


37TH ANNUAL 

TORONTO OUTDOOR 
ART EXHIBITION 

NATHAN PHILLIPS SQUARE 

JULY 10, 11, 12, 1998 

Application fee $200 until our registration 
deadline March l st. Full-time art students fee: 
$7 5. For application, write or coll: Toronto 
Outdoor Art Exhibition, 388 King Street West, 
Suite 200A, Toronto, Ontario M5V l K2. 
Tel: (416) 408-2754. 

• Over $20,000 in Awards 
• Thousands of interested visitors 
• An important juried showcase 
• 2nd weekend in July every year 

Body Care for Womeri lnfoline:925-XTRA 1"n' 6D 2449 

9th Annual 

~"-'*~-herland {It. \ft?tt ❖\fil=>?~A@b 
/' f~{!ilojf;t Film Fe6tival and Video Celebration 

. '~'.!F~~!,i~'.March 26 - April 4, 1998 

· , Watch For It! 
For more info. call (403) 270-7107, Email: herland@cadvision.com 

videos i workshops i films i guest artists ~ a world of women 

JIANGNAN 
Modem and Contemporary Art 
from South of the Yangzi River 
International Exhibition 
Vancouver, March - April 1998 

A city-wide collaboration of galleries & universities 
Titirteen exhibitions, with a major publication 
International Symposium, April 24-26 

Jiangnan is the traditional name for the area south of the 
Yangzi River that includes Shanghai, Suzhou, Hangzhou 
and Nanjing. The Yangzi River delta has been the principle 
centre for Chinese art since the Southern Sung Dynasty 
(12th c.). This region now has a population of over 35 
million and a rapidly growing economy. After a century of 
dramatic change, Jiangnan is the site of new artistic energy, 
informed both by international dialogue and reflection on its 
own deep history. The Jiangnan project will be one of the 
largest visual arts events ever to take place in Vancouver. 

Information: Western Front Society, 303 East 8th Avenue, 
Vancouver, V5T lSl t: (604) 876-9343 f: (604) 876-4099 

Annie Wong Art Foundation, 888 Nelson Street, 
Vancouver, V6Z 2Hl t: (604) 688-2633 f: (604) 688-2685 

FUSE 
We have a new address and special 
subscription offer on the Internet! 

find us at ... 
http:/ /hypershopper.com/fuse.htm 

... & receive one FREE issue of FUSE! 

exclusively from our 
Global Newsstand site on the Internet! 

hypershopper.com 

The Ottawa Art Gallery 

Strange 
Attractors 

Observations on Video Art in Ottawa-Hull 

4 December 1997 to 8 February 1998 

Curators: Su Ditta & Sylvie Fortin 

SYMPOSIUM 

Saturday 24 January 199 8 
Cumulative Practices: Video Art in Ottawa-Hull 

with Jean-Emmanuel Allard, Michael Balser, 
Larissa Lai and Caroline Langill 

& 

Sunday 25 January 1998 
Shifting Localities: The (Re)construction of Place 

in Writing Canadian Video Art History 
with Claude Forget, Karen Knights,jan Peacock 

and Clive Robertson 

2 Daly Avenue, Ottawa, Ontario KIN 6E2 

(613) 233-8699 www.cyberus.ca/~oag 

WALTER PHILLIPS GALLERY 
in collaboration with 

THE ABORIGINAL ARTS PROGRAM 
a partnership of the Aboriginal Film and Video Art Alliance 

and The Banff Centre for the Arts 

GOT LOST/A'JANA'ZHAYA: Traditions/New Visions 
February 12 - April 5, 1998 

Contemporary art by Yukon artists 
Keith Wolfe Smarch, Ann Smith, Mrs. Kitty Smith and Jacqueline Worrell 

Guest curated by Ann Smith 

WALTER PHILLIPS GALLERY 
Box 1020-14 Banff Alberta Canada T0L 0C0 
tel 403-762-6281 fax 403-762-6659 
http://www·nmr.banffcentre.ab.ca/'NPG/ 

Financial support provided by the Canada Council 
for the Arts and Alberta Foundation lor lhe Arts 

A National I 65 I 
Inspiration ,_, 

GIZla1il Di DOCI.JMENUooN 
r1 AlUEX1E 
··IJbCfJMl:NrODi CfNJRE 

David Burkes, B. Com, C.A. 
Chartered Accountant 

Auditing for not-for-profits, personal 

taxes, accounting. Specializing in art 

and cultural organizations, artists 

and cultural workers. 

Tel (905) 882-0497 

Fax (905) 882-0499 

30 Wertheim Court, Unit 14 

Richmond Hill, Ontario L4B 1 B9 

CEPA GALLERY p;ese.,ts 

PART III I 
N(OMMON 

TRAITS: 
RE/LOCATING ASIA 

with adists, 

DINH Q. l.E 
PAVL WoNG 

TOMIE ARAI 

HANH THI PHAM 

ToM1 <. YvM 

.SAIMIN Li AND MORE 

• 
MARILYN JVNG 

MONl(A (HAV 

MARGO MA< HI DA 

cl.\;ato,ial co"s"'lta.,ts 

ALSO FILM 6- VIDEO PROGRAM 

ARTIST LE<TVRES AND PVBLI( ART 

• 

• 

FEBRUARY 1 4 • MARCH 28, 1 998 
Opening Receplion ol CEPA Gallery's new locolion 

Solurdoy, February 14 8 pm · 1 l pm of lhe Markel 
Arcade Complex, 617 Main Slreel, 2nd floor 

♦ Buffalo, New York 14203 17161 856-2717 
Visil our website al cepa.buffnel.nel 

SERVING THE ART OF PHOTOGRAPHY SINCE 1974 
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Conseil des Arts du Canada 
The Canada Council 

ONTARIO ARTS 
COUNCIL 

CONSEIL DES ARTS 
DE L"ONTARIO 

Erratum 

On the Cover: 

"Monster/Victim" by Emily Vey Duke. 
"Monster/Victim" introduces the ambivalence and 
anxiety I feel about inhabiting a female body in this 
wor1d. The girl in Monster /Victim contemplates with 
dismay the short and colourless spectrum of charac· 

ters available for her to enact 

Background Images: 

detail from Legionelfa Manifesto, 
illustration by Mary Green. 

& detail from Becuming Comics 
by Gabrielle Clarke. 

cover design Christrina Zeidler 

In FUSE volume 20, number 5, the artist's project by Deborah Waddington 

on pages 32-33 was misprinted. These pages should have appeared in the 

reverse order. FUSE apologizes for this error. 

art, 

MittelEuropa/DIY, by Michelle 
Interviews with artist 



PSSSST! 
over here 

celebrate YYZ's new space at 
401 Richmond St. West Suite 140 
Wednesday February 18 at 8 p.m. 

opening reception for 

Gisele Amantea 
installation 
Dead Letters 

Michael Balser 
video 
Treatments 

exhibitions continue to March 28 

YYZ Artists' Outlet 
401 Richmond Street West 
Suite 140 Box 61 
Toronto, Canada MSV 3A8 

tel. 416/598-55301 fax 416/598-2282 
e-mail: yyz@interlog.com 

web: www.interlog.com/-yyz 

m.d. campbell, ian cauthery, terence dick, brandon labelle 
daude schryer & jeannine schryer, earl Stewart, christof migone 
noreen battaglia, eric la casa, terry piercey, sandra szasz 

Incredibly So~ Sounds 
Curated by Emmanuel Madan 

January 8 to February 7 

gallery I & 2 

Screen 

Inter Place 
Living Room 

February 12 to March 14 

Galerie lt!JI Gallery 236 Nepean It Ottawa, Ontario. K2P 0B8 [ 613.230.2799 

Reception: Sat Mar 7, 6 - 8 pm 

FUSE BEATS THE POSTAL STRIKE BLUES 
You didn't buy a gift for your old college roommates 
because they live across the country ... or ... for that 
ex-lover you still call ... or ... for the neighbour who fed your 
cats last summer (actually, you just forgot about him but 
can blame the late arrival of his present on the postal 
strike) - GIVE THE GIFT OF FUSE ... the magazine that 
sparks all year long! 

For a TOTAL OF $30.00 you can 

give 3 GIFT SUBSCRIPTIONS. 

Choose 1, 2 or all 3 gifts. If you are a first time subscriber, 
give a gift to yourself and receive our 20th anniversary 
retrospective issue, ABSOLUTELY FREE! (over 120 pages 
of the past 20 years of cutting edge art!) 

Please send 1 year (4 issues) of FUSE to my friends listed below: 

0 Send first gift (only $15.00) to: 

Name _______________ _ 

Address _______ ~--------
City ________ Province _____ _ 

Postal Code _______ _ 
Phone _________ _ 

e Send second gift (only $10.00) to: 

Name _______________ _ 

Address _______________ _ 

City ________ Province _____ _ 

Postal Code _______ _ 
Phone _________ _ 

e Send third gift (only $5.00) to: 
Name _______________ _ 

Address _______________ _ 
City ________ Province _____ _ 

Postal Code _______ _ 
Phone _________ _ 

My Name ____________ Address _____________ _ 

City Province ______ Postal Code _____ _ 
Phone __________ _ 

0 I am a first time subscriber, please send me the 20th Anniversary Issue ABSOLUTELY FREE! 

0 Cheque or Money Order enclosed 

0 Bill me later 

0 Mastercard (you can also order by phone at 416-340-8026): 

Number: ____________ Expiry: ___ Signature:. _______ _ 

Mail to: FUSE Magazine, 401 Richmond St. West, Suite 454, Toronto, Canada MSV 3A8 

For orders outside Canada please add $10.00 per gift for postage. This offer expires December 31, 1998. 

ORLY 
THE ONE AND ONLY 

MATCHMAKER 

WHAT IS 11IE MEDIA 
SAYING ABOUT ORLY? 

The Phil Donahue Show 
'·Orly is a unique personal matchmaker. .. " 
Ron Reagan Show 
"Orly, born a matchmaker. .. " 
Sally Jesse Rafael Show 
"Orly's service is designed for the professionals ... " 
AM I.os Angeles Show 
··two of Orly's clients were married live on the 
show ... The wedding of the year" 
Eyewitness News (ABC) 
"Orly, world renowned matchmaker. .. " 
KTIA Morning News 
"Orly, matchmaker in action ... " 
Jewish T.V. Network 
'·Orly is a real marriage broker..:· 
Montel Williams Show 
"Orly's clients are the cream de la cream .. 
AM Philadelphia Show 
"Orly's clients are simply top of the line ... " 
Cleveland Tonight Show 
'·Orly, a touch of class ... " 
Orange County News Channel 
"Orly is champagne wishes ... ·· 
AM Northwest Show, Oregon 
"Orly the one and only matchmaker. .... 
Good Evening Seattle Show 
"Orly is an investment in your future ... •· 
The Dimi Petty Show, Canada 
''Orly has a sixth sense ... " 
National Enquirer 
'·Orly has a dream date for you ... ,. 
Orange County Register 
"Orly has a match for the sincere singles ... " 
The Heritage Weekly 
"Orly is nationally and internationally known .. 
I.os Angeles Times 
''Orly matches the rich and successful ... •· 
Dallas Morning Newspaper 
"Orly made countless introductions ... " 
Beverly Hills Today 
·'Orly is the Rolls Royce of matchmaking ... " 
KFI Talk Radio 
"Orly, a matchmaker with a sixth sense ... " 
WIAC Nashville Radio 
"Orly is a celebrity matchmaker. .. " 

FREE 
:\0 \11:'1:I ll·S 1'110:'l:I < ()'\SI I I HIO:\ 

(:HO) 659-7.H7 • lkvt:'rl) Hills 



DID YOU MISS US ON THE NEWSSTAND? 

20 
20.2 SPECIAL 1997 

Twentieth Anniversary 

Special Issue crammed 

with out-takes from 

twenty years of FUSE 

and Centerfold. Edited 

by Susan Kealey with a 

Years! .,..,,L'I'._ chronology of artist-run 

Ull.lD 

publishing, exhibition 

and distribution. A truly 

alternative history ... a 

must have! 

20.1 WINTER 1997 

A look at Asian American 

media & food practices, 

featuring Can I Have 

MSG? by Yau Ching, and 

~-~--- '-·• a look at Paul Wong' Sex 
Migrants; "Food as 

Metaphor" by Samir 

Gandesha; reviews of 
''Topographies," Fresh 

Blood, and Yasufumi 
_..__......,=~ Takahashi. 

Fu S
---E·-· ---··--

M A G AZ I N :~f ~~ 

19:5 FALL 1996 

lines, Nets & Outlets by 

Artists; Ritual Practices 

by Deborah Root; The 

Canada Council and the 

NEA; Pop Goes the 

GRRRL; Interview with 

Sunil Gupta; plus 

reviews of lntersexions, 

Frieso Boning, 

Entrancing Doors and 

Pedro Alderete. 

19:4 SUMMER 1996 

Richard Fung on 

Convergence '96; 

detailed looks at "The 

OH! Canada Project" by 

Rinaldo Walcott and 

Linda Jessup; "Native 

Love" exhibition 

feature; reviews of 

Cathy Sisler, J.J. Lee, 

"The American Trip," 
Berlin Film Festival. 

19:3 SPRING 1996 

Futurism, World's Fairs 

and the Phantom 

Teleceiver; Cultural 

Nationalism; Japanese 

Contemporary Art in the 

New World Order by Kyo 

Maclear; Jose Springer 

on Canada, Mexico, 

NAnA and Culture; 

reviews of Ron Benner 

and Black Noise. 

19:1 FALL 1995 

Kill, Kill, La, La, La: 

Pop, Punk and the 

Culture Industry; The 

Obscenity Chill Conti­

nues: Elaine Carol on 

the Eli Langer Trial; plus 

reviews of Body-centred 

Video Art in Halifax, Out 

on Screen, A/tetNative 

and General Idea. 

1B:5 SPECIAL 1995 

A Newer Laocoon: 

Toward a Defence of 

Artists' Self­
determination Through 

Public Aris Funding; 

Michael Balser's Video 

Ari and Activism; Positive 

(lnterlAction: Responding 

to AIDS in Montreal; and 

much more! 

1B:4 SUMMER 1995 

The Darker Side of 

Black, an interview with 

Isaac Julien; Theme 

Park Management at 

the Canada Council; 

What the Canadian 

Airborne Regiment 

Means to Artists; with 

reviews of bell hooks, 

Nancy Nicol and Steve 

Reinke. 

18:3 SPRING 1995 

The Haunt of Race: 

Multiculturalism, 

Incorporation and 

Writing Thru Race; 

Chomsky Speaks; AIDS 
Testimonials by Jose 
Francisco lbaiiez­

Carrasco; plus reviews 

of Guy to Goddess: An 

Intimate Look at Drag 

Queens & Ladies Please! 

1B:2 WINTER 1995 

"Things fall apart; the 

centre cannot hold": 

""""',_..,__. Prospects for the 

w"-U~l,:lll~~ Racist Right in Canada; 

plus Agitative 

Propaganda; 

Embodying Shame and 

Fear: The Effects of 

Misogyny and 

Homophobia on Gay 

Men's Bodies. 

'"f=-~~--~-...., 1B:1 FALL 1994 

U SE Featuring Hair of the 

• Dog? Perspectives on 
MAGAZINE ,; 
. ua IIY Mr! 

· Hai"r o·f 

Artists of South Asian 

Descent in Britain by 

Sonali Fernando. 

Atif Ghani interviews 

curator and Writer Ian 

Iqbal Rashid. Packed 

with great reviews! 

r-----------------------------------------------------------, 

FUSE 
D Yes, I would like to order back issues of FUSE Magazine. I have enclosed cheque 

or money order of $5.00 plus $1.00 postage/handling for each issue. 

□ 20.2 SPECIAL ANNIVERSARY! □ 18:5 SPECIAL ISSUE A □ 20.1 WINTER 1997 □ 18:4 SUMMER 1995 

□ □ 19.5 FALL 1996 18:3 SPRING 1995 

□ 19.4 SUMMER 1996 □ 18:2 WINTER 1995 

□ 19.3 SPRING 1996 □ 18:1 FALL 1994 

□ 19:1 FALL 1995 

Name: _____________________ _ 

Address: _____________________ _ 

City/Town: ___________________ _ 

Prov/Terr: ________ _ Postal Code: ______ _ 

Send your payment 
and order form to: 
FUSE Magazine 
Back Issues 
401 Richmond St. W. 
Suite 454 
Toronto, Canada 
M5V 3A8 

I 
I 
I 
I 
I 
I 
I ___________________________________________________________ J 

main gallery 

Philip Grauer January 8 - February 14 

Nancy Davenport February 19 - March 28 

project room 

Spidersense series 

Sylvia Ptak January 8 - February 14 

window 

Andrew Harwood January 8 - February 14 

Next submission deadline for exhibition proposals from artists and 

curators: March 15, 1998 

439 King St. W. 
Toronto, ON. 
Canada MSV1K4 
tel 416-977-1412 
fax 416-977-8622 
merce r@i nterlog. com 
www.interlog.com/~mercer 

Mercer Union 

PATERSON EWEN 

January 8 to March I 

CHRIS DIKEAKOS 
Sites and Place Names 

NEW WORK 

March 5 to May 3 

ART GALLERY OF NORTH YORK 
5040 Yonge Street, North York, Ontario M2N 6R8 
Tuesday-Sunday, 12:00-5:00 pm (416) 395-0067 

Guy Sioui Durand 

L'ar 
alternative 
Reseaux et pratiques 
d'art parallele au Quebec 
1976-1996 
sociologie critique 

ioui Dura 
e l'ident!te quebecoise 
protagoniste de la pfatique 

' que re ationnell qui 
jeur. 
e. 

PATERSON EWEN 
Earthly Weathers/Heavenly Skies 
January 17 • March 15, Centennial Gallery 

29,95 $ 

6 X 9 po. 
472 pages, 
documentation 
iconographique. 

©'!¼1 
Ill IU 
Un livre 
incontoumable 
pour quiconque 
s'interesse 
a I' art au Quebec. 

Organized and Circulated by the Art Gallery of Ontario, Toronto 

ROBERT FONES 
Basket Works and Other Related Objects 

March 28 - May 10, Centennial Gallery 

PAUL KIPPS 
Cathexis 
April 4 - May 27, Gairloch Gallery 

MEDIA ARTS 
featuring Peter in Long Term Care by Norman Cohn 

April 4 • May 27, Gairloch Gallery Video Salon 

CENTENNIAL GALLERY 

120 Navy Street 

GAIRLOCH GALLERY 

1306 Lakeshore Road East 

I oakville galleries I 
OFFICES 

1306 Lakeshore Road East 

Oakville, Ontario 

Canada. L6J IL6 

Tel (905) 844-4402 

Fax (905) 844-7968 





************artist biOS************* 
Michael Barker is an unemployed writer and 
visual artist. He is currently looking for work 
in Toronto where he edits his zine NICE RNJ­
MRL. Direct correspondance to 
Fierce Little Engine 
P.O. Box 67539 
RPO Spadina West 
Toronto Ont. M5T-3B8 

T.J. Bryan is a diasporic African DYKE CRE­
RTRIX with writings in Absinthe, Fireweed, 
Canadian Woman Studies, Does Your Mama 
Know? (RedBone, Georgia), Eye Wuz Here 
(Douglas 6. McIntyre, Vancouver) 6. Queer 
View Mirror I Ei. II (Arsenal Pulp Press, 
Vancouver). R co-founder of DE PDONRNI 
POSSE, DR JUICEI 6. B.R.N.5.H.1.1., she's 

Christy Cameron: 
"Trust no one but your 

dog." 
Pitbull, producer, 

provocator of Dirty 
Babette Productions. 
"I believe there is only 
one good reason to be 
a performance artist 
(fuck that phrase) and 
that is to incite, to remind the individual of 
his or her agency." Rs Hunter 5. Thompson 
says: "when the going gets weird, the weird 
turn pro." 

Gabrielle Clarke was born in Ottawa, and 
grew up in Toronto. She now resides in 
Peterborough, Ontario, where she is complet-

ing a Cultural Studies/Women's Studies 
degree at Trent University. 

Gabrielle thanks: My baby Brother Jonah, 
for his expertise In comic culture, limmy, 
H of M's childhood owner (small town liv­
ing), Seamoan and Ferne for their sup­
porting shoulders, and Ian for adding 
rhyme to my life, and just being there. 

Elysa Martinez Crowther studied art history, 
modern languages and fine art, and has 
worked in museum design for a Mexico City 
firm. She is currently completing a master's 
degree in Methodologies for the Study of 
Western History and Culture at Trent 
University. 

also an editor of Fireweed. Walking The 
Razor's Edge is part of an as yet unpublished 
collection of T.J. 's critical non-fiction. 

********************************* 
Allyson Mitchell lives in 
Toronto and does lots of 
stuff. Her latest film Bad 
Brownies is a melange of 
memories of childhood trans­
gression recalled by former 
Brownies alongside the 
adventures of two modern­

Hadley Howes works painting Sacred Hearts 
for another artist. In the past year she has 
made models for MUF Architects in London, 
England, contributed to zines in Toronto and 
had her wisdom teeth removed. She is in her 
grad year at Emily Carr Institute of Art and 
Design in Vancouver, B.C. 

Wade Thomas is an artist working in audio, 
installation and media who bicycles 
Vancouver. He too paints Sacred Hearts for a 
living. 

Luis Jacob is an artist working in Toronto. 
His work can be seen at the 'See-through 
Cities' exhibition at the Christopher Cutts 
Gallery in January, and at the SAW Gallery in 
Ottawa, during their exhibition of artists' mul­
tiples, in February. His project 'Galerie 
Largeness World of Art' can be seen at Rrt 
Metropo/e, and will be on display at the Rrt 
Gallery of Ontario until March 1998. 

Anna Melnikoff is a freelance Toronto-based 
web and graphic designer who specializes in 
information architecture.She was a co­
founder of Eek.a.Geek, one of the first 

day recruits. 

Simone Moir is a process queen on the verge 
of performance. Her favorite past times are 
learning to type and edit. She is completing 
her studies at O.C.R.D. Passionfruit Prison is 
her first zine available from 
Passlonfruit Prison 
c/o FLE P.O. Box 67539 
RPO Spadina West Toronto Ont. M5T-3B8 

********************************* 
f OShaa;kwa Sapph;" begao he, 

G;(!) 

lituJt ' life as a scantily-clad, black 6. 
white figure who appeared in OE 

POONRNI POSSE'S special Fireweed issue 
of OR JUICE! R B.R.N.5.H.1.1. girl with impec­
cable fashion sense, she has freed herself 
from the mind of her creatrix, found her femi­
nist voice 6. cum to life on the airwaves of 
RR0/0 BLKO. This is her first printed work. 

Satellite Deli is a non-profit artists collective 
that has been based in Vancouver, B.C. since 
1996. Present individual satellites include 
Kyath Battie, Jackie Blackmore, Sydney 
Hermant, Rllana Murry, Sylvia Nelson, Suzy 
Osler, Kelly Price. Jennifer Weih. and Priscilla 
Yeung (139 Dunlevy Street. Vancouver. B.C .. 
V6R 3R4 email: kprice@eciad.bc.ca). 

Carly Stasko spends most of her days partic­
ipating in guerilla theater, media stunts. orga­
nized\spontaneous street and subway par­
ties, the production of her own zine Uncool, 
hacking reality, culture jamming, and other 
creative hijinks in the spirit of positive social 
change and critical commentary of the pow­
ers that be. In her spare time she is a full 
time semiotics student at UofT and aspiring 
stilt walker. If you wish to get involved in 
local actions you can contact her at 
carly@tao.ca or call the Media Collective line 
at (4161 812-6765. 

Michelle Teran is a visual artist and designer 
who lives and works in Toronto. She has 
exhibited in Canada and has organized and 
participated in several group projects and 
also had solo exhibitions around Central 
Europe. She just returned from Vienna and 
Zagreb where she had two solo exhibitions. 

Scott Treleaven is a Toronto-based writer 6. 
artist. He has produced several published 
essays, plays, films 6. videos including 
Queercore. which has screened interna­
tionally. He is also the creator of the 
QueerPunkPagan zine The Salivation Rrmy. 
c/o FLE P.O. Box 67539 
RPO Spadina West Toronto Ont. M5T-3B8 

Tobaron Waxman is an actor, performance 
and installation artist, and a practising Jew. 
She hasn't been the same since she boiled 
her Olympic Swimmer Barbie at age six. She 
is currently developing a new performance, 
The Beautiful Son, and video installation 
Maps. Email: waxworx@inforamp.net. 

Christina Zeidler is a freelance designer; she 
is also co-editor with Gillian Frise of the fabu­
lous petzine: the zine with a pet theme. 
petzine seeks to radicalize the representation 
of pets. Unpack your trip to the vet. Contact 
us at zip123@web.net or gfrise@oise.on.ca 
Remember: DOMESTICATION IS RESIGNATION. 

form Zines 
currents 
street savvy 

small pools of interest that converge with the 
the borders of of other subcultures. Zines teeter on 

writing, and academia, life-writing and thesis 
identity politics and universalism, SM and vanilla 
Unfiltered by mainstream publishing zines allow us to dive 

sex. 
into 

our own murky water, and invite what lurks there to ooze out. 
In this issue of FUSE we encourage oozing. Some may 

see us as victims of our own hedonistic wound-licking. In this 
issue writers, performers, comic artists, and students indulge 

' in confessional narratives, licking to their hearts content. 
Tossing the sheets on the line, they stage their own house 
party on these pages. Here they redefine the moral majority. 
Svvapping Do-It-Yourself tactics from their scrapbooks, 
replacing victimization with a survivor culture that builds 
safe houses for non-victims to emerge into. 
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peaking in the first person brings up questions 
S about credibility and authority. When we are caught 

up in validating our opinions to the very institutions 
that marginalize and silence diverse practices, we need 
to side-step the lingo and start speaking within our own 
languages. First person narratives make that initial 
break fro~ disciplinary discourses. In mise-en-ab1me, 
Elysa Martinez Crowther compares the turmoil of thesis­
writing to a "trial by fire." 

Yes, the failure of history writes itself in every language, but 
there is a choice: move between languages, attempt to speak 
more than one, and peel back the veneer of authority. I invent a 
historical fiction, to belong nowhere except partially here, speak 
about where I am, without ever being completely, lucidly sure. 

Tonia Bryan exposes the racial myths and antagonisms that 
haunt her and her lover in Of Chocolate Queens and Rice Queens. 
Developing tongues of survival involves reclamation of naming and 
the right to self-representation. 

SELF-NAMIN = POWER. Changin my name to visible 
minority-3rd world woman, world majority woman-or woman 
of colour without my consent dis-empowers. Then I declare war. 
Slavers dragged us outta Africa westward tryin to take our rights 
to autonomy, reproduction, sexuality, language, family, spirituality 
& our NAMES! Tonia Joy-anne ain't African y'know. Some may 
wanna forget the holocaust that gave birth to Diasporic African 
people, our mish-mashed cultures & our rage. But I can't ever 
give up the unique names that tie me to my past in ways Of 
Colour-don't. Blk people use-ta-be coloured a long time ago & 
most of us r NEVAH goin back! 
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Venus, a young women's health zine provides a safe and receptive 
space for Emma Brown. Her life writing and drawings are like nails 
on a blackboard to her teachers. But where do these kinds of 
expressions belong if not at her school? No one seems to know where 
catharsis fits in terms of artistic practices. Why is healing always 
shunned as self-absorbed instead of being revered as illuminating? 

Tightrope is a zine from Montreal by Kristi Sunde; it focuses on 
transformation and recovery from mental illness. She uses comics and 
collages of her life experiences to comment on psychiatry: "It is 
wrong to deny that we live in a sick world because then it and 
you will never heal." Many zines deal with recovery from abuse, 
poverty and insanity. Some of the work we received was withdrawn 
because we didn't feel that FUSE provided the safe space their work 
requires. 

Vancouver performance collective The Satellite Deli invented their 
own space for reclaiming the lowbrow culture (usually attributed to 
women) of gossip in an interactive performance held in a laundromat 
after hours. There was an angry, funny and powerful piece by a single 
Mom who talked about the stress of being in the public eye and how 
people who have no clue about what's on her plate evaluate her 
behaviour as a parent. By airing dirty laundry and sharing tales, 
"Speak and Spin" re-invents the melodrama of these confessional prac­
tices with a humorous twist. 

With our performing mask on we can address taboo topics like 
sex, mental illness, fantasy, cliches and utopias. We can also dress-up 
public space with our political actions, vandalism and trespassing. 
School, workplace, peers, professionals and the media are all sources 
of our self-censoring impulses. Trying dramatic personas on for size we 
design safe spaces. These alter egos range from the superhuman to 
campy arch-villains. Sharing our desires and foibles becomes less 
intimidating when clothed in costume or irony; the audience may be 
seduced by these brazen characters and their outspoken manner on 
taboo subjects rather than ticked-off by their "overbearing" 
melodramatics. 

I IGHT~OPE 

-----

The first meeting of the sculpture collective was held in an empty 
classroom in the basement of the art college. The initiates cast 

uneasy glances at one another as the party assembled. The two organizers 
called the meeting to order. The first item on the agenda: the exclusion of 
several classmates from the collective. This was a source of discomfort 
for those present, relief at having been chosen by one's peers grating on 
the guilt of passing judgment on "who's in & out." The collective was 
split down the middle between those who felt the whole class should be 
invited to join and those who felt that this would dilute the strength of the 
group. The organizers pleaded "professional practice" and suggested that 
only "serious" artists be invited to join. Some students pointed out that 
the clandestine way in which the meeting had been called, given that the 
excluded students were classmates, wasn't professional or "serious." 

The collective agreed to work together, but wore its professionalism 
soberly and never developed into a safe or close community. The 
excluded students formed their own group and mounted their own show. 
The two organizers of our collective went on to win the top awards at our 
college. 

In the Dirty Babbette performance cabarets, Christy Cameron and 
her Legionellas form the freak elite. The Legionellas play the role of 
fetishized security guards and bouncers. Devised as a response to 
intruders (and unwanted law enforcers) at previous Dirty Babbette 
events, the Legionellas are also performers who reinforce the image of a 
group of women living in a pack together, aggressive, playful and sexu­
al. At the lesbian-organized and run event, they use butch intimidation 
tactics and SM gear to dispel any unbelievers in the audience. Christy 
Cameron asserts, "We R post queer moving beyond the confines of 
the Ghetto." 

In Becuming Comics, Gabe Clarke grows multiple legs and eyes 
for her multiple readings/subjectivities. She rereads a 1973 issue of the 
comic House of Mystery to revive a female reading of the text. 
Becuming Comics interrogates how women are positioned as readers 
and writers of comics. Gabe's first series of comics, Lonely girl spun out 
of her need to write about "boys who were being fuckers." In Lonely 
Girl Gabe has created a persona who tackles her relationships head on, 
she inhabits contradictory spaces like those between her feelings and her 
theoretical analysis. 

Forming collectives of self-validation entices us to "go public" with 
personal truths. We burrow in safe, even utopic spaces. Scott Treleaven 
dons the guise of the cult leader with his zine The Salivation Army and in 
its surrounding lore. The zine is about creating a trusting environment to 
explore aspects of occulture. He says of The Salivation Army lore, 
"there are no messiahs here, no truths. It is understood that the 
cult philosophy is, by nature, illusory." Discussing the merits of 
these kinds of marginalized practices Scott says "the group can 
remain relatively free from, or in control of their own media 
representation by maintaining systematic obscurity, or by con­
structing their own (i.e., videos, zines )." 

teen hygiene and rituals of coming of age 
The recent explosion of Do-It-Yourselfism fulfills a rite of passage. 

We turn over our intimate selves to the scrutiny of family, friends and a 

I t's incredible that anything grows in the field of cultural production, as 
cluttered with towering institutions as it is. The infrastructure of schools 

and commercial markets demands careful zoning and licensing, and a moat of 
appraisal and accreditation surrounds the sacred ground, The warm light pour­
ing over the threshold of Art college beckons the budding artist, promising 
certification, the official "artists' license" and plenty of fertilizer. 

The price of certification is adopting the vocabularies and values of the 
school and the academy it represents. The steps towards an "arts" career are 
outlined, theoretical and stylistic concerns are stressed, and training mimics 
professional and scholarly studies. Nowhere else is the professional practice of 
emerging artists so rewarded as at art school itself. Upon graduation, the new 
"professional" must compete for the same narrow opportunities of"art" careers 
as his or her teachers and other established artists, without the same seniority 
or credentials. 

public. Everyone desires a coming of age ritual, a process of 
self-discovery/re-covery from the mainstream media's co-option of our 
style, concerns and language. The zine writer may enjoy a honeymoon 
stage not unlike that of finding "community acceptance." Pen pals, e-mail 
addresses, collaborating with new friends, midnight projects and photo­
copying, even local fame. It seems as though everybody knows every­
body else's name. 

community skeptics 
Within discussions of race and gender and sexual orientation a dia­

logue has been fostered that probes the difference within difference; the 
grand illusions of homogeneous community and identity. We are not all 
one big happy family over here in the land of DIY either. If community 

Art school is like a long bus ride (occasionally air conditioned) with some small­
talk about art history nattering away behind you and an inspired drunken 
postmodernist rant directly ahead. You're desperately trying to draw a self portrait but 
the bus lurches and bumps, the line of your pen like a seismograph straight/squiggle 
straight/lunge. You get a headache and very little sleep, worrying all the while that 
you'll miss your stop. You pass a hitchhiker thumbing by the side of the road and 
consider skipping out at the next pit stop, but gee-whiz the ticket cost a fortune and 
hell, you've come this far. 

Deviation from the certified career path is unsanctioned, there are no funds 
allocated for side roads, or wandering off onto the shoulder. But the path bottlenecks 
just around the bend and many ambitious souls "fall by the wayside." The wayside 
wanderer is suspected of self-indulgence and warned of getting lost. But there are 
other paths and signs to guide the wanderer, as Hadley Howes suggests in 
conversatjon with low-watt radio artist Wade, our wanderings create Lines of Desire: 

"I feel positive about this definition, that a community is people who follow the 
same Lines of Desire. We need this specific pathway across space, we feel 
comfortable in the footsteps of previous travelers. It's more than similar interests, 
or shared physical space, it's a matter of similar movement and hiding places. It's 
about safety and identity." 

Artists must make public space to practice their disciplines, be it underground or 
above. Negotiating or appropriating venues (in all media and locales) is an essential 



can be found surely it must be in exile from the fayade of the global 
village? I recently attended Canzine, a zine fair with national 
representation at Symptom Hall. The event was really packed and I 
squeezed behind a table to sell my zine, The Passion Fruit Prison. 

I had little or nothing in common with most of my fellow 
fanziners at the event. Either the supposed Grrl zine revolution contin­
_gent hadn't arrived, or we had different revolutions in mind. Who was 
I going to trade zines with? The Bicycle Couriers? The Alt. Rock 
fanzines? Or the Detailed & Diligent Dude comics? This isn't to say 
that I don't feel camaraderie with fellow zine makers, I do. But the 
community I desire isn't here yet. 

Zines and DIY productions provide us with an excuse to talk to 
people whom we admire. We teach each other and provide the 
groundwork for others to experiment with their beliefs and ideas 
because we see that developing this space is beneficial to us all. 
Outside of market aspirations and careerism there is a real possibility 
for community. The frenzy of networking that zine making and 
distributing induces is like forming polygamous platonic marriages. 
I'll show you mine if you show me yours! It is a barter systems of 
skills and support between consenting producers! 

In micro communities we can play up celebrity so that everyone 
is a star or a co-conspirator. DIY is contagious, leading its own 
audiences to believe they are vital. Jane Farrow and Allyson Mitchell 
organized the "3 minute rockstar," an event that showcased the films 
of people without experience in the medium. After everyone's had 
been processed, all but one of the films had turned out. There was just 
enough time to reshoot but since it was a holiday all the film 
processing places would be closed. The organizers really wanted the 
film to be shown and earched the city desperately for someone who 
knew how to do home developing. They heard rumors about Steve 
Synedoche who, they were told was the only one who could do it. As a 
complete coincidence Steve approached Allyson Mitchell at a party to 
say he really enjoyed her article about how to make your own films in 
the "fuck it just do it" style. Later that weekend they spent hours 

part of the artistic process, as Vienna art-event organizers Trans Wien describe in 
Michelle Tera n's MittelEuropa: 

"We build stations for communication, in public spaces. Because we use the 
public space, we must communicate our ideas to city officials and bureaucrats 
who have nothing to do with the arts and are at first not open to us. This task 
of convincing these people becomes an important part of the process. If you 
put up art against all obstacles and then see that people are looking and 
pausing for a second, then you get the feeling that you have more space than 
before." 

Professional practice encourages students to compete with one another by 
employing awards, bursary and critique that suggest that some students are more 
professional. talented or critically important than others. Since these judgments are 
made by the academy, it constructs an illusory career trajectory as if awards and grants 
shall accompany the ''talented" anist ( as long as he or she bends to the porno flavour 
of the institution ) and the gallery system will respect your professionalism and make 
space for newcomers. 

Students would do better to pool resources and produce work cooperatively to 
ensure they have a practice! The emotional and critical support of peers is sure to be 
more empowering than the pronouncements of professional interpreters of culture. 

Upon graduation students face the problem of getting into print, into galleries. of 
showing their work. Too often new work is used to prove the curatorial importance of 
the previous generation of artists and curators. Rather than developing vibrant new 
culture, new visions are consumed by the old. The alternative is to do it yourself. fight 
for your own funding and curate your own material collectively, keeping close to your 
own vision. 

The least empowering strategy is to reject the institutional approach while still 
grasping at it for approval and attention like a spoiled child. By engaging in dialogue 
with institutions from your own place on the field, without needing their approval, we 
can develop a voice stronger than hollow "professional" practice. 

sitting together in a pitch black basement to prove that Super 8 footage 
could be developed in a mayonnaise bucket with great results. They 
tossed it in a laundry dryer and it was 3 minute show time! 

"The high wiU be brought down low," to a means of 
production that is off the cuff, recycling, appropriating and on the fly. 
Between notions of good art and bad art there are most often a different 
circle of friends. Instead of fitting our concerns into an already well­
established discourse with its own critical canons, why not opt for our 
own niche market with a select group of like-minded people through 
blatant self-promotion? Do-It-Yourself activity caters to its own 
extremely local and select audiences. Within these communities style 
has purpose; to make our own media possible without funding or bless­
ings. Zines review each other creating their own sublevel of cultural 
criticism to that of the mainstreams engines. But these intentions are 
undermined when translated by the mainstream, becoming examples of 
a cute and faddish new style. 

When little sister sticks her tongue out you can bet that big brother 
will swing round with the back-tongue-lash. In the mainstream media 
DIY activities are dismissed as "vanity press" or rainy day activities for 
lonely suburban kids; life writing and confessional work is pegged as 
"victim art"; and a diverse range of marginalized practices are renamed 
as the work of "Special Interest Groups." 

Over the last year several zine anthologies have been released. 
These anthologies function as "best of the zine scene" samplers. The 
writing is laid out in a clear and conservative manner at a higher level 
of production than most zines. In these forums the text becomes 
palatable to a significantly larger audience. But sometimes the style and 
intentions of the original zine are left behind. In seeking larger 
audiences these anthologies may leave behind the interactive and self­
sustaining audience of the small press. There is a danger of marketable 
style overiding the searching out of supportive communities. 

The zine's ethos embraces three popular ideologies of our day: 
networking, self-promotion and no-budget production. With these 
tactics we become slippery. As Wade Thomas discovered in his pirate 

The artist collective, self-publishing and alternative venue scene in Toronto seems 
more important than ever in the wake of arts funding cuts and the dismantling of 
social support networks. More than an alternative to the mainstream, this is a 
vibrant and growing cultural force in its own right, strongly opposed to rigid 
hierarchies of legitimization, funding and programming. 

This opposition is also manifest in the forms in which these artists challenge 
traditional techniques of academic or art practice. From comic-essays like Gabe 
Clarke's Becuming Comics to the impassioned prose ofT.J. Bryan's critical 
Of Chocolate Queens and Rice Queens, artists and writers are breaking with 
discipline and championing their own self-determination. This work interrogates 
the institutionalized schism between such categories as academia/activism and 
art. These hybrid strategies encourage a grassroots collectivity across borders, 
opening a material dialogue between supposedly seperate disciplines. 

From digital to quick printing, websites to spray-bombed graffiti, all these 
engines of communication have price tags attached. And yet some of us, those 
privileged few, still manage to "steal the masters" tools, or at least rent them. My 
art-school dreams of radical printers working by candlelight have been replaced 
by a community of tired and stressed ex-students struggling to produce Xeroxed 
political tracts in the fluorescent light of midnight copy centres. 

It takes guts, determination and nail-biting soul-searching to risk "doing-it­
yourself"; the reward is the community building it necessitates. My own 
involvement in self-publishing (my zine, Nice Animal) introduced me to a 
roughshod community of readers and contributors (as well as staplers, folders, 
glue stickers and collators sustained on cookies and complimentary copies) who 
take turns speaking. I alT) also able to provide a forum that accepts creative 
approaches to discussing supposedly"academic" subjects and to present the 
work of new and established artists, side by side, without fanfare. Opening and 
sustaining dialogue across borders is enough to validate cultural production for 
me; it is important to always strive to create censor-free space for speaking. 

and narrowcast radio broadcasts we can avoid censorship so long as our 
audiences are discrete and non-profitable. Any attempt, however small, 
to piggyback on the larger corporate audiences are likely to be met with 
aggression. The rules of the market apply when you have a stab at 
making a profit. 

survival 
In first-person narratives and by wearing performative masks w~ 

create spaces to address issues that are silenced by other discourses. The 
writers and artists in this issue stretch the borders of critical cultural 
practices to encompass personal experience and foster interdisciplinary 
communities. Doing-It-Ourselves in small groups and in our own 
performances, videos and writing we attest to our ability to overcome 
the State Apathy. Within the DIY communities we create there is 
difference. This pooling of our desires is more of an affinity than a revo-
lution where we embrace similar strategies and tools to support each ..,.,a.i,,,,Y, 
other's utopic visions. ~ . , J , hdf- ·1 rn-
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In the Shadow of the Corporate Communications 
Giants 

If money and access to the skills and technology to represent oneself are the 
first barriers, marginal distribution and the isolation of different communities of DIY 
activity is the final hurdle. In this special issue we tried to broaden our definition of 
what constitutes DIY activity. 

Cut'n'paste 
It is important to keep cultural production "close to the knives," politically 

engaged with censorship (by market or morality squad) with resistance to 
oppression (against the cutthroat tactics of the Harris government and other new 
right butchers) and with issues of access to the means of culture (from cut'n'paste 
zine culture to systemic racism in art institutions). And to create space where we can 
safely illuminate the delusional tentacles of our own privileges and prejudices so that 
more constructive dialogues may develop. 

Sticker enthusiast Allyson Mitchell interrupts the drone of advertising and 
heterosexism with well-placed subversive stickers, a pastime she encourages with 
her informative, Stick it where the Sun don't Shine, a how-to/why-to guide. As she 
cheerfully suggests, 

"With privilege (via race, class, planetary origin or whatever) there comes a 
responsibility to assert a resistant voice. Use it or lose it ... The more you can fuck 
shit up, the more power can be shared with others." 

Contrast this street-level cultural mischief with the "DIY" rhetoric of a right-wing 
backlash that demands art make it on its own commercial merit. In this hostile 
climate, we see arts and culture organizations warily soliciting the attentions of 
corporate sponsorship. Caught between slashed budgets and hands-on corporate 

hand-outs, the future of artist-run centres and periodicals is in question. It is 
difference and dissent that are at stake here, the freedom to ask difficult questions, 
to impose a different set of values and perspectives on the cultural scene. To let 
others know you're here too, you're not amused and the mythic status quo and its 
infrastructure does not engulf the world. 

Transient and multi-tongued, the work in this issue suggests the 
companionship, conflict and courage of a collective journey. We asked the 
contributors to write in their own voice, to design their own pages and speak to their 
own issues. We've picked up as many fellow travelers as we could fit into this 
borrowed vehicle. The context is a bit baffling for some of us, unused to being 
invited out of the underground (bright light! bright light!) or a bit intimidated by the 
normally theoretical tone of FUSE, but we've spoken in our own voices (as best we're 
able) and accepted the ride. I would be interested to see if FUSE might leave the keys 
at home for a night and come for a ride with us ... How about a FUSE sticker 
campaign? Or a FUSE fiction anthology? 
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. I ~~ve t_o take responsibility. I have to get my 
priorities right. I have to accept my teachers' and 
other adults: opinions and values. I'm suppo,sed 
to be on the right track for my future. I'm almost 
~n adult now, but I can't choose who I want creat­
~n~ the laws of the country I live in. I don't decide 
if I~ mature enough to drink or gamble these 
~ho1ces aren't mine to make, they're left ~p to the 
concerned" adults in my life. 
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That's right folks, it is now in the hands o e people. 
You and me. 

This is a call to all secret agents of the advertising underworld. Step up to bat with the big boys and create your own campaign with stickers. 
Adhesive paper must have been invented by an activist who wanted to redesign ad campaigns and "public" spaces to say what we all really 

want to say to all those ciggy smokin', underfed, Aspartame-ingesting idiots selling us a nonexistent lifestyle and The American Nightmare. A 
strategically placed crack 'n peel can interrupt a beige corporate landscape of billboards, washroom ads and subway posters to say what we're 
all thinking when we look at bullshit ads. While I've always been a fan of carrying a big-assed marker everywhere I go, lately I've found that 
stickers have a lot of merit as a means of shoving your personal message onto a public space. There are differences between traditional marker 
or spray paint graffiti and sticker graffiti. If you want them to be, stickers can be even more sneaky and subversive. If you print stickers from a 
computer in a similar font as that of the campaign you are targeting they are less likely to be removed quickly. You can apply them in a crowded 
space subtly because they don't squeak or reek. Stickers are already done so you don't have to think of some smart-assed comment on the spot 
and you're far less likely to be caught stickering than hurling a stink bomb or blowing some spray paint. 

Below you're going to find a technical how-to sketch which will provide some practical info to people who are really interested in doing DIY 
stuff rather than reading about it. It's safe to say that most regular FUSE readers have access to office supplies and computers and don't need so 
much of a how-to as a why-to. If you can spare the dough for an art/culture magazine you can cough up twenty bones to buy some adhesive 
paper. The reasons why I do sticker actions are not just because advertising generally erases my girl-loving queen-sized existence. But also 
because I personally think that Kate Moss looks better with a booger hanging out of her nose caused by a strategically aimed paint bomb. A 
Guerrilla Media sticker that says "fake culture, fake fruit'' hidden in a juicy fruit ad I've been scowling at on the subway for 10 minutes makes 
my heart flutter. 

Advertising reduces who we are and what we think into a consumption crazy greed-culture demographic that excludes anything "queer;' 
"ethnic" or "poor'.' Slapping a sticker on an ad or a bus seat can be a way of dealing with urban rage. These actions can also be for the good of 
all, particularly those who can't speak (or sometimes think) critically. Anyone who has enough time to stop and think about DIY culture and 
activism is privileged (you can read; you have enough food in your gut, and are blessed with the critical faculties to think through media bull­
shit). With privilege (via race, class, planetary origin or whatever) there comes the responsibility to assert a resistant voice. Use it or lose it. With 
stickers there is very little risk involved and the more you can fuck shit up the more the power can be shared with others. So, Joe Bay and Bloor 
might not notice a DIY sticker but some little anarchist-wannabe from the data entry pool might see it and it may brighten their dreary isolated 
work lives. And, ad companies do notice when their really expensive campaigns are being targeted. There was a maintenance man with a giant 
janitor brush delicately cleaning Kate Moss' booger the next day on Queen Street West. 

They notice when little sister is sticking it to big brother. 

VJ)U_ s t· . tf~~ :,~. i ex ips for girls: 
~ _.~ / fuck your 

"Qou go girl!" is from a heterosexual pleasure campaign myself and Jane g I r • boyfriend's 
I Farrow dreamed up to promote anal lovin' for hets as a means to allevi- ASS 
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ate homophobia due to their resentment of perceived gay male sexual satisfaction. IT feels great 
We stuck them in washroom stalls along Interstate 75 from here to sunny FLA. -~====:;==~~=~~J 

The I Love Fags stickers were initially made to stick on those "life is hard your boys· 
tequila shouldn't be" ads. At first I was just writing a really dry academic message like m sex tip for . 
"fight homohatred in advertising" with marker but decided 'that was too boring. ,_- · \<. vour gir\friend 
When I started thinking about it I realized the message didn't bug me because it's as , \<. your ass 
homophobic (cuz I'm not so sure that it is) but more because it was made assuming to fuc 
the reader is a straight man. The result was I Love Fags which can be stuck anywhere, d 

h h f c 1 ·,t&ee\s goo particularly in places that don't ave a istory o 1ag oving, such as sports billboards, , 
and Batman and Robin posters. My friend was sticking them on Maple Leaf Gardens 
on his way home from work everyday right in the middle of the Maple Leaf Gardens 
molestation allegations. 

RIGHT ON. RIGHT ON. 
FUSE special issue 1998 coo 
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If you are privileged enough to have, or have 
access to, your own computer (say at work) with a 
printer, you can spit out stickers in the comfort 
and convenience of your own home in the time it 
takes to play twenty games of solitaire or Tetris. 
Most bubble jet printers (and virtually all laser 
jets) can print on Avery label paper ($10 bucks for 
a box of 100). You can buy these at any office 
supply place, and if you work in an office-type 
place chances are they have a stack of them in 
their supply closet. Type up any old message you 
want, print it up, cut stickers to size and start 
sticking. Up until now, all of my stickers have been 
made this way. 

1' 
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This is a dyke .. friendly space 

It's meant to be stuck in places that probably ain't too 
dyke friendly as a reminder that lezzies tread on these 
sidewalks too. The calls to politicians they may or may 
not generate are a bonus. 

'rou can also make your artwork on 8l12X 11 sheets and take it to a 
photocopy place and copy them on adhesive paper. You have two 
options here: go to ye old copy shoppee around the corner and pay the 
seven cents per sheet or go to a big corporate place that is open till late 
like stinko's and rip them off. Note on ripping off big places: one 
option is copy and dash which is very easy when the place is busy or ... 
accidentally drop the copy key on the ground a couple of times ... this 
fucks up the counter ... it really does. Then, you just cut them up on the 
slicer. You can get more fancy with your graphics this way and the look 
is definitely more artistic. Below are some examples of stickers made 
this way by the amazing Kinnie Starr, a musician and cultural activist 
from Vancouver. 

A third way I know to make stickers is to get them 
professionally printed. This doesn't have to be too expen­
sive and the stickers can be vinyl so they hold better on 
outside and dirty places (Avery ones only stick to partic­
ular surfaces). For more money you can get really fancy 
colour or blacklight ones to take to raves or firecracker 
shows. B&W is always the cheapest. Probably the coolest 
way to do this is through Punks with Presses in Berkeley, 
Ca (510)763-9432. They print 500 3x3 vinyl for US$45 
with a 3-4 week turn-around time. The best thing is you 
don't have to explain to anyone what your sticker says or 
censor it for dirty words. I was curious about finding a 
place in Toronto that works similarly and didn't find any 
punks. But I did work my way through the yellow pages 
and got quotes that ranged from $300 for 500 3x3 paper 
stickers ( crack and peel this, baby!) to $65 for vinyl. The 
cheaper ones were Falcon Printing Co. (416) 653-4509 
($45 for 500 paper stickers) and Firestone Printing Co. 
(416) 653-4509 ($60 for 500 paper stickers). Of course 
these prices may change at any time. The deal of the mil­
lennium was from Oat Hung Printing Ltd ( 416) 596-
1229 who will do 500 3x3 vinyl stickers for $65. They got 
my order for my latest campaign. 
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-~-~: Word Made Fesh 
Prologue 

Challenge: Obtain a licence to write in the guise of a Master of Arts Degree (Cultural Theory). 
Attend a respectable institution for a number of years, and receive a nod from academia. 

~I~ ~ 4'/~/#z~/4 ;-

f~: ~7 ~r• 
Procedure: Immerse yourself in the obscurity of the philosophic canon. Learn the gestures of 
appropriate academic behavior. Become convinced of the superiority of the Oxford English 
Dictionary as a source of inspiration. If you don't understand the lexicon, learn its terms. 
Trial by fire: Write a document that adheres to rigorous specifications regarding length, style, 
content, form and footnote procedure. You are permitted to write only under these terms. Fiction 
is not allowed. 
Result: Descent into the abyss you open in writing. 

zz »::: t ·,x,;;XJ, ;::-r ~ ,_✓. 
l~~:774~-

1 look at myself in the mirror of language, and collide with a boundary between what I need to say 
and how I am to [will?] say it. I trace steps through the book of knowledge and lose my bearing in 
the labyrinth of its infinite pages. The hieroglyphs which others read for directions are foreign signs 

to me. and all language is put at risk of a broken translation, an unsuccessful performance. 
The head on my body reels in front of a chasm forged by the weight of words. This is the abyss 

between myself and the world. I try to cross to the other side by writing a THESIS-a script that 
illustrates the maladies of madness and displacement contained in language. I string together incon­

gruous fragments. words that are and are not mine. and inscribe a tale in metaphor. 

Writing in/as Exile 
The poet beckons the reader into certain exile because once words are worked over they can 

never be the same. That shared space is lost, just as the past itself becomes irretrievable. With 
the asking of a question, the protective barriers of the known explode into the vast expanse of 
illegible signs. This is the solitary space of writing. 

Se trouver da/lS w1 rrou, au fond d'un rrou, dans 
une solirude quasi rorale et decouvrir que seule 

l'ecriture vous sauvera. * 
-Marguerite Duras 

*To find oneself in a pit, at the bottom of a pit, 
in an almost total solitude, and discover that one will be saved only by writing . 

I take note of my descent into the very abyss I would attempt to disarm through observation. To fail 
at this task means to risk losing the flutter of my voice. and the story it comprises. 
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What makes continuity rational? 

00 

A competent thesis must be produced to win my nod from authority. My fire is consumed by the perpetual appeal for 

explanation. Proof. Documentation. Research to certify a life, a thought. The academy preaches proficiency in the canon: 
"if you don't speak the language, woman, learn it." 

.Deutsch is die Sprache der Philosophie, der Organisation, 
der Genauigkeit, der makellosen Bilder 

But I've struggled already with my share of tongues. 
Spanglish. Franglais. Francenol. Gehe zu Heim. Those who 

most need to read the signs are illiterate to the foreign tongue. 
What is the language of pain, the only one to which no one is 

a foreigner? This requires a singular fluency, untaught. 

To write like Paul Celan, like a poet whose task is to traverse the pit­
falls of language, is to wrestle meaning from words by fleeing from the 
obvious, from common usage. It is to fight history, the past and its con-
cretions, the sedimentation which weighs words down so they cannot 
take flight. The poet risks a potential unintelligibility because the poetry 
is written from a space of alone-ness, in a language that is not common 
to all. The familiar connotations of words are exposed as tricksters. 

Mexican Canadian diseased and mentally unsound female artist writer? Learn to paint. Learn to write. Learn to speak by 

painting with words. I pull myself apart in my migration from image to word, painting to philosophy, from a studio 
assembled by women to an academy brought to life by predominantly male voices and 

· z:,,;1;/;r:~ CV~, µ,, :r Dr ,.3-r 
Insecurity installs itself as the curse and muse of the introspective. I glimpse the terror writing itself across my body as I 

become the object under scrutiny. My figure is a mediocre drawing on transparent paper, my blood thinned by a fear of 

something amorphous, unknown: the incoherence of meaninglessness. There is an absolute void to absurdity, to racing 

against death. For nothing. In spite of nothing. Faltering speech, its very lack, becomes the disease and its own symptom. 

My silence forces a precarious balance. The scale tips towards death and I battle to replenish the equilibrium, like bailing 

water from a sinking ship. The storm is a voiceless silence. I rush rush rush to keep from dying, from letting go in front of 

a stifling wind which would scatter my irreconcilable pieces. The tidy bundle comes undone. 

My language is not one, revealed as never having been a dwelling 
of refuge. I am a wanderer. I can decimate the deceptive asylum 
through my own critique. This is the power of the strange utter­

ance. I will forever hear and read words for the first time, as they 
will never hold the same meaning twice. 

My silence forces a precarious balance. The scale tips toward 
death and I battle to replenish the equilibrium, like bailing water 

from a sinking ship. The storm is a voiceless silence. I rush rush 
rush to keep from dying, from letting go in front of a stifling wind 

which would scatter my irreconcilable pieces. The tidy bundle 
comes undone. 

Der Sprache von Freud, von Goethe, von der Verzwe;f/ung 

von Walter Benjamin, von Adornos Wehk/agen der Kultur, 

von der gezeichneten worter von NeJly Sachs 

I struggle beneath a weighted past, the burden of carrying 
one's history upon one's back. Every departure necessitates a 

recollection. 

I want to conquer the fear of solitary journeys, the open 
road. which is a path without markers. I walk gingerly 

around the canonical texts. And yet the edifice is crumbling. 
This monument to cultural schizophrenia is held together by 
an unraveling thread. I could succumb willingly, relieved, to 
the pull-allow my body to be la6bed-by the sea of forget­
ting, close my eyes so that they look,back, into the dark, 

plunge into the wave tl,Jmb. 
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My head floats away from my body, and1 observe the 
sttllness of my limbs. A macabre spirit certainly resides 
within the land my skin contains. My own mind devours 
my flesh. my weakness. Here is the space Krlsteva calls 

abjection. " ... the borders between the subject and the 
object cannot be maintained ... " The pen scratches itself 

across the page now. It bleeds pain. breathes words that 
my eyes follow. Then they expire. If I read them again it 

will be in a different context. They will come to mean 
ething else. My history is ephemeral and dies with 
every recounting that succeeds this one time. 

@::e 



Das Scheitern der Geschichte schreibt 

sich selbst in jeder Sprache. 

Yes, the failure of history writes itself in every language, but 
there is a choice: move between languages, attempt to speak the 

heterogeneity of more than one, and peel back the veneer of 
authority that singularity insinuates. I invent a historical fiction, to 
belong nowhere except partially here, speak about where I pause 

to notice my own existence, without ever being completely, lucidly 
sure. 

The productivity of juxtaposing narratives and the ideologies inherent in language 
is to see their complicity, how they are inextricably linked in their opposition, and 
implicated the one by the other. It exposes their meaning as untenable and arbitrary, 
revealing them as incomplete in their attempt to be all-encompassing. These colonizers 
of imagination impose categories, setting up dichotomies of self/other, inside/outside, 
truth/error, without ever acknowledging their own "fiction." 

Why speak? How to write? I am momentarily here. I cloak 
myself in irony, and choose not to edit ambiguity. We might all call 
ourselves foreigners in exile before the ivory tower of Babel. which 

demands. and makes impossible, the telling of its story. 
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Lines of Desire are the pathways beaten down through time by animals and ------~ ose a route 
and use it repeatedly; a shortcut across a large space. My friend Dean called his route to work from 

his apartment his Line of Desire because he followed his previous footsteps every morning. When I 

walked with him he became frustrated because he had to steer me in the right direction, bump my body 

in diagonal lines across streets I didn't expect to cross. He said I interrupted his Line of Desire. 
In the last few years I have found Women's Comix, Bad Girl art, and Zines. I realized that there 

are Lines of Desire out there that are purposely invistble, aren't meant to be found unless you are 

searching for the trail. The pathway becomes a way of sharing secrets with people you know will 

understand them. A place where there is someone who laughs at your jokes. 
I met Wade in Vancouver between Toronto and Whitehorse after returning from a long stay in London, 

England. We talked for eight hours while painting Sacred Hearts red, which is how we make money. At 

the time I was searching for a community in Vancouver that could offer me more of the music I had 

been exposed to in London. I was also looking for a method of searching out community and roots in 

Vancouver, a reason to stay here. We began the long process of our "interview" in cozy seats at the 

Whip Gallery Cafe at 6th and Main, trying to record our voices over the sound of a screaming guitar. 

Four weeks later, we're back in the same cozy seats trying to pull this stuff together. 
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Wade: I first became involved in radio by 
taking a media course at art school that was 

being taught tag-team style by two artists from the 
Western Front. The course was my first introduction 
to studying radio as a form of mainstream media, let 
alone as a communication tool for community groups, 
or as a manageable technology for making art. Two 
years later I find that radio is what consumes most 
of my creative energy. I'm certainly not an expert on 
the subject, I think that's why I'm still involved in 
it-because I'm still learning. I find it a very chal­
lenging medium, especially when competing with new 
information technologies and the entertainment indus­
try. It definitely holds its own next to them, it 
puts the Internet to shame with its limited computer 
interface, what else can claim "my voice in your l iv­
ing room! live! right now!"? 

Hadley: What are the radio projects you are 
involved in? 

W: I do a weekly show with two friends on the 
Vancouver co-op station CFRO. The show is called 
Schizophonics. In a nutshell it is an audio art pro­
gram that has been heavily influenced by DJ culture. 
It's an anything-goes program with an emphasis on 
experimentation and a mandate to bring in guest 
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producers as often as possible. Once a month the show 
is extended to three hours (Maxiphonics), and the 
guests are usually DJs or electronic musicians, 
hybrid bands, that kind of thing. Prior to program­
ming at the community station I was doing some low­
watt transmissions on a transmitter that I built with 
the help of Rob Kozinuk. I used the transmitter in a 
couple of art projects and did some afternoon narrow 
casts from my home for neighbors. A friend and I 
tried transmitting weekly from an after-hours club 
for a while. That worked quite well. We were only 
transmitting music, but we advertised with handbills 
and had a listenership because it was in the middle 
of a downtown residential area. 

H: When you talk about the medium of radio giving 
you the ability to be "in your living room! live!", 
what does this immediacy do for your work and the way 
you work? Does it help shape what you do? 

W: I prefer to do a show live, and actually I 
think the live mixing we do on our audio art show is 
an integral part of the show. We value improvisation 
and encourage working together under pressure or for 
performance, and we are not so slick that we can't 
cherish a good fuck-up. But also, to me, part of what 
makes good radio good is the live element. When radio 
is truly live it can become unpredictable. Radio is 
too seldom unpredictable. The spontaneity has been 
programmed right out of commercial radio. 

H: Is the freedom to be spontaneous part of what 
makes community radio important? 

W: I think the spontaneity is an exciting byprod­
uct of the way community radio is produced. It is not 
produced by hired radio professionals, but by people 
from the community who are more concerned with commu­
nication than pleasing their sponsors. We have the 
freedom to make mistakes! Commercial radio is an 
example of how the concept of "communication" has 
evolved into the concept of "media" and through this, 
communities are defined as types of consumers. I 
think the importance of community radio lies in the 
fact it has direct representation from the communi­
ties it represents, allowing the freedom of self­
definition. 

H: Would you ever claim that what you do with 
radio is specifically beneficial or important to a 
community or communities? 

W: The community that benefits from Schizophonics 
is the art community-producers specifically. I like 
to think of Schizophonics operating in a way very 
similar to an art gallery. We offer space in the form 
of radio time for people making audio work, whether 
it be in music, words, audio collage, documentary, 
whatever. We provide access to the airwaves. We don't 
leave time to do PSAs on our show, or gallery 
announcements or anything like that. We look at 
Schizophonics as art radio, not radio about art. 

[Tammy who brings us iced tea laughs at us because 
she overhears the word "community" used all the time 
in conversations at this cafe] 

H: In comparing Schi zophoni cs to a gallery space 
it seems that radio is a space much more accessible 
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to the public than a gallery space because of the 
perceived barriers of the gallery space to the gener­
al public ("I don't know much about art but I know 
what I like ... "), education, language, class barriers 
to name a few. 

W: The airwaves are more of a "public" space than 
a gallery. Radio is familiar and user- friendly. This 
is part of the reason why I prefer the medium as a 
place to make art. It is a good site to break down 
the barriers between art and the so-called "un-edu­
cated" or "un-enlightened" general public. I went to 
art school, I know how lofty and exclusive the art 
world can be. As an artist I think I have to ask 
myself who I am making work for, to whom do I want to 
communicate. For me, I think it far more valuable to 
create work that is accessible to a wider audience 
than only those who can read the intricacies of coded 
art language. Why preach to the converted? 

Now I feel like I'm being morally righteous there, 
I mean, I do think there is value in academic art. 
But if people don't understand art, are intimidated 
by it, or feel excluded from it, they'll stop sup­
porting it. Especially in these times of cuts to arts 
funding, and the general slide towards a market dri­
ven economy. That's why I think reaching a broader 
audience than the art community is important, and the 
fact that there's a radio in nearly every home makes 
it a good site to make some weird sounds and push the 
boundaries of our definitions of art. 

community that I didn't know existed until that 
moment. The relationship between the artist, the 
viewer, and the community is both intimate and 
ambiguous. 

W: That is what's nice about low-power radio, it 
is geographically intimate. The transmission is lim­
ited to a small radius so you know it's coming from 
somewhere close by, but the exact location can remain 
a mystery. 

[Tammy addresses most of the clientele here by 
name. Do "regulars" mean this is a "community" cafe?J 

H: When I was in London studying "Public Art" we 
tried to never use the word "community" because it 
means too much and too little. We worked on the site 
of an estate which had been designed twenty-five 
years ago as an ideal community and now is a bleak 
landscape of International-style apartment blocks 
interspersed with flat green space. We argued con­
stantly about the role our art would play, interfer­
ing in this space and burdened with all our assump­
tions and prejudice. We struggled to define the 
community that was our audience, that was supposedly 
defined by the borders of the estate. I felt uncom­
fortable about making guesses about these people who 
saw through the light of each other's windows at 
night, and found myself searching for signs that 
would indicate Lines of Desire. I looked for new 
paths of mud across grass, for hidden meeting spots, 
for graffiti. 

I feel positive about this definition, that a 
community is people who follow the same Lines of 
Desire. We need this specific pathway across this 
space, we feel comfortable in the footsteps of previ­
ous travelers. It's more than similar interests, or 
shared physical space, it's a matter of similar move­
ment and hiding places. It's about safety and identi­
ty. 
• It seems to me that what you do with radio is the 
creation of a Line of Desire. Could the airwaves 
become saturated with pirate radio? 

W: I like to make a distinction between "pirate 
radio" and "low-watt radio," the terms are often used 
synonymously, but I think they are different. A low­
watt transmission is simply that: radio waves being 
pumped out at low wattage, or low power. A comparison 
of the low-watt transmitter to a commercial FM sta­
tion is two watts to about a hundred thousand watts. 
The low power is really not threatening to the exis-
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H: I love the feeling of not knowing whether 
something is art or whether it is accident. In 
Whitehorse there were a couple lampposts with pho­
tographs pasted to them. One of them was from what 
looked like a community event, a snapshot taken of 
two young girls in sequins doing a lip-synch or a 
dance performance of some kind. The other one was of 
a woman in a living room, another home photo. I won­
dered is this a joke? or did someone put these up to 
embarrass? or is this an art piece ... it had no 
explanation and it had no label of art on it. It was 
so non-pretentious and quiet. I've been trying to 
imagine what it would be like to find your low-watt 
station, or what it would feel like to just bump into 
a station that I haven't heard before. What is the 
likelihood of finding your station and what would it 
be like to find it and understand that it is not a 
regulated station. I think that it would feel like 
coming across those photographs in public. I could be 
the only listener, or I could be listening in on a 
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Pirate radio, on the other hand, is a threat to 
oth'er stations. To me, the term "pirate radio" 
refers to hijacking a station by overpowering its 
transmission signal with another transmitter. It's 
more pirate-like, you have to be cunning, and 
because you're piggybacking, the bigger the station 
the bigger the fun. But it's pretty dangerous too 
because of the illegality of the activity, not to 
mention the strike of panic it induces. You have to 
admit, there's something magical about the way radio 
works to begin with, and then when the airwaves 
start to be mysteriously taken over .... 

But to answer your question, could the airwaves 
be taken over by "non-regulated" transmissions? I 
think no, not with the CRTC in effect. Pirates would 
be squashed very quickly. I am proud to say that 
CFRO was actually pirated during our show a couple 
of months ago. We had hooked up a DJ mixer and some 
effects to the radio board and part way through the 
show some sounds started that I thought was a bad 
connection or shorting in our equipment, (CFRO oper­
ates a station with the oldest equipment in Canada 
by the way, so breakdowns are not that unlikely). It 
turned out to be pirates that could cut out our 
signal and replace it with theirs at will. Because 
we are socially minded people and kind of fascinated 
with the possibilities of pirate radio we were 
delighted. Try that with a commercial station, how­
ever, and I think they're going to freak out and 
call the CRTC. I don't know from first hand experi­
ence, but I understand that it doesn't take long for 
them to "triangulate" the signal and find exactly 
where the unregulated signal is coming from, go to 
the spot and stop it with the force of the law, if 
you know what I mean. 

H: How does the CRTC deal with low-watt 
transmissions? 

W: Technically any unregulated transmission that 
enters the airwaves is illegal use of that space, 
even if it is only two watts. However, in my expe­
rience I have never had a problem, and have even 
been quite open about advertising narrow casts. As 
far as I understand it, the CRTC operates on a com­
plaint basis, that is they aren't too interested 
unless they are getting complaints from listeners. 
It's responsible for "protecting" listeners from 
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profane language, sexually explicit material, hate 
propaganda, etc. However, low-watt radio is vulnerable 
because it can't claim legal right to the airwaves. 
What this means is that commercial radio doesn't need 
an excuse to sick the CRTC bully after you, if per­
haps they think you might be stealing a couple of 
listeners away from them. Essentially, low-watt enthu­
siasts are squatting on crown land, but as long as 
were not poking sticks in any ones eyes, the CRTC 
doesn't bother to come looking for us. 

H: Like the prisoners in Jeremy Bentham's Prison 
Panopticon, as long as we don't let the prison guard 
see the notes we pass from cell to cell, prisoner to 
prisoner, we escape censorship. We also escape the 
criticism of our internalized prison guards. Those 
notes are Lines of Desire, new communities that we 
allow ourselves to become involved in and help devel­
op, until our guards are gently coaxed into accepting 
that these communities exist and are part of the 
world map. 

~ 
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"Schizophonics" airs on Tuesday nights, 
9:00-10:00 pm, "Maxiphonics" on the first Tuesday each 

month from 9-midnight, on CFRO 102,7fm, Co-op Radio 
Vancouver, Wade is a volunteer programmer and his 

views do not necessarily reflect those of CFRO, For 
more detailed information about the radio regulations 

contact the Canadian Radio-television and 
Telecommunications Commission branch near you! 

For information on how to build low watt transmitter, 
contact Rob Kozinuk via e-mail at rkozinuk@wimsey.com, 

Look for low-watt radio stations in your community on 
the low end of the FM dial! 
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The U.S. Telecom Act that was 

passed in February of 1996 was 

the bottle of champagne broken 
~ 

0 upon the vessel's hull. Bon _,, 
C 

~ voyage, screamed the most far 
~ 
0 sweeping and corrupt bill in U.S. C 
C 

<{ legislative history. Written by and 
cJ 

C 

for big business, the bill 0 

0 _,, 
unilaterally raised the .,, 

.2 
(/) 

>-
concentration and cross-

~ 

ownership limits on media. 0 
u 
>- Within weeks there was a flurry ...n 
.,, 

of media mega-mergers, in which Q) 

0) 

0 
Q. the military establishment .,, 
~ (General Electric, Westinghouse, 

<{ 

1 
.t 

l 
) 

stuff? 

AT&T) and their propaganda arm 

(Disney) bought the major 

networks, cable czar Ted Turner 

took over the Time Warner 

empire, the regional phone 

companies all jumped into bed 

together and reduced in number 

by almost half, radio and 

newspapers fled beneath various 

umbrellas, and most recently 

British Telecom made the largest 

foreign take-over in U.S. history 

by increasing their stake in MCI 

(the largest shareholder of which 

is News Corp.). 

wishe 
to sto 

you had 
media 

They tell o that the Apocalypse 
is coming hey're marketing the 
Messiah, ut they don't know 
that you can't buy the solution. 

You are the solution. 

Support creativity and autonomy. 
Create your own media. 

AR&T 
Your Only 

ethin 
olies? 

Choice. 



your sh ort/sma 11/stro ng/wi ry /th i n/1 ittl e 
frame/pale u say yellow skin/eyes narrow 
without fold/bone-straight blk hair/little 
fleshy tucked under butt/pussy with fine 
hairs/fistin-sized hands/angular 
:fingers/small thin lips MET my tall/large/ 
:s rong/muscle/marbled with fat/dark i say 
blk skin/sad eyes/kinky blk-silver naps/ 
high/generous/rounded/stuck-out 
utt/poonani with wild thick hairs/big 

ffands/long thin fingers/shapely lips 

AND THE REST WUZ ... AII about white/dark lezzy couples. 
Fuck that! 

ueen 

Try finding even 1 book on interracial couples where neither lover is 
WHITE. Not! No rule books, guidelines or prohibitions for me & U 
when everyone's focused on white people and the presence or lack 
of their love. We're holdin hands on the razor's edge. No p.c. safety 
net here. Only intuition, history, understanding, courage & occasion­
ally 1 of us with her foot in her mouth. 

As a Blk gyal I'm well aware of my position, my situation in canada. 
As a dyke, the fear of lesbophobic attack/condemnation is present 
too. As part of an interracial couple, race is in my FACE each time I 
wake up to U. When we kiss. As I stroke your straight, blk hair. If U 
ask to touch my kinky naps. 

Race colours me confused in your arms, tryin to figure out if it's U I 
find irresistible or the myth of the quiet, exotic Asian chic? Do I want 
U cuz U're not Blk? Not dark? Not as big as me? With round hips like 
me? With the same body image hang-ups as me? Cuz U won't ever 
be able to see deep enuff into my soul to really know me. 

How many Asian/Blk (girl)friends does a 
Chocolate/Rice Queen make? 

Race pulls the smile I give U tight over gritted teeth. We meet after 
yet anotha Asian store owner follows me around a store, ignores me 
when I ask for service or throws my change back at me when I finally 
get it. Race drowns me sometimes. Keeping my head above water 
means accepting that U're part of them & they're part of U. How can 
I be so pissed at them & still love U? Where does the umbilical cord 
tying U to your history & these communities end & my love for U, the 
individual begin? 

I suspect there's no end. No beginning either. All is 1. Caught up in a 
flow of continuums beyond easy comprehension, we're dwarved by 
time & history. But there'd be no us without me love/hatin my/SELF 
moving toward self-understandin or U strugglin toward knowledge 
of your history, people, culture & SELF. 

on w, 
m or: 
at on 
·ends. 
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It was good we could agree that the other would never be an hon­
orary Blk/Chinese woman cuz a what we share. This don't mean U 
didn't try that Woman of Colour thang on me for size so we'd be less 
different more alike. I sensed shock as U realized that coloured would 
NEVAH slide over my tongue, fit down my throat, round my thighs or 
across my Blk butt. "What d'U mean U're not a lesbian of colour?" 

There was no easy reply. No way to tell U in 20 words or less what U 
obviously didn't know. Why I had to stay Blk. Call myself Blk, 
Diasporic African, West Indian. In U I sensed love & concern. So why 
that gut feelin tellin me to run NOW & never look back? A churn in 
mixture of gases, stress & pain in my stomach signaling the demise of 
my/SELF? Fight or Flight. 

Sometimes all I have is the correct spelling of my name. Times when 
there's no cash, food or others like me for miles & my knees wanna 
buckle, I rememba that I'm the defiant daughta of a kick-ass people. 
I reCALL what's been survived. 

SELF-NAMIN = POWER 

Chang in my name to visible minority, 3rd world woman, world major­
ity woman or woman of colour without my consent dis-empowers. 
Then I declare war. When slavers dragged us outta Africa westward, 
they tried to take our rights to autonomy, reproduction, sexuality, 
language, family, spirituality & our NAMES! Tonia Joy-anne ain't 
African y'know. Some may wanna forget the holocaust that gave 
birth to Diasporic African people, our mish-mashed cultures & our 
rage. But I can't ever give up the unique names that tie me to my 
past in ways Of Colour-don't. Blk people use-ta-be coloured a long 
time ago & most of us r NEVAH goin back. 

Our ancestors (yours & mine) met years ago. Before white slavers 
Chinese traders came in ships looking for adventure, riches, spices & 
East African slaves. Later, in the islands we met again. Y'all came 
search in, came indentured with hope for a betta life which was 
understandable considerin what U were runnin from. Which was ok 
with crackerman who didn't wanna pay freed African slaves anyways. 
So before we had a chance to meet the stage was set. The competi­
tion had begun. Our assumptions bout each other were forming. 

by T . ..J. Bryan 

coo 
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SO WHA1D1U CALL THIS SHIT? RACISM? 
RACIALISM? 
INTER-CULTURAL AGGRESSION? 
ANTI-MULTICULTURALISM? 
INTER-ETHNIC NEGATIVITY? 

The degrees of separation are marked in food too. Rememba 
when U were missin home? Vancouver not Peru. Your eczema 
went wild & took U along for the ride. U were all whiny, teary & 
snotty-nosed in your pain which the care-taker in me couldn't 
take. So I tried to make your comfort food. Congee. Seen it once. 
Thought I'd try it. If U liked it GREAT! If U didn't, it'd be a culinary 
experiment gone wrong. RIGHT? WRONG. A good 2 hours of 
silence follows the meal. Then the tidal wave hit. Our 1st fight. 
How dare I try making congee when U can't even make it right?! 
Your MOM makes congee. Hers is "nothin" like this. No it does 
NOT make U feel betta. Why would I even try to make sumthin 
like that when I'm not CHINESE!? BAM! Our 1st fight. U'r angry at 
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me for doin' sumthin I thought would make U FEEL betta. But I'm 
not even there. I'm on tha razor's edge. It's slicin into my tongue so 
I can't talk. My mind travels to your room & your tape collection of 
Blk sistas & brothas piled in rows on your wall. I rememba Uta I kin 
bout a tape of Malcolm X's biography & how he taught U a lot 
bout being CHINESE. Then I'm eatin a meal U gave me 1 night. 
Shake & bake chicken with rice & PEAS! Well sorta rice & peas. 
With big chunks'a ginger. Not 1 speck'a spice & the rice wasn't 
brownish red. But I ate it cuz U made it. BAM! Snapped right back 
into my/SELF. "Why is it okay for U & not for me?" ... "Hunh?" U 
don't get it, so I try again. "Why can U access what is MINE when 
your culture & your food is off limits? Sacred? How's it different?" 

your room. 

Last week I heard a rapist was loose in scarberia. The news said he 
was targetin Asian wimmin. I was relieved that U lived out of his 
reach. As they described him, I tensed, stopped breath in. He was 
South Asian. I exhaled. Relieved he wasn't Blk. Glad I didn't have to 
cry & scream over the fuckin evening news. Sick of seein brothas 
hunted like dogs or escaped slaves on both sides of tha 49th parallel. 
Sick of Blk-manhunts on the front of newspapers, broadcast on the 
nightly news. 

& it don't stop in wimmin's/dyke/feminist space. Tho everyone can 
quote bell, Audre, Angela, Alice, Barbara, Sojourner & even Sister 
Sledge, we ain't really family. Sistas are proxies for tha boyz. 
Fearsome darkie nightmares waitin to happen. Masculinized, we take 
our place on the firin line to tha sounds of ABUSIVE/RAPING/ 
VIOLENT/AGGRESSIVE/ANGRY straight outta the mouths of non-Blk 
wimmin/lesbians/feminists. 

I walk with fear & fury curled tight in my gut. If a brotha can be 
offed by tha pigs every few months, if the Young Offenders Act can 
be nixed when a Blk man/child breaks the law, if beest-man can strip­
search a sista without cause and walk, the life of 1 Blk dyke ain't 
worth shit in anyone's community .... This is a Blk thang. This is my 
dyke existence. 

U say U wanna be an invisible Chinese/woman/dyke. Want our rela­
tionship to exist in a vacuum. But it don't. On your own, your world 
would be radically different. Not less oppressed. Not more. Jus differ­
ent. Fulla exotic/erotic dragon ladies & big, bad Yoko breakin up little 
pale, male boy bands, sweeter than sweet Susie Wongs, Hong Kong 
money makers, asexual slanty-eyed devils and sons of Bruce Lee. Soci­
ety gave Uthe bile of invisibility, harmlessness, innate mathematical/ 

I'm open to the gaze of the colonizer in other ways. There's no use 
pretending when people r tailin me like I'm gonna teef everything 
in sight. When to them I'm jus 1 more sexed-up, mad, rude, loud, 
criminal, lazy, stupid, murderin, drug-sellin, athletic, white child­
rearin, sing in, rappin & dancing machine. Could be from JA or tha 
ghetto. Might be sista to Bob Marley or Prince, Whoopi or Oprah. 

But there's more. Everyday we face white people's shit & walk the 
streets in our own skins. On good days, 'privileged' north american 
status means we can choose to be OUT. Holdin hands on land 
white, murdering, raping, colonizers have been tryin to teef out 
from under 1st Nations People for 1 00s of years. We see 1st Nations 
People all the time-in wimmin's/dyke spaces and on the streets. 
Relations are at best distant, at worse strained and confused. Even 
as we offer change or help a sick man on the cold concrete I pull 
back wonderin where do Blk folks fit in this web of euro-treachery, 
the apartheid South Africa learned here, genocidal disease blan­
kets, residential schools, land stolen, addiction, suicide & forced 
assimilation. If there's no justice for them, how can U and I find 
peace when our white-washed Pride Days, my Kwanzaa & your 
Lunar New Year happen in their war-torn home, polluted Mother & 
colonized Native land? 

We don't belong here. Slaved/worked, built, gave birth to genera­
tions, fought, cried out & died here. But don't belong here. Let me 
be clear tho-I ain't no immigrant to this place. I'm a kidnappee 
turned nomad. I'm dorothy without the fuckin pink skin or ruby 
slippers. Carried thru time and space way 2 far from home to evah 
return. 'Sides, "back home"-Barbados-ain't even home it's Carib 
& Arawak land. Native land too. 

Then there's that word. A maggot under a rock in my not-so-pris­
tine soul. chink. c-h-i-n-k. No matter how I try, I can't get it outta 
my. head or pretend it ain't mine. I grew up here vyin for white 
people's racist approval & even after emerging consciousness eject­
ed cracker-envy from my soul, I had the clinging residue of their 
presence inside'a me. Couldn't tell U bout the angry space "chink" 
occupies on the tip of my tongue ... till now. 

BLK GHOST: rough English translation of Chinese slang for Blk people. 
The term of scorn for whites is white ghosts. These r the words U know. 
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How deep is our love? 
How far below the surface of our skins do 
these words lie? 
Childhood words. 
Family words. 
Community words. 
School words. 
My words. 
Your words. 

Where do my dad's Chinese driver & (dog & cat meat) food 
jokes lie? Under his laughter I see rage at often being treated 
like shit by dominated people who act like they white. 
Translation: act as if they've got the power to rule WE. 

Where do a West Indian Wicca and the dyke grandchild of 
Chinese Nationalists who fled Communist China stand in all 
this? Can we survive the strain of finding out? Do I even have 
the energy or patience to seek answers with U? I mean .... 
I want a girlfriend, not a political coalition. 'Sides, U know I've 
got issues to resolve with the Blk dykes whose lives flow 
in/around/thru my own. Eventually I'll have to concentrate on 
resolvin my shit with them if I ever hope to grow into the 
woman I wanna be. Can U deal with this? 

These r my words, my perspectives on a past relationship now 
shifting into a friendship. It was hard for my lover and I to keep 
the lines of communication open in the midst of discomfort, 
denial, pain, sadness & other relationship issues. We always 
tried to be truthful & to treat each other with respect & kind­
ness. Each of us laying vulnerable to the other's loving gaze. 
Seeing what we had ... the beautiful, the good, the bad & the 
ugly. I got a clearer understanding & appreciation of her reality 
& more importantly of my own. Finding myself in a place 
where I could cherish the bond we created while maintaining 
my sense of self as we walked the razor's edge. 

coo 

A fuller version originally published in Queering Absinthe as 
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Question One: What is the Satellite Deli, name and definitive? 
a: O A system of group communications, a creative space to build 
ideas, react, express and experience. 
b: O A collective of performance and installation artists that solely 
work in meat products and process cheese. 
c: O A conceptual utopian space. 
d: O A cultural spy agency cooking up crazy schemes and carrying 
them out. 
e: O A collectively owned space where the idea of ownership becomes 
obscured. "We orbit as a group around our ideas, our process means 
we inevitably hit unexpected destinations. Collaboration gets us places 
we may not otherwise go by ourselves:' 
f: O A bunch of chickens who have taught themselves to swim . 

Question Two: What is the Deli's relationship to funding? 
a: O We are working on becoming a non-profit organization in order 
to be eligible for group/project funding. 
b: O We think about funding ourselves and how we can think about 
creating for ourselves. For example, we seek hosts to put us up for our 
events, so that we can host our community. This relationship relies on 
finding a way that the event will be relevant to the host, either eco­
nomically or culturally. By doing that, having that kind of approach, we 
will inevitably create an experience. In a way, it ends up extending our 
collaborations farther than ourselves-to someone who would not 
otherwise be involved, but becomes involved in a very direct way that 
is relevant to them. This creates an interesting kind of economy for us 
as well as creating a dialogue between art and a mundane space. 

Question Three: What would a Deli event look like? 
a: A collaborative installation in an occupied house where the own-
ers emptied their home for a one-night exhibition called the "Home 
Show:' Entering through the front yard, which is filled with snow in 
July, participants are invited to e.xplore the various rooms being used 
throughout the house. The varied installations and performances 
include an opportunity to interact with other participants while sort­
ing seeds on a velvet-covered floor, a kitchen performance by two 
artists, who in their I 950s housewife personas mass-produced snacks 
to over-serve their guests throughout the duration of the event, an 
interactive "slide-bath" where the participant is washed with projected 
images and colors as they lie in the bathtub, while in the backyard a 
young man digs up a violin from the ground and begins to serenade as 
a woman in a fire retardant suit addresses the crowd. 
b: O An open studio party in a space on the east side, where the walls 
are plastered with paper and canvas and different materials for draw­
ing, painting and collage are supplied. A live DJ sets the mood while 
people painted, ate cake, talked and critiqued. The concept is an 
attempt to fuck with the idea of artists working in isolation, in their 
studios, creating "masterpieces:' 
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c: O An evening event called "Speak and Spin" using a laundromat as 
a venue for people to air their "dirty laundry" and do their dirty laun­
dry simultaneously. An open mic is set up so that people can perform 
prepared and on-the-spot performances, readings, and music. The 
artists are all local. The Deli provides the context while the partici­
pants provide the content. 
d: O Local late night talk show + "Tiny Talent Time" concept = next 
event. 

e: O All of the above. 

Question Four: How is product important to the Deli? 
a: O So far, we have not focused in creating products, but act as pro­
ducers of events. 
b: O Food products are an important part of the Deli. 
c: O Food processors are an important part of the Deli. 

Question Five: How does the Deli create community or reflect 
community? 

a: O Each project creates a situation where the group is engaged in 
working together. It is a combination of work and friendship. It is 
important to us to spend much-needed time in figuring out our own 
community and learning how to communicate with each other. 
b: O Our intention so far has been to create opportunities or venues 
for people in the community to share an experience with an audience. 
We provide a conceptual framework and take care of the logistics in 
order to create the potential for a unique social experience to happen. 
c: O Each project inevitably take us in a different direction, putting 
us in contact with different people and reflecting different layers of 
community. Collaborations have been a consistent part of our work. 
There are lots of people, ideas, and spaces that we haven't yet explored 
through this method of working. We hope our community will 
expand. 

Question Six: ls there anything that the Deli is lacking? 
a: O A Sugarmommy. (The only answer!) 

Question Seven: What are the challenges of working together? 
a: O "I am always smarter than everyone else:' 
b: O "You guys won't do what I want:' 
c: O Times when it is more important to listen to someone else 
speak, and you're just going "No, r have a really good idea. It's really 
important. Shut the fuck up:' 
d: O Getting everyone at the right place at the right time is a monu­
mental challenge. Every time we are in the same room together, we can 
see that we have accomplished something really special. 
e: O Being-,villing to follow each other, and let each other lead. 
f: O Having the guts to challenge each other and being willing to 
accept the challenge . 
g: O Staying focused. 

coo 
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as told to §HANIKWA SAPPHIRE 
by the Wimmin of DE PDDNANI PD§§E 

wha'ppen? u're listenin' to RADIO BLKD. bringin' only tho best 
vibes from north of the 49th. our stories are many & our voices are 
fierce! i'm here with DE POONANI POSSE (D.P.P.), a black dyke 
cultural production house. welcome sherece, nicole and t.j. now, 
in tho beginin' (actually summer 1994 wasn't it?) there wuz-& i'm 
readin' from ur 1st call 4 submissions-"3 blk lezzies callin' Black 
dykes/lesbians/gay wimmin/~ueer gyals everywhere!" u sent out 
this call & years later, sistahs from an over the place are still 
answerin'. a while back u put together the 1st issue of ur maga­
zine do juice! (d.j.)--a black lesbian thong (fireweed, guest edit­
ed special issue #49). what made u do it? 

D.P.P.: we had a feelin' 4 tho flava of a mag by/4/about black 
dykes. we were tired of seein' l-time, special, 'wimmin of 
colour' issues in feminist magazines & black history month 
supplements in white gay/dyke newspapers where our experi­
ences as black dyke wimmin weren't given much space. had it 
up ta here with conservative Black/West Indian newspapers & 
their refusal to address community homophobia. as underem­
ployed dyke artists/writers/poets/organizers, we challenge 
black folks to put aside their denial & admit to themselves that 
sistah lovahs have always been part of African communities all 
over the motherland & in the diaspora. 

SHANIKWA: talk tuh me children. now, where do u shit dis­
turbin' dykes get the inspiration to go on? 

D.P.P.: livin' thru situations that would straighten ur hair, wit­
nessin' the strength & courage of black wimmin/lesbians who 
have come before us. watch in' lots of fierce black & brown 
chicks-with-dicks like michelle ross, jackae, chris edwards, 
duchess, rommel & all tho rest lip-synchin' & workin' it in floor­
length sequins, false eye lashes. weaves & six-inch, stiletto 
heels. 

SHANIKWA: otay. now, what about readin'? 

D.P.P.: hummm ... what are we reading? wellll ... stuff like 
audre lorde's zami, this bridge called my back, home 
girls-o black feminist anthology ... talk about it by rozena 
maart ... biko, fanon & waiter rodney ... black lace & ache 
from the states ... ahhh ... stuff by bell hooks-sisters of the 
yam, black looks, killing rage. canadian work like at the 
crossroads-a journal 4 women artists of african descent.. .a 
piece of my heart & miscegenation blues from sister vision, 
fireweed's sex & sexuality double issue ... raunch like quim, 
lickerish, frighten the horses, bad attitude, screw the roses 

give me the thorns .. . black gay boyz writing, film & perfor­
mance .. . essex hemphill, marlon riggs, joseph beam, porno 
afro homos .. . shit like brother to brother, b boy blues .. 
unh .. . vibe ... leather women I .. . pat califo-macho sluts, 
doin' it 4 daddy .. . seen that 'wimmin of colour' SM mag black 
leather in colour outta new york7 

SHANIKWA: no, but i'm sure u'II tell me about it later. so y'all 
went on to dour own mag.? 

D.P.P.: uh ... yessss, work all about us. & u need tuh take that 
US in the very broadest way. migration of whole populations 
since time began means no one on the planet is pure any­
thing. black people-& black dykes-are part of every nation. 
so d.p.p. takes work from all sorts a black queer gyals, espe­
cially those writing in languages besides english or po/mo 
speak. 

SHANIKWA: like bajan, patois, pidgin, creole, french etc.? 

D.P.P.: u got it. & any african languages we can enter into the 
computer or copy onto the page. 

SHANIKWA: now, u wimmin must've had so many questions 
about the name de poonani posse. in your promo package 
poonani was defined as "diasporic african, west indian idiom 
4 vulva/pussy/cunt also referred to as poum poum." & u tell 
me posse was "a group of vigilante white boys with guns. 
horses & really bad breath." then it was "Jamaicans/West 
Indian youth/cricket players/church ladies or any other group 
of black people who scare racist white people by just gather­
ing togetha with our guns, stolen cars, ganja & natural-born 
criminal attitude." NOW, u say, posse is "a group of vigilante, 
black dyke cultural producers who can't afford cars or horses. 
wish they had guns. who've got really bad natural-born, defi­
ant attitude. can talk & write up a STORM. 

D.P.P.: well, some people had a hard time with tho name 'cuz 
they wuz sure black folks didn't have any words that weren't 
beat out in tho slave days or appropriated into the main­
stream 4 white (& other) people's use. 

SHANIKWA: why d'y'all think the political dyke crew went into 
convulsions when u came out callin' yourselves de poonani 
posse7 

D.P.P.: c'mon sha'. 

SHANIKWA: shaNIKwo--now i hear that people in some 
community/political circles have difficulty with D.P.P's blatant 
attitude toward Blackness, sex and sexuality. they say that 
Black lesbians/wimmin already have to deal with the racist 
mammy/sapphire/diva triad of images conjured up in the 
straight, white media-

0.P.P.: when will we stop lettin' others define us7 so much rad­
ical sex politic work is bein' done by white queers. they're doin' 
work on butch/femme roles, gender-play, SM, dyke porn etc. 
but, they've got kindergarten-level analysis of race & white 
supremacy. then there are black folks makin' strides in discus­
sions bout cultural production, autonomy, appropriation, impe­
rialism, colonization etc. but with the exception of very few 
(mostly queer/queer positive) dark writers, there hasn't been 
much ground-breaking talk bout sex in black communities. we 
wanna get with black and brown cultural producers/activists 
who're pushing the envelope. when black & brown lesbians 
begin talking openly 'bout the complexity of our sexuality, then 
sexual politics will evolve intelligent critiques of race & racism. 
as 4 d.p.p., we want sexuality to be more than a reaction. as 
powerful, sexual wimmin who speak & write out in resistance, 
we see the word poonani as powerful-sexually, culturally, 
linguistically. we gotta laugh when we see non-black people 
strugglin' with it or when we see bourgie black/brown folks & 
our tight-assed feminist sistren forced to use such "vulgar sex­
ual vernacular." 

SHANIKWA: y'all haven't been workin' as a group in the 
toronto black/dyke/wimmin's/arts scene 4 very long. yet u've 
taken on some sort of mythical bad-behave' divas out-of­
control status. 

D.P.P.: an' we love it! ... do we7 i don't ... ANYways ... don't peo­
ple have anythin' betta to do with their time but flap their gums 
'bout who's a good black gyal & who ain't? 

. DE 
PDDNANI 
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SHANIKWA: yeah, but it can't be a mistake that images & 
text bout sm were all ovah d.p.p.'s special Fireweed issue. 

D.P.P.: look we live and let live, ok7 we're anti-censorship ... 
yeah, we're not tho fuckin' sex police ... though d.j. is 4 any 
black dyke not just the l's who agree with us ... & it's a totally 
pro porn, pro fucking & pro SM space--

SHANIKWA: that's a lot considerin' ... 

D.P.P.: consideriiiinng ... 

SHANIKWA: -that since slave times we've been chained 
and restrained, experiencing forced breeding & rape, humil­
iation & domination at the hands of whites. nowadays our 
sexuality comes commercialized & in technicolour care of 
mtv music videos. why would ya'II want to reinforce exploita­
tive exotic/erotic stereotypes & mix them with, and i'm 
quotin' here children, "violence against wimmin"7 

D.P.P.: SHANIKWA! & we thought u were a smart cookie. 

SHANIKWA: it's not me that's saying this stuff. i'm just tellin' 
u what i've heard. y'know what i'm sayin'? 

D.P.P.: we aren't here to debate SM with u. 

SHANIKWA: fine. what did u think abou-

0.P.P.: & those people callin' black wimmin who practice SM 
colonized, violent & abusive need to get a grip & stop being 
so ignorant. they need to realize that there is power, control, 
dominance & submission involved in any kind of sexuality in 
this world. even so-called ·vanilla sex' between 2 'good' girls 
has inequities of race (white/non-white, black/'of colour'). 
age, class, language, size, economics. education, experi­
ence etc. 

SHANIKWA: unh ... moving on to--

0.P.P.: who's gonna get off? cha. actin' like black dykes only 
use certain positions & certain techniques when we sex is 
ludicrous. do they really think that we all do tha do in the 
exact same way? condemning adventurous, consensual, 
respectful, safe & sane fucking between 2 (or more) wimmin 
is abQut givin' straight, white men continued control. which 
sucks the big one in our opinion. 



SHANIKWA: uh hunh. as wimmin of colour we gotta­

D.P.P.: as diasporic africans we're tired of non-black peo­
ple criticizin' & attackin' black people's sexuality, SM or 
vanilla. instead of demonizing a black person in or out of 
bed the should deal with their own sexual hang-ups & 
racist shit. 'nuff said I 

SHANIKWA: yeah ... unh i am in total agreement. what 
about straight black gyals? i'mean ... my contact in het 
circles says that y'all are seen as sex-crazed 'n' confused 
wimmin. het black gyals're sayin' they don't have privilege. 
& how that shit 'bout black community homophobia/lesbo­
phobia & heterocentrism is divisive. 

D.P.P. yeah, right. too bad 'bout that big dick/het thong. het 
privilege is probably the only l many of them benefit from. 
& we wanna add that much of the advancement in black 
feminism over the past few decades has been due to 
dykes who had the guts & the balls to question black cum­
munity sexism when tho boyz were silencin' het sistas with 
the word dyke. we all gotta practice what we preach & 
claim our own privileges. can't het wimmin get OFF the 
good black gyal pedestal already? they worried that d.p.p. 
is too sexual? we worried that they won't take off the blind­
ers and see how media, music, poetry, visual arts, 
activism, family values propaganda and social events in 
black communities are based on sex/relations/mar­
riages/bonds between tho black man and tho black 
wo-MAN as the ultimate bond. it's soooo damn blatant. let 
them deal with our poum poum juiced, Afro-lesbocentricity 
4 a while. 

SHANIKWA: well said. now ... ur last issue was called ... 
on ur facei 

D.P.P.: yeah ... it was all about fuckin', doin' the do, knockin' 
boots in whatevah ways our contributors could imagine. it 
had a whole shit load of excellent work by canadian, ameri­
can and west indian dykes. 

SHANIKWA: & ur next issue will be on the stands ... 

D.P.P.: when we are good and ready. 

SHANIKWA: um ... care to explain that? 

D.P.P.: we ain't got the green, see? so 4 those people 
who're kind enuff to send money orders, certified cheques, 
gold boullion or 3.5 million in cash, we'll proclaim them hon­
orary poonanis (especially tho boyzl, get their name printed 
up in d.j., a very courteous, loving & attitude-free letter of 
thanks & free copies of d.j. now ain't that sumthin'? 

SHANIKWA: what about subscriptions & submissions to 
upcomin' issues? 

D.P.P.: our next issue---4eeovery: mind, body & soul-will 
look at coping & survivin in an oppressive world. submis­
sions must be double-spaced typed or neatly printed. wim­
min in tho closet can send work written under other names, 
no problem. there should be a self-addressed, stamped 
envelope 4 those wimmin who want their work back & bio 
tellin' us about themselves. wanna submit or subscribe? 
write to: DA JUICE! P.O. BOX 156, STATION P, TORONTO, 
ONTARIO, MSS 2S7, CANADA. 

SHANIKWA: thanx wimmin. stay tuned 4 the dykewanda 
jones show. tonite her guests are 5 confused 'n' closeted, 
male, chocolate queens, who masquerade as anti-racist 
dyke daddies & get all up in stable, healthy, wholesome 
woman-lovin'-woman unions. listen in as the gyals who 
loved them, fell 4 them & fucked them, confront them & beg 
them to get help. i'm shanikwa sapphire & u've been listen­
ing to de poonani posse, 3 very beautiful, brilliant & creative 
black dykes with absolutely fabulous hair, on 

radio blkd 98. 90210 on ur fm dial­
the only real voice of black dykes 

north of the 49th. 

OUR STORIES ARE MANY & 
OUR VOICES ARE FIERCE. 

snap! 

The Source of Cults/The Cult of Sources 
Scott Treleaven 

Art Can't Hurt You 
(or How To Get Away With Anything) 

a true story: 
At first the shop clerk was reluctant to 

sell me a box of scalpel blades, so I 
reassured her by telling her that they were for an art 
pro;cct. This was somehow a consolation for her. 
and she sold me the scalpels along with a roll of sur­
gical thread. and a suturing needle ... I did not tell 
her that twenty-one people would be using the 
blades to cut themselves in my living room on the 
night of the lunar eclipse. 

The resulting art piece was exhibited at a local 
gallery, but it was ultimately supcrccdcd by the 
thrill of the process itself-a testament to the resur­

gence of young. and not so young, artists indulging 
their "atavistic taste for supernaturalism."" 1 A means 
of artistic focus. exaggerated by its removal from 
conventional life. 

Methodically rehabilitating ill cultures from 
their roots upward can be a lengthy and unappetizing 
task for the artist. E vcn more unpleasant arc the dis­

crepancies between the political demagogues also 
engaged in this cultural rehabilitation process: the 
infighting Anarchists, humourless Marxists, rctro­
Situationists. tired leftist movements. po-po-mo 
boys· clubs. the Gay & Lesbian™ establishment, and 

so on. Although these factions exist in their own 
admirable autonomy, they commonly neglect and 
sometimes deny a particular aspect of human devel­
opment. A missing sensibility that has formed a 
larger cultural academy than any mere politic. but is 
now engaged almost exclusively by religions. raves. 
chemistry and Hollywood: communal mysticism. 
the greatest pop art annex-the occult experience. 

For the purposes of this article the problematic 
word .. cult .. is affectionately used to denote any col­

lective that uses religious posturing to enhance their 
process and practice. Contrary to actual religious 
orders/ practice these sects exist separately from 
established orthodoxy and dogma. It is the act of 
pulling the wool over one's own eyes. so to speak: an 
activity that rests ;ust this side of smugness, and 
sometimes the other. Irony is considered indispens­
able for the initiates, to allow them to mediate an 

obsession with arcane philosophy and practice with­
out becoming mired in it ... as we all know ... a sucker 
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stilt taken from the forthcoming Salivation Arm 

is born every minute." There arc no messiahs here. 
no Truths. It is understood that cult philosophy is, 
by nature. illusory. Any large scale success within 
the group itself would create an "institution," an 

utterly pyrrhic victory that would have to be dis­
mantled before embarrassment set in. U nlikc 
Ncoism, Surrealism, Immcdiatism, Ontological 
Anarchism and their ilk, attention is focused on 
actual pagan and/ or occult behaviour. Certain ritu­
als. symbols and practices, while defying practical 
logic. arc validated simply by their persistence. For 
this reason they arc intensely valuable in an era that 
thrives on simulation and dualism; mysticism being 
the point of interchange between any two ideas. 
Rather than being buried. occult practice simply 
needs an update. 

This piece isn · t for the suckers 

.. Aren't you supposed to be the Virtual Generation?" 

"No, that's you. 

My generation doesn't have a name yct."2 

Social interaction has changed, with the empha­
sis now placed on a type of self-sufficiency and 
physical detachment that has negated much of our 
interpersonal contact instead of complementing it: 
prefer now to stay at home. mixed in through 
modem patch bays, or a one-way television signal. 
Prefer simulations to clashes. Prefer the virtual to 
the actual. Prefer Jean Baudrillard to Hakim Bey. 
Prefer trance & ambiance to radicalism & activism. 

Prefer ;oy in a tablet form. Wield the prefix .. post-" 

to turn burgeoning ideologies into carcasses. Sleep. 
undisturbed by dreaming. Of course. all of these 
activities have their place in human behaviour. but 
the integration of the pragmatic with an equally rig­
orous sensual and mysterious drive is the key. But 
how is social redress to come about when there arc 
so many commercial and indic factions catering to 
our need for convenience, to .. tune out" and .. turn 

off"? Cultural establishments no longer seem to be 
particularly interested in technology or art that 
stimulates. complicates. or posits enigma. When 
Brion Gysin's biodelic art piece the Dream 
Machine was created in the 1970s Gysin was 

approached by a ma;or electronics company who 
wanted to manufacture it for the home market. 
When the corporation discovered that the Dream 
Machine was a drugless. hallucination-inducing 
device designed to wake people up instead of sedat­
ing them. they immediately lost interest .... 

"Entzauberung der Welt, "the disenchantment 
of the world, was a German phrase coined at the 
beginning of the industrial revolution to imply that 
an era of emotional despondency would arrive on 
the back of new mechanical pragmatism. 
Realizations like this immediately gave rise to new 
Gnostic sects, Rosecrutianism, all manner of eso­
teric orders. ;ust as Victorian morality resulted in 
the creation of Theosophy. the Golden Dawn and 
lurid Tcmplarism. When the religious veils of these 
groups arc rent, what we arc left with is the explicit 
revival of ritualized magick3 as art practice: a means 



for private, autonomous. cultural reconstruction. 

(r )E volutioo of these ideas has lead to the contem­

porary fusion that we have today. Juogiao/Rcichiao 

psycho-sexual exploration, a bit of aggressive 

legerdemain. a Crowlcyiao "do what thou wilt" 
politic. and the proliferation of the new catch 

words: occulture. and esoterrorism.◄ Not to be con­

fused with the: fraudulent New Age movement. 

occulturc is far removed from the whimpering of 

hippie healing circles. and the disoriented crystal· 

clutching channelers of bogus ( and equally disori­

ented) spirits. Imagine instead Pagan pop evange­

lists. F ricodly non-Christian. ideologically Satanic 

teens. Queer shamans. Ecstatic outdoor Earth 

Mother raves. Droves of acthcists with rich spiritual 

lives. Portrait of the skeptic as artist. willfully inte­

grating a variety of magickal symbology into their 
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the Cuttings 

X 

work, not to imply faith/belief. but for sheer psy­

chological resonance. titillating the uninitiated and 

fulfilling the adepts. Occulturc is deeper than a tat­

too. and certainly more sublime than a genital pierc­

ing. Consider it the forcible re-enchantment of the 

artistic process. More smoke and more mirrors. 

please, to cover up the scars of botched 

postmodernist surgery. Verframsduk-wc want to 

make things strange again. 

Practically everything our iosurrcctiooary 

youth have tried ... has been tried before. The crucial 

importance of the Youth Revolution of our times 

lies not in its alleged uniqueness. but in that very 

continuity with history which the Movement 

itself-and most of its critics-have so vehemently 

denied. 5 

History never repeats itself. The historians repeat 

each other. There is a wide difference. 6 

Lift the lid and sec that the flowers in the dust­

bin have taken root: Extratcrrcstrial-lcsbo-tcrrorists 

(Dirty Babcttcs); sex magick video festivals; Thee 

Outer Process International (TOPI): Radical Faerie 

orgies; nomads & Spiral Tribes; Anti-Christ super­

stars; zinc-based youth cults; bands like Psychic TV, 
Coil. CTI. etc. Like mandrake at the bottom of a 

gallows, these cults flourish unchecked because 

many of them seem laughably ineffective when it 

comes to creating discernible change in the larger 

vestiges of utilitarian society. lo fact. it is precisely 

because of social ignorance and ridicule that cults 

arc so easily buoyed by the civilized world. Sell us 

the scalpels-we'll do the rest. 

The Cutting Ritual mentioned at the beginning 

of this article was a unique collaborative experiment 

drawing on concepts of self, ritual. sigilizatioo and 

collectivism. The event took place during the lunar 

eclipse in March. Though the moon had no deliber­

ate significance, the date was selected as being har­

monious with an unusual state of affairs in the nat­

ural world. Each participant had been asked in 

advance to create a simple design. relevant to them­

selves. using three equidistant lines. These specifica­

tions were used to create a commonality. a specific 

point of departure for the participants. lo like man­

ner, everyone could have been given a tube of paint 

and a piece of paper. though the stakes would have 

been significantly lower. Their symbols would then 

be cut into their skin during a non-dogmatic ritual 

procedure. The aim of the ritual was to focus on the 

individual's importance ( mentally and physically) in 

relation to a collective. The group. although it had 

facilitators for safety's sake, tried to eliminate 

notions of hierarchy-no alphas amongst the pack. 

No priests. The blood from these cuttings was then 

subsequently blotted on sheets of handmade paper. 

and the papers assembled into a "quilt .. using a nee· 

die and thread. 

E vco though the Cuttings were referred to as 

"primitive" by one observer, occulturc should not be 

confused with a pastoral hcy-ooooy-no. back-to-thc­

laod type of regression. U olikc primitivism, rather 

than smashing computers csotcrrorists have found 

that there arc many ways of integrating technology 

into a symbolic magickal process. This process was 

largely refined by Brion Gysin & W.S. Burroughs' 

cut-up experiments in the late '60s. It's now a case of 

graduating their use of the written word into audio 

sampling. video and Internet terrain. The cut-up 

method functions on the same basis as the occult. a 

system that can be summed up one word-corre­

spondence: recognition through symbols of the 

implicit iotcrdcpcndcocc of all things to all other 

things. The artists' means: analogy. Bollocks to 

deconstruction, pile on the elaboration. Cut-up 

media. cut-up reality ... the experiments performed 

on base metals resulted in the psychic transforma­

tion of the alchemist. Accusations that csotcrrorists 

arc merely perpetuating "exoticism" is to miss the 

mark entirely-this isn't the adoption of custom, it's 

the invention of custom. The stuff of culture. 

Obviously some activities will resonate more for 

certain individuals. and some will derive their per­

sonalized symbology from existing tenets. This 

would seem to beg the question of appropriation, 

but you sec, translation is the aim here. not pillag­

ing: Venus/ Aphrodite; Horus/Christ. The entire 

history of human mythology revolves on this tenu­

ous process of adaptation. 

'Thee Process is thee product." 
-old TOPY proverb' 

The early 1980s heralded the inception of the 

Temple Ov Psychick Youth (TOPY). Now 

defunct, having become the aforementioned "institu­

tion," it has been resurrected as Thee Outer Process 

International (TOPI). TOPY is the best example of 

a modern pop cult that redefined audience relation 

to the artist. Esotcrrorist Genesis P-Orridgc created 

thee TOPY worldwide network as an information 

access service, providing members with rare and sup­

pressed material on subjects like sigils. biodelics. 

rare occult literature, sex magick. and psychic youth 

PAGANDA! 
created by 
Pamela Brown 

INFANTILE 
created by 
Paul 
Zevenhuizen 

erotic sigil from the Salivation Army 

revolt. Thee Temple even created an idiomatic Ian· 

guagc aimed at dccoostructiog words and halting 

arbitrary ioterprctatioo.8 Psychick Initiates were 

encouraged to perform their own magickal rituals 

and create a personal set of symbols. This process 

would enable them to come into contact with their 

true nature, free from societal iotcrfcrcocc-thc 

groundwork of radicalism. Images of Jim Jones, 

Austin Osman Spare, Charles Manson and the ever­

present Psychick Cross abounded as a playful nod 

to TOPY's dubious, satirical. pop-media parentage. 

Rabidly anti-Christian. there were no dogmas in 

thee Temple. Emphasis was placed on individual 

responsibility. encouraging Initiates to access infor­

mation freely by contacting any of the worldwide 

satellite Temples. The band Psychic TV existed as 

ministers of ideology. holding dis-concerts and mul­

timedia Psychick Rallies-tribal. orgiastic, high­

tech and saturated with political intent. Similar to a 

'60s "happening," except with Temple symbology. 

these Rallies played a key role in what would later 

evolve into "rave culture." A dim reflection of 

P-Orridgc's aims. 

Intimate forms of propaganda can secure a safe 

space for individuals to explore aspects of occulturc 

without membership. Zincs like Infantile. 
Paganda! and this is the Salivation Army arc 

Toronto-based occultural publications that have 

appeared over the last year. They arc distributed 

with the express intent of imbuing their readership 

with a different type of social consciousness. 

Curiously enough. these three zincs also tackle the 
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incipient burdens of sexuality and dissent in an 

overtly Queer. or Queer-positive manner. Sexuality 

is a place where secrets still reign. no matter how 

many genes arc identified or how many deviants arc 

assimilated. Endlessly self-referential/ promotional 

and internationally distributed, zincs such as these 

imply a common inclination throughout youth cul­

ture towards occultural investigation; models to 

superimpose over the oddity of being alive. The 

pages of these zincs arc riddled with DIY arcana, 

scathing social commentary. rants. meditations. 

stolen texts, lore, letters and an extravagant 

decoupage of pentacles, deities. skulls & crossbones. 

wolves and stone circles. all saddled with modern 

spokespeople. punks and pop reference. Each zinc 

has its own particular symbology and set of politi­

cal motivations. My zinc, this is the Salivation 
Army was created just over a year ago as an experi­

mental nursery for csotcrrorists to explore their 

own interests. and to train their theories in a safe. 

yet public. space. With a readership of over 200, it 

has lead to the inception of three other zincs. each 

pursuing their own particular branch of occultural 

focus. The experience was so encouraging that The 
Salivation Army is currently in th't process of 

being incarnated as a video documentary. 

magick defends itself. 
-old TOPY proverb 

Like the hippies who tried to levitate the 

Pentagon, if a cultish theme or focus is created, then THE 
SALIVATION ARMY 
created by Scott Treleaven 



an unreasonable consciousness is created in their audience. It 
is this linking positive collective experience and lofty social 
demand, with socio- or cw-political agendas that creates radi­
calism-the point where csotcrrorist behaviour becomes a way 
of life. The Radical Faeries arc an interesting phenomenon in 
this respect. The Faeries exist as a worldwide organization of 
Ouecr men (and recently women} who employ mysticism and 
ritual to enact political change, and to create autonomous 
Ouccr environments. Orgies arc held to coincide with various 
events in the pagan calendars, linking sexuality, ritual and cele­
bration with a potent, collective radicalism. Even when they 
aren't mobilized for public demonstrations the Radical Faeries 
exist in defiance of social and sexual norms. Similarly, 
whether the hippies could have actually levitated the Pentagon 
or not perhaps isn't a valid question when the focus is placed 
on process. It is, however, heartening to note that Pentagon 
officials were under strictest orders that the hippies' circle not 

a Temple Ov Psychick Youth 
test pattern 

NOTES 

1reference to the UK Dongas Tribe; 
Ross, Andrew, Strange Weather: 
Culture, Science and Technology in 
the Age of Limits, London, 1991. 
2from Denis Langlois' film L'escorte. 
3magick: " ... causing change to occur 
in conformity with (the) Will" - as 
defined by Aleister Crowley: mystic, 
writer, comedian (1875-1947). 
4Both terms were originally coined in 
Simon Dwyer's dark cultural jour­
nals, Rapid Eye, which are perhaps 
still the best treatises on the modern 
episode of this phenomenon. 

be allowed to close around the ~"!ii,~t11:1•,~1~.::,q.r.J" 
5Esler, Anthony, Bombs, Beards and 
Barricades: 150 Years of Youth in 
Revolt, New York, 1971. building. 

we place no reliance 

on virg10 or pigeon 

our method is science 

our aim is religion 9 

The aim of these organizations 
(or dis-organizations} isn't faith. It 
is the incorporation of non­

dogmatic occult rites and symbols 

into contemporary life toward its 

enhancement. Occulturc is not an 
anachronism but an accumulation; 

the scrying tablet becomes the 

television screen, just as techno has suddenly, in a sense, 
become the new folk music. Tribalism, nomadism, cult-like 

tactics, and a sense of irony insulate the group from lapsing 
into fashion. The group can remain relatively free from, or in 
control of, their own media representation by maintaining sys­
tematic obscurity, or by constructing their own ( ic., videos, 
zincs). The mass media can often bury things before they have 
a chance to fully form, but with a cultish collective it's not 
over till we say it's over. It obtains an unassailable position by 
promoting itself as an autonomy defined by principles that 
will outlast postmodern theory, virtual-anything, fiscal policy, 
picky dcconstructionists, the net and New Age frauds. The 
application, extent and variety of the magickal systems used 
varies from group to group obviously, and can hardly be 
broached in this article. This is a type of art practice that has 
been either ignored or has willfully marginalized itself. It will 
continue to be misinterpreted as pernicious, amoral. experi­
mental, or unashamedly artistic. But it will persist. 

6oscar Wilde. 

7wasserman, James, Art and Symbols 
of the Occult: Images of Power and 
Wisdom, Vermont, 1993. 

8for example: the cripplingly singular 
pronoun 'I' was replaced by the letter 
'E,' as in 'everyone' or 'everything' 
to imply a new breadth of existence. 
'The' became a more pointed 'thee' 
and 'of' became the deliberate 'ov,' 
which was also the Temple's word for 
sexual fluids ... 

faeries 9crowley; Golden Dawn credo. 
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BRICKS AND KICKS 

TRANS WIEN, Station 2:GOrtel 
Michelle Teran, Untitled.GOrtel, 1997 
□-Print, street intervention 
Vienna, Austria 

TRANS WIEN, Station 2:GOrtel 

Londoner 
packen aus: 

Elisabeth McGlynn, What is your Dream 1, 1997 
Site-specific video installation of taped interviews 
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PRELUDE 
In 1993, another Canadian artist and I found our­
selves walking through an abandoned Augustinian 
Baroque monastery near the centre of the town 
where we lived in south-eastern Czech Republic. 
When we asked our guide for the keys to explore 
more, we were unexpectedly given them, although 
young, unknown artists and foreigners. 

Our wanderings down hallways led us into fres­
coed rooms, large, empty rooms, small, claustropho­
bic rooms and rooms filled with cold war parapher­
nalia from the city's archives. When we crawled 
through a small hole down into the basement, we 
discovered a bunker next to a wine cellar built out of 
the monastery's original Gothic foundations. 

Later, with the encouragement and support of 
SIPS, a Czech artists' collective, we decided to 
share this space with other artists and proceeded 
to organize an installation symposium which took 
place in the summer of 1994. For three weeks 
artists and performers from Canada and countries 

in eastern and western Europe created works in the 
monastery's 100 rooms.' 

We provided the venue, coordinated the gather­
ing, but did not anticipate the way the monastery 
would become a metaphor for community and we 
could not predictthe spontaneity of certain actions 
and dialogues that transpired when thirty-five 
artists met for the first time. 

In 1995, we were invited into an abandoned syn­
agogue in Prague and asked a performance group 
from Norway and two artists from Crllatia to join 
us in a collaborative project where we attempted 
to recreate another environment for community 
and dialogue.' 

This is how it began for me. I continue to seek out 
similar situations because each is a special circum­
stance and what each person acquires is inevitably 
valuable. Because I have not yet resolved how to 
build similar experiences in Canada, where I am 
faced with an unsettling void, I still return to Central 

MICHELLE TERAN 

Europe but hope eventually to unite the two ways of 
approaching community. 

This summer I was in Austria and Croatia for sev­
eral group and solo projects and used the time to 
talk with or research artists who are involved in 
collaborative or community-based activities. 

VIENNA 
In June I participated in "Station 2:GUrtel," a street 
project in Vienna's red light district. Trans wien, the 
organizers, invited artists, performers and filmmak­
ers to present works in subway stations, abandoned 
storefronts, sex shops, sidewalks and walls found 
throughout the area. By joining the project, I was 
introduced to an unfamiliar part of the city inhabited 
by immigrants from Turkey and ex-Yugoslavia, a 
stark contrast to the opera houses and museums of 
the first district. When I spoke with trans wien they 
emphasized the need for dialogue, and the use of 
public spaces to reconnect and reclaim. 

TW: We build stations for communication, in 
public spaces. When using public spaces, an 
important part of the process is presenting our 
ideas to city officials and bureaucrats who have 
nothing to do with the arts and are at first not 
open to us. 

Last year we did something in a former mar­
ketplace in an area where many immigrants 
from ex-Yugoslavia and Turkey work. Since 
many Viennese have a problem with foreigners, 
the marketplace had a special association. 

This year it was in the gilrtel, which is a busy 
street that cuts through the city. Originally 
designed as a walking boulevard, now it's a 
street heavy with automobile traffic and nobody 
wants to stop here. 

If you put up art against all obstacles and 
then see people are looking and pausing for a 
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[MITTELEUROPA]1 

second, then you get the feeling that you have 
more space than before. 

Presently there are a lot of projects happen­
ing in public spaces which marks the beginning 
of a new era in Austrian art. Unlike the artists 
from the Aktionismus 
period of the '60s, we 
are trying to commu­
nicate positively 
instead of being con­
frontational and 
shocking.• 

The Apostelhof is a build­
ing of studios located in the 
third district in Vienna 
where I found two sepa­
rate groups working col­
laboratively, Cut and Paste' 
and Bricks and Kicks. USEFUL OBJECTS 

they want. We experiment with new models for 
exhibiting and learn a lot from each other work­
ing in this way, which makes it very interesting. 

We also sometimes provide the 
infrastructure by allowing artists to use our 

space to curate a 
show. 
MT: What are the 
advantages of working 
like this? 
B&K: We began doing 
this because there 
weren't many opportu­
nities for young artists 
to do any interesting 
shows. The galleries 
don't like to take many 
risks so you see the 
same thing. Here we 

Cut and Paste are three 
painters who consolidate 
their individual styles and 
create room installations 

Ivana Keser. Value by the Local Rules {Luckily There are Rules for 
Good Behavior), 1995 

are very flexible and can 
put up shows very 
quickly on a low budget. 
MT: Have you experi-

Synagoga na Palmovce, Prague, the Czech Republic. 

using their paintings. 
Using their studio/gallery, Bricks and Kicks look 

for different ways to collaborate. For them, network­
ing is important and they try to meet artists from 
across Europe and abroad who share similar inter­
ests. On the day of my visit, their project "Strange 
Encounters" was in progress. Three landscapes, a 
desert highway, garbage dump and a swamp had 
been constructed by Bricks and Kicks. Artists were 
invited to create a video-work in the provided sets. 
David Burrows from London (and formerly from 
Bank) was working in the garbage dump. 

B&K: We start by making an installation and 
then invite artists to create something within, 
allowing them complete freedom to do whatever 
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enced any positive 
response from these activities? 
B&K: We feel that a lot of people think our 
activities are very positive. We've seen many 
similar projects starting to happen as well as 
quite a bit of interest from curators.' 

CUT AND PASTE 

An artist 
who cannot speak English 

is no artist 

Mladen Stilinovic, 1995 

EGOEAST 
Aleksandar Ilic, Encyclopedia of Dialogues, 1992 
metal pipes, wood, barrels, thermo paint, self-adhesive letters 
Umjetnicki Paviljon U Zagrebu, Zagreb, Croatia 

OTOK/ISLAND 
Marina Grzinic and Aina Smid, 
The Butterfly Effect of Geography, 
seven video works 
Dubrovnik, Croatia 
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ZAGREB 
OS: When I look at my local situation, I feel it's 
pretty hard to explain to somebody else. You 
don't have the infrastructure that exists in the 
West and artists' activities don't have a positive 
reflection on the local scene. It's like operating 
in a vacuum where you make movements that 
aren't reflected on others. Even when you go 
out and participate in international exhibitions, 
you are operating in an empty space because 
there is no context. 

In Eastern European countries there are dra­
matic changes. You have a situation with many 
negative things, few positive ones and it's very 
hard to create some kind of healthy society 
when you have this process going on. In my 
country there was war. 

When you find yourself in a situation where 
you are not able to work normally, you start 
thinking of alternative solutions. During the last 
fifty years, every decade artists start to work in 
groups. In the '60s there was Gorgona, in the 
'70s Group of Six Artists who exhibited together 
on the street, in the beginning of the '90s there 
was the EgoEast group. I am waiting to see 
what will happen next in Zagreb. Presently 
Slaven Tolj's space in Dubrovnik is a new 
energy and very good for local art.' 

The Art Radionica Lazareti is a centre in 
Dubrovnik (a city on the Croatian coast) run by 
artist Slaven Tolj. The centre has one space for 
performances, a small library, workshops for 
artists, dancers and all disciplines and another 
exhibition space. Artists from around Croatia and 
outside are invited in as well as artists from the 
area. In 1991, when Dubrovnik endured the worst 
shelling, the city was completely isolated. 
Communication, transportation and food was cut 
off. In 1996, Slaven Tolj curated the exhibition 
and symposium Otok/lsland. The overriding 
theme was marginality and isolation, geographi­
cally, and artistically. "At present, the marginal 
status of the artist and his work is emphatically a 
constant."' 

Let's take a look back. Ideologies have been 
worn out, art movements have come and 
gone. The market has taken the place of ideol­
ogy. 

We suspected that art had no alternative and 
felt the urgent need to set up a workshop 
whose existence and practice would provide a 
self-examining and analytically critical arena 
for questioning the media and the social con­
text in which the artist and his/her work exist. 

The Lazareti Art Workshop programme has 
existed ever since 1989 with the desire always 

OTOK/ISLAND 
Ivan Kozaric, Haystack, 1996 
Dubrovnik. Croatia 

to be where life is. In 1990 we turned the door­
way of no. 3 Kovacka street into an exhibition 
space. Everyday conversations, testing the 
edge of reason, a time of change. 

1991 we shared the fate of the city, the coun­
try. The door at no. 3 was closed. The city sur­
rounded. We are no longer the same. Place and 
destiny, an exhibition in the shelters, to be 
where life is. We must fulfill our duty. 

This is a short history of the events preced­
ing the exhibition Island, but there is also the 
long-term effort of the artists involved who 
remained independent and committed to their 
investigations. Isolation enabled 
contemplation.' 

NOTES 
1. Mitteleuropa, German for "middle Europe" or 
Central Europe, the 'middle' territory between 
Eastern and Western Europe. 
2. SAMIS (Sternberk Augustinian Monastery 
Installation Symposium) was organized concurrently 
with the Sternberk International Painting Symposium 
(organized by SIPS). Richard Stipl was the other 
organizer and curator of SAMIS and a catalogue 
was produced. 
3. "Useful Object's" participants were Michelle 
Teran, Richard Stipl (Canada), Aleksandar Ilic, Ivana 
Keser (Croatia) and Origami; Per Platou, Tore 
Honore Boe, and Amanda Steggell (Norway). A cat­
alogue was produced. 
4. From a taped conversation with trans wien 
(Monika Huber, Beatrix Zobl, Manfred Steiner, 
Wolfgang Schneider). 
5. Cut & Paste are Dietmar Franz, Michael 
Goldgruber and Felix Malnig. 
6. From a taped conversation with Bricks & Kicks 
(Adi Rosenblum and Markus Muntean). 
7. From a conversation with Darko Simicic, Visual 
Arts Program Coordinator at the Soros Centre for 
Contemporary Art in Zagreb. 
8. Portion of the introduction from "Simpozii Otok/ 
Symposium Island," a publication which documents 
the symposium which followed the exhibition 
"Otok." 
Curated by Slaven Tolj. Organized by the Art 
Radionica Lazareti in Dubrovnik, the Soros Centre 
for Contemporary Art-Zagreb, and the Open Society 
In stitute-C ro ati a. 
9. Introduction from "Otok/lsland," a catalogue 
which documented the exhibition by the same 
name. Co-organized by the Art Radionica Lazareti 
in Dubrovnik and the Soros Centre for 
Contemporary Art in Zagreb. 24.8-10.9.1996. 
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of the University College Drama Program (UCDP) 
in that I am both singular and mythic. Singular 
because I know, after three years, that I'm the only 
one. Mythic because my queerness is not acknowl­
edged as a reality of any dimension, only the stuff of 
exoticisms, jokes, and taboo. Also mythic because no 
one in the world outside the drama department 
believes that I'm the only one. There is a point in the 
discussion where someone always says: "You mean 
the only one who's OUT." "No," say I, "by now I would 
have noticed." Someone who is closeted is by default 
straight. In terms of this discussion, a person who 
does not make their identity present does not count. 

Ultimately, the unicorn does not breed or repli­
cate itself. I cannot create a larger Queer presence 
in an essentially het department. I cannot create les­
bians, though I have come very close. This giant phal­
lus growing out of my forehead is not helping. All of 
this is reinforced by the absence of queer content 
and or representation in the Drama Program. 
"Roles" on stage still exemplify this order and most 
of the drama in the canon is about "mankind": man 
and society, man and daughter, man and the ele­
ments, man and wife. 

I have studied, on my own, outside of my 
University ofToronto classes,1 how to enter as a man 
or as his wife. The gender dysphoria2 in my work is 
both an element of my art practice and a coping mech­
anism. This year, I have had the opportunity to test 
these skills further and to develop these studies in the 
gender-based socialization of movement and voice in 
class; despite the unsafe nature of an heterosexist 
environment. My work in this area remains, for the 
most part, an uncredited, "independent study." 

For example, in our improvisational exercises, 

"sexuality is irrelevant." It is a given, long before the 
improv starts, that the relationships and individuals 
are all straight and hetero. The ignorance of a hetero 
sexuality that understands itself as "natural" is that it 
takes itself for granted. The dominant epistemology is 
not self-conscious of its own categories. The result at 
the school level is that sexuality is not understood as 
inscribed in every detail of the process. One improv by 
three women in my class was predictably a naive com­
ing out story. Mom and Dad are coming home, sister 
wants to tell parents "who we [she and girlfriend] 
really are," contemplating confrontation as she pets 
her gal pal's hair. The lesbian they imagine they "have 
no problem with (if she doesn't hit on me)" is but a fig­
ment of the limitations of a heterosexist imagination; 
i.e. someone who "loves" but does not fuck; thinks 
she's a man; whose melancholic existence begins and 
ends with coming out to her parents. (I never saw any 
of my male classmates portray a scenario at all simi­
lar.) This I feel illustrates the status which our "liber­
al," "open-minded," artsy colleagues typically extend 
to Queers. 

This basic lack of understanding of a queer reality 
is the extent to which my classmates seem to under­
stand or care to understand "Gay-Ness."3 My attempts 
at any consciousness raising, whether in the form of an 
argument on the imposed and therefore compulsory 
het nature of the realities portrayed in our improvs; or 
in renditions I performed of Karen Finley's The Black 
Sheep' or Women Are Hungry by Dominique Lowell,5 
the responses seem to be variations on the same 
theme: "Tobaron is so politically correct/When will 
those homosexuals get over it?" The Black Sheep is a 
poem cast in bronze and set in a concrete monolith in 
an area within the Lower East Side of New York City 

where many homeless people live. Finley's pub­
lic sculpture truly acknowledges social condi­
tions and is activated by physical context. The 
instructor had asked us to bring in material on 
plague consciousness for a collectively created 
show. The poem addresses a community of the 
displaced and queerness as contagion. I asked 
my classmates to gather their chairs in a tight 
circle in the centre of which I stood. I had 
copied the text of The Black Sheep onto small 
pieces of paper, one piece per beat. My class­
mates all sat in intimate proximity, thigh to 
thigh, as I presented the poem. I allowed some 
of the pieces of paper to flutter to the floor. 
Some I tore up and some I threw away. I gave 
away some as gifts, and spoke directly into their 
faces as they each were only a foot away from 
me. I got little response to the content or the 
performance. Women Are Hungry, with crisp 
rhythm and graphic irony is a relentless critique 
of the perceptions of women in North American 
culture and of the ways in which women main­
tain these expectations. As I am the only homo­
sexual, the problems are seen as mine; identity 
politics, sex and sexualities, and all other things 
falling under the umbrella misnomer of political 
correctness are associated with me. I present­
ed the text as a monologue, during which I 
attempted the emotional range created by 
Lowell: I screamed, cried, laughed and even 
fucked a chair. My classmates, though uncom­
fortable, enjoyed it tentatively. After class one 
woman, the annual person of colour (there were 
only two or three students of colour per year 
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during my three years in the program) 
thanked me for pushing some boundaries. 

Another example I experienced on a 
more visceral level. How can I function 
within the ensemble when my movement 
is limited by lesbophobia, both external 
and now perhaps internal after working in 
this vacuum, this heterosexist landscape 
for three years? In an exercise involving 
intimate space, both the people I worked 
with were obviously uncomfortable-one 
of them ran out of the room. The work is 
difficult and demands that one confront 
personal demons and trauma. I was 
unsure as to how much of their discomfort 
had to do with me and I in turn did not 
know how to work with them. When I 
raised my fear privately to my movement 
instructor, she insisted that it was "no one 
student's business what another's per­
sonal life includes, unless [I] decide to 
make it their business"-i.e. come on to 
them. I don't believe it was her intention 
to stigmatize, however, in an exercise 
involving intimacy and touch, do the men 
in my class have to question their motives 
behind their artistic choices? I'm not sure. 
Can each student honestly say that they 
do not on some sexual or sensual level 
appreciate the beauty of working bodies 
in motion during movement class? After 
immersing myself in a heterosexist envi­
ronment for this long, how much of the 
homophobia I intuit is my own? The fear 

of gender-role deviance is the most prob­
able fundamental cause of this prejudice. 

As a professional and responsible 
person, I would never include my per­
sonal feelings, be they lusting or 
loathing, for another student in our work 
together. I do maintain, however, that my 
sexuality deeply informs the way I relate 
to the world. In theatre, we train and 
train and break down and train some 
more to "be in our bodies," to develop a 
somatic intelligence and a kinesthetic 
awareness from which to create the 
physical presence of a character, or an 
idea personified, on stage. My mind is 
not separate from my body. My body is 
Queer and with it I pursue my art. 

The current contradictory climate of 
simultaneous socio-political transforma­
tion and backlash indicates the impor­
tance of continuing to examine one's atti­
tudes about a society which really has 
made few changes toward equality. At 
the end of second year I mentioned my 
difficulties with the all-pervasive 
heterosexism and certain classmates' 
homophobia to the director of our mostly 
white department. "No, I don't think so." 
she said. "You should rethink this, 
Tobaron." It's not politics, it's a humour­
less dyke with an attitude problem. 

On many levels, the content of our 
work in theatre school is based on rela­
tionship formulae that are already well in 
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place. The scenario and identities portrayed are not our 
own, and yet, they are usually heterosexual and almost 
never lesbian. This requires that I take an extra leap. In 
order to participate, I suspend my disbelief that much 
further than my straight classmates. Sometimes they laugh, 
because they "know" what I really "am." Which is a butch­
femme manipulatrix top weirdo from hell, of course. To con­
tinue to justify this routine is destructive. My queer art prac­
tice indicates a crisis of the traditional authorial presence of 
the masculine. My assertion of queer presence is con­
structed against the grounds of an historical near total 
absence (Fischer 86).6 

I wonder, then, whether or not through some kind of ~ · 

osmosis, adrift in a sea of straightness, I have accrued a l' 
sort of gender dysphoria. Though my relationships to most 
of my female classmates have been distant if not awkward, 
my relationships to some of my male classmates could be 
described as brotherly at times, especially when before a 
performance as a man I go to the men's room to get 
dressed and put on my dick. Which brings me to my slides .... 

My studies in the department have also included design, 
production, history, and theory. All of my instructors have 
been straight, white and over fifty: unfortunately resulting 
in a dearth of positive cultural images for me to explore and 
work with. For almost three years I have been drowning in 
a sea of straight people. This can seep into my work. The 

point in continuing to study performance at UCDP is to ~"-
1 expand my performance range with the guidance of my tal­

ented instructors. I have played a Canadian poet and war 
veteran, male. I have played a child molester's fiancee, 
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Endnotes: 
L In July of 1993, I completed Diane Torr's Drag King Workshop held in 
Toronto at the old George Street location of Buddies in Bad Times Theatre. The 
exciting workshop, which would normally receive sixty applicants over two 
days in Amsterdam, in N.Y.U, or at Goldsmith University in London; included 
only six dykes, of which I was the only actor. None of the participants were 
aspiring toward a cabaret act or a camp clique. Each individual had personal 
reasons for going through the Trans/formation. I am deeply grateful to Diane 
for her mentorship and guidance. She is truly an inspiring artist and a skilled 
teache, 
2. Gender dysphoria: a term used by psychiatric institutions to diagnose 
transsexuality. I am aware that people who are transsexual are not gender 
dysphoric because of lesbophobic environments or socio-economic reasons. 
I use the word ironically and in spite of the fact that it is an oppressive term 
with an ugly medical history. Of the terms I could find, all of which lack accu· 
racy, "gender dysphoria" best describes the grey area I occupy. The social 
constructions of heterosexual gender dyad (female/male) make the on-stage 
articulation of the grey area difficult (but therein lies the artistry: Jennifer 
Miller of Circus Amok says that this liminal place is where theatre begins.) 
This is a psychic realm, where the mono-sexual, mono-gender construct of 
cultural het·ness is revealed to be archaic and irrelevant. (Also see videos 
and Gender/rash zine by Toronto transgendered activists Mirha·Soleil Ross 
and Xanthra Phillippa.) 
3. "Gay-Ness," also referred to as the "Gay-Ness Monster"; a mythical sea 
serpent of leviathan proportion living in a narrow arm of the sea nearly sur· 
rounded by land. 
4. Karen Finley, "The Black Sheep" in Shock Treatment, City light Books, 
1990. 
5. Dominique Lowell, "Women Are Hungry" originally recorded by Matt 
Bourdreau for Buspig Productions, San Francisco, California, 
19 December 1993. 
6. Barbara Fischer, "A Cyclopean, Evil Eye" in Canadian Theatre Review #86, 
spring 1996. N. Rewa, J. Householder, eds. 
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female. I have played Tamora Queen of the Goths, female. 
Currently I am working on an elderly syphilitic wife­
beating accountant, male, in turn-of-the-century Russia. 
Even as I write their gender designations, I feel more 
dysphoric than ever. I am not sure if I relate to any of 
these characters as mono-gendered beings. There are 
wo average straight readings of a cross-cast role. One 

viewer may acknowledge the "doubleness" of a female 
body portraying a (socially constructed) male role. The 
other more conservative viewer will only read the male 
character and ignore the presence of a female body who 
subverts mono-gendered presence. 

I was never assigned a lesbian role in theatre school, 
nd I never saw any of my classmates attempt one. Even 
n a badly written queer role, the actor can feel it if she is 
ailing. The absence of truth is palpable. To go anywhere 
beyond a flimsy caricature, the students both performing 
and in the audience would have to confront themselves 
profoundly. An hetero actor is capable of emotional, 
empathetic identification with human experience. It is 
unlikely however that she grasps the political or histori­
cal complexity of queerness. The performance of any role 
requires the actor to question his or her own bias in order 
to achieve not only accuracy, but the humanity in one's 
art. What kind of artist emerges from a department 
whose training represents culture inaccurately? How 
many more students will be forced to DIV their education 
simultaneous to a degree program? To quote Tanya Mars, 
"it becomes even more urgent to make live, intimate 
work for live, intimate people." 

This article is an excerpt of a larger paper presented at 
the Juicy Fruit conference at York University in February 1997. 
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*** 
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• 

..._ ...... ,.. .. _ 

My earliest orgasms were with my fath;r's dirty magazines, ~n~ I still feel keenly 

the double vision this has embedded in my orgasm; not only 1s 1t a struggle to 

position myself as a woman subject in the essentially pre-critical practice of m~s­

turbation, but using pornography to which my father has gotten off begs questions 

about who I am as a girl/woman in his eyes. 
Women have trouble finding media and/or real life experiences which make them 

hot. These issues are inevitable when the pornography available represents 

women as passive and objectified. It is also inevitable that they will giv_e rise to a 

loss of body-mind synchronicity, and effect a painfully dualistic conception of self• 

*** 
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SWAll.DWS, 

My li.ttle ?rot~er .told me a story about a party he attend­
ed w,th h,s g1rlfr1end in his early teens. She got very 
drunk and fella ted my brother's best friend, who returned 
to tell the tale, punctuated by gasps of disgust from the 
all-male audience. He ended by turning to my brother to 
say "She's a slut, homey, you should ditch her." 
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*** 
I have a friend who was impregnated by a prick from Moncton, N.B. He played in some 
extremely shabby grunge rock ensemble long after grunge had seen its day. She wanted 
desperately to have a baby, but her friends (including me) spoke up encouraging her to have 
an abortion. There would be other babies we said. We did this partly because the prick from 
Moncton stopped acknowledging her presence shortly after she informed him of the status of her womb. 

The encouragement of her friends combined with the brutality of the prick from New 
Brunswick sent her to the abortionist. I went to the hospital with her, on the grounds that, 
having undergone two abortions myself, I was qualified to help. I wasn't. 

Th;, drnw;ng desc,;bes my fantasy of how I would tceat the asshole who fucked he, up. 
Instead, as it happens, I picked him up in a bar not three weeks later and took him home for the night. 

There is nothing I regret more in my little life than that act of contemptible disloyalty. 

*** 
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GEIST is home to the Honourary 
Canadian Awards, the Trans­

Canada Phrase Book, the Canadian 
Mall Writing Competition, the Who 

the Hell is Peter Gzowski survey, 
and the very best in story, picture, 

essay, memoir, crossword, toon 
and little-known fact. In print since 
1990. "A publication that is, in this 
country, inimitable." - Toronto Star 

NEW INTERNATIONALIST 
magazine turns the issues inside out 
and explains what's really going on. 
It's the best guide to the major issues 
from the arms trade to AIDS, from 

human rights to hunger. Each month, 
NI tackles one subject, and gives you 

the facts and the arguments. To 
influence what's happening to you, 
you need to know what's going on. 

One of Canada's hottest 
independent literary quarterlies, 

SUB-TERRAIN features the work of 
writers, artists and photographers 
from Canada, the US and foreign 

locations. Each issue is a stimulating 
fusion of fiction, poetry, graphic art, 

commentary and book reviews. 
"Eschews geography in favour of a 
borderless world" - Vancouver Mag. 

Wit 
_.., ___ _ 

,.._, .. __ _,, __ _ _ ,., ___ ,. .,.,._ 

GREEN TEACHER is a forum for 
teachers and parents seeking to 

promote environmental and global 
awareness among young people 

from K to 12. It offers perspectives 
on the role of education in creating 
a sustainable future, practical cross-

curricular activities, reviews of the 
latest teaching resources, and 

successful ideas from green educators. 

New Maritimes 
,,,, , .... _ ' < ,. 

NEW MARITIMES is regional 
politics, environment, labour, 
culture and history, all from a 

refreshing perspective. Regular 
columns on Maritime books, 

political economy and Third World 
issues. This bimonthly is a unique 
adventure in radical regionalism 
that, into its second decade, still 

refuses to bow to the powers that be. 

THIS MAGAZINE is a 30-year-old 
national magazine of politics and 

culture. A 1996 winner of two gold 
and one silver National Magazine 

Awards for investigative journalism 
and political criticism. This 

Magazine prints fearless reporting, 
showcases groundbreaking literature, 
and critiques culture - high and low -
with attitude, personality and style. 
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Looking for 
an adventure 
in magazine reading? 

Order a sample copy of the best 
of Canada's other press by simply 
filling out the request form below . 
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REQUEST 
FORM 
To place your order, please: 

1/ lndkate the magazlne(s) you wish to receive. 

Alternatives Briarpatch Broken Pencil 

Cdn. Dimension Geist Green Teacher 

Herizons 
New City 
OurTimes 
Rungh 

Kinesis 
New Internationalist 
Outlook 

Sub-Terrain 

2/ Fill out your name and address. 

name 

suite no. street 

city prov 

telephone 

Lat Amer. Connexions 
NevvMaritimes 
Peace Magazine 
This Magazine 

code 

3/ Calculate your payment. The first magazine you 
request costs $5.00, each additional magazine is $2.50. 
For example, if you order three magazines, your payment 
would be $5.00 + 2 x $2.50 = $10.00. GST is included. 
Please make your cheque or money order IM)'able 
to Chaos Consulting. 
4/ Mall this form with your payment. 
Send to: Chaos Consulting-SOAP, PO Box 65506, Stn F, 
Vancouver, BC, V5N 51<5. For Inquiries only (no 
orders), e-mail chaos@axionet.com or fax:(604) 875-1403. 
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resource for those interested in 
labour issues. Don't miss out! 

Published six times a year. 
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Israel, France, 
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and the world, Outlook supports 
multiculturalism and promotes self­

determination of all peoples. 

From political zines to hilarious 
comics, from small press books to 
indie music, BROKEN PENCIL maps 
the ephemeral world of independ­
ently produced Canadian culture. 

Featuring hundreds of reviews, 
interviews with creators, and 

excerpts from everywhere, Broken 
Pencil puts the reader in touch with 

the creators and their work. 
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INSIDE' 
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ISSUE 

LATIN AMERICA CONNEXIONS/ 
CONEXION LATINA provides 

commentary on the struggle for 
peace and justice in Latin America, 

and promotes a continent-wide, 
internationalist vision. This bilingual 
publication includes current accurate 

analysis of Latin American events, and 
information about resources, 

campaigns and organizations. 

PEACE MAGAZINE is a multi­
partisan voice for peace, conflict 

resolution and non-violence in our 
homes, in playgrounds and 
between nations. For over a 

decade, our magazine has been a 
forum on how to create a more 

peaceful and just world. 
"Your solace in conflicting times." 

- Broken Pencil 

Principled. Radical. Independent. 
For over 30 years, CANADIAN 

DIMENSION has been a place where 
activists can debate issues, share 

information, recount our victories and 
evaluate our strategies for social 

change. Our pages are open to all 
progressive voices - debate makes 

the movement stronger. And it makes 
for lively reading! 

NEW CITY MAGAZINE believes in 
a distinct and sustainable Canadian 

urban culture and identity. 
Featuring articles, stories and 

histories about the city and its 
people, it is a critical forum on the 

modern city. New City strives to 
build a better understanding of 

urban maladies and the possibilities 
for change. 

RUNGH means colour. Rungh is a 
forum of critical commentary 

exploring contemporary culture 
and politics abroad and at home. 
Rungh negotiates with a culture 

made out of the dilemmas, hopes 
and differences between the 

struggle against racism and other 
social movements for dignity, well 

being and emancipation. 
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FUSE ME 
WITH BACK ISSUES: 

0 19.5 Fall '96 

□ 19.3 Spring '96 

□ 19.2 Winter '96 

□ 19.1 Fall '95 

□ 18.5 Special Issue 

□ 18.4 Summer '95 

□ 18.3 Spring '95 

□ 18.2 Winter '95 

□ 18.1 Fall '94 

□ 17.5 Special Issue 

□ 17 .4 Summer '94 
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□ 17 .1 Fall '93 

□ 16.5 Special Issue 

□ 16.4 Summer '93 

□ 16.3 Spring '93 

□ 16.2 Winter '93 
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Add $6.00 per copy, includes GST and 
shipping/handling. Include this tear out in 
the attached self-mailing envelope. 
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~riiim 1"· ~·. .. -.(~-:_. ,,,. ____ ,, __ , 
,_ / ......... :,, ... , .. 
-•:~·--:i 

ALTERNATIVES is Canada's 
foremost environmental journal 
since 1971. Thought-provoking 

articles go beyond band-aid solutions 
to consider concrete alternatives for 
a wide range of environmental issues. 

Look to Alternatives for reports of 
environmental happenings, 

provocative opinion pieces, and 
reviews of the latest eco-books. 

As Canada's largest national 
feminist magazine, HERIZONS 

explores women's health issues, 
the law, work and culture, and 

entices readers with provocative 
reviews and columnists. Unabash­
edly feminist, Herizons is written in 
a way that is relevant to the daily 
lives of women. Canada's much-

needed answer to Ms . 
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<,:""'·""' ..... , ... ,. ..... , u ...... ... c.•~··· 

OUR TIMES is Canada's 
pro-labour magazine. Each issue 

features voices of union and 
community activists across the 

country who are concerned with 
the welfare of workers. Our Times 

is an excellent educational 
resource for those interested in 
labour issues. Don't miss out! 

Published six times a year. 

BRIARPATCH is Saskatchewan's 
award-winning political magazine 
which provides an alternative view 

on issues and events in Canada 
and the world. Essential reading for 
those interested in politics, unions, 
the environment, women's rights 

and international affairs. We 
publish articles the mainstream 

media won't touch. Ten times a year. 
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An indispensable news source and 
Canada's foremost feminist 

newspaper, KINESIS takes you 
where the dailies don't bother 
going. Through investigative 

reports, timely interviews, cultural 
affairs and national/international 
news, Kinesis provides a fresh look 
at what women are thinking - and 

doing - about their lives. 

OUTLOOK provides a Jewish secular­
humanist perspective on political and 

cultural issues. It features original 
articles, stories, and reviews by writers 
from Canada, the USA, Israel, France, 

Gennany and Eastern Europe. 
Promoting peace in the Middle East 

and the world, Outlook supports 
multiculturalism and promotes setf­

detennination of all peoples. 

From political zines to hilarious 
comics, from small press books to 
indie music, BROKEN PENCIL maps 
the ephemeral world of independ­
ently produced Canadian culture. 

Featuring hundreds of reviews, 
interviews with creators, and 

excerpts from everywhere, Broken 
Pencil puts the reader in touch with 

the creators and their work. 
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LATIN AMERICA CONNEXIONS/ 

CONEXION LATINA provides 
commentary on the struggle for 

peace and justice in Latin America, 
and promotes a continent-wide, 

internationalist vision. This bilingual 
publication includes current accurate 
analysis of Latin American events, and 

infonnation about resources, 
campaigns and organizations. 
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PEACE MAGAZINE is a multi­
partisan voice for peace, conflict 

resolution and non-violence in our 
homes, in playgrounds and 
between nations. For over a 

decade, our magazine has been a 
forum on how to create a more 

peaceful and just world. 
"Your solace in conflicting times." 

- Broken Pencil 
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Principled. Radical. Independent. 
For over 30 years, CANADIAN 

DIMENSION has been a place where 
activists can debate issues, share 

infonnation, recount our victories and 
evaluate our strategies for social 

change. Our pages are open to all 
progressive voices - debate makes 

the movement stronger. And it makes 
for lively reading! 

NEW CITY MAGAZINE believes in 
a distinct and sustainable Canadian 

urban culture and identity. 
Featuring articles, stories and 
histories about the city and its 

people, it is a critical forum on the 
modern city. New City strives to 
build a better understanding of 

urban maladies and the possibilities 
for change. 

RUNGH means colour. Rungh is a 
forum of critical commentary 

exploring contemporary culture 
and politics abroad and at home. 
Rungh negotiates with a culture 

made out of the dilemmas, hopes 
and differences between the 

struggle against racism and other 
social movements for dignity, well 

being and emancipation. 



Classics of World 
Cinema Be~I ? ~968-FILM 

Inf O www.bell.ca/filmfest 
A division of the Toronto International Film Festi.vnl Group 

Looking for something complete!Y different? 

Coming soon, films from: 

Jack Smith Michael Snow 
Yann Beauvais Pat O'Neill Joyce Wieland 

Photo from Jack Smith's Flaming Creatures 

All Cinematheque Ontario screenings are held at the Art Gallery of Ontario's Jackman 
Hall, 317 Dundas St. West, unless otherwise noted. Ticket prices (including GST) are 
$8.00 for non-members, $4.80 for Cinematheque Ontario members, $4.25 for student 
members and seniors. Screenings are restricted to individuals 18 years of age and older. 
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