hesitation because it's part of another
thing, (a "your just a cog in the wheel thing,”) and it keeps
people from really knowing how to relate to me. So they ex-
pect on the one hand, that | may be like a complete maniac.
There's also the fact people really don't know what my role
is, so they're not really sure who | really am, because it's not
just me, there is the organization that defers a certain
amount of attention from me. And these things make it hard
for people to just create this kind of "star" object - which is
the bad thing about it, and that's why | think it works. Even

though | do have a name, | still think that it does work.
See QUANTUM MECHANIC pg. 56
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AN

BY ERNEST MUNSON & DANNY ORNELAS

Ernest Munson: Nice to see you again.

Adrian Sherwood: Nice to see you, too.

EM: How are you tonight?

AS: Very well, very well indeed.

EM: With your ever increasing profile and the numerous pro-
duction jobs outside of your own On-U Sound and World Ia-
bels, is your 8 St. Bernards office still family operated?

AS: Yes, it's the same. Kishi is still involved in the opera-
tions. It's not an office actually, it's my house. We live
there.

EM: Has your involvement with other artists influenced you

in any way?

AS: Definitely, yeah. | would think so. Well, working with
other people like Keith Le Blanc and that lot?

EM: No, bands that commission your work, like Cabaret Vol-
taire, Rinf, Pankow, Simply Red, Loudspeaker. Has if in-
fluenced the way you conceive, sculpt, and produce your
own projects?

AS: Oh yeah. What's Loudspeaker?

EM: They are a San Francisco band with people from Cruci-
fix, (namely) Chris and Matt.

AS: Matt, Matt, Matt...oh yeah, yeah, yeah. | opened up for
Derrick Flux. But you know, | just helped him out a bit, that
was all. | never did the mix or anything, did 1?
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< EM: The percussion track with Bonjo | sounded like your

work, but not the whole record.

AS: No, not at all. No, no, that was Derrick and them. Der-
rick and Matt had done that. They wanted to sound like
Mark, | think, didn't they? That's that kind of way, isn't it?
EM: A question about Kishi. In addition to her being in the
office, photographing album layouts, writing songs, and now
producing, she also plays keyboards, Chinese harp, and
lute. Is she classically trained?

AS: Yeah. She is.

EM: "Jackamo" is her first production job, yes?

AS: That is right, yeah. Well, she's worked with me on a few
things before. But she did "Jackamo.”

EM: Is she happy with it?

AS: Yeah, considering it was done with no money.

EM: And what do you think of it?

AS: Oh, Ithink it sounds really good, | like it.

EM: Do you have any plans for Kishi in the future, or does
she have any plans?

AS: She'll be really flattered to have everyone talk about
her. She's feeling really frustrated
cause she had a baby and now she
feels like, you know, she has given up
a lot to have a baby but | would think
that's right because she could always
do something again anyway, anytime,
cause she's talented. She's more nat-
urally talented than loads of people,
much more than me. She can do a little
piano, write computer programs, loads
of stuff.

EM: You're a lucky man.

AS: Yeah, | am. She's very good, and
that LP - they worked on it for ages and
they made it basically in the house and
put it out, well, like recorded it properly
and finsihed it quite cheaply.

EM: What were your other stops this
time around?

AS: Boston, San Francisco, Vancouver, New York.

EM: In your last two short tours here, any shows in particu-
lar you were pleased about in terms of facilities, audience re-
sponse, and you and the band's temperment?

AS: Last time we came here | liked it in Dallas and Vancouv-
er.

EM: Where's Mark this time?

AS: Waell, we couldn't bring Mark for a few reasons this time
and that's basically because we're trying to promote Tack-
head different to the Mark Stewart and Maffia thing.

EM: Do you think your credibility and audience have grown
anymore in recent months?

AS: We couldn't be anymore credible and right now we're
very trendy, but we're still not selling loads of records. I'd
like to at least have the records available if you did want to
buy them - be self-sufficient and not have to go to the ma-
jors, so we could do it on our own and feel confident about
the records going into the stores, but it's a very big problem.
It's not just for me, it's for lots of people. A lot of people are
forced into dealing with great big corporations because
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"| FEEL | WON'T GET

WHAT | WANT EVER,

BUT THAT'S NOT A
PROBLEM. I'M

RESIGNED TO NOT

SELLING LOADS OF

RECORDS WITH MY
OWN LABEL."

they've got the money that gets the records in the stores.
You're also tempted to think that it's gonna set you up and
give you an easier life. You don't need an easier life. So
what you have to do is you have to say, 'Oh, well, what |
should do is stick it out,' and hope that the people in distribu-
tion get their act together, but they're fighting each other so
much, for the share of the same little cake, and there's so
much stuff going through these outlets.

EM: And you feel you won't get the attention and freedom
you deserve?

AS: No, | feel | won't get what | want ever, but that's not a
problem. I'm resigned to not selling loads of records with my
own label. I'm determined with the Tackhead stuff cause we
all put so much effort into it. It's not my thing, it's me and
three other people and Gary's involved in it on a different lev-
el.

EM: What was the deal with Nettwerk?

AS: We gave Nettwerk a tape to put out, we still own all the
rights to those tapes and we're happy working with Nettwerk
'cause they're decent, respectable peoplie. They talked to
us on that and they expressed their in-
terest on the work and they got the
tunes to put out. | got the rights to
place it up and distribute on our own
label in Europe.

Danny Omelas: What label is that?
AS: | don't know, on Tacky Discs or
something (laughs).

EM: Your other connection with Nett-
werk was your remix job with Skinny
Puppy. How did that come about?

AS: Nettwerk came to me and asked
me to do a Skinny Puppy thing and |
said 'okay.' It's not the best thirg in
the world, but it's not bad, and we done
it in a cheap little studio that's 400 bits
and | done my best to do it expediently
for them. It sounds okay. They came
to me in good faith to deal with that.
There was some contact with me a year or so before that. |
was just saying ‘hello’ and hoping later we could do some-
thing with you. Then they asked me if we wanted to do a
compilation. | said 'okay"...we decided we wanted to put out
our older stuff, remixed. We had those remixes on there that
Gary had been doing on the Tackhead Sound System, and it
was a logical thing that we save it to a compnay other than
On-U Sound 'cause it keeps looking like it's my work when
it's not just my work. It's me and the rest of the lads. Basi-
cally, we put it on a different label. One not in Europe, one in
America or North America for a change. We were initially ap-
proached by Nettwerk and Nettwerk said they'd give us a
little budget, and we said, 'well, fair enough, let's do it with
Nettwerk.' Nothing wrong with Nettwerk to me.

EM: I've always like how you have your dub/reggae clan on
one hand and the Tackhead crew on the other.

AS: | like that as well, but you see nothing's guaranteed to
last forever, because I've been neglecting some of the reg-
gae stuff. I've got other things | wouldn't mind doing, my
main interest has been, for the last couple of years, Tack-



head. lt's our own joint thing, the Tackhead sound system
we got at Nettwerk is not Tackhead, it's just some of the
Tackhead stuff we done in a different style with Gary. It
sounds a bit vague, | know, but if we wanna come with a seri-
ous, heavy duty Tackhead, we need to get some money,
some funding, or we could do it ourselves, but then the risk
is very great. We could, we're all doing individually okay on
our own. Doug's doing very well paid work, so are Skip and
Keith, and I'm getting by with On-U Sound and | have little
bits and bits in Europe.

EM: Any plans of fusing Doug, Skip, and Keith with, say,
Bonjo |, Lizard, Style Scott, and other of the dub/reggae
posse?

AS: No, but it could happen. But you see, again it sounds
too much like me, me, me. On-U Sound and such.

EM: The people that commission your work, those other
bands like Cabaret Voltaire, Ministry and the likes. Do they
give you free reign or do they handcuff you?

AS: | work with them to get stuff to sound like them, so it's
got me in there a little bit, you know, but really to work to get
their sound. So Cabaret Voltaire will still sound like Cabaret
Voltaire. |just tightened it up for them to make it sound more
song oriented and to have a little more space in there.

EM: Keith, Skip, and Doug clarified that Fats Comet was an
early incarnation of Tackhead, but he's also listed as the

roject for, say,
Singers and

Players?

AS: Normally, what it is | got a close knit set of mates who fit
in with the Dub Syndicate that can shift through. The princi-
ple was that it was a second interest for everybody. That's
what it was. So | was saying to them, work with me, right.

You have your first interest so it won't put too much pressure
on me. Too much hope on me. Then recently some of them
found that they were doing better than from what they were
doing with me. The ones that have lasted for the whole
course, there's only a couple, is P. Stroud who's Dr. Pablo,
and the other is Bonjo; who's B. Anderson, and a couple of
other people like that. They're really low-key people. You
don't see them around in London. You never see them in
clubs. Anyway, that's a core and they will come up with a
song that might be stripped down, that may then have a mel-
ody to be put on by Kishi, whoever cops the bassline and the
top line melody constitutes a share of the publishing.

EM: You pick the personnel, yes? | realize the player s are
pretty much interchangeable.

AS: Well, usually the dub things are minor keys. They're
more haunting. That's more up Pablo's street. Pablo and
Bonjo and whoever fits in there. And the more major stuff is
probably more Jamaican stuff, ‘cause Scotty cuts and lives
in Jamaica. About four or five things | put out, 4 tracks, were
done by Scotty in Jamaica originally, and | built them up in

" See TACKHEADMbg 56
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AN INTERVIEW WITH MONTY CANTSEN

hen we first met | asked
him what he was doing in New York. He leaned over to breathe his
answer in my ear, "I'm organizing a revolution." | laughed and asked if
| could participate in the revolution. "You are already a part of it." And
you too, dear reader, and most of the population of this planet. Eve-
rybody is a Neoist. This is the fundamental idea of Neoism, Monty
Cantsin's revolution.

: The idea becomes more complicated when Monty Cantsin tells
us that he is not the only Monty Cantsin, but there are millions of
Monty Cantsins, conscious and unconscious Monty Cantsins, peo-
ple who know and don't know they are Monty Cantsins. The process
of becoming conscious of our Monty Cantsin selves is slow and incal-
culable. Today, in reality, there are only a few conscious Monty Cant-
sins. But remember that only 12 apostles assisted the Last Supper
and five members lauched the Bolshevik Party. And don't think for a
second that Neoism is only a joke. A Neoist Conspiracy Network has
been set up all around the world already, with centers in North and
South America, Eastern and Western Europe, Japan, and Australia.

Recently the Neoist Headquarters moved to New York's Lower
East Side. It happened to be a very fertile moment. A group of peo-
ple began their subversive activities under the name of Rivington
School. They built that junk sculpture barricade at the corner of For-
syth and Rivington Street. Their exhibitions were organized by No
Se No, a revolutionary center camouflaged as a social club/art gallery.
And there was also "Freddy, the dreamer" and "Nada", two other
"undercover" galleries right beside No Se No.

Cantsin's new film, Anti-Credo is a manifesto about scrap-culture,
the construction and destruction of Rivington School Sculpture Gar-
den. Its soundtrack includes music from Cantsin's Born Again in
Flames. Cantsin recently performed at 128 Rivington, Space 2B,
124 Ridge Gallery, Chameleon, and Milky Way. >
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Alex Lobrano: You perform often at Space 2B, is
it one of your headquarters?
Monty Cantsin: No. Not anymore. | performed there from the
beginning because | like that corner with the junk sculptures
and those people who were making them, and it seemed to
become another barricade such as the Rivington School's
Sculpture Garden. But now it's fucked up. Those guys in
the bar just want to sell drinks and take half of the door mon-
ey. They are kind of new-age pro-yuppies, they want people
to be quired, sit down and listen to their boring, snotty music.
| know that they hate my performances but they let me per-
form there because | always bring lots of people. But this
was the last time | performed there. They tried to interrupt
the show by plugging out the spot light and cutting the elec-
tricity. It's not a revolutionary center anymore, just one stop
for the club goers toward the World.
AL: The Lower East Side is getting smaller and
smaller.
MC: It looks that way, yes, but | have a few plans to make it
big again. And I'm not alone. Lots of people are ready for a
revolution. We were not crying when they razed the Sculp-
ture Garden to the ground. The bulldozers were working for
us, for our legend. Now people know more about the whole
thing. And the next time we are going to build a few barri-
cades. The Rivington School is not dead at all. We have lots

MC: It's a film in progress. | started it two years ago. | met
these junk sculpture making hooligans in the street. They
were always dirty, holding blowpipes, soldering irons. They
seemed to have lots of fun. They didn't care that | was film-
ing them. And | wasn't really making a film, | was just there
and sometimes | pushed the button on my camera. Nobody
was acting in this film, everything was done spontaneously.
It's a documentary about the Rivington School. The way |
filmed it and edited it makes it more poetic, funny and rough.
That Sculpture Garden was only a piece of shit, and that's
something | try to glorify.

AL: Sounds like a manifesto?
MC: Oh, yes, a No Se No manifesto. Artis shit.

AL: Are you against art?

MC: | just can't respect anything that has been said or writ-
ten about art. The worst thing to do to art is to be very seri-
ous about it. You can't learn art in school.

AL: Except for the Rivington School.

MC: Cowboy Ray, Tovey, Jack Vengrow, Parker, Ed Hig-
gins, Toyo and all the others are great teachers, because
they don't want to teach you. You learn when you want to
learn and it happens by experience, practice. But | don't
want to mystify the Rivington School. We are just a gang of
crazy maniacs, a bunch of idiots.

ot new ideas. We want to construct a new garden from scrap
satellites and spaceships somewhere between the Earth and
the Sun. America is boring.

AL: Yes. 'Europa es porida y America es aburrl-
da,’ you sing this in that tango.

MC: Alles Klar, it's entitled Alles Klar, it means OK in Ger-
man. But for me OK means "all confusing.'

AL: Why this German title?

MC: We had a Neoist training camp in Germany a few years
ago and | wrote this poem there. Actually it wasn't a poem,
just a postcard.

AL: Let's talk about your film, Anti-Credo.
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AL: You usually start your shows by holding up

a flaming steam iron.
symbol?

MC: The symbol of the Rivington School is the six o'clock
sign, a circle with a two way arrow. The flaming steam iron is
the symbol of Neoism. But the Rivington School boys and
girls are also Neoists just as the Neoists are in the Rivington
School. Anyone can flame a steam iron. The 16th point in
the Rivington Rules is 'hold the hammer right," this also
means 'hold the iron right.'

AL: But what is the signification of the flaming
iron?

Is this a Rivington School



MC: Revolution. Imagine your mother holding up a flaming
iron.

AL: But this image of holding up the flaming
torch of liberty is very old and used.

MC: Neoism is very old also, but it was never realized. The
hand that should rule the world is the hand holding a flaming
steam iron. And then we could really laugh.

AL: Revolutions are not very humorful events.
MC: The Neoist Revolution is a continuous musical comedy.
AL: But you always do those bloody actions.
MC: | have blood under my skin and | don't try to hide it.

AL: Are you selling your blood paintings?

MC: Only conceptually. | started the Blood Campaign in
1979 and its aim is to finance the Neoist Conspiracy by sell-
ing my blood as an art object. | began to make blood paint-
ings only in 1983, until that | made blood soups, or simply
kept my blood in the tubes, signed them and tried to sell
them. | don't think that | am an artist. That's why | started
Neoism.

AL: What do you think you really are?

MC: As | told you before | am an adventurer. For the mo-
ment | am the self-appointed leader of the people of the Low-
er East Side. | am also a Neoist agitator, hard-art singer,
open pop star, Rivington School spokesman, immortal revo-
lutionary...

Gabor Szitanyi

AL: It's enough. Let's go by your products.
There was that film, your performance, and there
is also your new record, Born Again in Flames.
It's not your first album?

MC: No. | have a few before. But this is the first one | pro-
duced in New York.

AL: And you produced it yourself?

MC: Well, it is the first time that | did almost all the work from
the recording to the cover art work. Of course | work with
many people. Tristan Renaudand, Gaetan Gravel were my
collaborators in the creation of the pieces, composition, ar-
rangements, studio work, mixing. Matty Jankowski, another

Rivington School
the money by som
ters of the Univer
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computer, his skin
he had three eyes, ¢
on the top of his he
puter a 1,000 doll
gave me a few of t ished good luck.
AL: And then yc up.

MC: Well, you don't believe in this story, but | tell you this is
almost exactly what happened. And | never saw this strange
man again, he disappeared. So | started my own record
company, Maldoror Records as well as my own publishing
company, Kantor Music. The record business is not really
what | want to do but until | find someone who would do it for
me | have to take care of it. | like to produce records but |
hate the administrative work. Besides my own records |
want to produce Demo Moe as well as Angela, and a few oth-
er artists. | have lots of very good friends, we have many
brilliant ideas, we only need a million dollars.

AL: Perhaps the 14 Secret Masters of the Uni-
verse can help you again?

MC: Yes, but | want other organizations to get involved with
our conspiracy.

AL: Why do you always say conspiracy?

MC: | like this word. | like to use military and state language.
I'm bored with artistic terms. | hate to tell people that | am a
performance artist, | like to say Neoist conspirator, agitator,
revolutionary, spy, messenger, operator. All the art terms
were overused by critics, and the very ambitious galeroid art
lovers. The scrap language of the Rivington School is more
up to date than any official art theory books. | can't hold a
cocktail glass and chat about colors, dimension, distance,
structure, space, time...

AL: | saw a few Rivington School shows and
most of the works were paintings, photos, sculp-
tures, the usual forms, nothing really new.

MC: | wouldn't say it this way, but you are right, they use
any form without the intention to invent something new. Be-
cause inventions are old and they don't surprise anyone
anymore. The Rivington School is an event, a social event,
a big continuous party, a local revolution. Its openness is
more important than the products. But still those scrap-
metal sculptures with graffiti and painting on them thrown at
street corners, in parks, are very significant objects of a new
type of thinking, creation, lifestyle. And this is only the be-
ginning.

AL: But, you know all movements die after a
while.

MC: Yes. That's how it has to be. And then a new one
comes.
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See NEOISM pg. 56
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Rising above the stagnate sur-
face of the city, up from the
bayou, design-wear by Joe

Herschelle. A flood of af-
fordable fashion that
speaks the language of the
Swamp. Ophidian, uligi-

nous, paludous, Wahum-
bus, Swamp Things.
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rEP":\)S:E'>graphy: Susan Salingef, NYCSF
Background Art: Jerome Fuentes,
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Styling: Danie
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FTEX] BY LESLIE GAMBLE AND MICHELLE LYKAS

Artists have a vested interest in surrounding their work with as much ambiguity
as possible. The more open to interpretation a piece is, the more interest it will
spark, pro and con. Especially among academic filmmakers, there is really no
such thing as a bad review, since getting any attention at all proves the film is
respectable, and even a pan implies that it is important enough to need de-
bunking. The best thing that could happen to an academic filmmaker would be
two well-known critics using his work as the staging ground for their own per-
sonal or theoretical bickering, and to that end an ambiguous oeuvre is more
useful than an oeuvre which speaks for itself. Though the pursuit of ambiguity
can thus be read cynically, (I don't mean that as an insult) a cynical film which
generates worthwhile discourse is preferable to a "sincere" one which does
not. Enter Peter Woilen on a lecture tour stop at the handsome rolling campus

| 2
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of the University of Florida. Wollen is accompanied by
his new movie, Friendship's Death, and a chapter on
robots from his new book, but much to our surprise, "I
really don't want to talk about my books or movies."

Unfortunately, none of us are interested enough to
ask about, say, which animal he would like to be rein-
carnated as, and nobody knows him well enough to
ask for dirt on his break-up with Laura Mulvey (thereby
unleashing a torrent of crude conjecture on who was
the brains behind that outfit), so questions had little to
do but poke meekly into forbidden territory. Our first
problem was Wollen's strikingly non-informational intro-
ductory speech to Friendship's Death, wherein he
made a few tentative stabs at defining the work's pro-
ject, only to qualify them into oblivion. Thus, we had a
sci-fi story, but one which wouldn't do what's expect-
ed. There's something of a romance, but it expresses
itself through friendship. It has a political theme, but
does not approach the politics directly. It's as though
he were being paid for each time he contradicted him-
self. Was Wollen trying to cover all bases, or did he just
distrust us with his best insights? In any case, his eva-
siveness produced ambiguity without any accompany-
ing discourse; by merely gainsaying himself on every
point, he effectively erased any topics for further re-
search, leaving us where we started. Combined with
his unwillingness to answer questions, he could have
saved us some money by simply mailing in the film and
book and staying home to sulk alone.

The film itself didn't much prick at our more charita-
ble impulses. Like Bladerunner, 2001, and a season's
worth of Star Treks, we have a robot so ingeniously de-
signed that it assumes an emotional life little different
from that of humans. Of course this warhorse of a pre-
mise will never walk again, but it might at least be carted
about in an ornamental shroud. No such luck -- big is-
sues include the following: by what logic can we ex-
clude a feeling being from human status? We can't.
Why does the robot look just like a human, other than
to save money on special effects? Because beings of
greater intelligence designed her that way - otherwise
we humans would be too bigoted to trust her. Can she
feel love? Sure; love of humanity, love for an individu-
al, love for a cause, even love for a typewriter because
it's a cute machine - beings of greater intelligence
make the best lovers. Can the jaded, hard drinking
newspaperman learn to love her? Yes, so there is
hope for humanity, but humanity doesn't permit it, so
there won't be a sitcom sequel.

The finale consists of the viewing of a glow-in-the-
dark chirping information hexagon crystal which con-
tains some of Friendship's (the alien's name, but Mr.
Wollen wouldn't want you to read too much into that)
observations on the State of the Earth. There are hier-

oglyphics, beating hearts, grids, fetuses, and Girl
Scout sign language edited in a seemingly random or-
der, which might well tell a good story to beings of
greater intelligence, but which, other than some obvi-
ous Jungianisms (and you can read those into any-
thing), don't cut much mustard among Floridians. Not
yet leaping to the conclusion that Mr. Wollen bought a
bin of surplus file footage cheap, we asked if this mont-
age implied a biological essentialism (through the med-
ical footage) which reversed the film's apparent implica-
tion that machines could duplicate human functions.

Did those grids and signs point to a conflation of mean-
ing and life in Friendship's map of the world? "l don't
see how | could answer that question,” came the usual
reply. The least he could do would be to explain why
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MICHAEL KENNA

Michael Kenna

Deckchairs, Bournemouth, Dorset, England.
1983

hese damp and grey scenes of the U.K. capture light to evoke a strong
sense of place. Keen compositional settings combined with unpeopled
scenes to throw circumstances into question. Eleven years living in San Fran-
cisco has only refined Michael Kenna's eye for light in a misty landscape - vi-

sions of his native England.

Photos courtesy of Stephan Wirt Gallery



Miichae| Kenna
Towpath, Blackburn, Lancashire, England.
1984




Michael Kenna
Ratcliffe Power Station, Study #3, Nottinghamshire, England
1987






Go back to 1973. That's fifteen years
ago - long before the birth of "punk"”,
"new-wave"”, or "industrial”" music.
Back then those categories simply
didn't exist. Cabaret Voltaire did
though. Influenced by Can, the Velvet
Underground and Eno, Richard Kirk

(computer generated instrumentation)

CODIFIGCATION

BY JOHN TRIPP

and Stepen Mallinder (vocals) began
experimenting, not with music, but
sound. Beginning with an assortment
of tape recorders the group used the
cutup method to "create" their work,
moving on to synthesizers, guitars,
and finally samplers. Their ability to

exploit

technology has put Cabaret »






Voltaire at the forefront of electronic
music. CODE, their first
Manhattan-EMI
tious blend of funk, hip-hop and indus-

release on

Records Is an infec-
trial sounds, firmly placing the Cabs in a
"serious dance state". Produced by
Adrian Sherwood, with Bill
Mark Brydon, and Simeon Lister con-
tributing, CODE

most commercial

Nelson,

is their slickest and
release yet. Two

Crepus-

other recent releases, Eight

John Tripp: You once said that you preferred
being in an isolated location. Since you now
live in London do you no longer feel that
way?

Stephen Mallinder: It's still nice to be in a situation
where you're isolated, | don't think it necessarily means
being in Sheffield all the time. It's nice to have less dis-
tractions when you're working. Sometimes it is nice to
get away and work in a studio that's not in a very big city
and London is obviously a very big city, and sometimes
there are distractions.

JT: Was Code composed at Western Works
Studio?

SM: It was actually done in stages. The first parts of it
were done in Sheffield - a couple of the numbers were
actually adapted from numbers that we'd done live. The
basics of it were done in Sheffield and then we started
working with Adrian Sherwood on it and we did a little bit
more of it in Sheffield, structured a little bit more there,
but we did all the mixing and all the overdubs and vocals
in London. The studio we have, the facilities are more
suited for recording than mixing so it's nice to go outside
and get the incentive of another studio, another environ-
ment in mixing as well, so it was mixed in a couple differ-
ent studios.

JT: This was the first time you'd worked with
Adrian Sherwood?

SM: I'd known Adrian for a long time and we'd always
said we'd work together, this is really the first opportuni-
ty we'd had. We wanted to do it with an engineer/co-

cule Tracks, remixed versions of their
less accessible material, and the Sal-
vationSoundtrack, with two of their
recordings, plus an upcoming tour are
keeping the duo occupied. With Kirk
Sheffield

operating

based in (where

their

they

formed), Western

Works Studio and Mallinder living in
London handling publicity Cabaret
Voltaire has become an effective prop-

agandada machine.

producer who was sympathetic to what we were doing
rather than somebody who would dominate everything
we did on this album, mainly because we'd recorded a lot
of it beforehand and we'd gotten an idea of how we want-
ed it to sound. Rather than work with other producers, it
probably would've been better to work from scratch with
Adrian. He's concerned with sound structure, so he was
able to work with what we'd done in the first place, so he
suited the situation.

JT: One person who you've worked with
some time now is video producer Peter Care.
You seem to work with the same philosophy.
What do you attribute that to?

SM: From our perspective there's a great respect for
Peter and his ideas and what he wanted to do - starting
off with Johnny Yes/No and then going onto the videos
that he made for us. We had a lot of respect for his ide-
as and the way they worked, and to the same degree he
had the same respect for us and our approach to what
he saw as being more film/soundtrack music. So it
started off being that mutual respect, him not telling us
exactly what he wanted. He gave us guidelines but he
let us develop our own ideas. We'd always done that
with the videos, so | think a lot came from us allowing
each other room to breath and letting him have a lot of
say in what was going on. So, | think the combination
worked due to respect and the fact that we both sort of
had similar notions and tastes in soundtrack music and

in films as well.




JT: Visually and aurally you use the same
technique - the collage effect, sort of a mod-
ern approach to Dada. ;

SM: That approach, which does have its roots in Dada,
and Duchamp and the use of chance elements, and the
use of ready-mades and sound sources - it has roots
there, and it's followed through to Burroughs. That is an
approach, it's a method and that method can be applied
and integrated into music in the way we've done it, using
sound sources from environmental sounds and speech
and the way we've used it in music. At the same time
that method can also be adapted to film and it could be
used to dissect what could be a narrative piece of film or
something that's storyboarded, to actually break it up
and give it another direction. lt's a method that both we
and Peter Care were interested in, it's a method that can
be applied to any sort of artform. The approach is the
main thing, the way it's adapted and used, in what con-
text. We don't claim any responsibility for it, all we do is

update it and use those found sources that are common
to our culture, our environment, our everyday lives rath-
er than trying to do it literally, you know, trying to do a lit-
eral Dada thing. We updated the sources and kept the
method the same.

JT: The techniques that you and Care devel-
oped have been assimilated into the music
industry. Is that just a natural progression
or do you feel that you influenced its direc-
tion?

SM: | think it's a natural progression. | think the danger
of using it in any area is it can become a gimmick. |
think it's useful only at certain times and in certain situa-
tions. We don't use tapes on all the tracks we do, nor do
we want to use the cut-up method with all of our videos.
| think it's something that's useful at certain times,
sometimes you can tell by trial and error, but sometimes
it actually breaks it down. It's something that should be
adapted for each piece that you do. Sometimes we start
off with a piece that has a very strong, sound song

structure and to actually try and introduce some arty

element into it just ruins it, but other times it can en-
hance it and it can become the nucleus of the piece.
With things like that | think you should be careful not to
use it as a gimmick.

JT: So the impact of that technique has
been lessened?

SM: Anything that's overused, people become a little
punch-drunk by things like that. Burroughs didn't use
the cutup method to the degree that he would've during

say Naked Lunch or Dead Fingers Talk. Later books
don't use that, so it's the same for anybody - a method
can become a gimmick, it's only useful to a certain
point. | think people just get used to it and the impact of
it just wears down and it becomes outmoded as well.

You've got to continually adapt.

JT: Since forming in 1973 how have your
creative processes evolved?

SM: If there's anything that's continual it's more of a
lack of technique - not knowing exactly what you want to
do. People really only have one or two basic ideas and
they revolve around them. | don't know what our actual
ideas are, | think they involve messing around with
sounds, messing around with structures and different
elements. The thing that has changed is technology,
that's the thing that affects us. We use technology,
therefore if the techniques haven't particularly changed
the technology by which you try things has obviously
changed. Studio equipment has improved.and devel-

oped, keyboards have developed, and using computers
and things have changed, so that is one of the elements
that that's really altered our perspective.

JT: Do you think that technology is a neces-
sary impetus for "progress", whatever that
may be.

SM: You get more interesting developments using
technology along side older things - using acoustic
things, using the human voice, using guitars, using
those that are non-technological with technology. I'm
not a great believer in technology for the sake of it, it's
how it's utilized. But obviously, if it enables you to do
something in a more compact way, in a more direct way,
than I'm all for it. The danger is, with taking shortcuts
you may loose things on the way - it's nice to mess
around and not blink yourself and try different things, so
| like technology but I'm not that mad on keeping to the
rules too much.

JT: Doesn't the financial barrier of acquiring
new technology limit creativity in a way?

SM: Yes it does, but on the other hand, the most expen-
sive equipment in the world is of no use if you haven't
got any ideas. Technology hasn't really altered anyth-
ing we've done apart from making it easier - what we
used to try and do with tape loops years ago, you can
now do with a sampler a lot easier. The effect is what we
were doing a long time ago, maybe a lot cleaner and a lot
more controlled, so it can be more effective and have
more impact, but the technology doesn't make those
ideas any easier to translate. >




- JT:

The recent success of M.A.R.R.S has
made sampling technology a big issue. You
do a lot of sampling don't you?

SM: We do, not so much in the M.A.R.R.S way, which is
using other records and sampling and scratching, al-
though | like the record and also I've got no moral views
on this either - | do believe it's not theft, | believe it's uti-
lizing other sound sources to create something new.

It's modern day Dada, it's modern day cutup. The way
we use sampling is different in that we use samplers to
actually create new sounds rather than use it as a facili-
ty to play existing sounds. I'm actually interested in us-
ing samplers to sample things, to sample sounds and be
able to play them and sequence them. Using the human
voice, using a ping-pong ball or a pool ball, slowing it
down and changing it. | find some of those areas more
interesting than just being able to sample thirty seconds
from somebody elses record, although each area is im-
portant.

JT: That area is just beginning to be tapped
into.

SM: Again it goes back to technology as a gimmick - for
every record like Pump Up The Volume there's always
going to be forty records that are trying to emulate that,
so the innovation suddenly becomes devalued.

JT: Is technology more consumer oriented
then?
SM: I'm not quite sure because | don't really know

whether it appeals to consumers in general. It appeals
to those sort of people that want those things anyway. |
don't really think that ninety percent of the general pub-
lic really are interested in whether you can get a Casio
sampler for two-hundred dollars, | think it only appeals
to people who are fascinated with those things anyway,
so it's not really consumerism. But I'm all for it - | love
speaking clocks, Japanese laughing bags, and any stu-
pid little samplers, so in that sense I'm a complete con-
'sumer. When it comes to technological junk | love it.
JT: You spoke earlier of the importance of
context. How effective is your music in its
current one, as dance music?

SM: It's the same thing that most people are trying to
achieve, accessibility and credibility at the same time. |
don't think we differ from many groups, we use the
dance thing to draw people in. Some of what's in there
are obviously meant to make people think. lt's difficult,
you can fall between two schools - trying to be clever
and tryng to be sort of catchy, and the danger is that
everybody wants to do it.

JT: Originally you wanted to be much more
subversive and message oriented didn't
you?

SM: Obviously, but music itself has changed and the
way people view it. Dance music's had an effect on peo-
ple, with hip-hop and house and rap - that's changed
people's view of music to a redical degree, so we utilize
those things. When you start you do what you want to,
but you realize that you can only preach to so many
people and really, it's just like masturbation. So you do
open up a lot more and try to draw more people in, be-
cause if people are not listening to your records than it
does seems a bit silly, even if you're making the records
for yourself.

JT: Is there a specific way you want your
music to be interpreted?

I've never wanted that - | don't really like telling people

what something is about in the literal sense. | don‘
think the literal sort of analysis of music is very valid. |
didn't listen to the Rolling Stones and need Mick Jagger
to tell me how | should interpret Paint It Black . | don't
really think that's necessary - once you start analyzing
music a little bit too much it takes away the power and
importance of it. | think that's one of the problems that's
happened since the late sixties is that there's become a
generation of music critics, therefore we tend to analyze
music a lot more than it needs to be. | think we should

still react to music on a gut level. If people would inter-

pret- my music in a very wrong way then | probably would
say something, but | would never dictate to someone
how they should interpret or see any music.




JT: People are becoming much more oriented
toward video stimulation. How does this af-
fect your work?

SM: I'm very much in two minds about i, it's a very am-
bivalent area because I'm not a tremendous fan of vid-
eo. | like the notion of putting music and visuals togeth-
er to some degree, but I'm frightened it takes away peo-
ple's imagination and its role in listening to music. Al-
though | find the preface fascinating, | don't think every
song should have a video, because it just turns it into a
product like a soap powder and it gives people a literal
interpretation. Sometimes it really pisses me off - | can
see a video and it can destroy a song that maybe I'd like
up urii! that point because it's given it a different angle

and viewpoint. lt's better to hear the music, that's prob-
ably one of the reasons | like dance music more be-
cause it doesn't dictate to me the way | should view it
and it doesn't put a stamp of an image on it.

JT: You have an image of being very in-
tense. Do people limit you by taking you too
seriously?

SM: | think so, but it's partly our fault. When we first
started off, a lot of the writeups were very serious, and
instead of going against that, instead of trying to de-
stroy that serious image we just let it ride, so therefore
the seriousness was never challenged, so six years lat-

er we're still regarded as serious. There's not a lot we
can do about it - it takes a lot to destroy people's pre-
conceptions. Everybody has preconceptions about
every band and it's usually shattered when you meet
them or realize what they're like in the way they ap-
proach music. A lot of it is media and the way it
presents bands, it gives them a very comical or a very
serious image.

JT: The media's impact is becoming much
greater and much more immediate now. Mu-
sic has become so homogeneous - just look
at the charts around the world, they're al-
most an exact copy of America's.

SM: lt's narrowed everything down, it's microscoped
everything - we have become a global village. Music
and marketing has particularly done it - TV has helped
that, so therefore in every city in the world, wherever
you go, you can buy a Coca-Cola and listen to a Madon-
na record. That's cultural imperialism for you, and tech-
nology has helped it along.

JT: Do you find that threatening?

SM: I don'tfind it threatening to me because I've grown
up with it as part of the TV generation and part of a sub-
American culture, so | don't feel threatened by it be-
cause I've come to terms with it. | think the impact on
other cultures is probably far greater, | find it inevitable
more than frightening.

JT:  Another aspect of that is the rapid
change the media tends to create. The im-
pact of anything is measured in seconds

now.
SM: That's an inevitable part of the media process. We
get very cursory glances at events, so our notion of
what is happening is very shallow, and our access to it
is diminished - people don't read newspapers anymore,
TV has cut their vocabulary down and their attention
span down so therefore peoples' notion of what is hap-
pening in, say, the Middle East is incredibly shallow, and
people don't research any furthur because it's become a
fantasy to them, it's something they see on TV in be-
tween Dallas and the A-Team and its impact is no great-
er. But, sixty years ago people would've had very little
notion of what was happening in certain parts of the
world anyway, so whether a slight piece of knowledge is
better than no knowledge at all is hard to say. It's just
the way that knowledge is given to us, and the way we
use it is very limited because the information is so small
- we're not being educated, we're just being given a
slight glossing over of all those things.
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A. BLACK FRAME WITH TINT, CLEAR OR
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LENS $6 BLUE LENS $12
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A. BLACK FRAME WITH TINT LENS $20
B. GOLD FRAME WITH TINT LENS $20
A. BLACK FRAME WITH DARK LENS $12 C. SILVER FRAME WITH TINT LENS $20

74 76
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MIRROR LENS $18 B. GOLD FRM W/ MIRROR. TINT. CLEAR OR
B. SILVER FRAME WITH MIRROR $18 RAINBOW LENS $6
C. GOLD FRAME WITH MIRROR $18 C. SILVER FRM W/ TINT OR MIRROR $6
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INCOGNITO, P.0. BOX 1286, ROYAL OAK, Mi 48067
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278

A. BLACK FRAME WITH ALL WEATHER MIRROR A. BLACK FRAME WITH SILVER MIRROR

OR TINT LENS $12 LENS $15
B. TORTOISE FRAME WITH TINT LENS $12 B. SILVER FRAME WITH SILVER MIRROR
C. RED FRAME WITH TINT LENS $12 LENS $15
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STYLE LETTER & LENS CHOICE ON ORDER FORM.
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ADD $1.00 PER ITEM FOR POSTAGE & HANDLING
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Formerly one half of New
York's La Copia, Federico
Mac-Quhae has gone solo
with La Troya, a showcase
for the Brazilian designer's
eye catching designs. Mac-
Quhae works to create a
dolls look, using bright col-
ors, and form fitting cuts.
Electric blue, orange, bright
yellow, and red all fall within
Mac-Quhae's working color
spectrum, although the de-
signs on these pages are
strictly black and white. His
spring designs, which were
modeled at a recent Tunnel
show opt for a French cou-
ture style, exemplifying
Mac-Quhae's flair for an in-
ternational look.

photo by Tong
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Mac-Quhae creates all of his designs by
hand, and offers them at a price well below
their value. Yet to catch on big, but soon
to be so, Mac-Quhae offers a fresh, so-
phisticated look personifying a new sexual
confidence. Mac-Quhae can be contacted
at Nasty Habits, New York or by calling
(212) 228-5390.

models - Click

photo by Paul Tailer
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pparently Anna Domino has never had a fear of moving around. Born in Tokyo,

and raised in Ottawa and Michigan, Domino now finds herself working between
Brussels, where she's recorded four records, and New York. Domino does have a
fear of performing live, though, which she's been able to confront in her first perfor-
mances in the U.S. at New York's Nell's and Siberia. The positive response she re-
ceived there confirms what fans have known all along - Domino is going to be a "star".
This Time, her first release on a U.S. label (Giant) is a perfect blend of pop sensibility
and accessibility. Domino has returned to Brussels, but it shouldn't be long before
she returns. She calls New York home, and by the looks she's more than welcome.

Stevie Rave: A lot of people are curious about
how you ended up in Belgium.

Anna Domino: There's a record company there called Cre-
puscule, and it's run by a man named Michel Duval whom |
met through a friend of mine, Stanton Miranda, do you know
that girl - Thick Pigeon? She introduced me to him and told
him all these wild stories about how | was writing all these
great songs, which she hadn't heard, but she was my friend.
At the time | was in a band that never did go anywhere.

SR: You can't tell us what band this was?

AD: It was a band called Matter Lake. | never did send him
(Michel) a tape because we dissolved. But then | sent him a
tape of this stuff I'd been working on for years and he
brought me over to Brussels to record. When | arrived, he
said 'you can do an album in ten days, right?' (lots of laugh-
ter). |didn't have the faintest idea so | said OK. There was
this studio that was just being built and they collected a
bunch of musicians for me like Luc Van Acker, Virginia As-
tley, Blaine Reininger, fromTuxedomoon. There's all these

to proceed. | had my little tape of songs and we'd sit around
and fight over who was going to do the drum programming
and we had a lot of problems with the studio, just electroni-
cally. They had to tear the floor at one point and re-wire it,
and all the time I'm supposed to be doing this album in ten
days, right? By the end of it nobody was really taking care
of it and we had to do all the vocals and mix in 20 hours. So
that was how the first record happened. Then | went back to
New York and that was the beginning and end of my record-
ing career.

SR: Is there a scene there (Brussels) or what?
AD: No, not really. lt's really strange, there's a lot of people

/,

people, all wonderful, but nobody has the faintest idea how

there from all over the world because one thing about Brus-
sels is you can go in and out without a working visa, and so
far | haven't got in any trouble. | couldn't possibly get away
with it in Germany or France or England or even Holland, but
in Belgium it's very strange, there's a lot of us working there.
It's funny, there is no kind of comraderie between us - we all
like each other, we're all aware of each other, all the people
on the Crammed labels, Crepuscule labels, and there's a lot
of people that | know from New York, like Evan Lurie, that do
one record, or a soundtrack like Down By Law.

SR: With Crepuscule were there any limitations
on what you could do in the studio?

AD: | mean, the first record, it was ten days, there was a
budget of 15 dollars, it was that kind of thing. On the new
record we brought in an English producer (laughs). No of-
fense, Flood. He's a great guy.

SR: How was it working with someone like Flood,
because he's obviously been around?

AD: It was good working with him - he's an engineer, he
knows how to handle a studio and he doesn't interfere with
the music.

SR: You had a lot of creative freedom working
with him?

AD: Yeah. And working a lot with his guitarist Michel Delory.
We have a tendency to get all too involved and we all get so
nervous and tense that we can't even speak to each other,
and he (Flood) can break down that stupidness. He'll come
in and see that we are standing at separate ends of the
room, and he'll go, 'oh, we're not speaking to each other to-
day are we?' (lots of laughter). He'll make us feel so silly, he
kind of took care of us. But | think I'm finding it's difficult for
me to work with the whole album idea - the album, the single
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~« this whole kind of commercial format.

SR: You'd
thlng?

AD: "I'd iike to work with a Iot of different people over a period
of time, instead of this two months in the studio. You've got
to produce an album with two singles on it, four B-sides, all
this kind of thing. It's got to be shoved down the throats of
the English press. That really put a sour taste in my mouth
for this last album, which is really too bad. I'm just not going
to do it again. |think the next working | do will be an instru-

rather do a more freestyle type

mental EP or something.
SR: How did you manage to get a following in
I hate to use the expression 'cult fig-

America?

ave been working and they're just curi-
it's.all about. | mean, I'm not aware of how
y-know of me. | guess we'll-find out with
hy | really want to do these shows -
maybe that's the only way that having a record company in a
specific territory affects you. You have a better chance of
doing shows there and that's the only time when you find out
_ anything about the public. Record sales don't tell you any-
thing, only live performances tell you.
SR: Would you be more into the exposure if you
had someone behind you? Are you into becom-
ing a pop star in America?
AD: No thanks. What I've discovered so far, what | discov-
ered in the last album, | tried somewhat unconsciously to do
an album that | thought was going to bring me a bigger audi-
ence. And | missed in that album in some ways, maybe
something that is most important. lt's like | payed hardly no
attention to the vocals - | was just so concerned with trying
to please the record company and please everybody. | don't
want to be put in that position anymore and have to worry
about hit singles, a dance remix or much of anything. What-
ever | do and whatever | could potentially do, well, | can only
do if I'm kind of left alone. | don't really see fame and fortune
giving me that, | just want to work at my own pace. [I'm not
real media oriented.
SR: Has having a record out here helped with
your awareness level in America?
AD: Directly there is not a whole lot that I'm aware of be-
cause of the release - I'm only aware of New York. There is
one thing that | am aware of, you can find my records in
stores. This is a major accomplishment - in some stores I've
been moved from the import section in the back of the store
to the rock section in the front.
SR: You were born outside of Tokyo, you were
raised in Italy and Canada, you've lived in New
York and Brussels. Where exactly do you call
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home, or where do you feel most comfortable?
AD: New York City, there's just no question. When | first
came down here, | was going to art school in Toronto and |
got on a bus and came down here with about 400 other art
students. They used to do this once a year, to see what it's
all about you know. | was interested in New York and | liked
Toronto but when | came down here | just couldn't believe the
city. | stayed awake for like four days without sleeping. I've
never been able to do that since, | just walked and walked
and walked, and it's funny because the last day before we
left | ended up on the 11th floor of this building which | now
live in, it used to be a jazz club. And then | was still planning
to go back to school but | came down to visit my next door
thought I'd_stay for a couple weeks
| spend-a lot of time in Europe

out for a Vv of what yotwe accom
plished as a songwriter and as a recording art-
ist?
AD: This Time, songwriting-wise is much better. Lyrically,
musically, everything. The first record | made, | wrote on
cassette to cassette, bouncing things back and forth, or a
four track cassette player later on when | came up in the
world. Something like that really restricted what | could do.
The way | write | want to be able to hear something before |
can really work with it. I'm not good about writing things in
my head. Now that I've got more of an arsenal of equipment |
can mess with the melodies and the sounds and the arrange-
ments of a song before | go into the studio. You can't take
an analytic approach to it and say 'I'm going to throw in this
element and a little bit of that and this is the audience I'm
aiming for." You can't do that, and if you did you'd probably
fail miserably. You can only kind of work on instinct and you
don't know why you're doing it and you don't know who you're
doing it for. People compare you to various people and it's
all kind of a surprise. I'm just starting to come into my own
now. Like the last album, This Time, there were good reviews
and bad, but in none of the reviews did | get compared to Su-
zanne Vega, Sade, or anything, and | really, really liked that.
Now for the first time they're really taking me as myself, I'm
not like a pale version of someone else.
SR: What would you like to accomplish, or have
you done it already?
AD: | don't know. This whole thing, it's always been hard for
me to describe what it is that | want to do and why I'm trying
to do it. | still have a lot to do, a lot to learn - to keep making
music until | feel that | have reached some kind of stage
which | can't really describe. But there're enough layers
peeled off of my preconceptions of who | am and who I'm try-
See ANNA DOMINO pg. 60
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Reviewers: PR - Phil Roberts; RW - Rick Warren; GH - George Howerd;

JT - John Tripp; SM - Suzanne Mercha

The Legendary Pink Dots
Any Day Now
Play It Again Sam, USA

Quirky, lilting violin, glockenspiel keyboards and sampled natu-
rals provide a rich tapestry over which Edward Ka Spel weaves me-
lodic gypsy psychodramas. This new Dots album has a subtle inten-
sity and hollow cascading beauty sometimes similar to Ka Spel's/
Cevin Key's Tear Garden. It's right out there, a bizarre Baroque col-
lage of fantasies; a poignant and hypnotic opiate for the ears. PR

The Justified Ancients of Mu Mu
JAMS LP 2

Their various lawsuits relating to ripping off other peoples' music
are infinitely more interesting than any of the music they do put out.
Every disco cliche is here, made even more dull with the passage of
time. RW

Live Skull
Dusted
Homestead

For five years Live Skull helped create a scene in New York.
Recognition has been far and few, but Dusted , recorded live way
back in 1986 sets the record straight. Two sides of guitar/noise at
its best, Dusted shows the value of underproduction. JT

Mantronix
In Full Effect
Capitol

We knew all along that Mantronix had mass appeal. The Wham!
of rap is back with a major label signing and a slew of catchy hip-hop
beats, In Full Effect being the first. Not as street fresh as, say Eric
B and Rakim, but still hanging tough (although the self-aggradizment

The Legendary Pink Dots

of Do You Like...Mantronik is getting old. Unique sampled beats
gives In Full Effect the extra punch. GH

Various Soweto Artists
Thunder Before Dawn
Virgin

Township music from South Africa that should be more inspiring
than it is. The lyrics are very strong statements about life in the
townships and the problems in the country, but the music doesn't
quite pull everything together. The beat is good and every band
does have talent, it's just that the record is something that wouldn't
offend or over-stimulate the average American. Good but not great,
buy it used. RW

QED
N.L. Centrum Records

One of the best noise/art records ever. More rhythmic than most
with a human touch that doesn't usually come with this type of in-
dustrial oriented music. A collection of recordings culled from four

years of performances at N.L. Centrum, these musical rituals were P

IPSO FACTO 53



NLVILWY

~{ created specifically for this record. A must for anybody with a taste

for industrial sounds. A partial listing will give you an inkling of what
this record is about - Laibach, Z'ev, S.P.K., Chris & Cosey, Het
Zweet, Einstuerzende Neubauten, Blurt and many more groups, and
all at the top of their form. Obviously this won't be your average
dance-party crowd pleaser, but if you can afford the rather high price
and are in the mood, this can be an exceptionally pleasing mind trip.
RW

The Mud Puppies
(Homemade demo tape)

A San Francisco based no mess rhythm band with a good sense of
fun. Some fairly strong melcdies with a sound that harks back to the
early days of the Kinks. Your basic rockin' kinda band that knows
how to play their instruments and write above average material.
They do play around town, they're probably a lot of fun live. RW

Revolutionary Army of the Infant Jesus
The Gift of Tears
Probe Plus

A throwback, not in any kind of derogatory sense, to the days of
the early 70's concept album. Heavy Moody Blues influence with
lost of flute and airy melodies. Listening to this takes you out to a
shady garden to hear some soothing hymnals, then shakes you
around when you realize there is something rather sinister lurking
around every bush. Comparisons to Virginia Astley are inevitable;
very sweet and somewhat discordant with lots of rich textures. RW

S.P.K.
Oceana
Side Effects

As is the case with almost every S.P.K. record, there's some
good news and some bad. Their grand techno-gothic sound is still in
evidence on about half of the tracks on this record, while the other
half is chock full of dance fever euro-damage. | know these little
catch phrases tend to pigeonhole a band, but S.P.K. seems to ask
for it everytime they put something out. There is always some great
mix of smooth synthesizer sound blended with some fine, jarring in-
dustrial noise. In my opinion, this is what they do best, if only it
could be sustained for an entire album. As it stands, there is always
that creeping disco damage seeping its way onto every album. RW

Pop Will Eat Itself
Box Frenzy
Rough Trade

| guess you love 'em or you hate 'em. Personally | think they're
god awful. If you're not already sick to death of that Love and Rock-
ets sound, you can listen to the side that sounds just like it, except
the lyrics are sexist and offensive. If that isn't your cup of tea, flip it
over and listen to the Beastie Boys sound (see above for lyrical con-
tent). If this is a parody, it's terrible. If it's serious, it's even worse.
I'l give them the benefit of the doubt. RW

Beat Happening
Jamboree
Rough Trade

Geek folk rock with dumb lyrics and off-key voices. Some people
can get away with this kind of stuff, and some can't. These folks fall
into the latter category. Give me Jonathon Richman anytime, or
even the Violent Femmes, and that's not saying a lot. RW
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The Neon Judgement
Horny As Hell

Play It Again Sam U.S.

Some pretty lusty material here. If it's not enough to stir ones
passions, it'll at least speed up your hear rate. Not quite as raw as A
Man Ain't A Man... but just as aggressive. Varied used of percus-
sion and instrumentation, and some nasty lyrics all ad up to an al-
bum that doesn't quit. JT

Luxuria
Unanswered Lust

Beggars Banquet

Howard Devoto (ex Buzzcocks, Magazine) and bandmember
Noko have crafted an aurally and rhythmicly stimulating LP. Unan-
swerable Lust is varied in sound: shimmering synthesizers, sub-
dued strings, acoustic guitars, brassy horn arrangements, all com-
plementing Devoto's unique voice. | like Luxuria for its texture and
its brooding lyrics. Songs like Flesh and Lady 271 haunt the turnta-
ble, while Redneck and Public Highway pound at the senses. After
some absense, Devoto is back with a vegence; apparently his lull
was worthwhile. PR

Phantom Tollbooth
Power Toy
Homestead

Churning and droning, that's what Phantom Tollbooth does best.
Meshing the best of hardcore, metal, and all the rest, Power Toy is
power ful. Kind of like putting a sander to a piece of metal - sparks
fly everywhere, it's a burst of wild energy, and it looks frightening
until you get the proper perspective. Then it's b-e-a-u-t-i-f-u-l. SM

Psyche
Unveiling the Secret
c'est la mort

You're going to love or hate this album based on one criteria -
whether or not you like synth pop. Il assume you do (if not, stop
reading the review) - all of the elements are here: smooth, catchy
melodies, tortured vocals (vaguely similar to Marc Almond) and lyr-
ics, nice danceable beats. It clicks. Psyche have been favs on the
dancefloor sometime now; this LP is merely a collection of previous
releases, remixed. Its one drawback is that this particular style is
now dated (circa Yazoo) and sounds old. Synthesizers ain't cheap
though. GH

The Jazz Butcher
Fishcotheque
Relativity

The Jazz is gone, but the Butcher (AKA Pat Fish) hasn't lost his
edge. From the kinetic buzz of Looking for Lot 49, to the gracious
meanderings of Susie, The Jazz Butcher show a certain suaveness
that's not common with your average guitar band. The tempo is fast-
er than previous releases, but the innate sense of charn remains.
JT

Trisomie 21
Million Lights
Play It Again Sam U.S.

This French group construct lusciously layered electronic collag-
es, bordering on the surreal. Million Lights, their third LP, continues
their journey into a subconscious, dreamlike state, with music that
tempts the imagination. Songs titles like Magnified Section of

Dreams, There's a Strange Way this Morning, and the Fairylike ’



Dreams, There's a Strange Way this Morning, and the Fairylike
Show, suggest a philosophical inclincation. The miracle of Million
Lights, is its lack of pretension, which, in itself is quite a feat. JT

The Junk Monkeys
Firehouse
Happy Face Records

Slickly produced Detroit style rock, that could use a little more
raunchiness. Slightly similar to late Replacements (which isn't ne-
cassarily a compliment), pretty straight forward and driving, but
we've heard it before. There's nothing wrong with this album, it just
needs more punch. SM

Test Dept.
A Good Night Out
Some Bizarre

Gotta love them bagpipes - three out of seven tracks feature
them, and they sound great - a sort of mini bag pipe opera. The rest
of side one reverts to standard Test Dept. noise, and side two takes
a more political (the bagpipes alone are suggestive) stance, with two
monologues adressing the British state, "Long live British democra-
cy, which flourishes and is constantly perfected under the immacu-
late guidance of the great, honourable, generous, and correct Mar-
garet Hilda Thatcher..." Let freedom reign. JT

Naked Raygun
Jettison
Caroline

Chicago's originals are back, tighter than ever, more powerful
than ever. Hard-edged, driving, forceful - apt words for a group that
has surpassed hardcore for a cleaner, more biting result. Jettison
will make Naked Raygun one of this year's "cool” groups, and in this
case there is substance to back them up. GH

Jelly Bishops
Kings of Barstool Mountain
Last Time Round

This is some wierd shit. Stupid, funny lyrics, choppy arrange-
ments, sort of like the Meat Puppets, but not really. It seems as
though the Jelly Bishops started out as a respectable kind of band,
but subsequent to singer Troy Singer's experiments with cannibal-
ism the group lost their minds (just kidding about the cannibalism,
though there is a song, Cannibals of the Highway, thatis for it). The
music itself is good, even some catchy chorus along with some fe-
male backup vocals. The whole key with this album is whether or not
one can get into their sense of humor, music - if not, the joke's on
you. JT

Salem 66
Natural Disasters, National Treasures
Homestead

This is what the Bangles wish they were. Salem 66 have been
playing since1982 and have survived several line up changes,
which seems to have only improved their music. Natural Disasters...
was produced by Ethan Jones (firehose) and is loaded with brilli-
ance - stong melodies, evocative lyrics. Judy Grunwald and Beth
Kaplan make the difference with vocals that can be both serene and
vigorous. SM

IPSO FACTO welcomes the submission of records/tapes for review. Please be
sure to include information on the group/record. Send to: IPSO FACTO Re-
views 301 A NW 2nd Street Gainesville, FL 32601

PERSONA

NEVER A DULL MOMENT

-COSTUME RENTALS-
-VINTAGE CLOTHING -

-COLLECTIBLES-

SUN CENTER - GAINESVILLE
(NEXT TO HIPPODROME)

HOURS
MONDAY - THURSDAY 11-6
FRIDAY & SATURDAY 11-9




B CUANTUM MECHANIC

So you create an enigma?

No, | don't think it creates an enigma, it creates a situation
that allows me to be more creative, a situation that's not sti-
fling. | don't think it's enigmatic, it's very straight-forward.
The fact that S.R.L. is interpreted in a million different weird
ways, leads to this huge rumor factory, which to me is like a
humor factory. It's unbelievable the things people say. But
it's good, because people shouldn't know. | don't want peo-
ple to really know what | do, | don't really want people to
know personal things about me, because that's not really the
issue. No one's going to ever figure out how to do an S.R. L.
show because there's no formula - nobody's going to figure
out how to be me by reading their tea leaves. Why would any-
body want to be me?

Do you know how to be you?

I know how to "be" in a way that allows me to maintain a cer-
tain flexibility. To me, my personality is all about not being
penned down and not being trapped and confined - not being
put in a situation where | can't operate. And that can mean a
lot of different things.

Well that's why we can't judge a book by it's au-
thor, we must consider the context, we have to
privilege the reader, to an extent.

I'm more into implications of acts, possible meanings, that's
a real major thing to me and the way | look at things. When |
see something like a film, | don't really look at it in terms of it-
self, | look at it in terms of what it implies to me in its con-
text. I'm concerned with what it shows me that | didn't know
before, and that is inextricably linked to the things that are
implied by the fact that it can exist. So, that's the way that |
approach the "meaning" of what S.R.L.'s activities are, and
the implications that may be generated by them - not in terms
of a narrow definition of meaning. Meaning shifts. The fact
that we exist in this moment in culture, that's where the im-
plication is - and it always changes. So, actually | try to be
more general and non-specific, except with the titles, which
is a way of using language that's very, very specific, and
very exact, but totally contradictory.

The greater the specificity, the greater the con-
tradictions, especially with labels or titles.

You know the way | get the titles of the shows? | have a
Webster's Second International Dictionary , and | reference
back and forth - it takes me a week to figure out a title like
that. | just pen down, "what am | going to try to do in this
show, how can | give people a taste of what it might be, and
mislead them equally?” So they're going to see some reflec-
tions of what is said in the title, and there going to see
enough things that also contradict that. Really, ultimately,
they've got to make some decision on their own, or they can
just go there and pretend it's a party. To me it's important
enough to make an event complicated enough so that if
someone wants to look at it very simply, they can just feel
sort of overwhelmed by the implications, and just say, "oh,
this is kind of a neat thing, all this noise and machinery.” |
think the approach is to always develop a situation that's
very complex, and multi-referential, and then if people want
to look at it that way, and take it seriously they can, and if
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they just want to look at it, they can just take it, and allow
their unconscious minds to work with it.

Just the simple violation of space, the good ol
spectacle, has to have some impact

| just think the impact should be so provocative that it will
convince people to get out and do wild things on their own. |
think it's a crime that more people just don't do more outra-
geous things. What do people think is really wild? You would
puke. People think the most fucking boring, lame, conserva-
tive things are really wild things, and that is a cultural crime
that is a sickness of our culture, and that's what any respoi. -
sible people should do, is get back at society for making us
live with this certain type of controlled, constricted lifestyle.
There are people that strike back, and some even do it on a
full-time basis, and that's what S.R.L does, they take pock-
shots at culture A

TACKHEAD

a bad album so I'm gonna put a track off that one in.

EM: Are there any plans of re-releasing the more hard-to-
find On-U albums?

AS: No. Idon't think so. Some of them | lost the rights to,
like the one that's on Cherry Red. That's what grieves me.
I'm getting some of them back bit by bit.

EM: Last question. Anything you'd like to happen in the
near future aside from a major label deal with freedom and
the right figures?

AS: Yeah, | wanna get fit. I'm a bit unhealthy. I've stopped
smoking for six months now.

EM: Get yourself an old beat up Schwinn.

AS: Yeah. | wanna get a bike - a push bike. Peddling
around, that's all, peddle from home to the pubs or some-
thing like that, have a couple of beers A

NHEOISHK

AL: And they will say that all you did was bor-
ing, dogmatic, and they will negate the whole
idea.

MC: | wish them the best. Il perhaps be one of them. Neo-
ism always has been and always will be. Dadaists, Surreal-
ists, Futurists were Neoists too, they just used another
name. Today we do everything in the name of Neoism. And
for the moment that's the best name.

AL: In your film there are a few images of Andy
Warhol. What's his connection with the Riving-
ton School?

MC: His connection is that he died when the Rivington
School was just born. | shot those images from the TV news.
Warhol was a Neoist from Duchamp's school, he copied
ready made objects or ready made people. The Rivington
School has a different method to play with ready made ob-
jects, junk, scrap, anything. And there was also a good-bye
Andy Warhol show organized by Nada on Rivington Street, in
front of the Sculpture Garden. | have a few shots of this
event also in the film.

AL: How long is your film?

MC: It's 30 minutes. | made a few different versions. The

See NEOISM page 60
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Welcome to the mysterious
worid where the construction
site meets the pink poodle.
Welcome to the age of industra-
luxe. Kitsch maybe, but not
cliche. Whether it's cocktails or
ponytails, a visit to NOC NOC,
ZIP ZAPS, or AESTHETES is an
adventure into yesterday's-
tomorrow's-past-future.
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VISUAL TRACK

he thinks we're so stupid, but apparently the montage
is irreducible to words, and complete unto itself, in
which case it would be most at home rear-projected on
the Flock of Seagulls comeback tour.

So what's the deal with this "experimental" (Wol-
len's own term) cinema which features a model-
beautiful central character, a grab bag of the aforemen-
tioned sci-fi genre cliches, and uses the Mideast con-
flict as Reds used the Soviet Revolution, i.e. as a back-
drop for the love story and an excuse to keep the
lovers apart? For Wollen to call his work "experimental”
implies that an audience might have trouble assimilat-
ing the material off-hand, which is exactly the reason
that lecture tours are organized. But the second he
was asked anything concrete, he either clammed up or
resorted to the sort of "l can't explain my work" mystifi-
cation usually confined to poets who write straight from
the heart. Even from the standpoint of academic car-
eerism, by which | mean behaving in such a way as to
insure that his film would be discussed afterward, the
trip was a loss; everybody took Wollen's own cue and
refused to discuss the movie.

Which brings us to the sushi bar, an institution
seemingly mocked in the film, because Friendship
(who does not need to eat) has been programmed by
trendy aliens to know all the best sushi spots. Whatev-
er the film implies, Mr. Wollen knows his way about a
Japanese menu better than most, and handles chop-
sticks with effortless dexterity. It occured to me that
such perks of the academic jaunt might constitute the
raison d'etre for Wollen's otherwise joyless detour to
our midst, but, were that true he would doubtless have
negotiated around our presence to begin with and got-
ten a contract with room service and cab fare clauses.
On some level he does have faith in his film and our
ability to appreciate it, but his compulsively defensive
answers to our politely phrased academic comments,
and his habit of never giving a longer answer than was
absolutely required made his corporeal presence a re-
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dundant clot of silence to an already inarticulate film. If
purveyors of the mysterioso avant-garde are going to
tour, let them be fast-talking hucksters like Dali in his
heydey. That way we won't worry that they hate us
while they're here, and suspect fraud once they've de-
parted A

NEOISHM

newest is the one | showed at Chameleon but it's still a work
in progress. | will transfer it to video and send copies every-
where. | want this film to become a Rivington School propa-
ganda product.

AL: Propaganda.
to use a lot.

MC: Neoism is propaganda art. It happened that after a
show of my video tapes someone came to me and said, 'This
is not art, this is only propaganda.’ Propaganda is our medi-
um, our art. Best example of that is graffiti. We also use
posters, stickers, flyers, you know all the everyday publicity
forms, but usually we are not making propaganda for some-
thing else, for a product. Our product is our propaganda A
For more Information on Neoism write: Neoist Head-
quarters Stuyvesant Station P.O. Box 30 New York,
NY 10009

ANNA DOKMINO

ing to be and who I'm aiming for and all that stuff. All that has
gotten peeled off and the only thing that's left is just a little
germ of ideas that everything is kind of started with. The
soul of the thing. Then musically I'll have to find the edge
back that gets on the demos...there's just nothing that
makes me more happy as getting a mood well described by
rhythm and sound, so that you listen to it and you've got a
whole kind of emotional environment.

SR: One last question. Do you think that being
back here in New York is going to make you a
better artist?

AD: Ohyeah. New York has always been home and always
will be home. | could spend another couple of years away
from here and still | will always come back. |don't intend to
lose my contact with Europe. I'm going to keep going back
and forth. There's something really important in this city that
| want to keep in contact with. Because there’s a kind of bru-
tal kind of honesty. When | come back here | feel like I'm
back to the real world A

This is another word you like
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Located on Ilower
Haight, Noc Noc (Noc-
turnal) is a bar featur-
ing 50's/industrial mu-

sic. Around the corner
is Zip Zap Contempo-
rary Haircuts. Aes-
thetes, for hair, is lo-
cated at California and
Divisidaro.
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P U B L I C A T 1

O N S

Poetry Flashk The Bay Area's poetry review and literary calend-
er. This monthly magazine also contains interviews with current liter-
ary figures. Joyce Jenkins, Editor and Publisher, Richard Silbert,
Associate Editor. 548-6871. P.O. Box 4172 Berkly, CA 94704.

ReSearch Originally Search and Destroy in the late seventies,
this publication strives to be a primary source of cultural redefinition
- an inspiration to creative, critical individuals. Published approxi-
mately every year and a half by Andrea Juno and Vale. 1529 Grant
Ave. SF, CA 94133. From $9 to $15.

Versus A bi-monthly free magazine incorporating a 5,000 ft.
space on Mariposa St. in SF, Versus reviews the arts and pertinent
social and cultural issues. An imaginative work bringing together di-
versely creative volunteers, some of whom are former Beef maga-
zine members. 863-4368. 2505 Mariposa St. SF, CA 94110.

Hydraulic Press Donald Grose and Bruce Isaacson formed Hy-
draulic Press last year to provide a medium for unpublished writers in
the Bay Area. They welcome written and graphic submissions. 3412
Guerrero St. SF, CA 94110.
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STACY FOWLER

S P A C E S

Artspace A nonprofit organization featuring changing exhibits,
events, and programs of contemporary art. Call 692-9100 for infor-
mation. 1286 Folsom St. SF, CA 94103.

The Lab Offering a variety of innovative cultural services, The
Lab presents performances in the inter-arts fields. Rental space for
classes and performances is available with extended, reasonable
rates. 346-4063.

Media A diverse outlet for the arts incorporating a gallery and
rentable performance space, Media also has a bookstore featuring
art books, obscure publications, and records. 626-9196. 360 Sth
St. SF, CA 94103.

Artist's Television Access This intricate nonprofit company
acts as a multiservice support organization for media and perfor-
mance artists. Available are research and production facilities as
well as editing equipment and local cable access. 824-3890. 992
Valencia St. SF, CA 94110.

SERVICES is a free listing of busil ), organi. s, events, etc... of in-
terest to the readers of IPSO FACTO. To be listed write: SERVICES c/o

IPSO FACTO 748 Page St #7 SF, CA 94117




CEST LA MORT
RECORDS
' PRESENTS

DOCTOR DEATH’S VOLUME III

“les péchés de l'amant”

Les Pechs de Famant

=SS

11 Track Compilation featuring: DROWNING POOL

® HEAVENLY BODIES B FRONT LINE ASSEMBLY

B LEGENDARY PINK DOTS ® CONTROLLED BLEEDING
B CLAIR OBSCUR ® DIE BUNKER B BEAUTIFUL PEA
GREEN BOAT B BILL PRITCHARD ® DATA BANK A

® PSYCHE

Available on LP with gate fold sleeve or cassette B Digitally
Mastered ® Contains 45 minutes of mostly remixes &
_unreleased material. CLMALP 007 & CLM/CS 007

HEAVENLY BODIES - “Celestial” AREA — “The Perfect Dream” LP

HEAVENLY BODIES — Features James Pinker and Scott Rodger,
formerly of DEAD CAN DANCE. Vi performed by Caroline
Seaman of THIS MORTAL COIL’s ligree & Shadow LP.
Hauntingly seductive and rhythmic. CLM/IM 010

AREA - Second LP from Wisconsin trio. Beautifully layered
and well produced, with soothing ethereal vocals. Lyrics are
refreshingly intelligent. CLM/LP 006

Coming Soon: >~
8 IN THE NURSERY B MEAT: BEAT MANIFESTO B ROYAL
FAMILY AND THE POOR ® BEAUTIFUL PEA GREEN BOAT
B GOD SAID  ® FUTURE NEIGHBORS B BLUE BLUE BLUE
B SWEATBOX COMPILATION B ABSTRACT MAGAZINE
and more.

~ Contact Ceest la Mort Records for wholesale or retail catalog.
P.O. Box 91, Baker, LA 70714
504-774-8286 FAX 504-778-0215




mantronike

'IN FULL EFFECT

Includes

SIMPLE SIMON
(You Gotta Regard)

SING A SONG
(Break It Down)

Clyactol.

ON HIGH QUALITY XDR CASSETTES, RECORDS & COMPACT DISCS.




