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Thoroughly Bored
…Oh great. Just what I need, another fat
’zine filled with pretentious ranting and
mindless psycho-babble deeply rooted in
the dark miasma of art theory, all the while
pretending to deny the traditional catego-
rizations and still using them oppositionally
to define what elitists “they” are not.…

By now the Art Strike has thoroughly
bored me. I just can’t help thinking that
though its original principles needed voic-
ing, the resultant practice and bickering
about it is not just unseemly, but utterly
pointless as well. Removing one’s voice
from the only existent sounding board is
not a good way to be heard. But hey, you’re
right about the no “correct” or “incorrect”
way to practice “cultural work.” Those
democratic tendencies of what is is what
goes attracted me, and many others, to
mail art in the first place. And as such,
some of the subtleties in Teresa’s letter
and your reply bother me slightly. What’s
the problem with reviewing or scanning
everything that crosses the threshold? To
be completely cliché, one man’s dreck is
another one’s brilliant work of art. My point
isn’t that you should treat every work as
equal; no, Teresa was right. The editor of a
’zine needs to make his or her opinions

known and let the reader (and creator)
know why the work (or publication or
record) failed or succeeded. But while giv-
ing us your opinion, you shouldn’t restrict
your readers’ access to other available
things. All right granted, it’s a thorny point
and difficult to deal with, but sometimes
this “let’s cut out the bad stuff” routine’s a
little scary. Bad reviews are okay, it’s what
can make for an actual communication, as
witness your own exchange with Bryan
Baker of Gajoob.… Mark Rose

Seattle, Wash.

Sometimes, one man’s dreck is
everyone’s dreck. Why waste time and
effort on it? It’s a completely practical
matter; one, I believe, of common sense.
You give me too much power by believing
I can restrict access to things I don’t report
on. You shouldn’t trust me that much. I
need the freedom to not report something;
and you might want to take on the respon-
sibility of seeking out works I don’t cover
on your own. —Ed.

Inquire Within
In a note to me some time back, you

said (responding to a statement of mine)
“you can say anything is political because
everything is political.”

You can put on a pair of sunglasses
and everything is greenish, close your eyes
and everything is invisible. What changed,
everything or your perception of every-
thing?…

LETTERS TO THE

E D I T O R

D I A L O G
Letters to the Editor Retrofuturism Quarterly
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I knew a man who had trouble with
himself, his emotions, his place in life. It
bothered him to think, so he drugged him-
self every day—with chemicals, objects,
sensory input, possessions and activities.
But when he came down from all that, the
things inside were still there. Maybe if he is
aware in the last moments before his death
he will try to deal with those things then,
but I think he’ll die avoiding them.

If you took everything you’ve
learned from Art Strike about ways of
thinking about art, and applied it to
something else, and something else
after that, and so on, until you’ve bro-
ken down politics, love, god, etc., the
same as you have with “art,” see all
those things truly as “things made out
of words” and words nothing but sym-
bols that stand for more words, really
know that to be true, that would be a
good first step.

I can come up with plenty of answers,
and for every one you can come up with a
“yes, but…”

 I’m nobody’s damn guru—not even
my own.

“HELP WANTED—INQUIRE WITHIN”
Ken DeVries

Cambridge, Mass.

I think the point that I was making was
that most arenas of study tend to overarch
themselves. For example, a chemist might
maintain that chemistry is really important
because everything is made of chemicals.
Likewise, a linguist might suggest that
since language structures thought, the
study of language illuminates all knowl-
edge. I just happen to be interested in the
political nature of cultural work, and so
that is reflected in the works I publish and
make. We try on different glasses all the
time to find out what others are thinking—
in as much as that is possible.

Your point is not lost on me: I spent a
long time using creative activity as a strat-
egy to refute and avoid certain things in-
side me that I was afraid of. At the same
time, it was the activity itself that shook
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these things loose and encouraged me to
confront them. During this difficult time,
the sense of satisfaction and well-being
that I honestly derived from the activity
was of great value to me. So, it’s possible
we’re both headed for the same thing; it
might be that we’re each taking a different
route. —Ed.

Retrofuturism is un-American
…I really want to compliment you [on Rf
#13]…. I had never seen a US-magazine
like it. Most of them look alike. Items that
appealed most to me, were the article
about the Art Strike and Plagiarism. This
last especially because me and a friend are

preparing some articles about this subject
for an international magazine from Holland
called Vital for later this year and next year.
What struck me most about Retrofuturism
is your social engagement and your atti-
tude towards culture and art in general,
which is almost un-American. A lot of
other US-magazines and sound artists I
know in the alternative/avant-garde/under-
ground circuit still approach it as enter-
tainment. In my view the subjects you deal
with in your magazine are very relevant in
philosophic terms, to survive psychologi-
cally and emotionally as a human being.…

Anton Viergever
’s-Hertogenbosch, Neth.

Letters to the Editor Retrofuturism Quarterly
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On the Hidden Agenda
The frame of reference from which

contemporary artists speak contains a
number of clandestine premises. Most
analytic tracts on post-modern art para-
digm shifts, their precedent tactics, their
resultant artifacts, fail totally to enumerate
and appraise those crucial, yet unstated
determinant factors. The difficulty in un-
covering causal elements that are camou-
flaged, ignored or stupidly forgotten, is
that their imperceptible status is mistaken
for a presumed non-existent status. (Well,
look here, we’ve already flushed one out of
hiding.) The tendency to presume that a
thing which is not perceived does not also
exist may be very Zen, but it is also very
dangerous. One should never ignore what
one can infer. The question is how much
info do we need for accurate prediction and
how little info do we need to go paranoiac?
The current terminology used by post-new
age cosmopolitans is “denial.” But beyond
the easy and obvious predispositions of
role and nature, there can be unearthed a
couple of stinking corpses. Think of this as
a desecration.

Primitivist trends from the proto-Cub-
ist Les Desmoiselles to neo-S&M, self-
mutilatory performance, ritualistic autism
and all the stick, feather and bone fetishes
in between, is a lying hypocrisy formalized
as “art” by a gang of cutthroat social engi-
neers with a very high-stake financial inter-
est in the maintenance of feudal caste
stratification. Since technology-based so-
cieties require a highly educated labor pool,
and since a highly educated labor pool is
harder to flim-flam with irrationalist super-
stition and null-value self-deprecating fa-
talism, their target is applied science. For
this exercise to escape being perceived as
tabloid buffoonery, those aspects of pre-

technological “primitive” culture which suit
the tactic are caricatured out from their
historic framework and given the imposible
attributes of free-standing dignity, whereas
any ‘dignity’ we can truly ascribe to primi-
tive cultures is precisely their wish to es-
cape their primitiveness and those effec-
tive steps that they take to do so. The
anthropologist’s depiction of “happy” or
“noble” savages is a plantation breeder’s
living myth. The romanticist nostalgia for
simplicity is simple-mindedness and cuts
more cheese than mustard in this very big
and very complex and very old existence
dimension that you see outside your win-
dows. Whatever deity or chaotic attractor
or big banger is responsible for this bal-
loon full of calories we call a universe, the
thing came out organized, patterned, pre-
dictable and graspable, by degrees, to be
sure, but graspable nonetheless. The grasp,
however, requires more than ten fingers
and toes, it requires extensions via instru-
mentation into previously invisible do-
mains. Any obstacle to figuring this sucker
out is fascism. Primitivism in art is a fascist
psywar stratagem.

Another fascist psywar stratagem is
the investiture of a brahminic priesthood
capable of exerting political power by de-
ceptively extra-political means. To the ex-
tent that artists play into the manufacture
and distribution of “miracle relics” whether
they be objects or catechisms, they are
lackeys and bootlicks of this
brahminocracy. Irrationalist “new age” the-
ology is the opiate of the people. The only
reason science is not called “magic” is
because its principles and methodologies
are understood by a citizenry larger than
any elite and its results are far more mea-
surable, applicable and miraculous than
any feint of necromancy. The physics for

Retrofuturism Quarterly Dialog:
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ART�STRIKE�1993
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understanding psychic phenomena is ex-
tant and will emerge within the next de-
cade. If Christian fundamentalism is seen
to be an anathema to human intelligence,
then so are all varieties of fundamentalism
because their characteristic signature is
the moronic embrace of some reifying
dickhead’s psychosis as dogma. Most con-
temporary art is as clairvoyant as a brick
and evangelism to boot.

Now then, does a single individual (for
our illustrative purposes let’s say an artist)
have the right to communicate an idea to
more than one other individual without
receiving back more than one communica-
tion? This is a fun little argument, try to
follow—artists say they communicate, yet
is not communication a two-way process?
Two axioms follow: 1) The rationale of art
serving to open internal dialog within the
spectator is a rip-off deluxe ’cause internal
ain’t dialog, ’cause if the “dialog” turns
nasty the artist is usually long gone, ’cause
one-way sausage stuffing is mind control,
’cause spectatorism is passive, masochis-
tic, hypnotic, addictive, infantile and non-
problem solving. 2) In communicating
anything to anyone, the underlying logos
is that of DIAGRAM. That’s what language
is, a diagram. If diagram is not understood
as the pre-eminent frame of reference,
then communication itself is hidden and a
lie is generated. Art which does not begin
thus: THIS IS A FORM OF COMMUNICATION
KNOWN AS _____________ WITH ATTRI-
BUTES _______________, AND POTENTIALS
_____________, then the rest of the exer-
cise is one of dementia. Whenever this
self-referential preface is omitted, the hid-
den frames of reference, the assumptions
and predispositions, the set-ups, the machi-
nations and intrigues, and so on, are all
fashioned into a container of pure opacity.

This is how the continuum of our history is
betrayed by amnesia.

The art game is rigged, this the art
strikers know, yet the depth and breadth of
the rig is not being probed with modern,
well-calibrated instruments. That is to say,
frames of reference that are not crippled by
ideology, and in particular the ideology of
a couple of Parisian blowhards. It makes
me piss my pants with mirth to witness the
anathematizers of commodity value “pro-
tect their investment” in Existentialism &
Cie. with diversifications in Engels, Huxley,
Blavatsky & Crowley, Ltd. The post-
perestroika shakeout is taking on the ap-
pearance of a collapse (nervous or other-
wise) in the wake of Desert Storm. How
obvious does it have to get, Mr. Jones, that
the ’60s counter culture was fused caus-
ally and deterministically to its Vietnam
background? Those idealistic elements
which predated Vietnam, i.e., civil rights,
economic justice, constitutional law, etc.,
will survive, while the libertine excesses of
hedonistic debauchery, drug-addled mys-
ticism, left-political savonrolaism [sic],
pathological hostility towards things Ameri-
can and angst in general are gonna get the
jet or will drag art deeper than the squids.

In closing let me propose that we
arters, not martyrs, attempt to figure out
why science is so powerful and gesture it
to the side of the angels. Walter Alter

San Francisco, Calif.

1. art about society is simply more
oppression

2. art against the war is only
participation

3. art about myself is just
masturbation

Letters to the Editor Retrofuturism Quarterly
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THE WAR AND THE

SPECTACLE
BUREAU

O F
P U B L I C
SECRETS

ation has been intensified as those prod-
ucts have increasingly become “produc-
tions” that we passively contemplate. The
power of the mass media is only the most
obvious manifestation of this development;
in the large sense the spectacle is every-
thing from arts to politicians that have
become autonomous representations of
life. “The spectacle is not a collection of
images, but a social relation among people,
mediated by images” (Debord, The Society
of the Spectacle).

Along with arms profits, oil control,
international power struggles and other
factors which have been so widely dis-
cussed as to need no comment here, the
war involved contradictions between two
basic forms of spectacle society. In the
DIFFUSE SPECTACLE people are lost amid the

The orchestration of the Gulf War was a glaring expression
of what the Situationists call the spectacle—the development
of modern society to the point where images dominate life. The
P.R. campaign was as important as the military one. How this
or that tactic would play in the media became a major strategi-
cal consideration. It didn’t matter much whether the bombing
was actually “surgical” as long as the coverage was; if the
victims didn’t appear it was as if they didn’t exist. The “Nintendo
effect” worked so well the euphoric generals had to caution
against too much public euphoria for fear

that it might backfire. Interviews with sol-

diers in the desert revealed that they, like

everyone else, depended almost totally on

the media to tell them what was suppos-

edly happening. The domination of image

over reality was sensed by everyone. A

large portion of the coverage consisted of

coverage of the coverage.

Nineteenth-century capitalism alien-

ated people from themselves and from

each other by alienating them from the

products of their own activity. This alien-

Bureau of Public Secrets Retrofuturism Quarterly
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variety of competing spectacles, commodi-
ties, styles and ideologies that are pre-
sented for their consumption. The diffuse
spectacle arises within societies of pseudo-
abundance (America is the prototype and
still the unchallenged world leader of spec-
tacle production, despite its decline in other
regards); but it is also broadcast to less
developed regions—being one of the main
means by which the latter are dominated.
Saddam’s regime is an example of the rival
CONCENTRATED SPECTACLE, in which people
are conditioned to identify with the omni-
present image of the totalitarian leader as
compensation for being deprived of virtu-
ally everything else. This image concentra-
tion is normally associated with a corre-
sponding concentration of economic
power, state capitalism, in which the state
itself has become the sole, all-owning capi-
talist enterprise (classic examples are
Stalin’s Russia and Mao’s China); but it
may also be imported into Third World
mixed economies (such as Saddam’s Iraq)
or even, in times of crisis, into highly
developed economies (such as Hitler’s
Germany). But for the most part the con-

centrated spectacle is a crude stopgap for
regions as yet incapable of sustaining the
variety of illusions of the diffuse spectacle,
and in the long run it tends to succumb to
the latter, more flexible form (as recently in
eastern Europe and the USSR). At the
same time, the diffuse form is tending to
incorporate certain features of the concen-
trated one.

The Gulf War reflected this conver-
gence. The closed world of Saddam’s con-
centrated spectacle dissipated under the
global floodlights of the diffuse spectacle;
while the latter used the war as a pretext
and a testing ground for implementing
typically “concentrated” methods of con-
trol—censorship, orchestration of patrio-
tism, suppression of dissent. But the mass
media are so monopolized, so pervasive
and (despite token grumbling) so subser-
vient to establishment policies that overtly
repressive methods are hardly needed.
The spectators, under the impression that
they were expressing their own consid-
ered views, parroted the catch phrases and
debated the pseudo-issues that the media
had instilled in them day after day, and as

Retrofuturism Quarterly The War and the Spectacle
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in any other spectator sport loyally “sup-
ported” the home team in the desert by
rooting for it.

The media control was reinforced by
the spectators’ own internalized condi-
tioning. Socially and psychologically re-
pressed, people are drawn to spectacles of
violent conflict that allow their accumu-
lated frustrations to explode in socially
condoned orgasms of collective pride and
hate. Deprived of significant accomplish-
ments in their own work and leisure, they
participate vicariously in military enter-
prises that have real and undeniable ef-
fects. Lacking genuine community, they
thrill to the sense of sharing in a common
purpose, if only that of fighting some com-
mon enemy, and react angrily against any-
one who contradicts the image of patriotic
unanimity. The individual’s life may be a
farce, the society may be falling apart, but
all complexities and uncertainties are tem-
porarily forgotten in the self-assurance
that comes from identifying with the state.

War is the truest expression of the
state, and its most powerful reinforce-
ment. Just as capitalism must create arti-
ficial needs for its increasingly superflu-
ous commodities, the state must continu-
ally create artificial conflicts of interest
requiring its violent intervention. The fact
that the state incidentally provides a few
“social services” merely camouflages its
fundamental nature as a protection racket.
When two states go to war the net result is
as if each state had made war on its own
people—who are then taxed to pay for it.
The Gulf War was a particularly gross
example: Several states eagerly sold bil-
lions of dollars’ worth of arms to another
state, then massacred hundreds of thou-
sands of conscripts and civilians in the
name of neutralizing its dangerously large

arsenal. The multinational corporations that
own those states now stand to make still
more billions of dollars restocking arma-
ments and rebuilding the countries they
have ravaged.

Whatever happens in the Middle East
in the complex aftermath of the war, one
thing is certain: The first aim of all the
states and would-be states, overriding all
their conflicting interests, will be to crush
or co-opt any truly radical popular move-
ment. On this issue Bush and Saddam,
Mubarak and Rafsanjani, Shamir and Arafat
are all partners. The American govern-
ment, which piously insisted that its war
was “not against the Iraqi people but only
against their brutal dictator,” has now given
Saddam another “green light”: to slaugh-
ter  and torture the Iraqis who have coura-
geously risen against him. American offi-
cials openly admit that they prefer contin-
ued police-military rule in Iraq (with or
without Saddam) to any form of demo-
cratic self-rule that might “destabilize” the
region—i.e., that might give neighboring
peoples the inspiration for similar revolts
against their own rulers.

In America, the “success” of the war
has diverted attention from acute social
problems that the system is incapable of
solving, reinforcing the power of the mili-
tarist establishment and the complacency
of the patriotic spectators. While the latter
are busy watching war re-runs and exult-
ing at victory parades, the most interesting
question is what will happen with the people
who saw through the show.

* * *
The most significant thing about the

movement against the Gulf War was its
unexpected spontaneity and diversity. In
the space of a few days hundreds of thou-
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sands of people all over the country, the
majority of whom had never even been at
a demonstration before, initiated or took
part in vigils, blockades, teach-ins and a
wide variety of other actions. By February
the coalitions that had called the huge
January marches—some factions of which
would normally have tended to work for
“mass unity” under their own bureaucratic
guidance—recognized that the movement
was far beyond any possibility of central-
ization or control, and agreed to leave the
main impetus to local grassroots initiative.
Most of the participants had already been
treating the big marches simply as gather-
ing points while remaining more or less
indifferent to the coalitions officially in
charge (often not even bothering to stay
around to listen to the usual ranting
speeches). The real interaction was not
between stage and audience, but among
the individuals carrying their own home-
made signs, handing out their own leaflets,
playing their music, doing their street the-
ater, discussing their ideas with friends

and strangers, discovering a sense of com-
munity in the face of the insanity.

It will be a sad waste of spirit if these
persons become ciphers, if they allow them-
selves to be channeled into quantitative,
lowest-common-denominator political
projects—tediously drumming up votes
to elect “radical” politicians who will in-
variably sell them out, collecting signa-
tures in support of “progressive” laws that
will usually have little effect even if passed,
recruiting “bodies” for demonstrations
whose numbers will in any case be
underreported or ignored by the media. If
they want to contest the hierarchical sys-
tem they must reject hierarchy in their own
methods and relations. If they want to
break through the spectacle-induced stu-
por, they must use their own imaginations.
If they want to incite others, they them-
selves must experiment.

Those who saw through the war be-
came aware, if they weren’t already, of how
much the media falsify reality. Personal
participation made this awareness more
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vivid. To take part in a peace march of a
hundred thousand people and then see it
given equal time coverage with a pro-war
demonstration of a few dozen is an illumi-
nating experience—it brings home the bi-
zarre unreality of the spectacle, as well as
calling into question the relevance of tac-
tics based on communicating radical view-
points by way of the mass media. Even
while the war was still going on the pro-
testers saw that they had to confront these
questions, and in countless discussions
and symposiums on “the war and the
media” they examined not only the blatant
lies and overt blackouts, but the more
subtle methods of media distortion—use
of emotionally loaded images; isolation of
events from their historical context; limita-
tion of debate to “responsible” options;
framing of dissident viewpoints in ways
that trivialize them; personification of com-
plex realities (Saddam=Iraq); objectifica-
tion of persons (“collateral damage”); etc.
These examinations are continuing and
are giving rise to a veritable industry of
articles, lectures and books analyzing ev-
ery aspect of media falsification.

The most naïve see the falsifications
as mere mistakes or biases that might be
corrected if enough members of the audi-
ence call in and complain, or otherwise
pressure the mass media into presenting a
somewhat wider range of viewpoints. At
its most radical this perspective is ex-
pressed in the limited but suggestive tactic
of picketing particular media.

Others,  aware that the mass media
are owned by the same interests that own
the state and the economy and will thus
inevitably represent those interests, con-
centrate on disseminating suppressed in-
formation through various alternative me-
dia. But the glut of sensational information

constantly broadcast in the spectacle is so
deadening that the revelation of one more
lie or scandal or atrocity seldom leads to
anything but increased depression
and cynicism.

Others try to break through this apa-
thy by adopting the manipulative methods
of propaganda and advertising. An anti-
war film, for example, is generally as-
sumed to have a “powerful” effect if it
presents a barrage of the horrors of war.
The actual subliminal effect of such a bar-
rage is, if anything, pro-war—getting
caught up in an irresistible onslaught of
chaos and violence (as long as it remains
comfortably vicarious) is precisely what is
exciting about war to jaded spectators.
Overwhelming people with a rapid succes-
sion of emotion-rousing images only con-
firms them in their habitual sense of help-
lessness in the face of a world beyond their
control. Spectators with thirty-second at-
tention spans may be shocked into a mo-
mentary anti-war revulsion by pictures of
napalmed babies, but they may just as
easily be whipped into a fascistic fury the
next day by different images—of flag
burners, say.

Regardless of their ostensibly radical
messages, alternative media have gener-
ally reproduced the dominant spectacle-
spectator relation. The point is to under-
mine it—to challenge the conditioning that
makes people susceptible to media ma-
nipulation in the first place. Which ulti-
mately means challenging the social orga-
nization that produces that conditioning,
that turns people into spectators of prefab-
ricated adventures because they are pre-
vented from creating their own. [N©

Bureau of Public Secrets, P.O. Box
1044, Berkeley CA 94701

April 3, 1991

Bureau of Public Secrets Retrofuturism Quarterly



1702 Number 15

NETLINKS
I N T E R N A T I O N A L
NETWORKING YEAR
A R E P O RT O N T H E
P R O P O S E D
D E C E N T R A L I Z E D
W O R L D - W I D E
N E T W O R K E R
C O N G R E S S

It’s time to meet again. Only now it

won’t be just mail artists who will be com-

ing together. This time all artists and inter-

ested individuals active in the alternative

community are being encouraged to dis-

cuss the mutual concerns we share as

marginal artists working in opposition to

the dominant commodity culture.

When Swiss artists H.R. Fricker and

Günther Rüch proposed that a Mail Art

Congress be held in their country in 1986

to address the concerns of international

communication artists, they asked for sug-

gestions on how to proceed. The over-

Decentralized World-Wide

Networker Congress 1991

by John Held, Jr.
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1992
Gaglione and Anna Banana perform Futur-
ist Sound, a “mail art tour of Europe” in
1978. Twenty-nine performances were ar-
ranged by correspondents of Gaglione and
Banana at artist-run spaces in England,
Belgium, Holland, East and West Germany,
Poland, Hungary, Switzerland, Italy, Swe-
den and France.

In 1984, Anna Banana was again wit-
ness to a large gathering of Mail Artists.
Cavellini came from Italy, and Jürgen O.
Olbrich from Germany to join more than 50
American mail artists to celebrate Interdada
’84 and the publication of Michael Crane’s
Correspondence Art, published by Con-
temporary Press of La Mamelle in San
Francisco. Meanwhile, similar gatherings
of Mail Artists were occurring in Europe,
especially at Cavellini Festivals, such as
the one that occurred in Belgium in 1984.

The Mail Art Congresses of 1986 were
significant not only in that mail artists were
able to meet their correspondents, which
had been occurring in increased circum-
stances, but that they encouraged the art-
ists to discuss their common concerns
and history. With its evolution since Ray
Johnson and the Fluxus movement, mail
art had developed a unique structure link-
ing artists around the globe. It was time to
explore the reasons of that success and to
envision toward what ends it could
be pursued.

One concrete result of the Congresses
is that collaborative projects began to oc-
cur when artists met, rather than simple
tours, which placed the participants in a
host/guest relationship. These collabora-
tions have taken many forms, such as the
Nomad Project of Jürgen O. Olbrich, in
which he coordinated the activities of mail
and performance artists from Canada,
Switzerland, England, Holland and Ger-

whelming consensus was that the decen-
tralized nature of the medium would be
compromised if the event were to be held
only in Switzerland. Rather, they argued,
let the Congresses be held wherever two or
more mail artists meet to discuss issues
and concerns. The results could then be
reported to the two organizers and sent to
all participants. In 1987 Rüch published
the book Mail Art Congress 1986, which
detailed 80 meetings in 25 countries at-
tended by more than 800 mail artists.

Although the Decentralized World-
Wide Mail Art Congress was the largest
extended meeting of mail artists since the
medium began to evolve in the mid-50s, it
was by no means the first time correspon-
dents had come together. Ray Johnson,
the pioneer of mail art, who was nothing if
not a gracious host, introduced people not
only by way of mail, but through meetings
of the New York Correspondance School
of Art. These gatherings, which were some-
times referred to as “nothings” to distin-
guish them from the more publicized “hap-
penings” of the day, were replete with
seating lists and themes, ranging from a
stilt-walking event in Central Park to a
membership meeting of the Pablo Picasso
Fan Club.

As mail art spread to Western and
Eastern Europe, mail artists began to use
the network to tour performance works
among their far-flung correspondents. One
well-documented excursion (“Excerpts:
Tour Journal,” About Vile, 1983) saw Bill

International Networking Year Retrofuturism Quarterly
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many. This culminated in a project for
Documenta in 1987. Net Run, which saw
Japanese artist Shozo Shimamoto and
Native American activist Dennis Banks
launch a “sacred run for peace” across the
European continent from London to
Leningrad in 1990, involving a number of
mail artists in Eastern and Western Eu-
rope, was another example of combined
energies harnessed for a mutual goal.

As mail art matured, specific medi-
ums, which had formerly been integrally
linked to the art form, began to stand alone
by themselves. Participants in the various
forms, such as rubber stamp art, xerox art,
’zine publishing, computer networks, per-
formance, and the cassette culture are
often unaware of the common historical
evolution they share.

In March, 1991, I was asked by Daniel
Plunkett, the editor of ND magazine, to give
the keynote address at the exhibition “Un-
dercurrents,” which explored the phenom-
ena of the independent music/cassette
culture/home-taping network. While there
were active participants there, like Das,
Robin James, and G.X. Jupitter-Larsen of
the Haters, and while I am only tangentially
associated with the field, I believe the rea-
son I was asked to inaugurate the proceed-
ings was because mail art served as a
model for this audio network. Indeed, many
mail artists, like Rod Summers and Vittore
Baroni, are pioneers in the field. Tape ex-
changes are governed by guidelines first
developed in mail art. The same dynamics
in communicating art and information were
applied to music and sound exchanges.

These communication strategies also
apply to computer networks, fax exhibi-
tions, artistamp distribution, ’zine publish-
ing, and other activities engaged in by the
alternative networking system.

There are no rules in mail art, only
considerations which insure that informa-
tion flow unimpeded through international
communication systems. Money, ego, cul-
tural prejudices, and other negative deter-
rents can stop the communication pro-
cess. Mail art developed open systems to
facilitate cultural exchange among artists
without competition.

The mail art show is one of the
medium’s greatest triumphs. Instead of
charging entry fees and passing judgment
on the contributions received, as encoun-
tered in standard art practice, mail art
show organizers exhibit all entries without
charge, and send some form of documen-
tation to all that enter. By this process, the
organizer is able to mount an exhibition by
an international array of artists for a nomi-
nal cost. Viewers are allowed to form their
own conclusions without the interference
of a censoring body, and participating art-
ists can show their work to an international
audience while receiving documentation
of their participation.

A number of strategies have been
used in mail art to encourage publications.
One of the oldest and most revered is the
Commonpress project initiated by Polish
artist Pawel Petasz. Instead of one central
editor, the project was coordinated by
Petasz (and later by Canadian G.X. Jupitter-
Larsen) by assigning different issue num-
bers to a revolving editorship. The only
requirements were that all work submitted
be published, and all contributors receive
an issue of the magazine.

Assembling projects are also a
common practice in mail art publish-
ing. The organizer will announce a
theme and solicit a specific number of
pages to be sent to him. He will then
collate the entries and distribute the
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DECENTRALIZED WORLD-WIDE
NETWORKER CONGRESS 1992

Where two or more artists/networkers meet in the course of 1992, there a
congress will take place.

The Networker: a New Role Perception
New artistic behaviors and strategies have developed world-wide within the

last 20 years. Based upon a dialectical and mutual understanding of the respective
cultures, open relation systems have developed for interchange and cooperation on
a communal, regional and international level. The basis of all this is the personal
contact. As foreseen by Dadaists, Futurists, Situationists, Fluxus and others, a new
kind of artist has developed—the networker.

In total independence and autonomy from art and cultural institutions, the
networker is manifested through the international networks of mail art, copy art,
computer bulletin boards, fax art, cassette labels, bands, underground press, etc.

The decentralized world-wide networker congress serves as a meeting point
for all kinds of networkers. The meaning of the common role as networkers should
be the focus of the discussion. The congress will also give the opportunity to spread
these ideas through public discussion and possible media coverage.

Organization
You are invited to organize your own congress session according to your needs

and possibilities (the decentralized world-wide mail art congress 1986 consisted of
approximately 80 meetings with 500 participants from more than 25 countries).

If you plan to organize a congress session in 1992, please inform us
immediately giving all the relevant data. We will establish a permanent survey of
congress activities and we will keep informed all potential organizers, so as to
avoid date conflicts. We know from experience that networkers love to join more
than one session.

Congress Preparation: Networkers’ Statements
As a basis for congress discussions, we would like to publish a working paper.

We will be grateful to all those who will send a personal statement concerning their
perception of their role as networkers.

Deadline: August 31, 1991
By the end of 1991, all participants will receive the working paper and a

calendar of the various congress sessions.

Networker Statements to: Congress Coordination Info to:
Stephen Perkins Hans Ruedi Fricker Peter W. Kaufmann
221 West Benton St Büro für Künstlerische Umtreibe Bergwisenstrasse 11
Iowa City IA 52246 CH 9043 Trogen CH 8123 Ebmatingen
USA Switzerland Switzerland

International Networking Year Retrofuturism Quarterly
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result to contributors. Simpler yet is
the pract ice  of  request ing work
through networking sources which is
then reproduced and sent to the artist
as a courtesy.

The most widespread practice in mail
art is the direct personal exchange from
artist to artist, but it is in the shows and
publications where these contributors meet
to celebrate their strength in numbers.
These shows and publications are the in-
tersecting points of overlapping circles
which compose the larger network. It is
here that the larger framework of their
exchange can be measured. And it is at the
intersection that the fragments of the net-
work become whole and reveal the true
extent of the network’s scope.

In any show or publication, it is not the
individual works which dominate the

viewer’s perception so much as the collec-
tive nature of the work. These collages of
information inform the viewer of a mosaic
that crosses cultural and geographical
boundaries.

Similarly, this intercultural network-
ing activity has outgrown the strict defini-
tion of art. Rather it seeks to bridge the gap
between art and life into a synthesis com-
bining elements of both.

This is why networkers have been
engaged in an extended discussion on
the topic of Art Strike 1990-1993. Art
Strike asks the artist to examine the
reasons he makes art: for whom, and
toward what  end.

The alternative arts function free of
the marketplace, enabling them a greater
range to discover new vocabularies of
meaning. Art Strike 1990-1993 is one such
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effort to extend this search. It asks the
artist to stop making art and embrace life.
To feed the starving rather than decorate
for the rich.

Toward a Decentralized World-

Wide Networker Congress
Into this void comes the need for a

Decentralized World-Wide Networker Con-
gress. In March, 1990, H.R. Fricker, one of
the principle organizers of the Mail Art
Congresses of 1986, wrote an essay, “Mail
Art: A Process of Detachment.” In it he
proposes that, “…we use that time and
energy which Art Strike has released to
prepare for a First World-Wide Decentral-
ized Networker Congress 1992. Within this
structure we can begin collaborating with
the new generation of artists working out-
side the mail art network.”

“As foreseen by the Dadaists, Futur-
ists, Situationists, Fluxus and others,”
Fricker wrote elsewhere, “a new kind of
artist has developed—the Networker. In
total autonomy and independent from the
art and culture institutions, the networker
is manifested through the international
networks of mail art, tourism, copy-art,
computer bulletin boards, fax-art, cassette
labels, bands, the underground press, etc.”

The art world will shrug its collective
shoulders and say that this is not art at
all—that anyone can do these things and
that there is nothing to hang on a wall. And
that is exactly the point. The dream of the
avant-garde has been realized. There is no
distinction between artist and non-artist.
Art is becoming a process of living that
transmutes the engaged creator in an al-
chemical transformation. The process—
international networking—shapes a frag-
mented global society and challenges us to

strive toward the creation of a harmonious
global interaction.

To arrive at this point, alternative art-
ists have to learn from each other. We need
to become more aware of each other’s
activities, explore our common heritages,
and support each other’s efforts. From this
confederation a greater strength may
emerge. The networks will ripple ever out-
ward to include widening circles of in-
volvement. There is every reason to be-
lieve that we can be part of a spark that
inspires the world to greater communica-
tion and understanding.

Each networker is encouraged to do
his part in bringing this dream to fruition.
Some will host Congress sessions, some
will deliver talks, and some will simply
attend. Like the Mail Art Congresses of
1986, the results of each Congress ses-
sion will be reported to a central source so
that the entire process can be documented.

Fluxus artist Robert Filiou called this
process of international artistic interaction
the Eternal Network. In this Network there
was someone “always starting, always
stopping; always sleeping, always awake.”
The Decentralized World-Wide Networker
Congress 1992 is an attempt to bring to-
gether the diverse elements of the interna-
tional alternative arts community and to
plot a course toward a future we can share
and take pride in. [end

As you all know it’s 1991, the Second
Year of the Art Strike. It was proposed that
1990 would be a year of silence, 1991 a
year of contemplation, and 1992, a year of
dialogue. Hans Ruedi Fricker proposes

An Open Letter

from�FaGaGaGa

International Networking Year Retrofuturism Quarterly
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1992 to be a Year of Mail Art Congresses,
much like 1986. Fricker’s idea (and I agree)
is to expand the congress idea to include
other “alternative” or “underground” me-
dia. Forget the philosophical discussion of
what alternative, underground, or avant-
garde means. He (and I) want to open
(wider) the dialogue between non-tradi-
tional processes. I think that this group
should become the USA Committee for the
1992 Congresses. To begin, we must ad-
dress the purpose of our gathering, create
a title, (another Action Committee?), begin
a clearinghouse for ideas, coordinate con-
gresses (probably through planting ques-
tions or suggesting topics), compiling data
and ideas and most importantly getting
groups together. Cassette folks with mail
artists, performance artists and ’zine pub-
lishers, etc.

Hopefully we can utilize the network,
Factsheet Five, YAWN, HyperStatic,
PANSCAN, N D, etc.

Let us begin. I welcome responses
from each and all.

Mark Corroto/FaGaGaGa, P.O. Box
1382, Youngstown OH 44501

May 16, 1991

A Letter from H.R. Fricker

It’s a year ago since I got your letter
and the YAWN copies. I hope it is not too
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late for a thank you. I like your YAWN very
much and I enclose some money for all the
other YAWNs you edited last year.

YAWN contains many of the themes
the Decentralized Networker Congress
1992 should discuss, too. I think that the
congress is part of the strike period and a
good closing (event).

The Mail Art Congress in 1986 was a
great opportunity for all partners to meet
for the first time, but more or less it was a
small-talk congress.

Every one of the congress sessions in
1992 should have its own theme (under
the frame of the main theme “The
Networker’s Role.”) And every organizer of
a session should ask some participants to
prepare a lecture concerning the theme of
the session. If possible, the lectures should
be on paper before the session starts, for
the press and other contributors.

I think we should give some help to
organizers of sessions; therefore, we
should make a list of possible themes. As
the  editor of YAWN, I would like to ask you
to prepare such a list.

I am not very interested in revolution
and war against—the theme of this con-
gress should be: What happens after the
liberation—a personal standpoint. It is so
very easy to fight against a system—to
have an enemy—but it is very difficult to
fight against yourself (DADA against your-
self was a good slogan and I know it
sounds not exciting when we just say
“accept yourself”). The slogan of Josef
Beuys “every man is an artist” was nice,
but in my case I turned it into “every artist
is a man.” That means we cannot change
(or discuss) the “artist’s” role only be-
cause we are involved in many “networks”
from family to the world as a whole.

I like it when American artists/

networkers say: We play; but I wish they
would have one bullet in their revolvers
(too many just play with water-pistols).

Now—Please send me (besides the
theme-list) a statement concerning your
personal role perception as a networker.

This is not an open letter. I am not a
letter writer. And I know: “This is not
English.” But all I hope is that you like the
networker-congress idea, too, because I
need your help.

H.R. Fricker, Büro für künstlerische
Umtriebe auf dem Land, CH-9043 Trogen,
Switzerland

May 14, 1991

After Tourism Comes

Interplanetary Citizenship

��or:�

Some�Random�Thoughts

on�Networking

A networker is someone who knows
that all islands are linked underneath.

A networker is someone who knows
that one and one makes more than two.

A network is a system connecting
individuals who are free to interact for all
kinds of frivolous or serious purposes.

The networker utilizes any channel
that permits a two-way communication:
the postal system, the telephone, the fax,
the computer/modem, etc.

by Vittore Baroni
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Each networker is at the center of his/
her own network.

Each network is different in size and
shape from every point of observation.

All networks intersect and cross-breed
other networks at various levels.

A network is a pool of energies, a
power democratically shared.

Corporate networks (like big TV chan-
nels) send out only one-way messages.

Public access to data and hardware
defines the openness of a network.

In an open network, all roles are inter-
changeable, the author becomes the audi-
ence and vice versa.

In a closed network, the roles are
fixed, the “artist” is hyped and the audi-
ence patronized.

Not all the independent networks are
completely open.

Not all the corporate networks are
entirely closed.

A networker is a new social figure,
different from yesterday’s “artist,” “poet”
or “musician.”

The social role of the networker is still
being shaped. There are only a handful of
networkers who could turn their activity
into a profession.

Therefore, networking is still mostly a
“hobby,” a part-time activity or a strategy
complementary with others.

A networker may also appreciate the
projects of a networker.

A networker reads a poem, then reads
the poet, then reads the context, then makes
his/her own adjustments.

In a network strategy there is nothing
like a “finished piece”: all is in flux, every-
thing is modular.

The process is the message is the
medium.

Corporate networks broadcast a vir-
tual reality where wars are “smart” and
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corpses do not bleed.
The networker does not want to be

part of the big lie anymore, he goes for
first-hand information.

The powers that be fear free access to
all information more than bombs.

A networker is someone who is not
afraid to steal information from corporate
data-banks and redistribute it to the people.

A networker is someone who is not
afraid of cultural and geographical dis-
tances anymore.

There is a difference between a tourist
and a traveller (as Paul Bowles taught us).

A networker is a mind traveller and a
world traveller.

After Planetary Citizenship
Comes Interplanetary

Communication

[from ASAC-California]. Some things re-
garding this: (i) You will forward all the
statements you get to us. And you would
list my address on your call for the Con-
gress. (ii) We would like to incorporate
networking statements in foreign lan-
guages, so that it is relevant to non-English
speakers—presumably the majority of the
material would be in English, though. (iii)
I presume postage costs will be absorbed
by us—or has anyone promised a pot of
cash to help fund this Congress? (iv) When
are you hoping to have this propaganda
sheet done? What’s your timeline on this?

3. Neither of us at the moment have
networking statements prepared so that
will have to wait for the moment.

So, Hans, I think that answers some of
your questions for the moment, so I shall
get this off to you. Look forward to future
developments.

Best to you in Art Strike inactivity!
Stephen Perkins, 221 West Benton

St., Iowa City IA 52246
May 10, 1991

…Lloyd and I are enthusiastic about
helping with the Networking Congress 1992
and feel that it is an important project.
Please address correspondence to us both
at my address—in this way we can avoid
correspondence confusion.

Below are answers and questions re-
garding your letter:

1. I have read the invitation and
have enclosed a version that cleans up
some of the language a bit and changes
one or two sentences. Obviously you may
accept or reject any of these changes.

2. Lloyd and I would gladly be re-
sponsible for doing a one-page (double-
sided) propaganda sheet for the Congress
publicity. We envision doing something
similar to the Art Strike propaganda sheet

A�Letter�from

Stephen�Perkins

to�H.R.�Fricker

An Open Letter

from�Crackerjack Kid

NETWORKING 1992
Your reference, Steve, to a “propa-

ganda sheet”  of networking congress in-
formation strikes me as amusing, remind-
ing me of congressional records, polls,
CIA info sheets, and other bureaucratic
paperwork. Congresses and committees,
in my opinion, are misnomers for the net-
working process. And so, when you asked
me how a “decentralized networking com-
mittee” might work, I immediately felt we
should call ourselves something else, per-
haps simply NETLINKS 1992, address,
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etc. Or NETLINKS NORTH, SOUTH, EAST,
WEST—anything that implies openness
and/or interconnection.

Networks are not controlled. They are
inherently decentral. When networks dis-
solve they leave individuals standing inde-
pendent and free. So, as to your question,
I would avoid structuring a rigid, con-
trolled, centrally planned platform or poli-
tic for organizing network gatherings. I
think we should offer ourselves as “facili-
tators” rather than directors and I suggest
that we begin by OPENING UP the entire
concept for the network to structure, rather
than by a few central decisions among key
individuals.

I agree with H. R. Fricker that a con-
gress year is desirable, but rather than
make any allusions to 1986, I am suggest-
ing that we simply call the entire project
NETWORKING YEAR 1992 or NETWORK-
ING 1992. The word networking already
means decentralized and world-wide. As
far as meetings go I think they can be really
useful, in part. But I think it’s time to
DEPART from such a CENTRAL FOCUS of
face to face discussions; it’s hardly a demo-
cratic approach to other inclusive strate-
gies that we should be suggesting now.

So, in our capacity as distribution
points or nodes I see myself interacting
closely with all of you and/or anyone else
(hopefully more women—unless this is to
be just another good ol’ boys club) to pass
on ideas and OPEN UP THE CONCEPT OF
NETWORKING 1992. I will pass on infor-
mation to you from what input I receive
and likewise, you’ll distribute material gath-
ered from interested spaces. If someone is
planning a documentation book, pamphlet,
etc., I would help facilitate by gathering
materials I receive and forwarding them to
those interested individuals.

I think we should be asking the mail
art network for their input at this very
moment. Do we really want the concept in
this stage of incubation to be confined and
structured by a few individuals? I foresee
serious criticism and opposition to the
concept unless the entire idea of a net-
working year is a free open forum from the
very beginning. If we can NETWORK to-
gether now and exchange these ideas, I’m
certain we’ll have a better year ahead for
everyone involved. Looking forward to in-
teraction from all of you.

NETLINK NORTHEAST
Crackerjack Kid, Renihan Meadow

#85, Lebanon NH 03766
May 18, 1991

Decentralized World-Wide

Networker Congress 1992

Statement by John Held, Jr.

I am a supporter of the Networker
Congress concept. I think it will be an
important step not only in introducing the
members of the international alternative
arts community to one another, but in
introducing the members of the interna-
tional alternative arts to dominant culture,
as well. As an active mail artist, I realize
that I have much in common with other
forms of art and social networking, and I
want to learn more about them. I also want
to see if there are points of intersection that
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will enable us to interact with one another.
A united front in opposition to the com-
modity arts can be very useful. Mainstream
art critics think the alternative arts have
nothing to say to them—that we have
taken ourselves out of the system. I feel
this is self-deluding. There is a lot the
mainstream artist can learn from the alter-
native artist. We have taken ourselves out
of the system to partake in the network
because we view art as a cooperative rather
than a competitive process.

I plan to join veteran Uruguayan mail
artist Clemente Padín in hosting a
Networker Congress in Montevideo in De-
cember, 1991. I will also visit Edgardo-
Antonio Vigo and Graciela G. G. Marx in La
Plata, Argentina, for another Congress ses-
sion. I plan to invite small press and ’zine
publishers, independent music producers,
rubber stampers, computer networkers,
science fictioneers, underground comic
artists, poets, peace activists and others
working outside of the mainstream to pro-
mote marginal cultures.

I will be asking representatives of the
various alternative arts to present papers
at the Congress. They will be asked to
discuss their background in their field of
expertise, the structure of the field, and
how participants network with one an-
other. Short papers will be presented be-
fore the Congress and will be compiled and
distributed in a Congress Program to those
attending the Congress. In addition to hear-
ing about the first-hand accounts of these
representatives, there will be panels on
topics such as “Communicating Between
Networks,” “The Future of the Alternative
Arts” and “Funding Marginal Networking
Activities.” A small registration fee will be
charged the Congress goers, which will be
used for a box lunch and Congress printed

materials. A Proceedings Report will be
published after the Congress.

I also plan to do a great deal of writing
about the Networker Congress concept. I
hope to have these articles published in not
only alternative magazines, but in main-
stream periodicals to show the dominant
culture that an alternative exists that is
international in scope and gathering mo-
mentum.

John Held, Jr., 7919 Goforth Rd,
Dallas TX 75238, Tel. 214 553 1116

What fascinates me about networking
is that it continues to defy definition. We
can attempt to describe it, and I think there
is merit in these descriptions, but
networking is a phenomenon larger than
any of its component parts. As a networking
artist and writer, I recognize that mail art
networking cannot be entirely bound,
examined, or solved in a book, statement
or challenge. This is not my purpose
or desire.

When I wrote Networking Currents in
1985 I was “describing” a new, inclusive
spirit emerging from mail art. Out of the
confusing, cluttered, chaotic, contradic-
tory individualism of mail art I was fasci-
nated by artists examining what they com-

Networking Challenge

Statement by Crackerjack Kid
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municated, hearing what they read, seeing
what was heard, questioning the past while
questing together for a future vision.

Today, with the persistent threat of
censors condemning the arts, and the grow-
ing perils of sexism, racism, and national-
ism, our survival depends upon a creative
vision that cuts through all cultures. In this
spirit, I have written a second book entitled
Eternal Network.* In part, I have offered a
challenge to mail artists for finding a con-
structive, playful, common accord rather
than limiting creativity with egotism or
self-serving individualism.

In Eternal Network my philosophical
interpretation of networking is found in the
acronym n.e.o.n.i.c.s. Networking is Ethe-
real, Open, New, Inter-connected, Com-
munication in Spirit. I characterize net-
working as an ethereal and real process, an
inclusive phenomenon open to all, without
regard to race, color, religion, sex, or na-
tionality. Networking is perpetually new,
exciting, filled with eros and the awe of life.
Networking is inter-connected, life-affirm-
ing, a process of communication and com-
munion. Above all, I view networking as a
spirituality of individuals creating locally
yet interacting globally. Networking is not
a slogan, truism, or manifesto, it is mani-
festation; a process, a spirit, a collective
global vision!

We live in an information age and yet
we often lack vision and the capacity to
experience the mystery of nature and life.
There may be no other way to bring art
back into the world than to recover our
imagination, our sense of play and rever-

ence for life; networking art does not sepa-
rate art from life or life from art. Network-
ing is “netplerking,” a joyous combination
of work and play. What is ethereal and real
in networking is a collective open dream.
The substance of this dream is the imagi-
nation. The purpose of imagination is not
to solve or define the mystery of life, but to
embrace it.

Entering the 1990s, twenty-five years
after Fluxus visionary poet Robert Filiou
coined “Eternal Network” at La Cedille,
France, mail art has evolved into a net-
working phenomenon with enormous chal-
lenges and opportunities. Clearly, a tradi-
tion of ethics, values, dialogue and creative
action have continued through the years in
networking channels. Today, networking
calls mail artists to a larger sense of pur-
pose, inter-relatedness, and cooperation.
It involves a shift from patriarchal, hierar-
chical, anthropocentric thinking to a
worldview vision; a metanoia.

Cross-cultural networking is a radical
act of gift sharing and of multi-national and
cultural collaboration. I propose that mail
artists dream a new vision, a new birth, a
renaissance! Networking can create para-
digms for the playful celebration, sharing
and preservation of the earth’s water, air,
soil, forest, plants and animals. With the
celebration of art as a birthing of life come
inspiration, vision, imagination and spirit.
As we enter the World-Wide Decentralized
Networking Congress 1992, I see a vibrant
network. And so throughout 1992, let’s
ask how we met-a-networker in spirit and
in person. Discover the multilogue of net-
working visions and raise a global commu-
nity of voices in a networking cheer, “Long
live the eternal network!”

Crackerjack Kid, Renihan Meadow
#85, Lebanon NH 03766

*Eternal Network: A Mail Art Anthology by Chuck
Welch is currently a work in progress. To reserve
copies write to Sandbar Willow Press, P.O. Box 978,
Hanover NH 03755.
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are abjured, and the sickening eternalization
and idealization of false, fascist, retro-
grade values are undercut from the outset.
The trade-off, as they say, is lack of energy
with which to combat these reprehensible
yet ubiquitous forces on their own terms).

Need one point out that this does not
mean that one must become like the en-
emy in order to fight it. Rather, the Euro-
pean avant-garde has developed a number
of very effective strategies for systemati-
cally opposing static-making social pres-
sures; some of these means could even be
considered “traditional” when examined
superficially, i.e., so-called “straight” text
or “representational” imagery. Contempo-
rary developments, fortunately, have called
all these terms into question, showing how
inadequate are the categories of critical
discourse when faced with unstoppable
creative outpourings of real artists. These
bizarre and profuse growths complexify
critical/theoretical formulations, and
whereas the wheels of of the culture indus-
try continue to grind in the great business
centers of the world, new electronic rats
are gnawing away in the dark beneath the
floorboards, whipping through mail chan-
nels, inverting public and private by ap-
pearing unpredictably in city streets and
parks, continuing to bore through to the
putrefying core of our social life [end

�Mail�Art�

by�Harry�Polkinhorn

Mail art is involved in the inherent
paradox of all genuine art of our day:
conflict in structure. Whereas the revolu-
tionary and anti-authoritarian aspects of
mail art are evident and frequently com-
mented upon, art as process or relation-
ship (not object) is not brought into the
equation often enough. That is, mail art is
possible as a medium because of the infra-
structure of the postal system(s), all
propped up by governments. Consider what
else travels down these roads; flyers, mass
mailings, catalogues, “free” tickets, cou-
pons—in short, junk. Most of this is imme-
diately discarded, and rightly so. Personal
correspondence, perhaps the last refuge
for the damaged interiority that has come
down to us from the great bourgeois pe-
riod just behind us, has become a form of
state-subsidized consciousness, increas-
ingly threatened from within by the com-
mercialization of the mail network, and
from without by the blandishments of tele-
vision and war (two sides of the same
coin). So artists seize the network for
their own ends but as usual remain im-
plicated in the web which “supports” us
all, until the killer mutants trundle on
over to finish us off.

Not to recognize art’s radically changed
role in the post-industrial societies is tan-
tamount to buying the goods on the
enemy’s terms. Thus, the cult-making and
artificial value creation (paid for with real
money, of course!) which have become
the only real business of the official art
world in fact are effectively countered by
mail art, performance, and allied gestures.
Here nothing is sold (or little), reputations

International Networking Year Retrofuturism Quarterly
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A Revolution

of�Common�Sense

The best thing a work of art can do is
remind you how ugly, weak, and impover-
ished it is, so that you turn around and run,
embracing the full richness of real life. To
a large extent, much of what is currently
being produced succeeds admirably.

Mail art is a small, insular, specialized,
alienated and an essentially insignificant
activity. Mail artists hate the established
house of art, but they react by building an
identical house right next door! If you want
to abolish religion, the worst thing you can
do is to start a church—least of all, a
church whose rites and homilies are little
more than apologies for empty acts.

“But it is not work,” they will say, “it is
play!” In the animal kingdom, play is an
activity practiced by the young to develop
and fine-tune survival skills they will re-
quire as adults. Among humans, play serves
a similar function; many basic principles of
interpersonal conduct—the “survival
skills” of human society—are established
early in life through play.

Mail art has had an extremely pro-
tracted childhood and adolescence. The
time to grow up has long since come and
gone. This is all the more frustrating when
one considers that work, when done for

appropriate reasons, is more fun than play.
Play is mostly just tiring; work involves
quite a bit more. Work is about productive
sharing, useful interaction, satisfaction,
and other intangibles. I’m not talking about
wage slavery here, which is demoralizing
and demeaning. I’m talking about real work.
The person who has found the work most
properly suited to him or her enjoys doing
it—and this is how it should be, for when
they enjoy it, they do good work. Good
work satisfies the impulse to play, and it
provides us with something of continuing
usefulness as well. Since work involves
sharing, we all benefit.

It is time to abandon mail art practice
as it is currently known. What I ask for is a
natural, reasonable revolution of attitude
among cultural workers.

The networking ethic is essentially a
good one. It provides a model for sharing
and interaction. Its most important contri-
bution is its generalization of detourne-
ment. By this, I mean that it has adapted
the idea of detournement—the hijacking
of dominant cultural forms to cargo anti-

Statement by Lloyd Dunn

I F I S AY T H E S A M E
THING OVER AND OVER
U N T I L Y O U PAY M E
T O T H E N I H A V E
M A D E
R E A L P R O G R E S S

( F I G H T T H E A R T S T R I K E )
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establishment messages—to the realm of
systemsrather than just advertising. This
has revolutionary import. Something as
conservative as a Postal System can be the
bearer of any kind of content, from the
innocuous to the most virulently radical.
Extend this notion, and we soon see that
the goods and services sold to us as citi-
zens of our info-tech-industrial culture can
be used in surprising ways—even to the
extent that they attack and undermine that
culture. Both the responsible and the irre-
sponsible can play at this game. I leave it
up to you to decide which is which.

If it seems somewhat ridiculous to
talk of revolution, this is simply because
organized revolutionary movements have
long since disappeared from the modern
countries where the possibilities of a deci-
sive transformation of society are concen-
trated. But everything else is even more
ridiculous, since it implies accepting the
existing order in one way or another. So I
do talk of revolution—a revolution of com-

mon sense. Mail art has got to go.
In its place, I propose a system of

networking whereby:

1. Other networkers are not the sole
targets of networking

2. Organized collective efforts are
undertaken to effect cultural change

3. Alliances between networks work to
create new information streams, or
infiltrate existing ones as yet
untapped

4. Attract dominant media’s attention to
pressing issues that concern us at any
opportunity

5. Add your own proposals to this list

I propose that the reshaping of these
proposals, and the addition of new ones,
be a topic of discussion of each and every
Networker Congress that is held in 1992.
Contact me or any other networker with
your modifications.

Lloyd Dunn, P.O. Box 227, Iowa City
IA 52245; tel. 319 354 2334
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W O R L D ’ S E N D

THE ePISTEMOLOGY
O F e S C H AT O L O G Y

Let’s suppose you inadvertently step on an ant. It writhes,
circles, doubles itself over, and gives every indication that it will
soon die. Do you shrug and go about your business, or do you
pause to reflect on the cosmological impact of your clumsi-
ness?

“But it was just an ant,” you say. “A tiny, insignificant part
of creation.” Fine. Now, tell it to the ant,

and this time sound convincing.

For me, the trouble with smug superi-

ority over mucking-up an innocent

bystander’s whole world is that it tends to

negate its realm of experiential knowledge

without bothering to become familiar with

it. Even if the ant could agree in principle

that its own existence is insignificant in the

great scheme of things, there remains some

secret part of its way of knowing the world,

in fact in its way of constructing the world

in its own terms, that somehow must have

profound significance, if only because it

cannot be duplicated in any terms that do

not refer to the reality of the creature itself.

Thus an ant, or even the lowly “snail darter,”
that creature so despised by those who
sniff their noses at the very word “ecol-
ogy,” deserve a bit more, in its day of
destruction, than a shrug of good rid-
dance.

To decide which reaction, the cosmic
shrug or the cosmic philosophizing, if
either, is more appropriate, perhaps we
need to have a closer look at just what is
lost when an ant, or a colony of ants, or an
ecology including ants, meets its doom. In
this exercise, I would like to suggest an
approach that differs from the purely
“scientific,” materialistic avenue of
exposition, but without becoming too
sentimental, nor too mystical. Rather, let’s
attack the problem from the level of the
information available. Instead of simply
looking at the doomed ecosphere (whether
defined as the organism’s coherence as an
organized collection of mutually functioning
organs or as a member of an ecological

A S C A T A L O G I C A L E P I S T L E

B Y
B E N G .
PRICE I I I
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community) let’s get inside the system as
far as we can conceptually, and then make
our decision.

If we start by getting “inside” the ant,
that unwitting victim of our misplaced
Rebok, we immediately understand that
from its point of view “the world” does not
just keep schlepping along after it’s had its
exoskeleton smashed and its thorax inter-
mingled with the antennae with which,
moments before, the reality of the physical
surroundings were tested. Instead, “the
world” ceases to be anything at all defin-
able under such adverse conditions.

Nor is it merely the ant’s “experience”
of the world that has been extinguished.
Rather, a whole world of experience,
unduplicatable in any terms but the singu-
larity of this once-thriving metabolism,
has been eradicated from the eternity that
surrounded it.

I intend to make a point about this
business of how, when, and where “worlds
end.” Perhaps this seems a strange way to
begin. But I may be able to address the “if”
and the “why” of whether or not there can
ever be a true eschaton, into the bargain. A
moment of your time, if you please.

The world from which we dispassion-
ate humans view the slaughtered ant in
question, judging it to be a loss of little
consequence, is not “THE WORLD” but a
world, specifically the one that is made-up
of our experiences. It is a world of the same
order and character as that one put to an
end by our random footfall. It is a world of
conscious impressions, of information
abstracted by organs of perception and
held in a colloidal suspension of neuro-
electrodes we call a “brain.” Even it the
ant’s brain is small, it is large enough to
make use of eyes, antennae, and other
sense organs. It must, therefore, be ca-

pable of constructing an interior analog of
the exterior world. There is, therefore,
something “minding” the ant’s business.

That there are actually many worlds is
demonstrated by the fact that each per-
ceiving entity “with eyes to see and ears to
hear” creates a universe interior to itself
and separate from the rest of creation. And
although it is intellectually acceptable in
our culture to say that these worlds are
merely subjective and representational,
perhaps this is only a semantic trick used
to simplify a profoundly more intricate
universe than we are presently prepared to
accept or understand.

It’s said that “the eyes are the win-
dows of the soul.” I think of that window
and the “soul” as being a dimensional
extension of the commonly accepted
“three-dimensionality” of the universe. In
fact, Superstring Theory, a nascent hy-
pothesis that goes beyond Einstein’s rela-
tivity and Bohr’s quantum theory, and which
gives every indication of being a step in the
right direction toward the “Grand Unified
Theory” of creation, postulates just such a
multi-dimensional interpretation of reality.

I direct your attention to gaze into the
eyes of each living thing you encounter,
and more, to enter within the realm that is
so casually let go into oblivion’s waste
heap as we tread on the smaller entities
that live in our midst. There, we might
discover some hint of the profundity that
has escaped us on the macrocosmic scale.

But if we must, for auld lang syne,
hold onto the familiar territory of
anthropocentrism, let’s continue to con-
sider the macrocosmic scale for a mo-
ment. Why not? It’s really the realm we’re
all concerned about when talk of Armaged-
don and Doomsday arise. Christians and
Moslems and Jews particularly are, as

Retrofuturism Quarterly World's End
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collectively conditioned groups, uniquely
obsessed with mythic prophecies about a
final doom for humanity. But if we are to be
honest with ourselves about such matters,
then we will require ourselves to define the
situation a bit more accurately than we
have in the past. So let’s begin.

What is it that makes our world, the
one be believe-in, the one we think is real,
more precious and worth worrying about
than any other? What makes it something
distinct from the background facts of real-
ity, those “obvious” inconsequentialities
that we decline to include in our world
view? Why is it that Christians believe the
world will end when Christ is done with
making them wait for his return? And are
Christians ever surprised by their disdain
for every event that happens in that vast
interim? Do they ever suspect some mea-
sure of cruelty, either from themselves or
from God? What about Muslims and Jews?

Having a preconception about what is
“true,” of course, limits the full range of
what can “in good conscience” be admit-
ted to be “real.” It is, therefore, handy to
have in one’s bag of beliefs an H-bomb of
dogmatism that will, when the Sodomy of
modern Gomorrah has exceeded the limits
of conditioned moral outrage, and too many
taboos have been violated, guarantee the
fore-ordained and timely destruction of
the world in its perceived state of deca-
dence. It is handy to have such a pre-
programmed dogma at the ready, particu-
larly when it is ascertained that the worlds
reflected in the shimmering eyes of others
are not the same world in which we dream
our faithful lives away.

A great deal of manipulative power is
gained by those who can, convincingly,
persuade their fellows that they know the
hour of doom. Many things can be asked of

those subordinated by subscription to fear
in such a belief. What is perpetuated by
faith in inevitable Armageddon is a combi-
nation of disdain for current reality and
passivity in matters of one’s own manipu-
lation. Although contradictory to the origi-
nal striving of the soul, faith entices mar-
tyrdom and sacrifice, the behavioral hall-
marks of such belief.

Self-flagillists, when they speak at all,
or when they bother to make note of any
event or set of circumstances in the world
unpolarized by their dualisms and yet re-
ally experienced by others, tend to note
only the deviation from “the norm” to
which they have allowed their eyes to be
conscripted. Never do they see the exist-
ence of a deviation as a counterproof of
their claim to certainty of truth in their belief.

It’s an interesting conundrum we’re
faced with. We have all the evidence we
need to realize the stark fact that many
worlds exist, and that the one we like to
refer to as “consensual” is, as it should be,
in jeopardy of succumbing to a pantheon
of subjective alternatives.

The old hierarchies that once enthralled
vast populaces of monolithic interpreta-
tions of reality are in the process of being
overthrown. We will have to expect that
they will not want to be dethroned without
some pomp. And if they would like to
consider their demise as somehow consti-
tuting, as it were, an “end” of The World,
then we must, of necessity, sympathize
and perhaps even humor their demoraliza-
tion. At least no less than we would try to
empathize with a bug we had inadvertently
squashed while strolling down the street
toward the future.

The only world that ever ends is the
one looked at with eyes and aspirations
that are unfulfilled. [end

Ben G. Price Retrofuturism Quarterly
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Much of what I know was learned sec-
ondhand. A book or a magazine told me
something, or I saw a film or a television
program or a photograph. People even tell
me things I didn’t already know. All this in-
formation is raw material for my little game.

For example: I recently read in a book
that at Sicyon, near Corinth in Greece, is an
ancient amphitheater. The text explains that
the amphitheater was constructed in a half
circle against a hillside. The audience at
Sicyon (I am not certain whether this was
common at other amphitheaters as well)
was obliged to walk down a dark passage-
way through the hillside to reach their seats.

That is the raw information I learned
from my book on ancient Greece. And now
you know it too. I learned it secondhand; you
learned it thirdhand. Now watch what “we”
can do with this information. (I put “we” in
quotes for a reason. After all, what I do with
the information I do now, here, in a spiral
notebook in my living room on a quiet evening
in November. What you do with the informa-
tion will be done in another now and another
here, and will be filtered through my presen-
tation of the information. “We” don’t do
anything together.)

But back to the amphitheater at Sicyon.
What interests me most about this

amphitheater is the passageway leading to

the theatre seats. Think of it. The play will be
performed in the open air, in daylight. The
audience therefore heads for the amphithe-
ater in daylight. And yet, to get from the
daylight outside the theatre to the daylight
inside the theatre, they are forced to walk
through a dark passageway.

To me, this suggests a birth/death ex-
perience. The passageway is both a birth
canal and the odd dark-tunnel-with-light-at-
the-end that victims of near-death experi-
ences report seeing at the moment of death.
So the audience dies to their normal world to
be born into the world of the theatre. They
undergo a symbolic transformation.

There is no way to know—based on
what I have read in this book, my only source
for this information—whether this birth/
death symbolism was intentional. Perhaps
the passageway through the hillside was the
only logical way for an audience to enter the
amphitheater. If so, then I have fantasized
the whole romantic rationale for the pas-
sageway.

I could clear up the question by consult-
ing other books on ancient Greek amphithe-
aters, but I don’t choose to do so. The
question is not, in my mind, whether I am
right or wrong about the passageway. The
passageway is simply the raw material (or
toy, if you will) in my little game. And the
game has produced this interesting idea of a
symbolic birth/death experience in ancient
Greek amphitheaters. A nugget of sugges-
tive metaphor. An instant of sparkling differ-
ence.

So that’s the little game, a trinity of
interaction: raw information, me, and you.

The game is played whenever you, read-
ing these words, bring the game to life. The
game is over when you stop reading these
words.

[Nº12

T H E L I T T L E G A M E
B Y T H O M A S W I L O C H

CODES
A N D
CHAOS
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C O N F E S S I O N S
OF A POSTERIST BY BARNEY

R U B B L E

I wasn’t always this way. I used to enjoy normative relations
with society in general. I used the standard methods of commu-
nication. I would write letters to individuals, papers for a
specific class, speak, read newspapers and watch TV. I even
went to art museums. For the longest time I would sit in the
park, reveling in the world churning all about me. It was through
all these methods that I obtained informa-

tion about my situation: living.

I guess I was happier then. I was more

engaged as a spectator. It was easy to

know what to do, how to react. It was a pre-

set role that was encouraged throughout

the strata of society. I could take on the role

with a minimum of angst. I knew what to

do. When it was Sunday, I knew that it was

time to get on my knees and murmur.

When it was November, I would vote. And

in the summer I would ride the merry-go-

’round at the state fair. And in between all

these events (and many others) I would

work hard at my job. I hardly ever lost tract

of time. And it never lost track of me. As I

look back on those days, through the scat-

tered shards of what remains of the world
that role would gaze out upon, I am im-
pressed with the cage-like quality my life
then resembled. But at the time, you could
never convince me I was enclosed. I was
much too busy with other distractions like
deadlines and holidays.

My problems began on June 19, 1983.
I was living in New York City at the time.
Through this vast and gothic metropolis I
had been, up to this day, happily working
and dwelling, more or less convinced of
the ultimate good thing progress was. But
on that destined afternoon I was to en-
counter the first of what were to be many
more indications that life is otherwise. My
first brush with the Hegelian horror of the
totality, the diabolical dialectic of negation,
the exposed contract of conspiracy, left in
me the seeds of subversion and disaffec-
tion. I was never the same after that. Be-
cause on that day in 1983, I found a new
method of communication. On that day I
read the writing on the wall, and it was
glued on with wheat paste.

Barney Rubble Retrofuturism Quarterly
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If you lived in New York City during the
80s, you may recall sighting these big
posters around town, usually on smooth
walls or else green mail storage boxes on
street corners. The content of these post-
ers was a large and varied list of conspira-
torial revelations regarding government,
religion, and other institutions of power.
Were these merely the rantings of a fanati-
cal crackpot? Probably. None the less,
when I first encountered one of these post-
ers I was strangely affected. By now you
probably know I’m a sucker for seduction.
How I began to reel and roll to the sway of
conspiracy! Life, which had been like a 50s
drama, was now transformed into a 60s
spy movie, as it became more and more
clear that the social ethic was a fraud used
by the managers of appearance to main-
tain the stratified order power dictates, and
that anyone coming to this realization was
a threat to this order. It was like waking up
on a battlefield under fire. I began to doubt
and suspect most severely all those things
about life I had heretofore barely consid-
ered, taken for granted as they were.

I began to see these posters more and
more, in Brooklyn, on Wall Street, around
Columbia, in Harlem, always exclaiming
fraud! Meanwhile the papers and the TV
became transparent. Allegations contin-
ued to pile up in my head. It was all rather
intoxicating at first. I had never drunk the
drink of nihilism until now, and I was
finding that I liked it—a lot.

As the resentment grew in me, I found
it difficult to enjoy my job. But I did enjoy
stealing from my job. I began to find plea-
sure in a number of defiant activities that
would serve to hack away at the bars of my
cage. Once I sneaked up behind a cop and
yanked his gun out of his holster and shot
him dead with it. For the next couple of

years I was very paranoid about getting
caught, but that subsided and a certain
satisfaction replaced it.

Another activity I enjoyed was steal-
ing flags and burning them. While I would
say that the impetus for doing such things
can be traced back to the conspiracy post-
ers, the idea for flag-stealing came from a
Captain America comic book, in which the
arch-villain flies across the plaza of the
United Nations in an airborne jet scooter,
chopping down all the flags of all the
nations. Then again, when I was a little kid,
I used to be fascinated by the game of
Stratego, the object of which was to cap-
ture the enemy’s flag, and as I had now
become an enemy of all nations, it’s not so
far-fetched to say that I had now found a
bigger and better field upon which to play
Stratego.

But while these physical activities re-
juvenated my body, I found a much more
intense pleasure when I began to poster. It
has long been my suspicion that the ex-
pressed negation of this civilization’s pre-
sumptions about time, space and freedom
has a far more powerful impact on the
minds of people, and so, I would always try
to watch people when they were reading
any of the posters I’d put up, trying my best
to see what was going on in their heads, to
see if there were any sparks coming our of
their eyes. But usually I couldn’t tell. Yet
many an evening have I spent around the
fires of the longhouse, speculating on the
subconscious havoc I was wreaking on my
fellow neighbors.

Over the course of the last few years I
have postered avidly in whatever neigh-
borhood I happed to find myself living.
Gradually I became acquainted with other
people in other neighborhoods engaged in
similar activities.
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Yes, I found that I was not the only
nihilist in the world. A loose and instant web
formed, across which all sorts of posters
flew, almost all of them unaligned clever and
raw attacks on the false ethic of control. The
art world caught on to our little games, and
tried their best to recuperate our disaffection
into trendy, de-natured reifications (thus
eliminating any danger of spontaneous psy-
chic combustion), but like all art fads, this
attempt soon joined its predecessors in the
alligator-infested sewers of history. And the
posters continue to go up.

So thanks to this unknown crackpot
whom I’ve never met (nor ever want to), I
am no longer happily integrated into the
society in which I am told I live. In fact I
have begun to resemble one of those
disgusting christians in so far as I look

forward to the cataclysmic disruption of
the decrepit social order, although this
resemblance is only superficial. The
christians envision an even more decrepit
social order to follow on the ruins of this
one, while I envision no order at all, but a
kind of drunken chaos.

I know what you’re thinking—that I’m
just another petty madman, a pathetic prod-
uct of the fin-de-siècle. Various people
have tried to lock me up, but I’ve so far
eluded them. I don’t deny my madness, but
I do proclaim theirs as well. In fact, my
investigations have revealed the absurd
nature of all claims to knowledge. It leaves
me laughing until the urge hits me and I
grab poster bag and staple gun and hit the
streets again. Look for me in your town. I’ll
go anywhere. [N©

This spring and summer, en route to
Europe from Tucson, Arizona, where I live
and publish the anarchist ’zine No Longer
Silent!, I had the opportunity to spend a
few months in New York City visiting friends
and becoming re-acquainted with the an-
archist scene in the City I once called
home. Like everyone else, of course, I
knew about the escalating state of police
violence and overall oppression in NYC.
But I had also heard impressive things
about how the New York anarchists, fed up
with increasing gentrification and state
sponsored brutality in the Lower East Side
(LES), had joined forces in protest and

resistance, as well as in creating viable
alternatives for themselves. A number of
new anarchist periodicals began, squat-
ters were organizing more effectively and
successfully holding buildings, an anar-
chist bookstore, “Sabotage,” opened on St
Mark’s Place, and Thompkins Square Park,
once a skinhead stronghold, became a
viable networking point as well as a symbol
of resistance for NYC’s LES. Through riots,
demonstrations, festivals, tentcity (a veri-
table “city” of homeless persons who set a
living community in the park), meetings,
anarchist publications, and speakouts, it
seemed that there was a growing network

E X P E R I E N C E
A NEW YORK B Y E L I Z A

B L A C K W E B
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of people working together to create a
thriving alternative community. Or so I had
heard.

In short, I was disappointed to find
that many things in NYC were not going so
well after all. And while this is not to speak
against some of the very substantial ac-
complishments of the New York anarchists,
unfortunately NYC has its fair share of
serious problems, that both typify and
epitomize some of the more persistent
weaknesses of the North American Anar-
chist Movement. The most malignant of
these problems appear to be a lack of
organization, an over-representation of
young white men at meetings and actions,
in-fighting among various anarchist sects,
inexperience in circumventing infiltration
and arrest, and quite possibly most perni-
cious of all, the decidedly vanguardist,
coercive, and somewhat macho heroics
that seemed inherent to a number of the
actions that I attended.

These shortcomings became most
poignantly clear to me at the planning and
implementation of the Shut Down Wall
Street action of April 23, the day after Earth
Day. The intent of the action, as it was
explained to me, was to blockade the en-
trances to the New York Stock Exchange,
and in so doing, present a more radical
protest against the degradation and ex-
ploitation of the natural environment (as
juxtaposed to the basically liberal reform-
ist Earth Day). Wall Street, in the heart of
New York’s financial district, was chosen
as the site for the demonstration because
it is the home of hundreds of multinational,
earth-raping conglomerates, and was
therefore the ideal spot to stage a radical
protest.

There were serious problems from
the start. Planning meetings were ineffi-

ciently organized and failed to prepare
people for the nature of the upcoming
action. The goals, strategy, and raison
d’être of the actions were not properly
explained to newcomers; this caused com-
munication problems at the planning meet-
ings and led to extreme confusion, unnec-
essary arrests, and other problems at the
action itself. Also the differences in people’s
experience with participating in Direct Ac-
tion were not all adequately dealt with. As
I later discovered, many of the participants
had never been to any kind of demonstra-
tion before, much less one where they
were to be blockading streets, confronting
some 2000 cops in riot gear, and attempt-
ing to shut down the New York Stock
Exchange! The organizers’ oversight in
confronting these differences by neglect-
ing to practice such important techniques
as “unarresting” was not only inconsider-
ate, but left many people at the action open
prey to infiltrators and undercover cops.

The action, therefore, was far from a
success. The tactical teams were dispersed
quickly, due to the work of undercover
cops, and many action participants seemed
unsure exactly what they were supposed
to be doing without the presence of their
group “leaders.” Scores of people were
arrested and some brutally beaten by the
cops. I saw a number of people bleeding
from head wounds, and others being pulled
away on stretchers. While some streets
were successfully blockaded—at least tem-
porarily—the action soon disintegrated into
a game of chase between the cops and the
activists. By the time that people began
coming to work—the strategy at this point
was to use human chains to physically
block the traders from entering—our num-
bers had been sufficiently dwindled and
morale sufficiently broken, and the intent

Retrofuturism Quarterly A New York Experience
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and spirit of the action seemed lost. What
then ensued was mutual verbal attacks
between the activists attempting to block
the exchange and the suit-and-ties attempt-
ing to go to work. Anger on both “sides”
was high, frustration cascaded, and in-
sults and even a few punches flew.

It was at this point that I left. Never at
all convinced that the action was either the
most ethical or the most effective way of
protesting environmental degradation, I
was even more convinced of this after
seeing the ostensible “comrades” spitting
at, insulting, and harassing the suit-and-
ties. (Do we want to attack the system, or
those who are its pawns?) These tactics
not only fail to educate people, but they are
violent, coercive, and fail to treat other
human beings—even if they are stockbro-
kers—with a modicum of respect. And in

my book, violence, coercion, and disre-
spect is the work of governments, not
anarchists.

There is no question that environmen-
tal and human exploitation has far sur-
passed the point for us to feel sufficient
grounds for revolutionary action. How-
ever, we are never going to create a society
free of coercion and exploitation by setting
ourselves up as a violent, coercive van-
guard. Through our actions and propa-
ganda we must offer to society a truly
radical alternative: one that offers individu-
als a vision of equality and mutual respect,
free from authority or coercion. Unfortu-
nately, from much of what I say in New
York at the Shut Down Wall Street demon-
stration, many of our comrades have yet to
grasp this crucial fact. We have a long way
to go yet. September, 1990, Amsterdam

Eliza Blackweb Retrofuturism Quarterly
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Today ware are faced with a world of
commodities which has lost most of its
real excitement, gratification, and mean-
ing. Everything that now exists is a pos-
sible way to make money. This
commodification of the objects and rela-
tionships that make up our lives has cre-
ated a barrier between us and our environ-
ments, and also between individuals them-
selves. We must work to change this, to re-
establish meaningful connections with our
world which will make our lives fulfilling.
Since the commodity relationship is at the
rood to our alienation, we must transform
the commodity itself. We must tailor our
ideas as well as our material items to our
specific needs and the needs of our com-
munities. We must stop speaking the bor-
rowed language of the media, stop using
its images and symbols which contain
built-in messages. (For example, when
someone comes across an idea they like or
find acceptable they say, “I’ll buy that.”)
Messages of domination and control of
our every activity, our every thought, our
every desire. It is this control—control
through the mind-numbing representation
of life and its activities—which affects us
at a level so deep that we are often not
aware of it. (People are rarely considered
complete, either by themselves or by oth-
ers, unless they have a specific pre-de-

fined identity. One can be an artist, a pro-
fessor, a punk, a skinhead, a cook, a law-
yer, a publisher, etc. One can even be a
criminal, a drug addict, or a bum, just as
long as one is something.  Anyone without
an identity is considered somehow less
than human, incomplete. It is ideas like this
that exist in the minds of almost all West-
ern peoples, even those considered alter-
native.) It is easy to criticize movies and
television, but to what degree do your
behavior, ideas and relationships emulate
those offered by these very media? It is
time to take back as our own what has been
marketed and offered to us. We must PLA-
GIARIZE, freely using what is available to
us as our own.  We must bread down the
barriers of false communication by re-
inventing our own images, symbols, and
means of communication. Ideas do not
belong to any one individual or group.
Freely plagiarize other works, starting with
this one, altering it to fit your idea of how
it should be (if you so desire). Take popular
media images and transplant them into a
new context, change them to mean what
you think they really do or want them to
mean. Offer your ideas to others to simi-
larly transform and personalize. The em-
phasis is not on individuality and unique-
ness, but on the collective adventure of
self-empowerment and autonomy. [N©

T H E N E E D F O R

P L A G I A R I S M
B Y K A R E N E L I O T
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HOW TO LISTEN
TO THE TAPE-BEATLES
B Y W A L T E R C R O N K I T E

parents take care of twelve younger sis-
ters, and took voice lessons from a local
teacher. But…

Is it really necessary to get the whole
story? Dorothy Greene Friendly put it this
way: “The American people don’t know a
lot about the lives of people who aren’t
living right under their own noses.” Amen.

News people have a responsibility. And
so do you. Ours is to keep the newstands
full, and report the news fairly, accurately,
completely. Yours is to keep yourself lis-
tening every day.

I’ll never forget the quotation hanging
in Edward R. Murrow’s CBS office. It was
from Thoreau.

Take a 3-minute overview
Here’s how I tackle the Tape-beatles.

For starters, I take a three-minute overview
of the thing in front of me, be it an audio
cassette or CD, dialectical writing, delight-
ful spoof or lampoon. No need to go to the
sports section first, or turn on the TV. With

If you’re like most Americans, you try
to keep up with the news by listening to
popular music.

That’s how 65% of us get 100% of our
information. The problem—and I know it
firsthand—is that unless something really
special happens, we in TV news have to put
severe limitations on every “story,” simpli-
fying even the most complicated and im-
portant ones.

Tape-beatle Lloyd Dunn offered his in-
sight: “I don’t want to talk about it right
now.”

Get more than headlines
So what we bring you is primarily a way

of seeing. To get all you need to know, you
have to flesh out those headlines with a
complete account of the news from a well-
edited and thorough musique concrète.

That’s where The Tape-beatles come
in.

A few years ago The Tape-beatles were
absolutely unknown. They detassled corn
in southern Johnson County, helped their

Retrofuturism Quarterly asked Walter Cronkite, for years
television’s foremost news anchorman, and an ardent advocate
of the need for a free people to remain free by listening to new
music every day, to tell you how the Tape-beatles can help you
better understand your world.

Tape-beatle News Retrofuturism Quarterly
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my overview you’ll get there quickly
enough. First I scan any exciting graphics,
look at the pictures and read the captions.
I do the same thing page by page front to
back, searching for the quick, easy laughs.
Only then do I go back for the whole feast
[read: listening session].

The way the jacket is “made up” tells
you plenty. For one thing, titles and head-
line type size will tell you how the group
ranks the music or information on relative
importance. A plagiarized “classic” should
get larger type than an “original,” for ex-
ample.

Which is the main point?
You’ll find the main or lead point in the

farthest upper right-hand corner of the
mix. Why? Tradition. Recordings used to
appear on vinyl containing songs about
love with overtly fetishistic lyrics and
themes in the front or dead center of the
mix, leaving nothing left to the listener’s
imagination. Oftentimes the main thrust of
a body of work was placed on the front
cover frequently in the form of a chesty
young woman, to entice listeners.

You’ll find the most important story in
the music—“Music With Sound” that is.
You’ll hear a true chanteuse à la française
in the tradition of Piaf; outrageously nos-
talgic, wistful, emotional, sad, sweet, af-
fected, passionately French. As one ador-
ing fan put it after witnessing their recent
show at the Sanctuary restaurant; “They
make a good pizza here.”

One last thing
The Tape-beatles have gone digital with

their “new” release Music with Sound, on
CD and cassette—find the full-page ad
further on in this issue. You’ll want to catch
the Tape-beatles’ Copy-Right Infringement

1991™ Tour as they go to eastern Canada
in August. They’ll perform two dates; one
on the 16th in Toronto at the Rivoli, and at
Les Foufounes Electriques in Montréal on
the 17th. Appearing with the Tape-beatles
will be Toronto’s Sucking Chest Wound.
Try to be there.

The Tape-beatles Sell Out;
Digital Domain an Outrageous
Compromise, Fans Maintain

What happens when American’s year-
after-year favorite tape band, after count-
less bushels of excess verbiage have served
to illuminate a whole generation as to the
wonders of analog tape recording above
and beyond mere “sampling,” finally screws
the pooch and goes digital? Nothing good,
say the Tape-beatles’ most ardent fans.

“I’m hopping mad about it,” claimed
longtime Tape-beatle devotee Dorothy
Greene Friendly, from the porch of her
Iowa City bungalow. “All this time, these
fellows have been telling us how great tape
is—and look at them now! They’ve gone
digital!”

The furor surrounds the recent release
of the Tape-beatles’ long awaited 46-minute
opus Music with Sound  on compact disc
by DOVentertainment Inc., of Toronto. Al-
though the work was almost entirely pro-
duced using analog equipment, listeners
will only be able to hear the digital version.

“It couldn’t be helped,” mourned Tape-
beatle Ralph Johnson [sic], “we had no
choice,” but he refrained from elaborating.
The other four members of the band also
view the move as a painful, but necessary,
step in the evolution of the group’s work.
Suffice it to say, it will be a long time before
these Iowans live it down.

[N©
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R E V I E W S
A U D I O C A S S E T T E S

Shrinkwrap Propaganda. C60, 21 tx.
Shrinkwrap Propaganda, P.O. Box 11831, Pitts-
burgh PA 15228

Over-the-top industrialism combines with
punk sensibilities and instrumentation to pro-
duce a sometimes garbled but often powerful
document. Guitar, bass, and e-drums anchor
frenetic vocals, tapes, and swooping effects.
The basic, solid song structures, industrial/
horror approach, and snarling feminine vocals
tempt me at times to a Pussy Galore compari-
son. But Shrinkwrap are much better than that.
A great deal of experimentation with instru-
mental vs. tape textures goes on here, and
there’s plenty of solid playing to carry the
curious listener through trite and turgid mo-
ments. Shrinkwrap also knows how to catch a
groove. Listen to this one to challenge your own
complacency, dude. As Pushead might’ve said,
“It shreds!”

* * *
Phonon by Harry Polkinhorn. C60, 9 tx. Experi-
mental Audio Directions, P.O. Box 3112, Flo-
rence AL 35630

Science, says Harry Polkinhorn in the liner
notes to this tape, errs in its pursuit of funda-
mental building blocks of meaning with which
to reconstruct the world. His thesis is that in the
absence of logic, we express meaning in terms
of few sounds: fundamental “phonons” from
which all meaningful speech is derived. Ex-
ample: for the phonon wer (to turn; to perceive,
water): wer, werth, weard, warth, inweard,
werthos, weorth, werthan, vertere, and wor are
the derived constructs (words) with which a
given culture might express a related meaning.
On the tape, permutations of the five phonons
wer, man (man), pneu (to breathe, breath,
wind, spirit), merg (border), and bha (to shine,

to speak) are explored in sort of a sound-poetry
manner: Mr. Polkinhorn intones the various
words through a reverb unit and onto tape,
where they are mixed, edited and overlaid into
a final form.

I gather the phonons and their derivations
used on this tape are justified by some branch
of linguistics or another; but then Mr.
Polkinhorn’s liner notes refer to the foolishness
of scientific reductionism and the irrelevance of
logic, so who knows but that he might be
making them up. At any rate, the resulting
constructions succeed as illustrations of the
theory behind them; as the mix of words be-

Cassette Reviews Retrofuturism Quarterly
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many curmudgeonly nuggets which pepper
Dirty Crows to such an extent that the primary
purpose of Mr. Bartles’ music appears to be the
venting of his own spleen. And that’s what
makes it interesting: John Bartles joins Ma-
donna, Copernicus, Monty Cantsin and many
others as an artist whose medium is mainly his
public personality. I don’t want to take anything
away from his backing group, Hermanos
Guzanos—they’re a highly competent ensemble
who crank out blues-based tunage with
economy and professionalism. But Mr. Bartles’
gruff, ill-tempered phrasings and self-satirical
lyrical posturing provide the real standouts. On
“Cajun Man,” he explores an idealized Cajun
life, while the pinballing trajectory of a born
loudmouth’s career (he eventually becomes an
artist) is declaimed in “Used to be a Preacher.”
Corporate evil and toxic waste come in for some
heavy dissing on “Rand St.” and “Radio Allen
Lake” and the Art Strike is itself tackled in, you
guessed it, “Art Strike.”

Another reviewer once wrote something
to the effect that listening to John Bartles was
like listening to your unpleasant uncle who was
always drinking beer on the front porch and
ranting about how wrong and stupid and com-
pletely ridiculous everything was in the world
today, and I can’t really improve on that anal-
ogy. I did once imply that he might be a poor
man’s Tom Waits, but I take it back. He’s
everyone’s John Bartles.

* * *
The Mystic Earth by Mystery Iguana. C60, 9 tx.
Mystery Hearsay, P.O. Box 240131, Memphis
TN 38124

In this aptly titled collaboration between
Videospeak’s Su Edoe and Mystery Hearsay’s
Mike Honeycutt approach their large, slippery
subject with impressive focus, technical bril-
liance, and depth of collaborative understand-
ing not often seen in the audio-art world. This is
essentially a synth duet: dark, turbulent tex-
tures punctuated by rhythmical outbursts are
the norm throughout. While I wasn’t able to
connect song titles to the music very well, the
evocative power of the music was unmistak-
able. For example, all the titles on side two
appear to be about dinosaurs, and although I
didn’t exactly hear dinosaurs walking around all

comes denser, the phonons’ importance as
linchpins to the word-structures Polkinhorn
crafts becomes overwhelmingly apparent. They
succeed as sound poetry as well, though the
hard edits within each piece are distracting and
somewhat un-spontaneous. The tape also car-
ries five non-phonon pieces, called zero-grades,
which, while functioning as effective sound
pieces on their own, can’t help but come off as
outtakes or synth doodles within the large,
looming concept of the overall work, and might
work better on a cassette of their own. At any
rate, if you buy the concept, Phonon should
appeal to you as that concept’s extension.

* * *
Music licked Clean by Dirty Crows in the
Moonlight by John Bartles. C30, 10 tx. Bartles,
P.O. Box 288, Springwater NY 14560

Guitar bass drums vocals, occasional sax,
keyboard and incidental noises. Yee-ha. This is
basically a rock album and as such would not be
reviewed here but for Mr. Bartles’ declaration
on the tape’s inside cover that he thinks the Art
Strike is stupid. Actually, this is but one of the

Retrofuturism Quarterly Cassette
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through “Walking the Earth,” it always sounded
like there were dinosaurs in the vicinity. Big
ones, too. To do this, in a collaboration espe-
cially, without faltering by indulging oneself or
losing interest, is not easy, and I have plenty of
dull collab tapes lying around here to prove it.
The power of Mystic Earth to evoke exactly
that—constantly, fluidly, and unpretentiously
throughout the tape—is both rare and fine. Ms.
Edoe and Mr. Honeycutt deserve our admira-
tion and support. Recommended.

* * *
Whip Stitch Puppets by Fembot. C50, 11 tx.
Write: Welcome to my World, 322 S Asbury,
Moscow ID 82843

Refreshingly unpretentious and fun,
Fembot’s music is riff-reliant, employing pri-

marily electronic keyboards, bass lines, occa-
sional guitar and bleating pseudo-sax. Noo-
dling instrumental lines cluster around many
examples of the so-called naive melody, while
some samples and effects spice things up. On
the whole, a light-hearted attitude prevails; there
are two songs about coffee, one about dancing
and a little vignette about being called faggots
by rednecks in high school. Fembot’s humor is
its best attribute; and although songs often bog
down in over-repetition, their music realizes
much of its potential when it isn’t buckling
under its own weight—and they have a strong
platform from which to develop.

* * *
Experience the Failure by Psychoacoustics.
C46, 10 tx. $4 from: Psychoacoustics, 11
Baldwin Pl, Massapequa NY 11758

Psychoacoustics appear to be a loose
improvisational ensemble centering on, but by
no means limited to, guitar/keyboard interac-
tion. This particular cassette is a sampler con-
taining work spanning nine (!) previous re-
leases (and, since this work is probably the best
of those tapes, thus possibly not “representa-
tive,” take the next three sentences with a little
salt). While high output is usual for experimen-
tal improv groups, Psychoacoustics offer improv
of unusual depth, often centering on a single
repeated theme, or, more ambitiously, hanging
on mutual response of unusual sensitivity. The
big thing is, they don’t noodle: Psychoacous-
tics slash the fat from their instrumental muscle
such that the structured, cooperative nature of
their music comes to the fore. How many
improv groups can honestly say that? These
guys aren’t afraid to cross genres, either; blues
mix with Eastern influences and occasional
jazz/rock line in an eclectic, agreeable manner.
Virtuosity shines and is an added plus when
germane. They could lose the bad Nikki Sudden
take “Don’t Write,” though. Recommended.

* * *
God Family Country by Sucking Chest Wound.
Three C20s, 12 tx. DOVentertainment Inc., 2
Bloor St W, Suite 100-159, Toronto Ontario
M4W 3E2 Canada

An impressively packaged three-cassette
set (each tape deals with a specific third of the
title), God Family Country delivers on its own
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ambitious promise while maintaining meticu-
lous standards throughout. Their formula for
success: sampled, rearranged rhythms (usu-
ally funky, though metal riffing dominates sev-
eral tracks to no ill effect) under sampled,
rearranged “vocals,” taken primarily from the
tube (but not necessarily; the history lesson in
“Who Shot the Pope?” sounds like it was staged
for the tape by the band and friends—of course,
I could be wrong). These are combined in a
simple structure to deliver, on dance floor,
boombox or personal stereo maximum impact.
This stuff is so irresistibly danceable that one
wonders why anyone would want to make house
music. Or is that what this is? Sucking Chest
Wound extend the as-yet nameless territory
occupied by the Tape-beatles and a couple of
others, and in so doing, extend the boundaries
of what most people comfortable call music.
Highly recommended.

* * *
AR280 Compilation. C60, 23 tx. AR28, P.O.
Box 55193, Valencia CA 91385

As with most dense, eclectic compila-

tions, I lost track of the track listings early on
(although the classical art songs—sung more
or less straight by Marla Mitchnick—were pretty
hard to miss). But when the overall quality of
the material is this high, who cares? Here we
have classical music, industrial music (Chris-
tian Atrocity), audio pedophilia (Tyler Stallings),
sound collage (Deezy Dawson, I think), rock
and roll (Sac, I think), and a primer on heart
murmurs for those who need to know (Deezy
Dawson again), and much more. There’s not
much to say about the overall comp since there
is no real unifying theme, but if these are all
Valencia-based artists then there’s a lot going
on of value there. Excellent.

* * *
These reviews were written by Paul Neff,

who is a member of the Tape-beatles and
sheet-music hawker at Eble Music, as well as
a Physics student at the University of Iowa.
Send your cassettes (or other audio works) for
review to this address marked “Attention: For
Review.” Include all relevant information,
including price and how it can be obtained.

MUSIC ’ZINES
Electronic Cottage 5 and 6. $3 from: Hal McGee,
P.O. Box 3637, Apollo Beach FL 33572; Tel.
813 645 4601—«An inside look at the Home
Taper Phenomenon, Cassette Culture, and Elec-
tronic & Experimental Music» The magazine
that covers the field of home taping as a cross
between a folk art and a cottage industry. Most
recent issue looks at the work of Minóy, home
recording underground in Latvia, Q&A with
Miekal And and Liz Was, and much more.
Sound Choice 16. David Ciaffardini, ed. $3
from: P.O. Box 1251, Ojai CA 93023—From the
Audio Evolution Network. This magazine re-
ports on the alternative music network in a
gleeful, dizzyingly broad-scoped way. Includes
hundreds of reviews, reporting on current events
in the field. Current issue features articles on
music censorship, people’s radio movement,
and Timothy Leary, and more.

CATALOGS
DOVentertainment Inc., 2 Bloor St W, Ste 100-
159, Toronto, Ontario M4W 3E2 Canada; tel
416 766 9612, fax 416 766 1041—Catalog lists
current offerings from this label, which special-
izes in experimental and electronic music and
related reading material. Their line-up includes
Zoviet France, the Tape-beatles, Vasilisk, Suck-
ing Chest Wound, and many more.
The Runaway Spoon Press Catalog. Bob
Grumman, ed. RASP, P.O. Box 3621, Port
Charlotte FL 33949—Booklet lists and excerpts
from the many titles this visual poetry press has
available. Editor Grumman has a taste for the
strange and exceedingly clever.
Silent Records Summer Catalog. 540 Ala-
bama St, Suite 315, San Francisco CA 94110—
Distributors of progressive musical oddities on
CD, LP, cassette; and they also carry some
printed works.

P R I N T E D M A T E R I A L
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COMPILATION PROJECT
Cactus Communication Network %Tony
Credland, 29 Birch House, Tulse Hill Estate,
Brixton, SW2 2ET, London UK —«Cactus is a
communication network which produces a col-
lection of work by students, designers and
artists from across Europe every 3 months.»
Write for latest theme on what to submit.

EXHIBITION CATALOG
Electrografías. Casa de Bocage, Galeria Mu-
nicipal de Artes Visuais, Maio 1991. Câmara
Municipal de Setúbal, Rua Edmond Bartissol,
2900 Setúbal Portugal; Tel. 29255—Collec-
tion of xerographic images, most of which are
formal exercises, by an international cast of
names.

ANARCHIST ’ZINES
A.C.T. 4. Steve Jones, ed. Pay what you can:
Artists for Cultural Terrorism, P.O. Box 84001,
Trafalgar Postal Outlet, Oakville, Ontario L6H
5Y7 Canada—Graphics, texts, and other cre-
ative work deal with smashing our social insti-
tutions, spray paint hero, Ronald
McDonald…Reformed?, and apartheid em-
bassy blockade.
Blue Ryder 16, 18. Ken Wagner, ed. $2.25
from P.O. Box 587, Olean NY 14760—«Ex-
cerpts from Underground, Alternative, Small
Press & Micropress Publications» The editors
reprint articles and commentary from the vari-
ous publications they receive to offer an over-
view of underground opinion. A useful guide
and resource, it contains artistic as well as
social content.
Funmare Ink 1, 2. Inquire: 8457 Holly Leaf Dr,
McLean VA 22102—Casually produced collec-
tion of rants, cartoons and collages. Current
issue offers insights about being “zombiefied
by TV,” how to disrupt class, Art Strike, and
more.
Krylon Underground 1/91, 4/91. $1.00 from:
Krylon, P.O. Box 5830, Bethesda MD 20824-
5830—«Art with a Capital F» Poems, graphics
and texts. Recent issue offers info on CIA
expenditures, Alien Presence, Interactive Video,
Employee Resistance Program, and more.
Smut: Smile #5. Drake Scott, ed. $2 from: P.O.
Box 3502, Madison WI 53704—«Journal of

Illicit Sex and Hardcore Exposure» Journal that
seeks to liberate humanity through a kind of
politics of sexuality. A certain amount of it
seems pretty tongue-in-cheek but at the same
time, real issues are addressed successfully.
For those of you who are interested, much of
the content is Situationist-inspired.
The Stranger [Lo Straniero] 10. Ignazio
Corsaro, via Chiaia 149, 80121 Napoli Italy;
tel. 0039 81 426052—«Official Gazette of Es-
trangement from the Dishonesty of the Hon-
est» Large-size tabloid which is “…devoted to
a wide research on estrangement…in the do-
main of art.” Contains pieces on the Art Strike
as well as an extensive contact list.

GRAPHIC ’ZINES
AR280 Responds to the Art Strike 1990-1993.
AR/280, P.O. Box 55193, Valencia CA 91385;
Tel. 805 253 5117; Fax 805 254 4561—Book-
let of headlines, slogans, and graphics gener-
ally in support of the Art Strike; some more
directly so than others. Some of it does pre-
cisely what it should do: enrich the dialog about
this three-year collective inaction in surprising
and sometimes even exciting ways.
Artpolice, vol. 18 nos. 1, 2. Artpolice, 5228
43rd Ave S, Minneapolis MN 55417—Collec-
tion of drawings often of explicit sexuality; in
no. 1 however many works stand in opposition
to the war in the Persian Gulf. No. 2 appears as
“Artpolice Comics,” although most lack the
narrativity implied by the comic genre. Still, the
works are craftily rendered and generally inter-
esting.
Mystery Hearsay Imagery. Mystery Hearsay
%Mike Honeycutt, P.O. Box 240131, Memphis
TN 38124-0131—Collection of hand-drawn and
computer generated images from active source
of audio, video, and other electronic network-
ing works. Ask for their catalog of what they
have available.
Nada, vol. 3 nos. 2 through 5. Split-Thought
Press, 1459 W Cortez, Chicago IL 60622—All
visual xerox collage magazine, featuring works
by various contributors. Kitchy, funny, and
often strikingly composed, most of these pages
scream.
Nozone 2. $2 from: Knickerbocker, 1 W 64th
St, New York NY 10023—Collaged and
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cartooned, this comic deals with environmental
issues in a way that is sometimes humorous,
sometimes serious; but always managing to
avoid being preachy and dry. Recommended.

EASTERN BLOC
Izbornik 2. Inquire: Sergei Khomenko, ed., ul.
Strijskaja 52 kv. 12, Lvov-26, Ukraine USSR—
Russian samizdat poetry and graphics, some-
what crudely reproduced by western standards.
But they are eager for an exchange with cultural
workers in the west.

RADIO
CiTR FM 101.9, UBC Radio, 6138 Sub Blvd,
Rm 233, Vancouver BC V6T 2A5 Canada; tel.
604 822 3017, fax 822-6093—Music Director:
Robynn Iwata. Their playlist includes the Tape-
beatles, so they do play music with a difference.
KSPC FM 88.7, Pomona College, 340 N Col-
lege Ave, Thatcher Music Bldg, Claremont CA
91711; tel 714 621 8157—Music Director:
Rael Lewis. But you might want to send your
cassettes directly to Nathat and his “I Hate
Music Show,” «…where you can hear cassette-
only releases, underground/alternative cassette
demos, home recordings, new indie releases,
and lots more.»
Tim Id Productions, P.O. Box 47474, Minne-
apolis MN 55447—“Now That’s Interesting”
will be a weekly radio show hosted by Bat Lenny
and Jerry Modjeski, and will feature music,
interviews, news and reviews of home tapers
from around the world. They are asking for
tapes to broadcast, so send them on in.

MAIL ART
Brain Cell 205. Ryosuke Cohen, 3-76-1-A-
613, Yagumokitacho, Moriguchi City, Osaka
570 Japan—Collective mail art rubber-stamp
poster in multiple colors reflects the spate of
networkers with which Cohen has come in
contact. Get your own copy by sending your
symbol or graphic motif.
Open World 62, 63. R. & D. Kamperelic´,
Milovana Jankovic´a 9b, 11040 Beograd, Yu-
goslavia—Graphics, commentary, news, and
notes about mail art as seen from the perspec-
tive of these active Yugoslavian participants.
The pages are densely collaged with flotsam

from the network, but it’s a lot of fun to look at.

NEWSLETTERS
Lettre Documentaire 21 through 28. Philippe
Billé, ed., B.P. 249, 33012 Bordeaux France—
The editor collects, excerpts, and disseminates
the various pieces of graphic and text culture
that interest him into these 4 page letters.
Recent issues have included a French transla-
tion of “Rotational Situationism” by Al
Ackerman, “Observations on the Copy in the
Plastic Arts,” various fragments from local his-
tory, as well as graphics culled from the net-
work.
Word of Mouth 18 through 23. WORM/Kit
Blake, 115 Grand St, Brooklyn NY 11211-
4123; tel 718 782 9697—Monthly newsletter
for an organization called WORM features sto-
ries, art, and commentary. Articles featured
include “What is the order of the New World
Order,” “Gender Coding in Bohemia,” “Thoughts
of a Techno-Romantic,” and more. The
publication’s intent is to offer a voice to alterna-
tive artists who work in Brooklyn.

REVIEW ’ZINES
Factsheet Five 40 through 43. Mike Gunderloy,
ed. $3.50 from: 6 Arizona Ave, Rensselaer NY
12144-4502—The ultimate review ’zine. What
it lacks in depth it almost makes up for in scope.
Use it as a directory, but don’t come to it for
criticism.
Provincial Notes nos. 2 and 3. P.O. Box 49604,
Atlanta GA 30359—«Published for friends and
allies, who get free copies; other interested
parties send two stamps. No subscriptions.…»
Anonymously published, this is a collection of
intelligent reviews and excerpted quotes of
“mainstream” movies and music. Though never
ravingly enthusiastic about anything, the editor
makes it clear what s/he does and does not
respect in the often reviled world of popular
culture. The value here is in attempting to raise
the level of discussion in that arena to a more
satisfying look than is usually handed down
from the slicks.
Soft Watch 1. A. Burnham, ed. 4 IRCs from:
Obsidian Tapes, 70 Old Hinckley Rd, Nuneaton,
Warwickshire, CV10 0AB, UK—«…is intended
a) as a source of information for fanzines and
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such like, and b) as a continually improving,
expanding magazine for people into the experi-
mental/industrial/avant-garde/electronic music
scene…» Basically a listing of addresses, brief
descriptions, and prices. They are eager to
grow, so send them your output.

’ZINES, GENERALLY
bOING bOING 5, 6. Mark Frauenfelder, ed. $4
from: P.O. Box 12311, Boulder CO 80303—
«The world’s greatest Neurozine!» An almost
slick magazine which deals with topics such as
mind viruses, smart drugs, brain toys,
cyberpunk, mind expansion and stuff of that ilk.
The texts have a breezy, fun quality to them
generally and there are plenty of goofy comics
and graphics included, too.
Going Gaga 8. $4 from: Gareth Branwyn, ed.,
2630 Robert Walker Pl, Arlington VA 22207—
«…A quarterly magazine of art, information,
and noise.… We hope to inspire personal and
cultural change through experimental conver-
sations and oblique strategies.…» Current is-
sue was compiled over a seven day period from
only and exactly what was received in that time.
This oblique strategy has a startlingly interest-
ing end result.
Holy Titclamps 7, 8. $2 from: Larry-bob, P.O.
Box 3054, Minneapolis MN 55403—«File un-
der “Queer”.» Irreverent ’zine which offers fic-
tion, comics, graphics, poetry, and ideas deal-
ing mostly with gay issues. Lots of humor.
International Electrographic Magazine 1.
Christian Rigal, ed. Reproduire, 40 rue Sainte-
Anne, 75002 Paris France—Publication is de-
voted to theoretical texts about “electrogra-
phy,” which is what Rigal favors calling what
you and I call “xerox art.”
Kooks 7. Donna Kossy, ed. $4 from: Out-of-
Kontrol Data Institute, P.O. Box 953, Allston
MA 02134—Kooks are people who don’t think
about the world like most people do. This
magazine covers their world in an affectionate,
even respectful way. Cool graphics, too.
Lightworks 20/21. Charlton Burch, ed. $5 from:
P.O. Box 1202, Birmingham MI 48012-1202;
Tel. 313 626 8026—«Illuminating New & Ex-
perimental Art.» This issue: “Actions on the
Outskirts: An Issue of Troublesome Art & Both-
ersome Ideas.” A worthy collection, which has

articles on Art Strike, bridging art and life,
Istvan Kantor’s Neoism?!, magazine reviews,
and more.
The Moorish Science Monitor, Vol. 5 #1. Thom
Metzger, ed. Write: Ziggurat, P.O. Box 25193,
Rochester NY 14625—Odd collection of
screeds and graphics from an arcane organiza-
tion, the purpose of which is unclear. The
results, however, are pointed and humorous.
N D 14. Daniel Plunkett, ed. $3 from: P.O. Box
4144, Austin TX 78765—Magazine of docu-
menting and reporting on networking, perfor-
mance, and multimedia arts in the underground
scene.
Novoid 8. Colin Hinz, ed. Inquire: ASFi Edi-
tions, P.O. Box 161, Orillia, Ontario, L3V 6H9
Canada—«Art Strike Issue» Yet another thor-
ough re-hashing of Art Strike opinions, re-
sponses, and commentary. This issue features
an interesting range of commentators as well
as letters to the editor—and it is a worthwhile
read for those interested in the Art Strike.
Also from ASFi Editions:
A Crack in the Media Mirror—Booklet of graph-
ics and press excerpts which, taken together,
attack homophobia.
Scene Actually Glows! by Jürgen O. Olbrich—
Visual booklet by the German copy artist.
Poèmes pour Ballerines du Grand Théâtre de
l’URSS by Serge Segay—Lovingly produced
diagrams, dance maps, and graphics by the
Soviet mail artist.
Pop-Cult 1. Write: Ooh! Ooh! Music, P.O. Box
2707, N Canton OH 44720—“…will feature
interviews with anyone from cartoonists to
filmmakers, as well as musicians. Short fiction,
poetry, artwork, fun/games, whatever is inter-
esting, fun to read, and hidden from main-
stream society.…” Includes a cassette.
Reality Sandwich 12 through 17. John E.A.
Smith, ed. 75¢ from: P.O. Box 2092, Baltimore
MD 21203-2092—Hard edged satire, spoof
and lampoon of current news events presented
with a tabloid flair for factoids and
disrepresentation. They seem to have it in for
Dan Rather. Most recent issues goes after
Norman Schwartzkopf, Designer Whitebread
for “Celebrity Toasts,” and more.
Salon: A Journal of Aesthetics 13. $5 from:
305 W Magnolia, Suite 386, Fort Collins CO
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80521—A lot of different stuff here. The pre-
sentation is a bit rough, but the contents are in
earnest: cartoons, poems, and articles on such
things as polyfidelity, erotic artists, environ-
mental gardening, and more.
The Shattered Wig Review 4. Inquire: Shat-
tered Wig Productions, 523 E 38th St, Balti-
more MD 21218—Magazine of poetry, col-
lages, and fiction by Al Ackerman, Sheila M.,
Gabrielle Keith, Carl Watson, and many more.
The Stranger. Request: P.O. Box 31848, Se-
attle WA 98103—An anonymous “critical
fanzine” or newsletter that values speaking
freely above attribution. Articles include “To-
ward a Multicultural Future,” “Political Mo-
nopoly,” and “The Bubble Spectacle.” The con-
tents are critical and observant, and a list of
topics for discussion is appended at the end.
Interaction and dialogue with its readers is
strongly encouraged.
Swellsville 12. Jack Thompson, ed. $2.50
from P.O. Box 85334, Seattle WA 98145—
“Juvenilia and Catastrophe.” Collection of let-
ters, lists, and other mail that is collected by the
editor. “…Trips to my mailbox,” says the edi-
tor, “…[are] my favorite cultural outing.”
Version 90, vol. 2. $10 from 107 Brighton Ave,

Allston MA 02134—Expansive and attractively
produced, this book or magazine looks into a
variety of contemporary topics with an overall
theme of “Death, Static and Interference.” In-
terviews with David Cale (performance artist)
and Michael Lesy (author of Wisconsin Death
Trip), short stories, exposés on plagiarism and
orgonism, cartoons and other graphics; all go
into making this a very satisfying issue to have
around, and making the Version 90 series one
to be on the look-out for.
XYY 2. John F. Kelly, ed. $2 from: Standard X
Press, 82 Kimball Ave, Yonkers NY 10704—
«Dredging the Sewer of Unpopular Popular
Literature.»  Generally, a kind of spoof-zine
sporting detourned comics and articles about
such things as leeches, why you can’t trust the
Bible, and left-handedness; all presented in a
humorous or satiric tone. Well-produced and
enjoyable.

* * *
This section was compiled by Lloyd Dunn,

a member of the Tape-beatles and employed in
a copy shop. Dunn regrets that he can no
longer review everything that is sent, but en-
courages people to send in their stuff anyway
to this address.
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Despite the diversity of the sound, the stubborn drive of Tape-beatle
concerns remains far and away the most successful in the industry in
terms of results-driven music. These cultural embezzlers continue to
make unusual contributions to each problem in the world today, and
their “new” release—Music with Sound—is neither an exception, nor a
ready-made solution. Music with Sound is a concise series of musical
questions which re-present the world as it is—not something Norman
Rockwell would paint. Available uniquely and one at a time as a CD or
cassette. You have heard the Tape-beatles, but likely were not aware
of it. Here‘s your chance to share our conviction that obtaining the
best quality recycled culture is a critical advantage in meeting your
goals and objectives, plus a refined sense of security knowing that
your needs are being met by people whose level of honesty and
seriousness is unmatched. We stake our reputation on that distinc-
tion. To us there is no such thing as un-popular music.

MUSIC
W I T H

SOUND

Music with Sound
Available on CD $16

or Cassette $8

Still Available:
The Tape-beatles’ 1987 release

A subtle buoyancy of pulse
Cassette + booklet $8

Plagiarism® T-shirts
100% cotton, black ink on white

M–L–XL $12

Prices are postage paid
Order from:

The Tape-beatles
P.O. Box 8907

Iowa City IA 52244 USA

Work by the Tape-beatles

A collection of new
audio-art, sound collage,

and music composed
for tape
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