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Retrofuturismis a magazine edited by the Tape-beatles and spon-
sored by theDrawing L egion, anon-profit performanceanintermedia
company based in Cedar Rapids, lowa. All editorial or subscription
mail should be addressed to: Retrofuturism at psrf@detritus.net.
I ssuesappear in January, April, July and October. Subscriptionsfor
the next 4 issues are $10, delivered bulk ratein the US. These rates
also apply for Mexico and Canada. The policy for forwarding bulk
mall islimited, so it isvery important that you keep usinformed of
any addresschanges. If you live overseasand wishto subscribe, you
may do so for $16 if you want Retrofuturism to arrive by surface
rate, or $20if youwantit by air mail. Singlecopiesof Retrofuturism
are available for $3 postage paid for regular issues, or $6 postage

paid for special sssues (such as this one) or audio cassette issues.
Overseas, $4 by surface and $5 by air for regular is sues; and $7 by
surface and $8 by air for special issues. Submissions of writing,
graphic, audio, and computer work are welcome and encouraged.
No submitted work will be retumed unlessit arrives here accompa-
nied by a self-addressed stamped return envelope. Everyone who
contributesin someway to Retrofuturism, whether they send al etter
to the editor, or awork to be reviewed, or work to be published, or
audio cassettes which are included in the RadioStatic Broadcasts,
will receive a copy of the issue of Retrofuturism in which their
contribution appears. Send all editorial mail to: psrf@detritus.net
and visit our site at http://psrf.detritus.net/.
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editorial statement

From January 1, 1990 to January 1, 1993, PhotoStatic Magazine is participat-
ing in the Art Strike which has been called for internationally by various Art
Strike Action Committees. The Tape-beatles, a collective of audio artists
long associated with PhotoStatic, PhonoStatic, RadioStatic, etc., will not be

participating in the Art Strike.

The Art Strike is concerned with the inevitable
reduction of all cultural interactions, including the
arts, to the level of a commodity relation. Art is
conceptually defined by a self-perpetuating elite
and is marketed as an international commodity.
The activity of its production has been mystified
and co-opted, and its practitioners have become
manipulable and marginalized through self-identi-
fication with the term “artist” and all it implies. The
Art Strike calls for a closer examination of these
propositions, and an active dialog to heighten
awareness of an honest appraisal of the situation
that “artists” face today.

On the other hand, it is clear that easy access
to the means of artistic production (via photocopi-
ers and cassette tapes) has already altered the
material relations between some cultural workers
(known by some as “artists”) and the objects they
produce. This results in a changed set of social
relations, since access to the means of production
is no longer necessarily controlled or mediated by
a class of “owners” (editors/galleries/critics, via
their “ownership” of the mechanisms of cultural
validation). Therefore, a network of cultural work-
ers has evolved, producing and exchanging their
work amongst themselves, and creating a subcul-
ture: that of “networking.” This may serve as a
successful model for other cultural interactions that
wish to thwart the tendency toward commodity
relations. Other, as yet undiscovered, forms may
be possible as well.

The issues which fuel the Art Strike are indeed
urgent, but so are the issues which fueled
PhotoStatic. Dialog and increased interaction is
needed in furtherance of both points of view;
neither one is entirely “correct” or “incorrect.”
PhotoStatic has been laid to rest for the next three
years as a gesture of support for the Art Strike and
its aims. YAWN (which is not “art” but is “cultural
work”) will offer concrete support to the Art Strike
by offering a forum for discussion both for and
against. This magazine, Retrofuturism, will be ill-
defined atfirst as the editors and participants work
to give it needed direction.

You, the reader can help by sending your
opinions on anything that appears in these pages.
Each issue will begin with a “Dialog” section that
will select text from letters received and, if the
editors decide to comment, those words as well.
In addition, there is need for writing and graphics
which take a stand on these, or other, issues.
As with PhotoStatic, we do not want to be too
specific as to what we (editorially) want from you,
the participant. We instead hope that you will
help to define the content of future issues by
providing us with work that serves your own
interests. Proposals for regular columns are cur-
rently being sought. Your reviews of any works are
welcome and encouraged, and your comments on
Retrofuturism itself is also of great interest to us.
Please feel free to contact us.

The Editors
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dialog

Plagiarism and Personal Expression

...l couldtitlethis* clarified thoughts” but that would
be too limiting. | understood that you do plan to
publish pSagain. Wondering if your purpose will be
altered or motivations reconsidered, etc. Like I'm
awaiting brilliance or something. Probably some-
thing not to be concretized (if ever it could be) until
actual reinstatement. Fascinating to wonder the out-
come. Maybe the impact would be great if you were
completely removed from publishing/production—
but that’ s not the point. Fresh perspectives, continu-
ing creation—like in your call for (1993) submis-
sions, you neglected to mention (if relevant) anything
besides the requirement of “tailored for the repro-
graphic page” athough the dialog perspective could
weed out self-sanctifiers (not that they don’'t have
important expressions but a lacking method). Just
consciously realizing the (almost) all-encompassing
allowances of pS—one most important requisite for
dissemination (decimation) semenation—yah yah—
Andyesplagiarism is creative (and exciting) (I have
experienced transformations). My “term” “self-cre-
ation” was only an indefinite way of expressing the
anxiety of soon-to-be realized mutations—I'm not
providing opposition—rather unity. Previously un-
aware [?] or unable to recognize my contrasting
dimensionally different ideas misplaced—I meant
plagiarism shouldn’t be promoted aseverything but it
is everything, always has, always will. So is this
promotion? Being evolutionary, promotion is inher-
ent so we all go about our business. ...

[Received later.]...Mustn't you take some
responsibility for furthering the insularness of
“the network” when you (objectively) report
on everything coming your way? | wonder

“what's the point?” You must admit that by

letters from readers and
responses from the editors

giving space to everybody you create an
endless progression of ... personal expres-
sion? I'm far, far, far from knocking your
exceptional activity, but why don't you allow
your beliefs fair play (isn't it your vehicle?),
publishing what you desire ... or maybe it is
just that you favor equality, or desire being a

neutral transmitter? Anyhow, a fine effort. ...
[Teresa, 1357 Prospect, Olympia WA 98506

I think you have a very strong point about propagat-
inginsularity inthe network by reviewing everything.
| hadn’t looked at it that way; and it may be that
unconsciously thiswasbeginning to bug me—thefact
that so much networked stuff isdreck and yet | didn’t
want to be accused of being “ undemocratic” so to
speak. Constant attitude readjustment isrequired to
remain free. Or maybe a stable worldview is more
important. Or it could be a heavy paradox, too, re-
quiring both. Anyway, | think you are correct. —Ed.
Spoeaking of reviews, the Tape-beatles wrote Bryan
Baker, editor of Gajoaob, that they thought hisreview
of their cassette A subtle buoyancy of pulseseemedto
miss the point, especially in regard to its pseudo-
shoddy production value. Bryan replied:

... Thanksfor your |etter. Asyou probably know,
not many people take the time to let a “reviewer”
know whether or not he/she hit the mark on the
particular recording. | must admit (and | always do
admit it, incidentally) that reviewing is a frustrating
undertaking, because | never feel likel’m conveying
the “truth” of a particular release. Perhaps | should
lighten up (as pSimplied) and not worry too much
about it. But | do take reviewing seriously because |
assumethe majority of peoplewho send metapesare
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fairly serious about their work, even it its gist is
primarily light-hearted....[Bryan Baker, Gajoob, P.0O.
Box 3201, Salt Lake City UT 84110

On PhotoStatic Magazine

...Yes, | have been enjoying the various pS output
you sent me. So much so that I've added it to my
mental list of items to be shoved down the throat of
middleAmericaif ever | getthechance. Actually, | do
get the chance a couple times a month. | do aradio
show called “Symphony for Dishevel” on WUSB-
FM in Stony Brook NY. It's a 4000-watt job that
covers a good chunk of Long Island and southern
Connecticut. Infact, I’ ve aready given someair time
to the PhonoStatic Cassettes you sent. My objective,
usually, isto challenge listeners already sympathetic
(atleastin principle) to very alternative music/sound/
noiseand underground productionstothepoint where
they must re-think their sympathies (and re-establish
them as commitments], perhaps]). And to bug the
fucking shit out of everyone else.... | am about to
begin to publish some xerox/art/print projects and
would greatly appreciate any thumbnail sketches on
how to proceed so as not to fall into the usual prob-
lems (I am surethere must be problems). | don’t have
lotsof $but | dohavegrand plans. | simply want to put
into circulation certain documents which call for the
overthrow or the mechanismsthat guaranteeenslave-
ment to deadening institutions. More or less. Any
practical thoughts would be most welcome.... [Rob-
ert Franza %VNF, 296 Lake Ave, St James NY 11780

Mail Gone Awry
... Thanks for sending Brief Eternities by Tom
Hibbard. | really liked it....

... Y oumentioned that you got the addresswrong
twice on Brief Eternities and that the post office kept
sendingit back toyou. It waskind of amusing because
somehow it got stuffed way up into my mailbox
where | couldn’t see it (which has never happened
before) and it took me probably a couple of weeks
before | found it, judging from the post mark.

[Astoria Lyndquist, London, Ontario

Help!
Dear Sir,

Now DOGFISH is trying to organize a
MAIL-ART-LIFT to Romania by this letter. As
you know, there are great changes here in
Romania. We are some artists who wants to
start a creative studio or something like that.
But the fact is we have absolutely nothing to
start this studio because we can’t find the
materials and tools we need for. We'd to
make a step from world but we haven't the
shoes for it. Everything is a great help for us,
ink paper, drawing tools, paints, etc., art
issues. Since now our will to be in contactand
make friendships with foreigner artists was
prohibited and this is why we can’t work and
change artwork and informations with the
artists of the free world.

We wants to return to world—so help us!

Thanks, Sincerely Yours,

[Vincze Ferenc Gyorgy
Str. Hunedoara no. 30/23
4300 Tirgu-Mures; Jud.Mures Romania

On the Art Strike (1990-1993)
...There are too many issues raised in Yawn—art
strike, anti-modernism, anti-postmodernism, situa-
tionism, anti-geniusism—for my mindto sort. It bobs
uncomfortably in its skull. This discomfort has alot
to do with the other stuff I’ve been feeding it. What
has my mind eaten lately? Czelaw Milosz, Tadeusz
Konwicki, Milan Kundera, Alexandr Rodchenko, his
wife Stepanova, and the Situationists.... So maybe
it's over-identification with what 1’ve read..., but |
can't read aline like—

RIGHT YOU ARE, DAD. Why would one

want todo art when it simply servestojustify

the project of capitalism? [from Yawn no. 2]
—and not be offended in some way. Yes the stilted
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language of Marx is a humorous contrast to the
pictures of the adventure comic. Y es art has become
acommodity like cornflakes and Toyotas, and isthe
worse for it. But the fun and the message are over-
shadowed by the loaded language. As we would the
phrase “ arbeit macht frei,” we must consider care-
fully how to use bits and pieces like “ cynical reac-
tionary,” the* the project of capitalism,” “ opiate of
the people,” etc. | challenge you to step off the plane
in Bucharest handing out fliers with such texts.
Ceausescu himself recently learned how fed up his
people were with such notions.

give us grants because we have funny last names and
speak broken French. They say we're Polacks and
they don’t want nene any.

Sowewant to cometo |lowa City and do someart
jobs for the Art Mill owners out there who we hear
have so much funding that all the artists feel guilty.
There’ sabout 15 of us, plusdogs, babiesand catsand
wewill livein an anarcho-syndicalist commune until
weseehow thingsare, thenif we can make somegreat
money wewill sendfor our friendsand familiesinthe
old country who areartiststoo. Wecan't afford TV so
|

I've said this heavy-handedly, but | know it is true. The hammer and sickle that my fellow
students were busily silk-screening onto T-shirts to sell to each other is now more hated than
the swastika in those countries that should know best. (Did you see the Rumanians waving
around those flags with the big holes in their centers?) In other words, that symbol and those
phrases are now just another part of pop culture, something for trendy youth to play with, to
take half seriously. But for our friends in the East they are deadly serious emblems of forty
years of repression, forced relocation, concentration camps and murder....

The art strike makes sense like anorexia and
bulimiamake sense. They are the diseases of therich
and fat, criesfor attention that seem to be incompre-
hensibleor sick jokestothoseinreal distress. Theart
strike is a symptom, not acure....

[Dan Fuller, Madison WI
It is my personal opinion (and therefore Yawn's as
well) that the Art Strike literature you criticize is not
intended for consumption by Romanian audiences.
The societies of the eastern bloc have no need for an
Art Strike because commodity relations are not the
same asthey are here. It isalso my personal opinion
that the Marxist critique of capitalismisthe strongest
oneyet devised, althoughit seemsclear that thesocial
system it offers as an alternative to capitalism is
terribly flawed. —Ed.

Leaving the “Old Country”
Dear Lloyd Dunn,

We hear that you all have an Art Strike going on
out there in lowa City and we are here in Cleveland
where there aren’t so many jobs in art. The art mill
ownerslaid off alot of peoplewhen the steel and auto
industrieswent bad and our State Arts Council won't

|
much so we do mostly things that some might call
“art,” though others call uninformed confusion.

Wewill livein an anarcho-syndicalist commune
even tho most of us have no politics because we
understand thisistheway you do things and we want
tobegood citizensof thenew country and learnto use
words like “commodity” and “reify.”

We are willing to scab because we know the
terrible timethe art mill owners must be having with
al of you on strike out there keeping your talents
earning interest in the strike fund so we will work for
10¢ per billable hour just like our grandfathers did
when they came from funny places whose names
nobody could pronounce and worked in the steel mills.

They built this country, but we don't have so
much experience in construction because they are
aways tearing things down around here and they
don’t build anything to replace them so most of our
experience is in deconstruction and we hear that's
popular your way and we can get jobs.

We have told everybody we can stay the first
month at your place and if thisis not OK write back
right away because we leave the first of March.
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Hoping our offer will beaccepted, wearestrong-
backed and willing artists (except for Tim who is not
strong-backed, but we are all willing to suffer).

Y ours faithfully,
[Charlotte Pressler, Carolyn Getson, Jim Gillride, Pooch,
five cats: Spot, Sebastian, Samantha, and Whiner

...Great to get the new PhotoStatics and have your
position on the Art Strike clarified. | was a little
worried that you were actually chucking things in—
which | think isthewrong responseto Art Strike. Not
that thereisaright or wrong response. Getting people
to think about the concepts behind Art Strike—that’s
important. Mixing it up—and confusing—commod-
ity culturists—that’s important. But you know all
this.... [John Held, Jr, 1903 McMillan St, Dallas TX 75206

The Art Strike (1990-1993) in France

...l discoveredin January issue of monthly Le Monde
Diplomatique (a mainly political tabloid magazine
published by daily newspaper Le Monde) a huge
article entitled «Portrait idéologique de I’ artiste fin
de siecle» (“ Ideological portrait of the turn-of-the-
centuryartist” ) co-written by YvesHélias (teacher at
the Rennes University and one of the two promoters
of ordinary congressesof Banalyze) and Alain Jouffroy
(an old historian specialized on surrealism and art
history in general; | had met himinLillein 1988; he
is mentioned by Stewart Home in The Assault on
Culture, p. 64, for “...the earliest use (he had) found

of the term ‘art strike’”

cultural associations. the word panchounette is com-
posed of Greek prefix pan (total) and chounetteisthe
wordwhichinpopular languagemeans*nice,” “ beau-
tiful” and sometimes to designate the woman’s sex.
The have afame of mystery, because people do not
know generally who they arereally; afamein which
they attacked artistic and political authorities; they
are known as being probably some of the French
artists which have been more influenced by the Sl
[Situationist I nternational] theories(they publishmany
theoretical textsasthey produceart works) andthat is
why last year, at thetime of the Sl exhibitionin Paris,
or shortly after, aseveral pageslong text by themwas
published in Art Press (the main art magazine in
France). One of their main pointsis acritique of the
taste, their project consistsin“ scrambling” the popu-
lar bad taste and the bourgeois good taste (my ex-
planationsaretoo simple, excuseme, | amjust writing
aletter). | have had distant contacts with their most
active operator, Frédérick Roux, since several years,
but we became closer during the last months. He is
between 40 and 45 years old, | do not know exactly.
Intheautumn | spoketo himinavernissageat Gilles
gallery (the exhibition was not of them, of course) Le
Chantier du Chai, and as he was interested by my
translation of Home/Rumney interview and | give
him each new issue of Lettre Documentaire. We now
usetovisit moreor lessweekly each other’ slibrary...

Sinceacertaintime, they wantto “retire,” for the
|

). The article presents the result of a survey made last year

among (mostly French) artists to explore their state of mind. The authors of the
article are surprised by the general lack of radicality among the answers they
received. | am going to send A. Jouffroy a file about the Art Strike, to see if he

finds some interest init.

There is in Bordeaux a group of anonymous
artistscalled* Présence Panchounette,” it wasfounded
in 1969, | still do not know how many they are
(sometimes “two and an half,” sometimes “ten thou-
sand,” probably aquite small number). Their work is
mainly sculptural collage with heavy critical mean-
ing. Theword présence was chosen asirony because
it was often emphatically used, in the past, by alot of

|
principle reason that they are fed up with the artistic
condition (and though they are now beginning to be
pretty well “reconnus’ [“known”]) they are going to
publish a text in March (in Art Press again) for
making public their decision. Frédérick Roux was so
kindastolet meread, yesterday, the eight-pages-long
typewrittentext of their statement. | roughly translate
what appears among many other arguments:
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We are on strike.

Thisstory of art strikeisnot aninvention of ours,
but a sea-ser pent which reappear snow, for the 1990-
1993 period, through Sewart Home, an English* radi-
cal” . Itisnotgoingtothrill Wall Street, if weconsider
those who call for it, and those who will join it; they

a“cop” so beit, but he has to remember the implicit
quality of “cops,” the porcine quality in the genetic
structure thereof, eh? & regards the “laziness &
mediocrity” of “thosefolksin madisonwiththefunny
last names,” well, free to critique the stuffs, but lazy

know this. But if we add this tiny sign to 2 or 3 other details, we see that there
is a more and more perceptible weariness with respect to the in-vitro barbarity
generated by capitalism; one understands that there exists a real dissatisfaction,
a frustration which asks for expression |...)

So, that fat boy who believes he is doing big
painting... what is his name?

Schnabel ?

That’sit... Schrapnel ... he should not despise so
much the guys of the Art Srike Action Committees...
one must be careful with the small waves... they are
treacherous.. they take you by the ankle... (...).

[Philippe Billé, B.P. 249, 33012 Bordeaux, France

Self-Criticism is Healthy
...l just reread my littlerant (pSno. 38). Man, | musta
been in some foul mood on that one. We'll have to
weather theflack fromit soon. | think at thetimel was
working on V90 [ magazine] and and having abitch of
a time trying to convince myself the Xexoxial
Endarchy article was aworthwhile piece. Inthelong
run it is. | certainly don't want to end up being a
fanzinefascist. Which some peopl e probably already
think | am. | also was ragging on [Mike] “Factsheet
Five’ Gunderloy. | wrotehimanexcruciatingly bitchy
letter that he actually didn’t get offended at. Thereis
aplacefor everyone, but therestill isaneed to be self-
disciplined, if not outright more professional....
[Mike MclInnis,The Primal Plunge, 107 Brighton Ave,
Allston MA 02134

How’s This for Flack?

...much thanx, allah materials & susmorses, always
enervating & synapse exercise (tho lucidity & clear-
ness, simplicity hard to decipher, wade), yeah Mr.
Mclnnis just wants to sell—slick products & last
paragraph of hisletter very telling; if he wantsto be

|
not in any realm of reality. Mr Mclnnis should visit
Xexoxial for afew days & then he can shoot hisfoot
& eat it, eh. Do correlate on the point that the xerox
machine atool, just asevery other tool (apen, pencil,
an envelope, typewriter, ' puters, toilet paper, mofran
transmitters, etc.) isused, to create, get out of system,
etc. & Hereiswhere | fall into what | subjectively
cringe inwards, all thetalk & high falutin’ verbiage,
regardsthe“network,” “art or Art,” “ Strike or Glut,”
“sell or cell,” blah, blah till my scream-angst factors
walk in and say, “Hey!” or “EH?" whatever. The
bottom line for my subjective self & expressive
functionsoutpour is—I dowhat | do, withinthe means
of my situation & access to “tools” to do it....Let's
lighten up, folks—we're falling into the same old
traps, of over analyzation, “ivory tower” authorities &
granite“standards’; ieehs!—likeyore heading on Mr
Mclnnis'sletter, fuck, we' resetting up another “Us&
Them” situation, within our own subject, etc. Jeez.
Ain't that wonderful ? The processis more important
than the product. Whatever. So, Mr. D. till thefuture.
Quassa nova,

[Malok, P.0. Box 41, Waukau WI 54980

Against “Art”

...Received your mailpak today. And am contempl at-
ing it while dubbing my copy of “Roll Freddy Roll”
made-for-TV Tim Conway movie. Early Carter ad-
ministration, | believe. Previoustothe CB craze. | try
to dissect everything | see, of course, but you, sir,
evadetheknife. | findweareoddly inagreement. Tim
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Conway isthiscomputer programmer whose ex-wife
marriesaTV used-car salesman. | have cut myself of f
from music and art, especially modern, progressive,
avant-garde, all those allegedly new ideas. Tim’'sgot
towin back thelove of hiskid by getting in the Guin-
ness Book for being on roller skatesfor aweek or so.
| burned out on industrial “music” a couple of years
ago and spent the next year listening to Goodwill
records. Luckily it’sonly ahour and ahalf long, and
for an hour of it he sonwheels. Thebest record | ever
heard was George Liberace goes Latin, brother of
Liberace with combo and female vocalist. He's not
believableineventhebest of circumstancesbutinthis
case “boggling” would be merciful understatement.

People have given up trying to get me to listen to
art. When | went to New York they all told me the places

music or look at
to go and see all

the rightthings, and I listened politely. | find myself wanting to cut my own tongue

out every time | find I've said “Art is...

[Ken DeVries, P.0. Box 766, Cambridge MA 02142

Comments on YAWN

...I thought | sense that your published reasons (see
pSno. 38, 40) for shutting down the magazine were
somewhat spurious: the first sentence of your pub-
lishedreply in Yawn, and your editorial onthefront of
the last pS, tend to confirm this. You're right about
culturevs. subculture; Art Strikeremains confined to
the subculture of its origin, but with an eye towards
dissolving (or at |east blurring) its boundaries, which
is commendable. (Posting Yawns publicly is a good
start.)

The carefully hedged version of Art Strike you
put forth in that editorial isless interesting than Art
Striketaken at facevalue, asagainst all art, capital ‘ A’
or not. Defining big-‘ A’ Art the way you do makesit
aforegoneconclusionthat everyonewill beagainstit.
But there are arguments to be made against art in
general. Bob Black hintsat somein hiscritiqueof Art
Strike. There’ san excellent essay in Adam Parfrey’s
anthology Apocalypse Culture called “The Case
Against Art” (I can't remember the author) that ex-
plainsin full....

[Seth Tisue, P.0. Box 1083, Wheaton IL 60189

n

" or worse, “Art Strike is..."...

|
Yawn, print this in its entirety:
Your sporadic newsletter is

the ultimate in this oxymoron
culture. An art strike is needed.
However | was hoping for a
launch into total randomness for
the 90s. Pure white noise, from

DC to daylight. Goodbye. Send

correspondence to:

[The Random Talk Show,
% W. Fielek, P.0. Box 13888,
Santa Barbara CA 93107
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the doctor tells all

Mike (Mclnnis) speaksin hisletter (published in PhotoSatic no. 38) of Cantsin
(Kantor)’s “turning alittle xerox obsession into aforce to be reckoned with.” |
amtill trying totie up thisnotionin someway withthe Cantsin (Kantor) | know,
but | can’'t quite makeit fit. | have never known Cantsin (Kantor) to have alittle
obsession about anything. His obsessions are al king-size. | don’t even know

if xerox is one of them.

While we're on the subject, however, and just to
keep the record straight, | would haveto say that as|
have observed it over the years, Cantsin (Kantor)'s
favorite method of printing iswith aquill pen dipped
in his own blood. Significant?

Bethat asit may, if, by astrange quirk of Fateyou
should interview any of the leading Neoist minions
and ask them, “What is Cantsin (Kantor)’s most all-
consuming obsession?,” most of them will tell you
that it has to do with Cantsin (Kantor)'s love of
puncturing his own lung by dint, during his perfor-
mance sprees, of hanging himself from the wall of a
night club, using just asingle small leather strap that
keeps his body dangling aloft for ten to twenty min-
utesbeforeit crushesin several of hisribsand creates
a pneumothorax or sucking chest wound. Quite an
amazing thing to see.

Of course, the thing about Cantsin (Kantor), and
thisistrue whatever the medium happensto be, ishis
ability to get people fantastically involved in his
activities. Thisistrue whether it’s xeroxing, or dan-
gling from the wall, or what-have-you.

For example, the time that Cantsin (Kantor) vis-
ited David Zack’ simmortality Center downinMexico
is a good instance of this ability to involve casual
spectators, which | would characterize as vatic or
charismatic.

During his stay at the Immortality Center it was
Cantsin (Kantor)’s practice to go up on the roof of
Zack’ sfincaevery afternoon starting at one. There, in
thecompany of hisshapely Neoist traveling-compan-
ionAnnie-Mary, aRitaHayworthlook-alike, Cantsin

(Kantor) would indulge in several hours of feverish
yogi exercises followed by along session of nudist
sun worship.

Thispracticewhich, as| say, lasted from approxi-
mately one to four every afternoon, called forth a
fantastically highlevel of involvement among Zack’ s
neighbors. These neighbors, sometimes numbering
as many as twenty-five or thirty, would arrive at
Zack’ sfence every day right at the stroke of one, and
would spend the next few hours rubber-necking at
Cantsin(Kantor) and Annie-Mary throughthebushes.
Infact, | understand that thisfence-side invol vement
becamesointensetoward theend of Cantsin(Kantor)'s
and Annie-Mary’ svisit that ahalf dozen or so of the
neighbors, having climbed atop a slender reedlike
treeintoo largeagroup (ahaf dozen bodiesclinging
to a single puny branch is just too large a group),
wound up being dashed to the ground when the
branch suddenly gaveway, and had to all be hospital-
ized—for broken bones and eye strain.

Well, such isthe message of Neoism. Participation
isthe key-note. As Simenon once so aptly remarked:
“A person would probably have to go and have
himself actually committed to find this sort of action
anywhere else.”

Simenonwastalking about multipleand unbridled
sexual encounters involving B-girls at cheap night
clubs. | remember that the three of us—Simenon,
Cantsin (Kantor), and myself—were sitting in avery
cheap, low-ball night club (I think it wasontheisland

*Published in PhotoStatic Magazine no.38, October, 1989.
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of Corfu) when Simenon made his remark, which
location isprobably what prompted it. Later, Cantsin
(Kantor) turned to me and said: “Yes, and it is the
same with Neoism!”

Then Cantsin (Kantor) got out his little strap and
began to busy himself with dangling his body from
the wall of the club, and punctured hislung. Upshot,
he had to be hospitalized and spent over aweek on a

ventilator in intensive care. Another great charis-
matic Neoist moment—and what | mean when | say
that, xerox or no xerox, Cantsin (Kantor) would have
been aforceto bereckoned with. Thingslikethiscan
happen only asaresult of charismaand probably only
with a special little strap.

Thewonder isthat Cantsin (Kantor) hasfoundtime
to do as much xeroxing as he has. [Dr. Al Ackerman

neoism?! from a horse’s mouth

message to the editors

A group of post-modern revisionist stalinoid
embryos, wearing the mask of revolutionary
heroes, covering themselves with the fake
blood of Hollywood, are trying really hard to
change the history of Neoism?! to the limited
receptivity of their scholastic intelligence,
andto eliminate real events, erase the names
of undesirable individuals, discriminate the
ideas of “persona non grata” conspirators.
Their existence is recognized by various
ambitious promoters and publishers of the
seemingly radical fashion revolutionary aca-
demic left, however, their contribution to the
already strong and murderous censorship
epidemics has no remarkable effect.

Withouttrying to make a positively objectiv
negativ statement, we would like to point to
the fact that according to the elementary
anti-principles of Neoism2! “The history of
Neoisme! can be burnt at any time.”

We stole the flame! We started the fire!

Empress Mitschiko Kantzin?
Neoiste! embassador [sic]
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NEOISM?! NEOIST?!

MONTY CANTSIN? ANARCHO-NEOISM?!

notes from the fast-note-book of standard writing

To write about Neoism2! is the easiest thing in the
world because you can say just anything (any-
thing) and it will fit well the concept. Just like our
stickers Neoism?! sticks to anything.

You can copy the immortal wisdom of Neoist?!
conspirators, and, of course you can use your own
stupid ideas as well.

The purpose of our propaganda is not to
convince but to confuse.

Linear progression is an illusion simulated by
the writers of history. In Akademgorod everything
exist at the same time. It's always 6 o’clock, 6
o'clock is not a time zone but a term for our
Anachro-neoism?2! utopian ideals.

We are dynamiting brain cells. We are putting
people through changes. We invite you to bring
your day environment into a different reality, a
series of action uncontrolled by time.

Where the theater of Neoism?! creates the new
revolution.

We are a pain in the ass to this world because
we cannot be explained. We are alienated. We
are existential lovers in a plastic society.

| do not even understand myself.

Riots—environmental, political, social or psy-
chological—are Holy. So don't screw around with

Never believe in history books, never trust writers and publishers.
History books are serving the security of oppressing systems.
Publishing means censorship, elimination of reality, mutilation of
ideas. The makers of history are the owners of the press.

The vocabulary and style of insulting letters is
always amazing. Behind the insults there is a much
more important great value. What we really want
is fo get energy out of our personal drama for the
benefit of Neoism?!

If the straight world understood all this Neoiste!
shit it would render us impotent, because under-
standing is the first step to control and control is the
secret to our extinction. This reluctance to define
ourselves gives us glorious freedom in which to
fuck with the system.

So what the hell are we doing, you ask?

|
explanations.

Applause, boos, analysts, critics are irrelevant.

Those that respond to criticism are politicians.
They want everyone to love them.

To any question a hundred different answers
could be given, forcing the questioner to make up
his own answers: to distort.

Distortion thus becomes the life-blood of the
Neoists?!

Accept contradictions, that's what life is all
about.
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The ability to withstand
frustration is what keeps us
alive.

Guns alone will never
change the system. You don’t
use a gun on an IBM com-
puter. Just pull the plug out.

We will end Neoism?! in
a huge orgasm of destruction
atop a giant media altar.

Neoism?! is an extremely
over-eclectic movement that
has borrowed from such disparate sources as
Brecht, Garibaldi, Ady, Kant, Nietsche, Abbie
Hoffman, Lenin, Hitler, the beat generation,
Bakunin, Louis Lingg, buddhism, communism, dada,
punk, and everything else.

Neoists?! are always regarded as traitors to
their country, to their culture.

Their aim is to remind the world that there are
independent men and women—beyond war, no-
tionalism, business—who live for other ideals.

Neoists2! are specialist in revolt, scandals,
cooking, bread making, jokes, insults, traveling,
debts, haircutting, etc. An independent movement
as Neoism?2! is not susceptible to the ordinary
process of logic.

Neoism?2! is not an ideology but a complemen-
tary system of living.

We recycle!

Neoists?! affirm that until now philosophers
have only interpreted the world. Now it is a
question of recreating it.

There never were any Neoists?! and there
never will be.

Neoism?2! is only a name and that name is what
it's all about.

Neoism?2! is the biggest put-on of all time.

If you believe Neoistse!
existed, you are nothing but
a sheep.

The Neoiste! Network is
changing continually. Ex-
tends, shrinks, falls apart,
grows, gets mutilated, be-
comes a giant, declares its
end, starts again, stops com-
municating, creates media
events, goes underground,
gets separated, joins other
networks, etc. The Neoist2! Network is a biocosmic
(biological - social — machine) instrument for re-
search, training and execution.

You can become a member of Neoisme! by
having an orgasm at 6 o’clock. In Akademgorod
it's always 6 o’clock but unfortunately there are
only two 6 o’clocks a day everywhere else in the
world. Make sure that your orgasm comes exactly
at 6 of your local time. Masturbation, couple sex
or group sex, or any other sort of manipulation that
creates an orgasm can be used.

For more than a decade the Monty Cantsin
open-pop-star project has been one of the princi-
pal commitments of Neoisme!

Anyone could become a Neoiste! by doing
everything in the name of Neoism2! and by using
the name Monty Cantsin?. This era is over. You
can keep signing your name Monty Cantsin? or a
Monty Cantsin but you have to put a question
mark after the name. Neoism2! is to be added with
a question mark and an exclamation mark. This
change means that you won’t become a Neoiste!
just by using these names. You also have to
become a question mark and an exclamation
mark. Try Neoisme! You'll last longer.

[Monty Cantsin

I 1562 I  NEOISM



I RETROFUTURISM 13 « JULY 1990 I

-VNCHRO MANIFESTo

- -. - o~ -
-

I, - Let's ﬂ.'l:j'_r‘t. a. rElr’ ]'Lapfer of the ‘J]ﬁ'EHD Mﬂdﬁ.ﬂ.";ﬂh of -
THINGS, ard cﬂnt;nhe |ur propaganda campaign wlth the %
MANIF ‘-‘E“Lf/c:; H’ﬂ." HRONISM, because dn a world, whau evar:.rt'-ung

1=| 3"111: u]:: and nothing can be described by n::e_]rjtiana 3

,- natr'aa 11: i really anarchronistic to write a mr"ifeutc s‘

- - N\ -

b ¥ -
3+ / / g )
’ﬂt . 8 c-ntlnue our desperate convulelon 1in the name/o g,

hNAEHRDhlah and make mnother attempt to create a world 4
revolutinh. because in = world, where avarythin isfr
1lediby electronics it is reslly anachron .B_tiu
world revolutlon. ’

cantﬂ
to imagine &

!

b L |
< ,

= Let's keep inciting everyone to fight for total freedom

- .

and call on all'artists to joln the art at“ik* in the

A name of ANACHRONISH ,because , in a, \m-rld. whera crllti‘ti‘l i
gl b mesured by the profit ot" guccass ', total freedom and art !

b ", : _

PR gtrike are really rachronint': 1daaﬂ - F

2| g A -
= - i - r -

| - .
"';-h:_ﬂ

> (DNACHRONIT G i '- LES'./ b

1))

1 1990 - 2000 |-
- [THE PECADE 0F ANACHRONISH :




proud mary

RETROFUTURISM 13 « JULY 1990 I

and the internal network

We are living in aworld where, as aways, there is a huge
Machineout therechurning away. Thereareafew of uswho
don’t want to be part of it. Well, at least not fully. Not all the
time. So we chooseto beinthissmaller machine which has
come to be known as mail art or The Eternal Network.

So here we are in our little world, our Eternal
Network. What isitlike?Itisacollection of individu-
als. But inside each of us we have a kind of inner
network, a number of voices that speak to us in
different ways. Who isthe “us’ that is being spoken
to?1 dunno. But hopefully weall areableto corral all
these voicesinto asingle vector and with that vector
we enter into the external Eternal network. A dissi-
dent voice in our Internal Network that hasn’t been
listened to can make the message confusing. Every
voicein our Internal Network needs to be heard and
dealt with before we can communicate effectively
with the outer Eternal Network.

So what happens when we get there? Messages
are flying everywhere. Each of us is writing and
communicating not just to one person but with many
others at roughly the same time, in any number of
languages, also using representational codes like
“art.” So the communication is not just one to one.
And as we all know, one-to-one communication is
difficult enough. So imagine having to participatein
thismyriad of cross-currents called The Eternal Net-
work withall kindsof peopleat once, peoplewhoyou
may or may not know, people who may or may not
know each other, people who may or may not bein
touch with all the voices of their own inner network.
So that makesfor alot of variableswhen it comesto
communication.

If communication is defined as the sending and
receiving of aparticular message, then absol ute com-
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|
munication is impossible. What is transmitted is
never received in its entirety. We all have slightly
different ways of interpreting words and concepts;
they mean different things, our values are different,
our memories are different, nuances get lost in the
transmission. There may be a part of the Internal
Network that is quite present in the transmission but
not consciously known by the person transmitting.
The key isrefining the Internal Network so that
the communication is as clear as possible when it
leaves the “self” and enters the external network.
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(Jung called it The Self. For now, | will cal it a
“node.” A node is the collective energies of one
person’s Internal Network, perceived by the outside
world, and even to ourselves, as a single conscious-
ness. Thisisnot true however; in fact, we all consist
of an inner network of many voices, as described
above. Those who differ with this opinion may con-
sider that the nodeisnot the collective energiesof the
inner voicesbut that thenodeisinstead theindividual’ s
consciousnessinitsmost basic state. | personally feel
there is more to it than that, however. Jung did, too,
and | direct you to Jungian psychology inan effort to
understand your own Internal Network.)

Wheninformationleavesaself, anodeasit were,
it beginsto bouncearound the outer network. Perhaps
a message is sent from the sender—Node Z—to
another person in the network—Naode A, but a copy
was also sent to Node B, a partial copy was sent to
NodeC, etc. NodesA, B, and C may exchange copies
of Node Z's message amongst themselves, with or
without additions. All this activity in the Eternal
Network creates webs of complexity that are almost
too difficult for a single person to understand. But
let’s focus on the lowest level of complexity—the
“communication” between Nodes Z and A.

Node Z sendsthe message. Node A receivesthe
message, it is not a complete transmission of the
message but that’s what makes the external Eternal
Network worthy of participation. Itistheincomplete
communication that makes the network interesting
and challenging. If we all agreed and understood
identically, there would be no need for the Eternal
Network. Wewould bein complete agreement. That
would be Utopian but perhaps alittle boring. In fact
part of the mail art Network has become complacent
that way. A feeling that the medium is the message
permeatesthe network (“ Theaddressistheart,” soto
speak, as | once said.) (I now see that concepts like
The Address Is The Art is what has accounted for a
loss of meaning in our messages. | apologize for
participating in the glorification of this destructive
trend.) When the medium is the message, there no
longer isaneed to even read the actual content of the
message, to think about it to respond to it. The fact
that something was sent and received is enough. But
| hold that thisisnot communication nor isit interest-

ing. Itistheimperfectionsinthe communication pro-
cess and the need to overcome them that eventually
creates understanding between individuals. Compla-
cency breeds complacency and eventually isolation.

When something was sent and received and that
is enough, it results in what the Big Machine has
resulted in—a lot of messages flying around in the
form of various media, remaining unread, not fully
absorbed, not fully responded to, simply acknowl-
edged as yet another message as media. But thereis
no substance to media—it isamedium for the trans-
mission of a message.

Itisironicthat aguy called McLuhangaveusthis
M&M philosophy. The whole thing has been ab-
sorbed into the Big Machine and is now used an
excuse for the lack of meaning and conviction in our
society. McFish, McFries, MacPaint, McLuhan. All
medium, transmitted very quickly, with no nutri-
tional value.

When everyoneishappy that messagesare being
sent and received and no oneisreading and interpret-
ing themessagesin their own flawed but humanway,
akind of ennui istheresult. | feel that iscurrently the
situation in the Eternal Network. We have grown
comatose from all the messages. The meanings of
these messages don't permeate and challenge our
Internal Network anymore, except occasionally and
minimally. Perhapshbecausethey areall mediaand no
content, the intensity of the messages has decreased
in power and scope so we end up with alot of stuff in
the mail box that isn’t even worth interpreting. The
failure of the messages to be read hasresulted in the
failure of meaningful messages to be sent. On both
sides meaningless messages are being transmitted,
resulting in aloss of time and revenue on the part of
the participants. We spend all the vital energy of our
Internal Network on this process.

Meanwhile the Big Wheel keeps on turning.

Proud Mary isthename of the Machine, Why?—
because it is a man disguised as a woman. It is a
woman who is not what she appearsto be. A woman
is often nurturing and forgiving. A man is often
aggressive and vengeful. A woman is not proud, a
woman can cry, awoman can drop the pretense. She
cansacrificeherself for thesakeof creation. Yin. The
feminine. So the idea of a Proud Mary isan oxymo-
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ron. What we get is a machine disguised as a man
disguised as a woman. A man-machine in drag.
Devoid of humanity, it is a consumin’ machine.
Proud, Big, Turnin’. Eating everything in its path.
Rollin” ontheriver. It could becalled by other names.

Proud Mary is Guy Debord’'s “Spectacle.”
Orwell’s“Big Brother.” Call it what you want. | call
it Mary—reminiscent of acertain virgin fucked by a
certain god. What could be amore perfect metaphor?
Purity and impurity simultaneously. Aninnocent vir-
ginproudly raped, in effect, by the Man upstairswho
doesit all for her own good and the good of Mankind.

So we in the Network think we are not part of
Proud Mary; weareinour ownlittlenetwork. Butlike
the Proud Mary, we have become mesmerized by the
turning of the wheel. The medium isthe message for
us, too. We have become Proud Mary’s little sister.
Certain membersof our network seeMail art asakind
of farm team for the Proud Mary. When the form of
our message—the medium, that is—is sufficiently
polished and hasdevel oped to apoint of machine-like
slickness, we can jump ship and ride on the Proud
Mary. But | don't seeit that way. I’d like to see our
network grow away from the wake of Mary’s proud
Whesl.

TheNetwork, likethe businessmenwho keepthe
Proud Mary afloat, aregenerally of oneof twogroups.
There are backslappers, those who believe in the
medium as the message and feel that any transmis-
sionat all deservesahearty congratul ationsand aslap
on the back. Then there are the backstabbers, those
who smileon the outside but dueto some disgruntled
member of their inner network possess a message of
hatred and manifest it through acal culated and some-
times subconscious act of malice against another
individual. They project their inner fearsand phobias
on other members of the network, perhapsthey write
ahistory of the Network and leave out a certain node
accidentally. Or steal another node’ sideaand call it
their own. Or writealetter to other nodestrashing the
message of another behind their back. Most of us
have let it happen in one form or another. But mali-
ciousness is an obstacle to communication. So is an
obsessionwithMary. Messagesneedto bedirected to
the node(s) in question. Likeadisgruntled part of the
Internal Network, an obsession with Mary muddies

I 1566

the message.

But for some, the messages only take on real
meaning when they jump ship to the Proud Mary.

“ It seems to me that easy access to the
means of artistic (re)production (photocopiers
& cassette tapes) altered the material relations
between some cultural workers & the com-
modities they produce. Thisresultsin (or co-
occurs with) a changed set of social relations.
Since access to the means of production is no
longer necessarily controlled/mediated by a
hierarchical class of “ owners’ (including
editorg/galleried/critics, via their “ ownership”
of cultural validation), a network of cultural
workers has evolved, producing & exchanging
their work amongst themselves, and creating a
sub-culture: that of mail art and “ Networking”

In reaction to the hierarchical control
systemin the mass-mediated dominant “ art”
culture, some confused ideas appear in the
mail art sub-culture. Oneisthat all partici-
pants have equal accessto the “ network” . We
are all affirmed as creative beings, and offered
a compl etely open venue of expression, to be
judged only on the merits of our work. A
similar ideaisthat all product of the “ net-
work” arein some way of equal value—the
perennial “ no rejections/documentation to all”
mail art show. Ideally, thiswould put the
responsibility for critical response on each
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individual viewer; but in reality, therole of
cultural consumer hasn’t kept pace with
changed roles of cultural producer. Folks still
seem to wait for validation of their work by
some outside arbiter—Factsheet Five, for
instance. Hence the endless bitch when your
favorite ' zZine pans your latest cassette. The
situation is self-imposed, though-by complain-
ing about unfavorable reviews, the artist gives
the power of validation to that reviewer. |
believe that folks must learn to make their own
critical judgements, and that intelligent reviews
by other folks can help with that, if folks can
read them as only one person’s opinion instead
of gospel.”

(From Yawn; unidentified contributor from

Cleveland, Ohio)

Where the writer’s example of Factsheet Five
liesinrelationto Mary isopen to discussion. Regard-
less, some see Mary as the only legitimate rubber
stamp of approval in the world. It isironic that such
perceptions are often what result in some of the
clearest messagesin our network. For itisin seeking
approval and acceptance from Mary that forces oth-
erwise backslapping media-mongers to crystallize
their fuzzy thoughts into a coherent message. Only
then doesthemedium ceaseto beof interest asathing
initself, because, in fact, even though it mimics the
Proud Mary, the smaller Network ship hasthetask of
convincing the larger one that that its existence is
valid. Unfortunately, it isto the credit of Mary’sBig
seductive Wheel that (often unconsciously) many
members of the little ship won't feel right until their
messages are vindicated by the Proud Mary machine.

“ Art which criticizes the establishment is
reintegrated into it, defusing useful comprehen-
sion of itshorror.” (Also from Yawn;

contribution from ASAC-CA)

So it isoften only when the messages about mail
art or The Eternal Network jump from the private
world of the Internal Network to the larger world of
the Proud Mary, that the actual message transcends
the medium. This is when mail artists and others

reach within themselves, to create a message with
actual content. Asaway of reaching out tothe* higher
force” that is Mary. A way of apologizing for our
transgressions against the larger machine. We put it
al in very clear terms, create a true message for
interpretation by the Machine. But oncethat happens
and Proud Mary decides whether or not she wantsto
eat the message (and she always does), it goes out of
the control of the mail artist and even the Eternal
Network which isthe subject of the message. And of
courseProud Mary’ sfunctionisto eat everything that
passes before it. No message or medium is too dis-
tasteful for the iron stomach of the Beast Mary.

If themessageswerenot sentto Mary, thenMary
would not know of the network’ s existence. She can
only eat what she seesand smellsand hearsabout. But
again, it isthe seductive movement of her wheel that
hypnotizesjust about everything into her path. Thus,
the only chance of not being consumed by the Big
Machine isto not let her know of our existence. To
ignore the seduction. To cool down the more egotis-
tical members of our Internal Networkswho long for
recognition by the larger machine. To be happy with
our own little Eternal Network and not to be so eager
to merge with the Proud Mary machine. To stay
outsideof her influence, as, for example, havecertain
rare tribes in the frontiers of the African continent
who have not yet heard the churnings of the Mary
Machine. Who listen to the beat of their own (Mary
might say “unsophisticated”) drumming.

But we are not thosetribes. Wehavegrownupin
thebelly of theBeast. Weareborn of Proud Mary and
unto Proud Mary we shall return. But perhapswe get
sick andtired of “workin’ for theMan every night and
day.” Proud Mary hasit within her power to make us
think that sheistherelief we are seeking. That sheis
what we need to escapeto. That’ swhat created Mary
in the first place. A distrust of our own Internal
Network. But now it is Mary that makes us want to
escape. She makes us doubt the power of our own
inner network to comfort us, to heal us. Soweturnto
her seductive wheel for nurturing. But she does not
and can not nurture us. She only consumes us as we
attempt to consume her and she, herself, is very
difficult to escape from. Because when we think we
jump ship we imagine we are free but in fact Proud
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Mary is also theriver and also the banks of the river
and also the land that stretches out on either side of
that river. That'swhy in our little boat that we think
isso free, we are really only mimicking Mary.

How do we actually get out of the way of Proud
Mary? Is it possible to jump ship and escape her
influence for a part of each day and change Mary’s
course without her realizing it?Isit possibleto jump
Mary’s ship and just enjoy being away from her?
Perhaps that’ s why we' re such a bunch of backslap-
pers, we are just pleased as hell to have the illusion
that for once Mary is not chewing our ass like a cow
chews his cud. So we congratulate each other and
smile. And | can seewhy weshould or could. Evenan
illusion of a moment of quiet with our Internal Net-
work can be very rewarding.

But how would we get away from the Big Wheel
once and for all?

For one thing it would require that we no longer
write mindlessly about our Eternal Network for her
Big Wheel. Not unless we want her to hear about us.
Y es, amore calculated strategy isin order. We need
to be more selective about how we leak information
to the Mary Machine. We can have our secrets that
will keep usfrom being eaten. Anditisimportant that
wedon'’t get eaten. Itisimportant that someoneinour
society stay outsideof the path of Mary sothat wecan
notice when she' s floating off course. Mary needs a
rudder that she does not know about and | propose
that the Eternal Network, directed by focused and
responsible nodes, bethat rudder. Weneedtolearnto
steer the Proud Mary without her knowledge. Be-
cause we answer to the higher authority of the Inter-
nal Network.

Where should we steer her? First of all the
message must be returned to the role of message and
the medium must be returned to the role of messen-
ger. Inthe old daysthey used to kill the messenger if
they didn’t like the message. Then too, they mistook
the medium for the message. But those daysareover.
We must all refine our inner networks so that our
messages are clear. Then we must insist that our
messages are received and responded to appropri-
ately. Some of you will object to this. It will takethe
element of play out of the Eternal Network. Too many
rules. Well itis“play” that Mary wants. Mary want us

all to play, but to play her way, blindly, without care
for the consequences. No parent in their right mind
lets their kids play in the middle of a busy street.
Thereisatimeand aplacefor everything. | think the
timefor work inthe network isnow. Those of uswho
believein our right to play in our own way must put
downour toysfor awhileandinstead work at sending
meaningful messages that will be understood and
have impact. Perhaps the turning of Proud Mary’s
Big Wheel is more benign than we think. It seems so
calculated, so thought out, so complete in its path of
destruction. Perhaps there is no danger. Perhaps we
are Proud Mary and a quiet conversation with our
Internal Network canturnthedestructionaround. But
we must determine that ourselves. Proud Mary will
have us believe unconditionally that it's all just a
cruise on ariverboat. She will create the waves, we
are only passengers. She tells us she has our best
interests at heart and that all we haveto doissit back
and enjoy theride.
[Mark Bloch is the author of The Last Word:
Art Strike, Word Strike, Plagiarism and
Originality, and is the editor of Panmag and the
face behind Panpost in New Y ork
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Tales Of A Headless Hierarchy
by A. Manual Kant (give a shir)

O nce more we find curselves dumped on by those of yvou who
think a real ART STRIKE is needed. We rthought we put this
issue to rest in our last issue, and with this following note we

promise to FORGET IT!

The business at hand of stabbing repeatedly at the ugly vipers of our
ECONOMIC SLAVERY will of necessity be our ongoing anguish.
But what is purpose for drive but the actions that this anguish
produces. It is true we add fuel to the very system we oppose, by
using their paper, inks, postal system, etc. But we must take into
account what systems are really servicing a truncating bureaucracy
and what is neutral to serve all purposes.

It is our responsibility to make that distinction, to be constant in

making no sacrifice to the ECO-GLUTTONS.

bleeding
The essence of revolution does not come directly from the heart, but
love
rather from somewhere in the primordial brain. Our primal instincts
chokes
warn us when we cannot function well in our surrounds. Therefore,
out
the ART STRIKE must strike out and kill that disease around us that
my
threatens to kill us. A strike of action is what we demand. GO
grave(n)
FORTH AND KILLL BAD KARMAT!!!
doubt
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the paperless society>
gd\yﬁ%ﬁfwfh eatre>
irredal hypertext>
info-noise

““Hypertext’ means forms of writing which branch
or perform on request; they are best presented on
. computer display screens.” (Ted Nelson)
. “Many people collect music that they like and

E surround themselves with it. | do thereverse: | don't
keep music around me; | keep noise.” (John Cage)

J'"" m 4 » 4 “ Computation should be like electricity. You plug
P[r ¥intq the wall and use as much of it as you need whenever
VA 41{ you it./think that is the direction we're heading
¢ ! £
720/\/ dés(l(?tme al agy to electric power.
Migroc pu?e(s@&like bat ies.\;g%f;re nice but
4y they're linfi .ImagiQai refrig a@:}pr your
. %oﬂgeli ts had 6/g§run off a%a pA ; einteresting
"7,& thing isparal eff@ljgol%isyoﬂéb,n 'Iz)an
% 3< fthink pe({\pWI ,\use it in adtifity sense. | I’%?\gsonal
N © C '[9(5 will be/rw,;;Jch an important mode o O
S/ﬁ:gpmputat@;@ more. Theyll still have their place, but
the 8ot of computation you Ivﬁ%e in your home
applian(“:&v@-ll draw on4#at;central source of computa-
bandwidth as your houée >and all the peopleiniit could
absorb...to have a certain §n%unt of intelligence
sometimes. You want your aJarrﬁ%tqgg when you shout
at it to shut up in the morning, to decide whether or not
to shut up based on what you said...people will see for a
O while this trend continuing of decentralization of
computers, because of the diseconomies of scale of large
computers. But then | think when this technology goesin
you'll get much more of a practice of shared communal
computing resources.” (Daniel Hillis)

/
g
0411l N 4. 47 ..What I rR lé(vki ngyabout now goes against decentral-
isti
& &
6\(“
/
a J\arlzﬂta[ﬁrily Iarge@mu:%of compu rﬂyppwer,
b i %
tion when they néeg jt...a singlefiberoptic is as much
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There will be, in the future, a paperless society because

there will be no trees.

tion & the intellect\fgb %ﬁe

mnemonic prostheﬁes‘?

Mature will be replaced by informa-

will be serviced by cyber-

hé'HumaN is still a corporeally

. . & o /
efficient machine for inputting data, but it is the HUMAN’S
lack of memory storage & recall which makesthe Huma N

rely on pieces of paper to temporarily jog the
memory. By implementing machine-driven “virtual
memory” a cyber-human would have no need to
make notes or no need to read anything since
simultaneous electronic access to the collective
memory yoyld makethe-dct abréading, watching
& hed ing obsolete. 0] g N AR S ve)

Humans were (apppropriate with the eco-

|
Beliefware is the planetary fertilization of a form of
communication that is the result of universal pain
& struggle, discovery & joy, & every conceivable
permutation. Crossmedia potentials include
sampled sound, computer synthesized speech,
hypertext implementation, graphic cataloging,
animatography, interactive authoring, language

sophy* of their times) content for thousands of years /4 &fextgerefation &/désign Byreresurtér, LT on S

in a paperless ur-society of polypsychic ambiguities.

The society of the text has returned to the
glyphictheatre of ur-history. Every symbol is charged
with many times more meaning than it can signify,
colliding with each other like bombarded mol-
ecules. Thousands of years ago wealth was judged
by who owned the most cattle, now it is controlled
by who owns & exploits the most needed informa-
tion. The result is an unnavigatable info chaos
where there can be litfle connotative control &
even less predictability. Life-astheatre, glyphic
babelism, is one of the few modes of response
which allows spontaneity to fuse with visionary
directedness & invention without being swallowed

by global misinformation.

DO An postsdarcity lsokiety; the grasky @isdh: Al

derstood sixth sense will provide the machinery for
ykerps iﬁ:@t itiv
ective unconscious, like computers connected by
lletinbogrdyiq modemalityPredykt imaginatsr
%mgﬁg?jrii(gfdi er refers to this brainwave net-

k as the CyberPsychic tin Bogrd) cemmu-
MR S ST

n." Computers 'a w them will be
electromagnetic relics suitable for museumization.

SOCIETY

Silence is distractions are omens....

The consistent model for hypertext creations
has been one of orderly proggssion & lagjicallinks,
in ©therwords institutionalized clarity. | guessiwhat
| ofn s { gesting i that the(:trad&?oncfﬂhy text
mgdel d lineartrati %

westerni lism is l}_,rdly
cqffistegwiﬂﬁwe word, HYPERTEXT. “Hypet/lin its
greek fopm connotes ab e,g)ey d, ssperior. To
getbeysnd théText__swe ownit nfeans t toié has
to?consmct, amn& fecelye information (fbsing
huan mentdlfacilities $uch™as intuitiozﬂ7 agsgcio-

f clﬁvo nce*&(ﬁresum;@'{p belief. Read

ti

hypURtext. That thedesire to invent true hypertextual
consciousness is identical with the dream of linking
spontaneously to the past & the future. In this state
r%érmdﬂon-mongering is.no |on/g<er a simulation but
rather an experienc'é-ti# ifselF:

W“tm@r@ e olcgb3 = The simultaneoys appearance of very par-

ticular phenomena in both science & culture
suggest that idefns )& inventipns—are subpsychic
viral energy which spontoneous(lg/(fgglic ithin
a molecular control-system dFits ownﬁor outside
the human’s facility to imprint & exploit it. The
computerization of thought navigation should be
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consistent with a neurolo erstanding, of

brain functions &t esc?c@gﬁér%g%nectedne&/gf %?ﬁé YET aE ﬁﬂ

|mag|not|Qn36qb\,(pﬁgf@gﬂwhlﬁ}af»$hpubel be &bfe LR

to learn enou sy 18209 zp,wbe .

comcr’déﬁc%{g& sy%&nmﬁiﬁappeo ’ TS y)“ % ﬂl@ ljrne;r .[%
f @@4&) né"?o‘r'1 M alll=

mzusa t%qls %1 onlpglgte these)

appen fhe notion of hyperte%as om rge ..........
with the noti rbofjmhnw!&nc@(ﬁ ochv ?Ié
puter interm i) so that when pe Q-_E wi It E
i ropling: | T \{ Jie

about hypértext asid

e { e o O A FE |k

only thoughts & words but also sounds, graphics,
animation, subliminals & simulations.

Max Matthews, head technician at Bell Labsfor many years, tellsthe story
that because Bell was kg&ing S0 imuch manéy frémn people nathehging up their
phones, aresearch scientist\was assi gnedito findthe gerfectrannoying penetrat-
ing & irritating tone totesrori ze peopl eirto hangi ng uptiier phonesASAP. The
longer the phone was off the hook, themoreit cost Bell. Reportedly the scientist
remained assigned to this projekt for 15 years(!)

Informohon Theory gave us, the basic law that I
there is “noise” (communication/failure) ir every ) o
communication between one |érmghonb,§ystem all its own.f B{ describing MARGINALITY as a
and another. B foa\lmse is nothing new 2. . Info revolution ObLn ormcmcz;dm
Noise perpetra d the Fall bf the<Tower of Babel. Nanotechhologymthe sc|enceo% conﬁputers
What hcsg %ﬁd isthat sgpnce/and |tur§s only or servo- meghanisms kit on.the scale of mol-
beginning o acguir&a vo%bu(@ry &a workable  ecules, and genetic engmeenrlgrgasalrea v,

equation of the effectsf noiseon evo- entrop What  indicated thal orbé“ﬁg nanotech oTo‘E;%‘s/}"e%s ble.
is called sc zopRrenﬁ &mental diseaseis re;@lly the  The creatioh of sushTreachines gt of ingrganic

body’s in ||tytoo rride the naise i in | the system. molecules jsexpected soon by qjost)vivor}(grsmtms
But it is r®t jusE a matter, of %okl@ thru, but field.

broadenirg the definition ﬁthe.ﬁeeel miormq- “ Theoretical Iy ashiiolectilar Ccompttér™ on this
fion fo accept thé whele trahsmission frendime’it  level could travel through a hunsanbogdywepairing
isthe n0|se°wh|ch1fee &etrdfe responsétinthe  every deféttive éol ﬁtho%rng om suggested
system of glpbatecol Uho%& confaminatién applicatitrs gt exaverpmor e &aggerifg.”

is the mo apparen n0|ser,P|apetcryvsur\Li‘vo|3;s (Robert Antopilgon)

contingent on examifing that breakdéw %n . TFhC HworoGY o )
social constuctién of pure m{orme?lonjrlsm\pn@ understm?m%t e‘e(()?lrj’:fséoh)t nen Wf%\%&%y the

tion which cannbt be dividedinto ¢ n0|se & communi- at arose beteen

cation whieh ovrturis the quto ated Hi estion of _strlcted use mformathn ar_ldthegonventlonz_al mean-
info into bite-sized rﬁbns tmnfo’c%nnot be ing of theword. From hispoint of view, evengibberish

reduced to a consumer-obijekt, it exists in a territory (I can think of many times when the speech I did
I 1572 I  PAPERLESS
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not understarthwasThé frfelligibld sp&ech & what “ Thanks to the high success of informa-
made mo&,sgnsgwgs the multi-ayeredfragments tion theory, we live in a time when the technol-
of babbl eard i ina qp;o{ggﬁ;gﬂe) might be ogy of human communication has advanced at
|nformat|on | somebody C to transmit it. After blinding speed; but what people have to say to
al, a message r Sacd fiaé & 'seeret code would one another by way of that technology shows
appear to be gibbéfh o Hyoné Wihs dierot know no comparable development. Stll, in the
the code; ButfiEwould feswél fworth sending by presence of so ingenious a technology, it is
anyone who did.” (Theodore Roszak) easy to conclude that because we have the

The technology & the apparel necessary to
begin operating the futpre is reodlly & chec ply
available. The langudgé of fhe fitg hé Tan”
guage of noise & infatrhdtion. =

“ Nanotechnofogyaeil pFébabTy causs & SR
jump in ‘ ephemer atizatj ani- that wilk givewswo + «C
astounding output far, very ljttle u

F (R(L)t%rt ,%nton W/ﬁsonf>

erems

ability to transmit more electronic bits more
rapidly to more people than ever before we are
L esmaking feal“cdltural progress—and that the
2 o ¢ z€ssence of tharprogressisinformation
Lec@r’l_glpgyf.” Wite LEP (Theodore Roszak)

I‘Egosop@y c@@g:s@@sully Mplgmd:gsva TERRARIUM WITHIN

WHICH profound ecological strategy is current with environmental
bth:‘,/ |ng(k/n;a,l‘),,WU|tlve plasma. To understand what
oe ophy IS substitute confusion(?) for terrarium.

TdRe DAA OLus ppinTs

BRITAIN TO MAKE RADIO BRAIN

“...Revolutionary develop-
mentsinaerodynamics, whichwill
enable jet-planes to fly at speeds
vastly in excess of that of sound,
are expected to follow the British
inventionof ‘ Ace’, whichhasbeen
commonly labelled the electronic
‘brain’.

“...Professor Hartreesaid: ‘ The
implications of the machineare so
vast that we cannot conceive how
they will affect our civilisation.
Hereyou have somethingwhichis

References

making one field of human activ-
ity 1000 times faster.

“In the field of transport, the
equivalent of Ace would be the
ability to travel from London to
Cambridge...in five seconds as a
regular thing. It isalmost unimag-
inable.

“...Dr. Turing, who conceived
theidea of Ace, said that he fore-
saw thetime, possibly in 30 years,
whenitwouldbeaseasy toask the
machineaquestion asto ask aman.

“The Media Lab: inventing the future at MIT”, Stewart Brand, Viking Penguin, NY, 1987.
“Chaos: Making a New Science”, James Gleick, Viking Penguin, NY, 1987.

“The Society of Mind”, Marvin Minsky, Simon & Schuster, 1986.

“Alan Turing: The enigma”, Andrew Hodges, Simon & Schuster, 1983.

“The Computer Pioneers”, David Ritchie, Simon & Schuster, 1986.

“The Cult of Information”, Theodore Roszak, Pantheon Books, 1986.

“Conversing with Cage”, edited by Richard Kostelanetz, Limelight Editions, 1988.
Computer lib/dream machines, Theodor Nelson, Tempus Books, 1987.

“The Science of Blessing & Curing” by Robert Anton Wilson, Critique 30, 1989.

Robert Anton Wilson, Trajectories Newsletter, 1989.

SOCIETY I 1573

o

“Dr. Hartree, however, thought
that the machinewould alwaysre-
quireagreat deal of thought onthe
part of theoperator. Hedeprecated,
he said, any notion that Ace could
ever be a complete substitute for
thehumanbrainadding:’ Thefash-
ionwhich hassprung upinthelast
20 yearsto decry human reasonis
apath which leads straight to Na-
zism.””

(from the Daily Telegraph,
London, 1946)
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the macintosh computer:
archetypal capitalist machine?

The Macintosh computer represents a fundamentally new
approach to the way machines interact with people. The
philo-sophy inherent inthe Macintoshis, for the vast bulk of
working people, an augur of the direction that contemporary
capitalism would like see production relations take. At the

same time the Macintosh al so expresses many of the
contradictions of capitalist relations, and so for this
and other reasons the philosophy inherent in the
Macintosh makesit anideal example for study if we
want to understand how science and technology are
being used towrest moreand more surplusvaluefrom
labor, while at the same time reducing the amount of
control workers have over their own lives.

But what makes the Macintosh so different from
other kindsof personal computer? Asidefromtheraw
power of its main processor (equivalent to a room-
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|
sized machine of say 15 years ago), the operating
system represents aradical departure from the essen-
tially “science” based systemsof such machinesasthe
Apple Il or large mainframes. By this | mean that in
order to interact with earlier forms of the computer,
some considerableknowledgeof thecomputer itself is
necessary in the form of a computer “language” that
the user must first master before being able to make
use of the machine's computing power.

In this sense virtually all computers prior to such
machines as the Macintosh represent the formative
stages of the development of computer technology as
it is expressed under capitalism.

The Rise of the Machine

There are many useful analogies available to us
from the first era of machine development during the
Industrial Revolution which can help give us a better
understanding of what the M acintosh represents. Dur-
ing that period the development of industrial tools
followed asomewhat similar path insofar asthekinds
of techni quesembedded inthe machineswerediscrete
reflections of specific human skills. In other words,
the first machines were not “general tools’ in the
sense, for example, that the modern numerically-
controlled machine tool is.

What dowemean by a“ general tool” ? The process
of transferring “skills’ from human to machine is

1574 I MACINTOSH
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essentially done in stages. The first stage involves a
craftsperson buil ding aprototype machinewhich con-
sistsof thecraftperson’ sbrain/hand skill being broken
downinto itscomponent partsand each process being
assigned to aspecific element of the machine. A good
example of this process would be the metal turning
lathe. Thelatheitself consistsof several elements. The
first is motive power (this emulates muscle power),
the second is measurement (which embodies genera-
tional experience of the physical environment), the
third is the process of transforming the raw material
into a useful product (this represents the actual tool-
using capability of the craftsperson).

In the development of the lathe the process of
synthesizing these elements may take place as fol-
lows: Power intheform of rotational motion must first
be transferred to the chuck (the chuck represents a
discrete, artificial form of hand for holdingtheworkin
place); amethod of transferring measurementsto the
material to be worked on, and finally the cutting tool
itself and itsinteraction with the material to be trans-
formed. In the initial development of the lathe the
cutting tool had to be brought in contact with the raw
material manually and the measurements for how
much metal to remove were also done manually (with
calipersand|ater micrometers). But asmoreand more
expertise became embedded in the lathe, the operator
could simply set vernier dials on the machine and
eventually eventheact of cutting wasautomated viaa
screw-driven feed connected both to the cutting tool
and the rotating chuck (it is here that we begin to see
the emergence of feedback systems of some complex-
ity, e.g. thelathe hasto “ know” when to stop cutting).
The act of developing the lathe then is a two part
process, first, the job is broken down into its discrete
partswhich arethen “re-united” viatheinteraction of
variousformsof generalized feedback (asintheabove
example).

Theend product of thisprocessistheemergence of
what | refer toasa*general tool,” that is, atool whose
basi ¢ principlesembody not only the specific skills of
thecraftsperson, but moreimportantly, the* skills” are
embedded in thelathe in such away asto “mask” not
only the craft origins of the process in terms of the

skills needed by the operator to use the machine, but
more importantly, the tasks are standardized via spe-
cific elementsincorporated into the operating system
of thelathe. Thisisdone by “pre-setting” the lathe as
much as possiblefor asingletask or seriesof tasks. In
thisway the operator need only know, firstly, how to
load the lathe with the raw material, then how to turn
it on, and finally, how start and stop the sequence of
operationsthat resultsin the end product, the finished
article.

The account above is an accurate if abbreviated
description of the nature of the technical transforma-
tion brought about by the advent of the industrial
system. That machine tools are now many orders of
magnitude beyond the originals in complexity and
versatility doesnot alter thefundamental conceptsthat
they all utilize. Indeed, until the advent of the com-
puter, basic machine tool design has not fundamen-
tally changed sincethe 19th century, and evenwiththe
addition of computer control, such tools still use the
same basic principles.

Microchip Meets Machine Tool

Theprocessstarted by theindustrial revolution has
reached apinnacleintheform of the computer, for the
computer isessentially the*end product” of industri-
alism in the sense that it acts as a unifier of discrete,
industrial processes in the same way as the lathe did
for craft processes. At this point we could ask a
hypothetical question about the nature of the “end
product” of computer development; what formwould
acomputer take, if it too, wereto go through the same
process of rationalization asthe machinetool has? By
this| mean isthere an equivalent computer version of
the “general tool” for people with a “generalized”
education? The implications of such developments
are, in my opinion, as revolutionary as the develop-
ment of the machine tool was.

The slogan “the computer for the rest of us’ is
extremely misleading (and probably has a lot to do
with why Apple dropped it), but buried in theideais
akernel of truth, for indeed if, and it'sabig if, some
kind of standard for using computers were to be
adopted by al computer makers, then the promisein
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theslogan could haveread, “ The M acintosh, universal
tool, the computer for al of us.” There are heavy
ironieson many levels, which are not only interesting
to pursue simply as ideas, but also relevant to the
direction society is, or could be taking.

The market economy asit is now constituted pre-
sents many obstaclesto the adoption of ageneral tool
such as | have described above. A corporation like
IBM, of course, has the clout to try and force its
standard on everyoneelse, butinfact itismorelikely
to be the State in the form of the IRS or some other
largebureaucracy that deci deswhat the standard should
be (ssimply by virtue of sheer numbers bought and the
need for acommon protocol of communication).

In a sense, the Macintosh operating system is a
form of “State Socialism,” in that its effective opera-
tion dependson absol ute adherencetowhat are euphe-
mistically known as*“the Macintosh guidelines.” The
user interacts with the operating system via a com-
mand structure that is the same regardless of the
application. Whilel havenofundamental quarrel with
this approach, for it to work effectively everything
must be “in” there; that is to say, every possible
contingency must be planned for.

Thisafter all iswhat the Toolbox isall about (note
thedescription of thesub-routinesor “ mini-programs”
as Tools). It parallels very closely the kinds of stan-
dards developed in machine tools, for as with the
industrial tool, the operating system effectively
“masks’ the “real” operation of the computer by
interposing itself between the user and the Central
Processing Unit. The operating system then is itself
the “general tool” that | referred to earlier. This ap-
proach has other drawbacks for it means that al
applications written for the machine must conform to
therulesor “guidelines.” Appleeven suggeststhat the
application be sent to them for “clearance.” What this
means is that they check it to see that it doesn’t
“collide” with some other application that may be co-
resident with it, or parts of the operating system itself
(which in turn may have already been “harmonized”
for some other application aready loaded into the
machine). Thisfurther suggeststhat one fundamental
error was made in the design of the the operating

system, namely that it is not a true multi-tasking
machine, for a multi-tasking machine is inherently
designed to accommodate different applications con-
currently.

Even this modest scratching of the surface of the
Macintosh reveal stheincredible complexity of sucha
general tool, not so much because it has so many
disparatefunctions, but becausethey can be combined
in anever-ending array of permutations. It also illus-
trates just how much expertise and labor is actually
embedded in the machine' s operating system.

A Further Look at the

“User Interface”

If one looks at the commands and functions built
into the Macintosh, we see that the majority of them
emulate basic communications functions like draw-
ing, positioning and pointing at objects (the so-called
Quick-Draw and associated routines), as well asfont
mani pulation. In the background, of course, the oper-
ating system is active continuously, monitoring the
keyboard, disk drive and so on.

The Macintosh then is a multi-purpose graphics-
based computer which hasabuilt in set of “tools” for
mani pulating the Central Processing Unit (aswell as
theauxiliary processors) which interactswith the user
through a set of choices represented by words or
images. The icons are ssmply generalized signs for
objects or functions (the use of language independent
imagesfor universal communicationiswell knownto
us through for example, international traffic signs).
For example, the* undotyping” commandinMacwrite
doesn’t know what typing it’sundoing, it just doesit,
the command itself isa*“generic” term, which inturn
acts on certain “assumptions’ made about the com-
mand.

But withall thetalk of iconsonthe Macintosh, itis
the Word that has become the real icon, in that by
generalizing English words, the operating system has
been “ colloquialized,” or opened up to the speech of
everyday interaction. Inother words, “ any fool canuse
it” And it isafact that the Macintosh really is easy to
use (as well as being extremely frustrating at times),
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and anybody can master the basic system in a very
short time.

The Dictatorship of the Machine

Oneof thechief objectionsto such machinesasthe
Macintosh is the fact that it is essentially a “black
box.” By this | mean that the inner workings of the
machine are “sealed off” from external access by the
user interface. The “shell” erected around the operat-
ing system (the menus and commands), although
extremely comprehensive and easy to use, deny ac-
cess beyond acertain “depth.” By contrast, machines
such asthe Apple Il allow penetration by any user to
the basic binary system of operation that the central
processor uses. Not only that, a computer such asthe
Apple 1l is physically open to anyone, with direct
access to the main processor, enabling anyone with
sufficient knowledgeto “tinker” with the workings of
the machineitself.

By contrast, many people have raised serious ob-
jectionstothe* black box” approach used by machines
such as the Macintosh, arguing that by making the
machine into a closed system it not only reduces the
range of choices open to the user, but perhaps more
importantly it encouragesaparticular attitudetowards
machines in general by mystifying the processes in-
volved. Thisin turn leads to a state of unquestioning
acceptance of the supremacy of technology. Thisis, of
course, a process which began with the industrial
revolution.

A comparison between products of thefirst indus-
trial revolution andtherevolutionweareinthemiddle
of illustrates the difference. The first products of the
machine age were essentially simplified versions of
the craft original (ssimplified because the machines
themselves still reflected on the one hand their craft
origins, and on the other because they were still
relatively crudemachinestheir powersof “resolution”
were limited). What this meant was that the products
of the early machines were still accessible to craft
worker, they could be repaired or modified by hand,
but perhaps more important than that, the processes
embedded in the productswere comprehensibleto the
worker. Inevitably as the techniques used in produc-

tion got more and more complex and the sophistica-
tion of the machinesgrew, so too the products became
moreand moreinaccessibletotheordinary individual .
In this sense then, the Macintosh reflects the general
trend of industrial production to further alienate the
worker from the processes gheisinvolved in.

Thereareobviously avariety of forcesat work that
result in this development which reflect on the one
hand, the nature of productive relations (increasing
complexity), and on the other, the drive to increase
profits (which in turn has an important effect on such
things as complexity, repair versus replacement). It
obviously benefits the manufacturer to replace rather
than repair a product (the tag, “no user serviceable
partsinside” isby now well knownto us). Theissueis
however more complex and reflects a much larger
problem, that of the relationship between consumer
and producer, which inturnis predicated on the level
of education.

Elsewherein thisessay | mentioned “general edu-
cation” as a reflection of the generalizing effect of
industrial production on the labor process. The spe-
cialization necessary for modern science-based pro-
duction methods is predicated on the existence of a
stratum of the work force who possess unique know!-
edge of the processes involved. This technocratic
“caste” isindispensable to modern productive forces,
but even thishighly trained segment of thework force
is under threat from developmentsin the field of so-
called “expert systems and Artificial Intelligence.”

“Hoisted by Its Own Petard!”

Driven by the necessity of maximizing profits, yet
hounded by the inherent contradictions of ever more
efficient production processes, capitalism has sought
toresolvethe conflict by, on the one hand eliminating
human labor as much as possible from the process of
production, and on the other, by binding it as closely
as possible to the organization and nature of produc-
tion. This has been achieved through a series of
scientific, technical and political revolutions. But ever
more efficient production eventually lowers profits—
this is the irony of industrial capitalism. Once you
have maximized the efficiency of production thereis
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no place else to go! If wages have been held to their
lowest, and you are using the most efficient machines
(moreefficient than any of your competitors) you will
eventually find that production exceeds
consumption.

Each round of technical advances has heightened
the contradiction, by making production cheaper and
cheaper, which means that in order to make a profit,
you haveto squeeze more out of the consumer, whois
alsoaproducer (or at least someof them). Thetimelag
between the introduction of anew technology and its
eventual absorption by society grows ever shorter.
Hence technical change is forced on us with greater
frequency. Eventually however, it must “ bottom out.”
Thereisafinite limit to the amount of production the
world economy canabsorb, at least asitispresently set

up.

Revolutions in Production

Each revolution of production under capitalism
has been based on the introduction of a new, key
invention or process. Depending on where in history
you want to start from (I like to “start” from the
Renaissance, or about 500 years ago), the “ progress’
of the development of machine technology can be
traced by the advent of each new technology and its
effect on society. In the 19th century, first the canal,
then therailway. In the 20th century, first theinternal
combustion engine, followed by the airplane, and
finally computers, have in turn formed the basisfor a
revolution in production.

For example, the chronograph can be seen asakey
invention, which in turn stimul ated and/or created the
right conditions for other, connected kinds of inven-
tionsand processes. But accuratetimekeeping wasthe
result of the necessity to bind together an empire, for
without it accurate navigation and hencemappingwas
impossible. Greenwich Mean Time is one obvious
“general tool” to emerge as aresult of that event, or
“general time”; a fixed standard whereby no matter
whereyouwereinyour empire, youknew how quickly
you could move your resources from one location to
another. The “spin-off” from the chronograph was
amongst other things, an increase in the accuracy of

measuring tools. This was prompted by the need for
precisely made cogs and other moving parts. Thisin
turn meant that the tools needed to turn out such
deviceshadtobemoreaccurate, whichinturn prompted
more accurate devices for making tools

Homogenization of Knowledge

Aswiththeinvention of “ general” time, whichwas
theculmination of along historical process, eachwave
of innovation has eventually arrived at the point
whereby general principles and standards have been
extracted. Standardized units of measurement (the
decimal system, electric voltages, screw thread di-
mensions, etc.) arethe end product of many millennia
of observation and practice.

Taylorism, for example, does for the actual inte-
gration of the production process what standard units
of measurement does for the machine tool itself. The
invention of the telephoneinitiated the process of the
standardization of communications protocols. Ulti-
mately then, it would follow that the introduction of
computers into production and distribution would
eventually arrive at the same destination, that of stan-
dardization and the extraction of general principles of
use. General principleswould belaid down about, for
example, the way computers relate to production
processes. We already see such thingsin the field of
€lectroniccommunications, but theprocessisof course,
fragmented and uneven in its devel opment and appli-
cation.

The General Tool

Wheat they all holdin common though, isthat each
process is eventualy so thoroughly assimilated by
society, as to become a part of the “general knowl-
edge” of society (much in the same way as everyone
knowing how to drive a car).

It is interesting to note that Apple has, so far
successfully, squashed all attemptsto imitate its user
interface (the so-called desktop, pulldown menus,
etc.), threatening to sueany company that comesclose
to imitating the “look and feel” of the Macintosh
environment. It is tempting to speculate about what
kind of long term view A pplehaveof the devel opment
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of the computer/human environment (for good or
bad). It would appear that Apple have recognized the
necessity for a “universal” means of accessing the
computer. If, in one form or another, a set, standard-
ized way of accessing computers can be established
that enablesthe* de-skilled” and “ unskilled” to access
computers and the dead labor they contain, the com-
plex problem of maintaining society can be handled
without resort to educating everyoneto thelevel of the
university.

But for thisto happen, for acritical period of time,
one system must dominate! This is obviously what
Appleisbanking on happening. AT& T hasdoneitin
telecommunications. IBM has already done it in the
“business’ environment, but that is the land of the
Nabobs: we are talking about the domain of Burger
King! Asoffice automation accelerates, and virtually
all forms of commercial interactions are “ standard-
ized,” the problem of utilizing a deliberately under-
educated work force to handle extremely complex
tasks, becomesa“ manageable”’ one. Thestandardized
interface of the Macintosh lendsitself well to dissolv-
ing the difference between “factory” and “office”
work. The old, artificial hierarchy of blue and white
collar work is on its way out, to be replaced by the
generic, general service worker, who has enough
skills to work a slick automated terminal like the
Macintosh, and dispose of the output in some way
(i.e., post it, stuff it or shred it), but a person who has
no control over thework being done! For proof of this
we need look no further than the cash register of a
typical fast food chain. The only numbersyou see are
thefinal bill! All the cashier need doispunch abutton
marked “ cheeseburger,” or “coke,” and the built in
processor handles all the addition and taxes.

The Macintosh that | sit writing thison runsin a
similar way to the fast food cash register, in that in
order, for example, to changethefont that | am using,
all I need doismovethecursor tothe* button” marked
font, and select one! The old way would mean know-
ing aset of commandsthat would load adifferent font
into memory, and then only when the document was
printed. They might be, “ESC E-56, ESC-CTRL L,”
and further, they would have to beinserted in the text

at precisely the right point and then turned off at the
appropriate point by another yet another set of com-
mands.

User Friendly?

If the technical/professional elite are to maintain
the system, they must make it assimple as possible to
operate. By embedding the maximum number of pos-
sible states inside the code of the machine, it is
possibleto account for most of the situationslikely to
be encountered. In effect, al you need isthe ability to
read and follow instructions. As we saw above, no
knowledge of acomplex command languageisneces-
sary to make the computer do different things, the
computer itself aready contains al the necessary
linked sets of instructions. If it goeswrong, or you do
something wrong, monitorswill spot it and asupervi-
sor will be despatched—no big deal. Each cog in the
complex machine holds no indispensable power or
leverage. Noticehow the*toolbox” that theMacintosh
contains, parallels the synthesis of general sets of
knowledge that may be accessed and comprehended
by all! What we are seeing thenisan exact duplication
of thefirstindustrial revolutionwherecraft skillswere
stolen and locked into the industrial machine, then
perfected to the point whereby general principles
could be extracted and applied to ever more sophisti-
cated machines, each in turn, requiring less and less
skill (and labor) to operate!

Thelanguages that computers use reflect this pro-
cess, for the first languages were specialized tools of
mathematics and logic (again reflecting the “craft”
originsof computers), but arcane and abstruse, under-
stood only by theselect “few.” Further, thevery nature
of the specialized origins of computers has led to a
mystification of the processes, |eading to the common
misapprehensionthat computersarecomplicated, “ dev-
ilish” devicesthat only “hackers’ and “ eggheads’ can
comprehend. The Macintosh breaks with that tradi-
tion, at least in one sense. It is also, paradoxically, a
logical extension of the same process! But it is the
general nature of the principles embodied in comput-
ers, that makesthem be, “all thingsto al people.” Itis
this apparently contradictory nature of the computer
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that makesit so difficult to deal with. The computer is
inherently atwo-edged sword, unlike the factory, yet
very much a part of it. Uncannily “human,” it is
nevertheless seen as the ultimate in “inhumanity.”

Conclusion

The Macintosh is very much a creature of two
worlds. Ontheonehand it representsthe highest level
of collective labor currently possible. By this | mean
that only the most integrated form of collective work
could have produced such adevice, utilizing virtually
every discipline available to us. The “toolbox” rou-
tinesrepresent thedistillation of literally thousands of
years of collective experience.

On the other hand, the computer is aso an arche-
typal device, like the assembly line, except that it is
diffused throughout the fabric of society. It is the
precursor of the “general-general” tool, atool which
will either endave us or take an active part in our
liberation. For theend product actually isthesynthesis
of the living, collective labor process that created it.
Thisis one of the reasons why the conflicts raised by
its existence are so intense. Thisis also precisely the
reason why it makes such an interesting object of
investigation. The key originators of the Macintosh
interface, Alan Kay and R. Buckminster Fuller, had a
very clear picture of what they wanted it do, and how
it should do it. Called the Dynabook, it was to be a
paperback sized version of the Macintosh, battery
powered with acomplete “toolbox” contained within
it, all designedtobetheliteral extensionsof theliterate
people who would useit. They saw the Dynabook as
universal tool, enabling people to communicate with
each other using the collective skillsembedded in the
ROM chips. Add to this the access afforded to data-
bases of collective knowledge and you have not so
much a technology but a philosophy of technology.
Y ou might call such avision “idealist”; on the other
hand the alternatives are far worse. For capital sees
such tools as a means of extracting more and more
surplus value from our labor. The very people who
makethe corporate decisionsabout the direction soci-
ety should take are also the same people who would
delegatetheroleof starting nuclear war to computers!

They care very little about the impact of computers
and automation on life. They would entomb all living
labor in machines had they the power!

In very many ways, the computer, especialy inits
Macintosh form, also representsthe very antithesis of
capitalism, for in spite of thefact that it representsthe
forefront of capitalistinnovation, it also representsthe
very highest level of socialized labor currently pos-
sible. Not only that, but in order to extract the maxi-
mum advantagefrom suchtechnol ogy, privateowner-
ship actually getsintheway; unless, that is, thereisto
be one computer company, one telecommunications
company, and one manufacturing company! All this
tellsusisthat computers and automation arean inevi-
table end product of monopoly capitalism, which
would remove all competition from our, so-called
“freeenterprise” system, of which Apple Computer is
so much a part. The universal tool of which the
Macintoshisthe precursor hasthe potential to openup
knowledge and hence control to all people. That is
why | can regard such atool as an extension of the
intellect, and someone else can be enslaved by its
simplistic, collective “mind.” More sthe pity that for
most of us, such potentially liberating tools will be
used agai nst us, making them objectsof fear,andinthe
process imbuing them with almost mystical abilities
asthey apparently mimic aspects of human behavior.
But like any window, the Macintosh window can bea
view from a prison cell or open on to a new world
waiting to be explored.

[William Bowles, October 1987

“ Downloaded from New York &
% On-Line—Submitted by Brian ‘.ﬁ
= Goldbergof Drift Distribution—
% Published here, aswell asinthe
& HyperSatic Database, without
i the Author’s Permission (Any-
one know his address?)

:gﬁﬁﬁﬁﬁﬁﬁﬁﬂwm% g

SR
S

I 1530 I VA CINTOSH



I RETROFUTURISM 13 « JULY 1990 I

YA

SPORADIC CRITIQUE OF CULTURE
June 15, 1990 N216

YAWN is a sporadic communiqué which seeks to provide a
critical look at our culture in all its manifestations. We welcome
responses from its readers, especially observations of a critical
nature. Anything sent may be considered for inclusion in a future
issue without specific prior nofification. It is our policy not to
attribute work, unless the content benefits from sucﬁ attribution.
This is a collective, mostly anonymous, effort. Contributors receive
3 copies of the issue in which their work is used.

Let’s Go Bowling with Art Strike!

Perhaps years of neglect can produce dictatorial desires in even the most
stalwart of the usually egalitarian underground. Somebody out there (in here)
came up with the idea that for the next three years (1990-1993) artists refrain
from producing art. The idea, known as Art Strike, has been discussed in a

surprising number of journals, considering its impossibility,
authoritarian high-handedness, and ultimate disposability as
ideas go. | fact it was a cute notion that should have been
disposed of, but wasn’'t. And so we will be doing without the
work of avowed strikers for three years.

Theissuetouches mein asensitive spot and deservesto be
exhumed, becauseit goeswell beyond just “funand games” in
the artistic underground. If Art Strike be not a whispered
vicious trick of some swift-tongued disembodied enemy of
creativity, let us assume it has developed out of the sense of
despair and powerlessnesswhich gripsthose of usinthe midst
of creative working aworld of recycled artistic idolatry.

Art Strike is a negative power feeding on the despair
experienced from time to time by those who have chosen not
tojoin the ready-made bandwagon of successinavery unsane
surface world. Thisdespair isaburden which s, as we speak,
slowing down the progress of athing which could becomefar
more real and far more strong. To adopt a pose of cynicism or
nihilism is an understandable response to the great beast of
mass-produced culture, but it isan uneducated and unproduc-
tive response.

| certainly congratulate the perpetrator of this idea virus
called Art Strike. Asamemeit hasgonevery far. It haschanged
peoples’ plans; stopped their progress dead in its tracks: it
demonstrates the power a well-placed idea can have, even
coming from the “powerless’ underground. Some would say
that that is precisely the point of Art Strike. If so, let’s start
planting seeds of artistic fecundity instead of spraying herbi-

YAWN No. 16 I 1531



I RETROFUTURISM 13 « JULY 1990 I

cides or exponentially-increasing barrenness. The
harnessing of this power of ideas (verbal and non-
verbal) is, ultimately, the greatest responsibility an
artist will ever have.

Thereisan alchemy where art and daily life meet,
areone, areswest, effortless, and closer to theexisten-
tial bone than thirteen billion printed words on Art
Strike (or, for that matter, thirteen billion scatal ogical
album titles, misanthropic song lyrics, or other by-
products of despair). Thereisarealization, which can
be cultivated, wherein one can calculate the effect of
Good one's creation will have upon the planet. Per-
haps these intangibles present a vast and uncharted
challenge, but their reward is sweeter than upsetting a
corporate board meeting with free jazz. There is a
realm where one is shown the truth (transitional or
penultimatethoughit may be) in statementslike, “ God
isafoot, Magicisalive’ (and art isfootwork—proper
placement of one’ s*“dogs’ and aminimum of howling

at themoon—footwork andfortuitousevent). Divorce
the shamanistic function of the artist and you get
artifice: the glamour we know all too well which
dominates the media (Garfield vs. Zippy). We need
good art. Better, far better than we're getting. The
medicinewe’ vebeen collectively brewingisn’t strong
enoughyet. Andyou Art Strikersareurging voluntary
lobotomy for three years? My bardic muse writes,
“Methinks you have been quelled by mutant forms
who, from the spirit world, cast a pointless dare your
way in order to destabilize a Goodness.”

With these words beyond me, let me resume my
usual cheery countenance and wish well to all partici-
pants or even semi-participants, such asLIoyd Dunn,
inthegreat Art Strike 1990-1993. | do seethewhimsy
andtheirony inyour flurry of non-activity. Enjoy your
vacation, and choose your bowling ball carefully. It's
al in the heft. [Peter Stenshoel

Reprinted from The Void-Post #6

Critigque of the Art Strike

The Bible narrates that the Jews conquered
Jericho by playing the trumpets with such an
intensity that thewall stumbled. Today, agroup
of artistshaverepeated thisstorywithacertain
difference. They want to destroy the walls of
powerful art institutions by means of radical
silence: by the refusal of all activities of art.

A total Art Strike has been suggested
by Stewart Home and the PRAXIS
Group for the three-year period of
1990-1993. This Art Strike is being
organized by Art Strike Action Com-
mittees residing mostly in America

and England. Several months after the start of the Art Strike, | received
documents of the following kinds: statements and letters from artists, declara-

tions by magazine editors active in the strike, and
pagesof discussion from the underground and serious
press alike. These reactions portrayed a frustrated
group of people. Mg or institutions did not take much
notice of thisstrike, which wasbeing directed against
them. Furthermore, a debate raged among the organ-
izers and other artists concerned with the art strike:
does such a strike make any sense at all?

| took all the art strike documents available to me
sincethe start of thisaction, and I tried to find out the
reasons for this disturbance and frustration.

|

Stewart Home' sreferencetothesuccessful “strike”
of the Polish artists in the period after 1981 was an
error and a starting point for a number of later mis-
takes.

A strike is A) an organized extortion; B) for a
concrete purpose; C) by people who stand in opposi-
tiontotheir employer. Therewasnot any artists' strike
in Poland because A) it arose spontaneously and
amorphously; B) for no concrete result; C) by inde-
pendent carerrists who took part in a general boycott
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against a military takeover. It was part of a national
resistance in a desperate situation and it was an at-
tempt to demoralize the authorities. It was combat;
that is, arevolutionary act completely in the spirit of
classical history.

Theother action, Metzger’' sart strike (1977-1980),
was planned as an economic strike; however, it failed
because the individual producers failed to organize.
Their personal intentsvary so greatly that every mem-
ber of such a social group became scabs (even in the
situations where some large institutions are acting as
“employers’.) Furthermore, Metzger could not offer
any concrete agenda to the individual participantsin
his strike, and no concrete organization was brought
forth to formulate and administer possible individual
declarations.

In contrast, the current (second) Art Strike was
planned as a political resistance and not as an eco-
nomic strike. But aresistance is a general movement
supported by awhole population, and its precondition
is a kind of extreme emergency; that isto say, a
“revolutionary situation” isrequired. To imaginethat
intellectuals or artists would take part in such aresis-
tance at any time (like a walk-out) because of their
uniqueproblems(asan attempt to break the monopoly
of the ingtitutions of the arts or to destroy the present
cultural hierarchy) issimply not realistic. Itispossible
to build an administration corps for this job and
propagandacan bedistributed, aswell; but one cannot
create a revolutionary situation complete with the
required general “desperation”. Therefore, this at-
tempt remains simply an advertisement, a campaign
for something “like a strike” with the usual mixed
echoesthat normally goeswith acampaign among the
intellectual elite (indeed, such internal affairs are
awayshysterical and turbulent, but the culture gener-
aly hastrouble taking it serioudly).

However there is another important fact of this
strike. Thisis the very “metaphysical” nature of the
attempt: the strike was thought to be the refusal of all
kinds of creative activity; that is, a radical form of
silence. L et ussay no moreabout thedifficult question
of reaching an audience with thissilence; an audience

that’s been ignoring you all along anyway. We still
have another question: how should artists who stop
their activity act? What should they do?

The human being who goeson strikeinterruptshis
professional activity. But thecreativework of an artist
doesn’'t work that way. Creativity can take different
forms (not just artistic, but also such formsasbeing a
mother, apolitician, or agambler, for example) but it
is never a profession. Instead, it is an existentia
question for each individual.

The artist can be forced to fulfill their work as a
“job”, but it will only last if one can succeed in
“changing their identity” aswell. It’sevident that the
result would be enormous resistance against the at-
tempt. An atmosphere similar to general desperation
would need to be created, only it isnot in favor of the
ideabut against it. All energy would beturned against
it. The prevailing mood would be characterized by
uncooperative aggressiveness, caused by the fear of
losing one' s identity.

Inanoptimum stateit can haveavery useful effect.
The Polish resistance after the declaration of the state
of war in 1981 had thefollowing interesting result: the
artistsproduced moreart than before—but thisart was
explicitly samizdat art, anaggressiveexpressionturned
against the ruling elite. These artistswould lose their
identity only if they continued their earlier profes-
sional work inthestyleof “fineart” (ahighly interest-
ing situation).

| visited somearti st friendsin Kracow and Wroclaw
ayear and a half after the takeover, and this under-
ground activity had at that time just reached its peak.
Some older “constructivist” artists—real “museum”
artists—Ileft behind their abstract styleand madesmall
graphics and text designs in the form of leaflets,
sometimes in a brutal realistic style. It was not the
expression of a culture but of a primary demand of
vital interests. This was a very strange form for an
agitative" postmodernism” totake, consideringitcame
after avery esthetic abstract art period.

| think this feature of the human being and the
nature of creativity wasn’t taken into considerationin
the present art strike. The ASAC in Californiatreated
itinabetter way: it took upinitsprogramtheideathat
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artistswhoseart wasturned against seriouscultureand
elite institutions should expand their activity. Also
other publications emphasized that creativity should
grow and not decrease during the strike. These con-
ceptsshould function asaresistance and could ensure
that the coherence of the network remains intact, no
matter if the strike has any success or not.

But anyway this notion collapsed at the start. A
different concept took its place, one which | attribute
totheinitiator of thestrike, Stewart Home. Hecallsfor
the total refusal of al kinds of creativity during the
strike. Some activists took this call so seriously that
they decided to stop the political and review activities
and all kinds of public interventions, as well.

Onemight talk about the possibility that thisrigor-
ousness was a manifestation of astrong radicalismin
the spirit of the class struggle. There is no reason to
deny it. But we can also consider another, more
personal motivationwithaphilosophical background.

It seemsthat for Stewart home, the feasibility of a
strikeisof minor importance. He postul atesthe use of
underground culture as a testing ground for his idea.
This program is the strategic negation of all creative
forms, seen as the current strategy of the artistic
individual and art activity.

The various forms for such a negation that Home
proposes (multiple names, plagiarism, art strike) are
all excellently conceived, and deserve appreciation.
Following from theseideas, | can see an oppositionto
the monopolistic nature of art institutions, which was
caused by making the underground reflect upon these
issues. This philosophy had exerted a great influence
on the underground and the alternative art scene long
before the art strike became current. Of course, such
concepts, built with such virtuosity, have little to do
withapolitical program. Itisarather ordinary cultural
accomplishment.

To combine it with politics is dangerous. Since a
few people have adopted the opinion that only active
negation can be the strategy of true creativity, the
import of thishighly abstract philosophy intothearena
of the strikeresulted in the strike (which was hopeless
anyway) losing its creative energy from the start.

Another question is: to what extent was Home
aware of the fact that he himself with this conception
had brought into being an instrument which could be
suitablefor buttressing authority? Thisauthority woul d
beabletodisciplineapart of theartistic subculture. (It
is in fact much easier to control a negation that a
production.) Homewasvery narrow-minded concern-
ing productive activity in general and the forms of
independent art activity in the alternative scene in
particular (see the recent issue of Smile magazine or
his book, The Assault on Culture).

Home had the enormousgall to postul ate ageneral
validity for hisownideas. | don't know if herealized
at al that in case of the total participation of the
underground in a strike which lasted three years, the
whole network would decay. Or is there not much to
regret? (Maybe this egomania is an element taken
from Neoism. But Stewart Home had this mentality
before hisneoist period began: hisfirst known project
was a band he was in called White Colours. Hisaim
was to have all bands in England call themselves
White Colours.)

Even when | pay respect to the expression of
Home' s opinions, | must say: thisis not an explicitly
leftist mentality, and as a political activity, it has
nothing at all to do with theemancipation of humanity.
Itismuch morean aristocratic phenomenon or—inthe
microcosm of the alternative scene—a standardizing
of al opinions according to the model of
totalitarianism.

We can also say that we have to face the problem
of the difference between intellectual abstraction and
practical thought. Wecanthank Stewart Homethat the
second art strike was begun at al, but in reality the
views and ambitions which initiated the strike were
major causes for frustration, as well. But, the first
months of the strike demonstrated that a lot of prob-
lems could not be solved without this crisis. What
these problemsare beginsto become clearer now, and
thisisapositive result. But good motives need better
and more professional instruments. Maybe because of
this lesson the art strike was worth the trouble.

[Géza Perneczky
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Report from the Anti-Art Festival

THERTRE
ofF
SoRIS

£

Theatreof Sortsinstigated anAnti-Art
Festival, held in Cleveland on March
31st of this year. This event was in-
spired by the Art Strike propaganda |
had been handed over a year ago, so
thereforel had beenthinking about Art
Strike and its implications for quite

sometime. The Anti-Art Festival was an attempt to put some of those thoughts
into action. Theconcept wasto set up aperformance/exhibit situation upon non-

hierarchical lines. There would be no panel of distin-
guished judgesto accept or reject anyone' swork. All
that had to be done was sign up by a deadline. An-
nouncements of the event were sent forth resulting in
16 various performance acts committing themselves
totheevent. Inaddition, anyonewhowantedto exhibit
or distributetheir work inwhatever mediawasinvited
to simply show up that night.

One of the most interesting (for me) aspects of Art
Strikeisthe concept of not doing “art”, because there
istheessential question: just what isart and what isnot
art?By eliminating curatorsof thisevent, it wasleft up
to the individual to decide what was not art and then
present it for others. Would the audience/viewers
agree or disagree asto whether what they were expe-
riencing was not art? My hope wasthat such an event
would lead to somelively discussion and a sharing of
awholespectrum of ideasand viewpoints. Theanti-art
festival was not limited to art-strikers, for | have met
many peoplewho opposeart strike or support some of
itstenets, and limiting the event in any way would be
an act of censorship.

Another aspect of thefestival wasto see how little
money could be spent. Many people in the arts com-
munity arecurrently upinarmsabout thestranglehold
put on the National Endowment for the Arts. My own
personal feelingsabout government funding arethat it
1) isbest to learn to do without government funding;
2) leads to dependency and ultimately influences

|
choicesinwhat it produced. Oneisnot likely to take
risksif that will lead to loss of funds; and 3) created
unfair competition between various groups and indi-
viduals sincethe decision asto who getsthemoney is
left up to bureaucrats who will fund the established
and conventional art groups before anything new and
innovative. | spent about $50 on publicity, postageand
long-distance phone calls. The Artichoke was made
available for $85 to cover cost of rent and cleaning,
and Kevin Williams, the manager of that space, was
kind enough to take arisk and let us pay after the box
officereceiptswerein. Inaddition, asound systemand
sound man were found for an amazingly low $25 for
that night. Admission was $3, thisbeing my estimate
astothe cheapest pricethat would still cover expenses
along with the hope that we would draw at least 50
paying customers. Any additional money taken in at
the door would be given to the Northeast Ohio Task
Force on AIDS so that any profit would benefit a
worthy cause.

Wepulledin$145 at thedoor. Thisisnotamultiple
of three astherewere peoplewho showed up with less
than $3 in pocket and they were asked to contribute
what they could. The actual number of people in
attendance was undoubtedly twice the amount who
actually paidtogetinandthat includesall theperform-
ersand exhibitors, and the various people who volun-
teered as stage crew throughout the evening. My
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estimateisthat at onepoint or another therewereabout
100 people involved in the event. At any rate, | was
ableto pay Kevinthe sound man. | gavetherest of the
“profits’ to the AIDS task force and we absorbed the
publicity expenses, which, since the money had long
since been spent, did not seem like any real big loss!

My critique of thisevent centersupon itsduration.
It was quite long: doors opened for viewing at 6 PM,
anarttrial beganat 7 PM, agay wedding took place at
7:30 PM and then the performances began at 8. Since
| had no ideawhat the responsewould be, | had put no
time limit on any of the performances, hoping that it
would somehow all work out. Most people signed up
for 15 to 20 minutes worth of time, though some took
ahalf hour. Inaddition, two people called me after the
deadline and had good reasons as to why they hadn’t
contacted me sooner. Softiethat | am, | said that they
could go on at the end of the evening. For the order of
therest of the acts—I drew namesout of ahat and that
was the performance schedule. The last performance
wasfinished by 1 AM and so it was an endurance test
of sortsfor those who stuck around until theend. If |
were to do this event again, | would wait until the

deadline, count up the number of actsthen divide the
time equally among them. Then if three people had
signed up, they’d each get an hour. If 50 people had
signed up?| probably would havefainted from amaze-
ment, then realized that something thispopular should
go on for an entire week, gone for radio and TV
advertising and made a bundle of money!

Now, asto thework presented, well, | overheard a
number of discussionsastowhether any particul ar act
wasart or not. | am not going to offer acritique. Inmy
opinion, there are far too many art critiques in the
world already. And as for anti-art critiques, | am
inviting all the participants to share their opinionsin
the next issues of my ’zine, “ The Dumpster Times’. |
will say that my impression of the evening wasthat it
was not boring, that people were engaged in lively
discourse throughout the night, and that it was a
successin at least onearea—itisvery possibleto have
aperformance/exhibition without government or cor-
porate funding and in fact for very little money what-
soever. Therefore, | would encourage people to con-
sider stealing this event, or adapting it and making
it better. [Theatre of Sorts, Cleveland

A Personal Statement by Philippe Billé

| would like to criticize several pointsin this Art Strike
(1990-1993) project. First, | disagree with some of the
opinions formulated in its promoter’ s texts. For example, |
do not believe that various forms of mischievousness, as
greed, might be suppressed with the only and hypothetical
abolition of the “capitalist system” of production; nor that
the “unendurable” aspects of the human condition, that art
would help us to bear, depend on our economic organiza-
tion; nor that it isunjust to designate with aparticular word:
“artist”, those who manifest certain particular talents; nor
that it is deplorable the fact that “creativity” is unequally
spread among the people. Moreover, itisimpossible for me
to consider, in the private sphere of my “artistic creation”
activity, any idea of prohibition (just as| reject the idea of
any obligation to create, such as it often appears in the
activity of the profession artists and of the apprentices who
aim at becoming so). Nevertheless, there is without doubt
muchtodeplore, and sotocriticize, inthepresent sateof arts,

culture and civilization: at least enough, | think, to make it
possible to consider this unredlistic idea of the Art Strike
(1990-1993) as opportune, even if only as a curse, or an
invitation to reflection. Because the point is, first of al, to
ascertain and to assert the notabl e distance which separates
us pretty distinctly from the “art world”. So, with the same
meaning with which | declared in last June, at my 33rd
birthday, that | wanted to “retire” as an artist, | accept to
follow this(in)action movement: by refusingin advance, for
this period, any new exhibition project; by limiting my
publicationsto the minimum; by associating toit my collec-
tion, lately begun, of unopened mail, which gathers postal
objects coming from the official, associational or commer-
cial institutions, so as various |etters of shabby canvassing;
by studying the evolution of the debates raised in the
American, free, and anonymous newsletter YAWN. One
will allegeagainst methat thisistooeasy. Thisispartly right.
And then? [Translated by Ph. Bill&; reprinted from

Lettre Documentaire, Bordeaux, December 1989
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The Strike Within a Strike
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Auden once wrote, Learn their Iogi c, but notice / How its subtlety betrays / Their
enormous simple grief. Thelogic of an “art strike” both helps us notice “their” logic
and shows us that “we” have learned it all too well.

“Their” logicismorefundamentally an orienting and spatial feeling, andinthat way

it isinstrumental: it isaform of defensein which “1” am

“in here” and you are “out

there” and “achair” isto my “left.” | know where everythingis, so I’ m safe and okay
over here. There might be other possible ways to conceptualize feelings about being
where you are; this particular thought-protection is a bit anxious about where we all

are and who istoo close to whom.

Inside/outsideis of course part of awhole chain of
dualisms which rest on the fundamental switch (the
on/off) of Aristotle's logic: A cannot be both A and
not-A at the same time. Either/or. The enormous
simplegrief Auden mentionsistoo serioustotrivialize
by chatting about it but consider one bit of Western
sorrow, that feeling you see in everyone's face but
which no one ever talks about, as caused by this
continual sorting: inside me/outside me. Thus, before
everything else, distance.

Thisproblem of instrumental reasonisthefamiliar
target of critiques by a whole tradition of European
writers from Neitzsche onward; Habermas sums up
their point this way: “reason denounces and under-
mines all unconcealed forms of suppression and ex-
ploitation, of degradationandalienation, only to set up
intheir place the unassail able domination of rational-
ity.” That is, reason, which liberates us from our
spiritual tradition (infinitely corruptible and oppres-

|
sive, as Western history continues to demonstrate)
also confines usin adry and loveless self-conscious-
ness in which objects and predictable forces act in
calculable ways and spirituality is mocked by artists
and talk-show hosts alike (a not-so surprising alli-
ance). “ Becausethisregimeof asubjectivity puffed up
into a false absolute transforms the means of con-
sciousness-rai sing and emanci pationintojust so many
instruments of objectification and control, it fashions
for itself an uncanny immunity in the form of a
thoroughly concealed domination.” It is so busy ex-
posing the empty claims and phoney forms of exploi-
tation that it creates a pervasive image, a substitute
world: a “world” full of things which need to be
unmasked andwhichautomatically losetheir claimon
usonceunmasked by reason’ scackle. Theworldisnot
only objectified, it is full of shams and cheats only
reason can save usfrom. Inthismagic“world,” where
unmasking is the hocus-pocus, paradise would be a
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placewhereeverything wasfinally clear: “the opacity
of theiron cage of areason that has become positive
disappears asif in the glittering brightness of a com-
pletely transparent crystal palace.”

Theart “world” iscompletely pervaded with this
attitude, transfixed asitisby acultureitimaginesit
can successfully overmaster simply by unmasking
it—often enough, thisurgeto unmask the other is
itself amask for an urgeto partake: either to gaze
unhampered by aguilty conscience (“1' m collect-
ing images for a thorough critique later so leave
me alone’) or to enjoy the apparent rewards it
pretends to despise by further hypnotizing an al-
ready bored and hypnotized audience. Hey—not only
can you look at thistoo, but it ismore cool to look at
this than that trash you usually look at and someday
it'll be worth, like...

In such circumstances, to call a*“strike” points up
many of the unpleasantly tainted (thereforerepressed)
aspectsof “artmaking”: the recognition of consumers
asbosses, the expectation of pay, theurgeto be part of
the system it pretends to criticize and so on.

But to think in thisway—that is, to imagine “art”
asan objectified product or object or event which | can
control and withhold—is to learn their—our—Ilogic
al toowell. Likeall ascesis, it isuseful to make one
aware of the feeling of the activity: to give up or
renounce something is a good way to become con-
scious of what before might have been merely auto-
matic and habitual. Not only that, to be conscious of
the craving as a protection. Against what? This prac- P A TR 0 N A G E
ticeisanother perhapslessdreamy way of working on
thesamedilemmaaddressed by the philosopherssince C S O
their target is“ desire,” insofar asby theterm “desire” E X L U I N
we can identify not the pleasure in something really

occurring here and now but rather the imaginary C AREE R I SM

enjoyment of something in an imaginary time (the

future or the past). Imaginary pleasure taken in some

imaginary time is nothing but a substitute for and an ALIENATION
evasion of the life that might really exist (but floats

past unrealized) during thetimeof theillusion. Andin O C

this culture theindividual’ s stock of pleasure-images I M P TE N E

is pervaded by advertising of one form or another, all

of which requires an unrealisticincomein order to be
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realized, aswell asabrand new imaginary ego chock
full of essentially bizarre but well respected qualities
likedishonesty, toadyism, hard-heartedness, and other
sociopathic attributes. 1t's no wonder the face of a
daydreamer is so often grim or sad.

Itisagood ideanot to be too caught up intheidea
that someunmasking project of “ ours” meanswehave
onceand for all found aplace of moral elevation. And
safety: they, the deluded, are over there, we are here.
Idea=idea. Asthewriter they used to think was called
Dionysius(now called Pseudo-Dionysius) putit: “God
hates ideas.” Obviously, since thinking is just some-
thing we do so asto have opinions among our posses-
sions, an activity not to be confused with meaning,
whichissomething to belived, somehow, if possible,
tentatively and stubbornly or maybe patiently (how
should | know?). Meister Eckhart said, “God acts
without instrumentality and without ideas. And the
freer you are from ideas the more sensitive you are to
inward action.”

“Art” isnot aseparate“thing” one choosesto do or
not do but aform of “inward action” if you likewhich
you naturally expressor communicatein someway. A
disciplined attention to that is simply a more disci-
plined attention to one’ s existence. In away, to think
of it as“art” and get thingsfor it is already the result
of a previous art strike or tantrum of some sort. The
Greek term* hecatomb” for exampledoesn’t meanthe
sacrificeof 100 oxen, it meansthat by thismagical act
I will get 100 oxen from the godsin return. Who did
the bargaining there, we wonder and is he still avail-
able?

Joseph Beuysin an interview was asked about the
seriesof Christianimageshepursuedfor atimeand his
response was that he gradually realized that such
traditional motifswere already achieved and not what
he himself needed to do; there follows along myste-

Art Strike Action Committees (ASACs) and Supporting Publications
ASAC (California), P.O. Box 170715, San Francisco CA 94117 USA
ASAC (United Kingdom), BM Senior, London WC1N 3XX, England
ASAC (Eire), c/o Tony Lowes, Allihies, Bantry, West Cork, Ireland
ASAC (Latin America), C. de Correos 1211, Montevideo Uruguay

Lettre Documentaire, B.P. 249, 33012 Bordeaux Cedex France

rious discussion of the need to suffer “this process of
crucifixion and complete incarnation in the material
world” beforeworking through to an achieved spiritu-
ality. Neitzschetalked about something like thisalso,
of the death of sacred ideas, loss of faith in the old
names, and then a movement from the material level
of the senses back towards the spiritual. “1 desire for
myself andfor al wholive...without being tormented
by apuritanical conscience, an ever-greater spirituali-
zation and multiplication of the senses; indeed we
should be grateful to the senses for their subtlety,
plenitude, and power, and offer theminreturn the best
we have in the way of spirit.”

Thepointisthat “art”isalready thereintheway one
sees or listens to or moves across the world. As we
noticeor don’t notice something, wearealready inthe
lifewearemaking all thetimeat alevel sofundamen-
tal we can’t even be aware of its workings much less
try to stop them. We can always offer morein theway
of spirit. Or we can reject much of this experiencein
favor of what might be called art simply by devaluing
the former—after all you can’t make a career out of it
and nobody getsfamousfor just going down the street
with eyes open, earsopen. | approve of “art strike” as
away to annoy ourselves and cut into our sleeping
time. Butitisalsothelogicof our shiningand heartless
utopia that invests in/thinks there is something out
there (both holy and laughable) called “art” or as
Krazy Kat calledit “ott.” Thetroubleisprovocationis
an individual matter; for example “spiritual” is an
essential term for something—what (the fuck) elseto
call it, eh?—but it drives me crazy every timel say it
so | makemyself say it, especially in cool art publica-
tions. Pretty soon I'll try to slip Jesgs” into one of
them (he crossed it out, didn’t he?) because there’sa
strike inside the strike. Don't tell anyone.

[Pseudo-Karen Eliot
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RRR/R13 EP

1. Mystery Lab, project ‘p’: BROWN OUT 2'01"
Keyboard improvisations utilizing the James Brown Audio Utterance
and Riff Archive developed for the Plunderphonic CD cuts BLACK and
BROWN. Send $3 for Sampler K7 and catalog to: Mystery Laboratory,
Box 727 Station P, Toronto M5S 271 Canada.

[Note: The Plunderphonic CD, from which this piece is an outtake, has
been suppressed by the Canadian Recording Industry Association for
violation of copyright, and is no longer available from its original
source, the Mystery Laboratory. If you would like to hear this fine work,
send a blank C-90 and 85¢ in unused stamps or $3 to Retrofuturism,
P.O. Box 8907, lowa City USA 52244, and we will make a copy of
our CD, reviewed in this issue, for you.]

2. The Fleeing Villagers: THE BALLAD OF COCAINE BILL AND
MORPHINE SUE 323"

Russell Shoenwetter, Manuel Rochas, and Fredrick Lonberg-Holm.
Write the Fleeing Villagers at: 2834 McGee Ave, Berkeley CA 94703.

3. X.Y. Zedd: YEAH YEAH YEAH 1'45"
Recycled Beatle songs altered on home stereo equipment. We don't
know how X.Y. Zedd does it. Write to Mr. Zedd in care of Retrofuturism.

4. The Tape-beatles: FROM THE TIDE OR THE WIND 3'19”
The Tape-beatles are: Lloyd Dunn, John Heck, (Ralph Johnson), Paul
Neff, and Linda Morgan-Brown. (Ralph) did the basic sketch for this
piece using a filmstrip soundtrack and mixed it with a jazz cut taken
from a stereo test record, which he spun by hand on the turntable. John
composed the “alienated scientist” sections; Paul edited them in, and
Paul and Lloyd created the final mix. (Linda joined the group later.)

5. X.Y. Zedd: YEAH 1'43" Reprise
This RRR/R13 EP is a joint release of RRRecords, 151 Paige St, Lowell
MA 01852 and Retrofuturism, 911 North Dodge St, lowa City USA
52244. The work was selected by the Tape-beatles.
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CULTURE UNDER FIRE June 22/23, 1990

San Francisco Art Institute, San Francisco
PANEL: THE GOOD FIGHT: ARTISTS AS ACTIVISTS

TAKING THE OFFENSIVE: A RAN'I'

| want o keep this brief because in all the recent
months of anti-censorship activities, amid all the
talk, amongst all the articles, the letter writings,
etc., there’s been a noticeable lack of what |
would consider one of the most important ingre-
dients in this battle: propaganda.

As far as I'm concerned, and in relation to my

own visual art practice, the xerox machine is one -
of the most powerful weapons we as artists have "o : b

available to us in the fight against censorship. It's .

cheap, quick and accessible. Much of what | will CE qu ORSHIP:

THE REAL
'TRADITIONAL
VALUES'

be addressing has the xerox machine in mind
and I'd like to take this opportunity to thank
Chester Carlson, the inventor of xerography, for

inventing such a revolutionary process.

BLAST

 Blast all artists who still buy into the myth of artistic genius and the whole ideological
baggage that goes with it and who don't see how it serves to separate and divide us at
precisely the time when we should be throwing all that crap out the window.

* Blast artists until they finally put away their egos along with their crumbling portfolios and
realize that collective and collaborative action in the defense of cultural diversity brings with
it a much greater personal satisfaction than any one person exhibit.

* Blast censorship exhibits in galleries and preaching to the converted. We should be taking
it to the streets, getting it published everywhere, getting it in newspapers, on public
transportation systems, on car bumpers, T-shirts. Sticker the cities, stencil the streets. If | get
invited to send work to another flag show | think I'll puke.

e Blast all the tired old “political art” aesthetics. Mix it up, plagiarize, recombine,
appropriate, do whatever is necessary to catch people’s attention, infuriate them, inundate
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them, assault their senses. You could

CE NSORSHIP: THE startby plagiorizing BarbaraKruger's
DICTATORSHIP OF work and inserting your own fexts.

Her work’s perfect for it.

THE SENSES e Blast all artists who refuse to see
that the Cold War has come home.
How many painters, photographers,
and arts administrators have to be
strangled by the legal system for art-
ists to realize that it's their front door
which could be the next one to be
kicked in.

¢ Blast the whole bunch of artists
rushing over to the new bohemia in

the Eastern Bloc with their fravelling exhibits and performances when the war on culture is well
and truly under way here.

e Blast all the people who are jumping on the censorship bandwagon during the Festival of
Freedom Expression and then will slump back in front of their TVs the next week.

WHERE DO WE GO

FROM HERE?
If | was cultural czar | would declare a : :
war for culture and I'd call it “A Thou-
sand Points of Propaganda”. And

these are some of the things | would want
to set up. HELMSBORO: THE REAL

DANGER TO YOUR HEALTH
Censorship” xerox image-banks that could serve

as distribution centers across the country. These

I 1594 I  BLAST

oFirst of all we need to take a large leaf out the
rights methods of operation: we need national
organizing, national coordination and we need
to compile the biggest fucking mailing list in the
world.

*We need to create a network of “Art Against
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would be places where artists could send
copies of their work which in turn would get
distributed to anti-censorship groups. Any-
one who attended the Urban Scrawl open-
ing at Cheapart and the Armpit gallery (both
in San Francisco) recently would have sensed
the possibilities in this kind of approach.
*We need to set up propaganda workshops
where visual, etc., materials would be pro-
vided, and people could come together for
an evening to create, party and then xerox
the whole lot and hit the streets the same
evening. This work could then be exchanged
and distributed to other “Propaganda Work-
shops” throughout the country.

*Put together a xerox booklet with images CENSORSHIP:
and text entitled “How to Answer 20 of the THE RIGHT WING

Most Difficult and Awkward Questions About AE STHE TI C

Government Funding for the Arts”. Some-
thing that would inform people in a straight-
forward way about the complex issues in this
debate and facilitate them in countering the
Right's arguments. Xerox in the thousands,
distribute and encourage people to recopy it.
eSet up decentralized Propaganda Combat
Units that can quickly mount a cultural re-
sponse to local and national incidents of
censorship (ACT-UP and Boy/Girl Akimbo
have created useful models).
*Explore the potential and use in new ways all
the other available duplicative technologies in
this cultural offensive: fax, computers, mo-
dems, video, etc.
eFinally, | would declare an all-out overt war
whose slogan should be: Artists The New
Freedom Fighters!

[Stephen Perkins, 6/23/90

See nothing
Hear nothing
Speak nothing
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the tape-beatles undergo
severe trauma, depression

Inaworld wherethetotality of all human experience
has been utterly interlocked within the domain of the
total commodity fetish, the Tape-beatles have been
scarcely abletostretchthemselvestothe new heights”
they have heretofore promised their audience. No
doubt this has been the cause of no small dismay and
disdain among their ardent followers, but far beit for
the Tape-beatles to blame others for their troubles.
The things these four young people—the Tape-
beatles—have attempted to do, often making use of
few techniquesother than sheer gall and raw audacity,
have, for themost part (wearesorry tosay) fallen upon
deaf ears. It can be surmised from this sorry situation
that these ears-who-should-hear-but-don’t are the
victims of one out of two possible sets of circum-
stances: 1) they really are deaf and can’t hear; or 2)
they’ renot surewhat’ sgoing oninthebest of circum-
stances, and wouldn’t know agood lick if it bit them.
Judge for yourself:

Performance Frenzy

In a deliberate act of propaganda designed specifi-
cally to indoctrinate their audience into becoming
mindless*“fans’, the Tape-beatles delivered atechni-
cally competent audio-art presentation to the class of

THE TAPE - BEATLES.
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Colloquium at the University of lowa School of Art
and Art History in April of this year. The audience
was split down the middle and ariotous debate broke
out, in which the merits of pause-editing vs. tape-
splicing were discussed at length. Thiswasfollowed
by abadly fizzled set at Club Lower Linksin which
theenergy level wasso low that theicerefused to melt
inthepatrons’ drinks. The Tape-beatlesfaireddlightly
better at lowa City’ sthe Sanctuary aweek later. This
time all their friends showed up and theice did melt.

All thislack of razzle-dazzle in the Tape-beatles
public life did not stop, however, KGAN TV news
from taking note of this new fabulous four—the
Tape-beatles. After catching the gig at Colloquium,
former KGAN anchor Maggie Jensen and her cam-
eraman visited the foursome in their neighbor’s stu-
diofor achat and some Q& A. Therapport the parties
developed between them stemmed from their thor-
ough respect of each other’s achievements and an
understanding of what it took to bring them about.
Both parties were extremely polite the entire time,
and the resulting report was aired on KGAN that
Friday. Must have been a slow news week.

Relocation Blues

But, asthey say, “whenitrains, it pours’, and soitwas
a sad day when the Tape-beatles learned they had
been evicted from their home of nearly two years at
19%2 South Dubuque Street so that thelandl ord could
putin offices, and thusincreasetherent. A new space
wasquickly located and seemed satisfactory, but little
did they know then that a mere three months would
pass before being evicted again from their new space
at 119 East College Street, thistimefor the space’ snot
meeting fire code. The Tape-beatles have now joined
theranksof thehomeless, and are searchingfor studio
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space that they can afford. A move to Cedar Rapids
may bein order, but then again, euthanasiais not out
of the question.

Compilations Galore

Onamore positive note, thework of the Tape-beatles
has appeared on a new compilation cassette entitled
“Put Down Y our Pencil”, which was released by the
Hall Walls Gallery in Buffalo NY and compiled by
Paul Dickinsen. In addition, their participation is
planned in several forthcoming compilation projects
of all formats: the “Better Jazz Through Retrofutur-
ism” cassette which is being edited by ASFi’s Colin
Hinz, a “Cassette Concrete” Lp which is currently
being planned by David Prescott at Generations Un-
limited, and a compilation CD called “The Death of
Vinyl” currently being masterminded by Gerald
Belanger of Toronto. In addition, Russ Curry’s* Cu-
rious Music Sampler” CD should enter the compila-
tion stages this fall, and the Tape-beatles have been
invited to contribute.

New Member, New Logotype

=9

The Tape-beatles' line-up
has also undergone one
major permanent and a
minor temporary change;
but first thingsfirst. Linda
Morgan-Brown hasjoined
the Tape-beatles as a new
fourth member. Linda
came to the Tape-beatles attention when she put
videototheir work “ Sing Sing Sing” fromthe A subtle
buoyancy of pul se cassette (and when shebegan dating
Tape-beatle Paul Neff. That’s when the other fellows
stood up and took notice. Jealousy can be so ugly.)
John Heck has been sojourning in Europe and is
currently spending a couple of weeks in New Y ork
with friends.

In addition, a stunning new logotype has been
addedtothe Tape-beatles collection, anditwill adorn
all letterheads and press releases until they get bored
with the durn thing. Its outward countenance is
disquieting, but in a friendly way, and its bold lines

————
———————
——
W ————
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| ————

e

seem to exude power and control, the kind of control
that many too easily confusewith thefond, concerned
embrace of aparent protecting their child. While the
globeisbanded and rigidly constrained, monopolisti-
cally, it issimultaneously protected from all harm by
the kindness of a large over-seeing institution. A
strong senseof intenseself-interestiscleverly masked
behind thefriendly face of achildhood friend, aonce-
popular motion picturepersonality, or perhapsjust the
warm glow of afamily outing on golden afternoonin
New England’ s glorious autumn. Ahh.

Moral Support

In addition to their neverending tasks of production
and the administration of their vast audio empire, not
to mention thegrinding monotony of havingto endure
one more critique in the name of “perfection”, the
Tape-beatleshave beeninvolved in another chore, but
onewhichthey bear lightly, inresponsetotheurgency
of the cause: that of distributing cassette copiesof the
Plunderphonic CD from the Mystery Laboratory of
Toronto. Legal action has been taken against the
creator of this CD in Canada (which resulted in all
undistributed copies of the CD being crushed) and
therefore the Lab's director, John Oswald, is con-
strained from further distribution of the title. The
Tape-besatleshave volunteered to make copiesof their
copy of theCD tothosewhorequestit, inexchangefor
reimbursement for materialsand postage. Here’ show
it works: just send a blank C90 to this address along
with 85¢ in postage affixed to a self-addressed return
mailer, and we'll dub the cassette and xerox the track
listing, and return it to you toot sweet. (Lazy readers
may prefer to simply send $3, and we'll provide the
tape and the mailer.)

If the sumtotality of human experienceisto beany
guide, it showsthat you can’'t make asilk purse out of
asow’ sear, and the Tape-beatl eshave attempted to do
just that. If any group of cultural workers deservesto
fail at al that they attempt, it is surely these dumb
fuckers.

The Tape-bestles, who are L1oyd Dunn, John Heck,
(Ralph Johnson), Paul Neff, and LindaMorgan-Brown,
can be reached at tape-beatles@detritus.net . [end
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or not to diagram

The problem with cassette tapes is the same with any other audio storage
medium, they are all essentially substitutes for a real bad memory. If we had
photo/audiographic memories, we could replay any audio-video experience
withany control parametersweliked, inthe privacy of our ownbrain. Thereplay
would have all the presence and reality of an actual dream, amass-free, inertia-
free ideal. Rather than getting stuck projecting forward from our present
technological base, which is basically an exercise in squeezing new efficiency
out of old objects, let’s postul ate an ideal situation, work backwardsfromit and

create new objectsto beginwith. Why start out withan
analysis of historic audio storage shapes like music
notation, hurdy-gurdies, music boxes, piano ralls,
Edison cylinders, 78s, wirerecorders, reel toreel, 45s,
33s, cartridge, cassette, floppy disk, laser disk, etc.,
when we can fly an ideal situation like a kit with a
string attached to it, and reel the sucker in?

What we'll end up with, | think, isthefinal curtain
to artistic creation as a spectator sport, and its begin-
ning asateaching method, whichiswhereit started—
as a way of creating memory persistence for tribal
ritual and lore. The desireto make a culture persist in
thisway constituted thebirth of poetry, whichevolved
into song and instrumental music. The compression of
culture into symbol iswhat we know as art. Even the
contemporary forms of ant-art create an anti-culture
whose elementary quality isthat of persistence. Style
persists, even beyond its term of usefulness or
maturation of theintelligencelevel of aculture. When
this occurs, art serves to retard the maturation of
intelligence. When a pioneering artist’s work
establishesagenrethat isimitated by other artists, itis
time to move on.

|
Thereispossibly astrategy around this seemingly
inevitable progression of discover-imitation-institu-
tionalization if some analysis can be applied to the
area of originative causality. If we attempt to remove
the desire to imitate from art, we might be able to
derive anew kind of music that is eternally fresh yet
capabl e of increasing the persi stence of memory freed
from the shackles of repetition. Although recording
deviceswouldultimately beperceivedtobeanarchaic
appendage to culture, music approached in this way
would eventually supplant theideaof style, i.e., rock,
country, classical, etc., with the idea of level: begin-
ning, intermediate, advanced, or something similar.
Thereisno reason why art cannot take the lead in the
task of creating a cascade of human genius.
Theproblem of intelligence persistencerather than
style persistenceis an interesting one since trueintel-
ligencedoesmorethat merely “ persist”, it maturesand
evolves itself, where persistence is a survivalist's
stupidity. The same could be said for the idea of
rhythminmusic. Thepurposeof rhythminthepast has
been to anchor time units to figuration, whereas a
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series of separate figurations are quite capable of
anchoring themsel vestogether independent of rhythm.
Figurations dominated by rhythm refer not to one
another in a sequence of unveiling mystery, as they
should, but to a“quanta’ of beat whichisultimately a
form of digitization. Any quantaic formula reduces
experience to measuring units of a standard, uniform
size. All aspectsof art which are quantaic, i.e., reduc-
ible or referential to a unity measuring gauge, are
goingto persistinthememory infixed permanencefar
better than any form which cascades kaleidoscopi-
cally through a series of virtually unrelated modali-
ties. Thisis why we have “style’. It keeps people's
brains from exploding furiously into the black hole
zero degrees kelvin tachyon dense realm of virtual
immediate simultaneous plus dimensional space,
where, by theway, everyonehasaphoto/audiographic
memory. This is why poetry/music as pre-literate
memory aid hasresultedintheaudio cassette, and also
why repetition-based culturescharacteristically never
improve upon their state of being, and fall into decay.

With a didactic approach based upon gradient
learning, we can, at present, begin to regain our lost
faculty for total audio recall in multi-voice array, and
jointhecompany of Ludwig Vanandall thegreat deaf
composers who can hear it fully and richly in their
heads, not headphones. The problem for the commod-
ity brokers under such circumstances, is that each
individual’s internal symphony will be so complete
and precisely tuned to his or her experiential domain
that they will probably have a reduced interest in
listeningto anyoneel se’ svector forward efforts. Once
past a start-up threshold, we'll become totally self-
sufficient cognitive domains capable of creating all
the beauty we and the world needs.

The cassette underground is already coming up
against the Mach 1 barrier—there's too much indie
output to assimilate and digest, even within narrowly
defined genres. That overload situation will only get
worse. If another thousand audio throttlejockeysdive
into the cassette culture talent pool, it will become
difficult to concentrate upon one’'s own personal cre-
ative playpen out of aneed to keep up. This situation
has been brought about by the accessibility of minia-

NOT TO DIAGRAM I 1599

turized studio-quality recording gear. Thestudio con-
trol rods have been removed by Tascam, Fostex and
Company. Direct to floppy gear is moving into the
home studio even faster with the pirating of software
and cheapo add-on audio and memory cards. What we
have here isthe disintegration of monopolies, always
agood thing, and theemphasisof autonomy in matters
of audio-video evolution.

My central thesis has always been
that technology isthe agency by which
centralist bureaucracies will wither
away, contrary to most analyses. When
that occurs we will be free to develop
an unending array of dream-state pro-
totypes. These will be tested against
reality in order to invent vector for-
ward routesinto auniverse of creative
pleasure where the world of self and
other are integrated and self-amplify-
ing. The “human condition” is ready

for anew diagram.
[Walter Alter, San Francisco
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The Tape-beatles

A Collective Vision

Retrofuturism Makes Available Suppressed
Musical Work by Canadian Composer

Because we feel it is an important work that asks important questions about the nature of
cultural output during the total reign of the commodity fetish, we, the editors of Retrofuturism
Magazine, otherwise known as the Tape-beatles, have decided to make available cassette
copies of John Oswald’s suppressed CD release, Plunderphonic. Cassette copies may be
obtained by sending a blank C-90 plus an 85¢ self-addressed stamped envelope for its return
to the above address. For those not wishing to send the tape or the stamps, send $3 in cash.

The CD, released by Oswald at his own expense in 1989, contains Oswald’s studio re-
workings of well-known popular music, such as Michael Jackson’s “Bad”, various Beatles
songs, Igor Stravinsky’s “Rite of Spring”, Count Basie’s “Corner Pocket”, and many others.
All the compositions on the Plunderphonic CD rely on sampling the “original” recordings for
the sounds used in them. The CD was not for sale, and was given away to libraries, radio
stations, and music reviewers.

Because legal action has been taken against Oswald by the Canadian Recording Industry
Association (CRIA), constraining him from further distribution of the title, we wish to make it
clear that in no way has Oswald requested, encouraged, condoned, or even known about
this action on the part of the Tape-beatles.

The entire text of Oswald’s own press release on the subject appears opposite.

The Tape-beatles wish to make it clear that they abhor this action by the CRIA, which seems
unwarranted in light of the non-profit nature of Oswald’s project. We believe that this action
is a paranoid attempt on the part of the CRIA to stamp out any product of culture that they have
no hope of controlling. Furthermore, we believe that this clearly demonstrates the purely
mercantile mindset of the recording industry, a mindset that they try desperately to mask
behind their shallow posturing as being somehow in support of creative efforts. In fact, as this
case makes clear, they’ve placed cynical and hypocritical limits on this support of creativity,
in fact suppressing output which does not in turn help to support them.

Remember, home taping really is killing the music industry, so please remember to do your share.
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For immediate release: February 9,1990

A recording and distribution project intended to set an example for the
legitimacy of electronic sampling in music has been stopped dead by the
Canadian Recording Industry Association.

CRIA will destroy all undistributed copies of a Compact Disc of music entitled
Plunderphonic. The CDs will be crushed. Plunderphonic producer John
Oswald has surrendered the remaining stock following a threat of litigation
from CRIA's legal counsel, who cited that the CD infringes the copyrights of
CRIA's clients CBS Records and Michael Jackson, among others.

Since its release in November, Plunderphonic has been a hit on national
radio in Ganada and has reached #1 on the piaylists of several aiternative
radio stations in North America. It was listed on several reviewers' 10p-
albums-of-'89 lists, including a best-album-of-the-year listing in the San
Francisco Bay Area Express. Critics have almost universally acclaimed the
music as "brilliant".
The CD Plunderphonic was never sold or intended for sale. The packaging
included detailed credits of the sampled sources which constitute nearly 100%
of the sounds from which Plunderphonic was made. Copies were distributed
to libraries, radio stations, and reviewers. A shareright notice in an
accompanying booklet permitted listeners to make free copies of the disc
(shareright is a term borrowed from the not-for-profit distribution of computer
software).
*| wasn't selling the disc in stores, so | let listeners tape it off the radio for free,
which is something they would have done anyway," explains Oswald, who paid
for the production and manufacture of the CD out of his own pocket. He
receives no royalties or financial compensation for airplay.
Brian Robertson, president of CRIA, says, "What this demonstrates is the
vulnerability of the recording industry to new technology...All we see is just
another example of theft."
In December Oswald received notice from CRIA's lawyers demanding that he
cease distributing Plunderphonic as of Xmas eve '89. "They insisted that | quit
acting like Santa Claus,” Oswald observes.
*CBC radio, January 7th,1990.

inquiries: ~ John Oswald 416-367-5694

CRIA 416-967-7272
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Born to Barbequeby Dan Fioretti. C60. Kitti Tapes,
312 N 3rd Ave, Highland Park NJ 08904 — A collec-
tion of sound-doodlesby Kitti cartoonist Dan Fioretti.
The hand-colored album cards suggest something
more relaxed and humorous than the stuff which is
actually on the tape, which is often strident and ab-
stract. Reel-to-reel loops are electronically echoed
and mixed with radio talk and music, voices distort
likedropping into an electronic well; soundsecho and
lose their shape, falling off until they become a dull,
rhythmic thud; mechanical noise; and delayed, drug-
like, spooky, theremin-like sounds. Looking for the
familiar landmarks of melody or rhythm? Forget it:
most of these are shapeless and atmospheric, and
really too simple for my tastes. —Id

Chantsby JakeBerry. C60—-13tx. ExperiMental Audio
Directions, 2251 Helton Dr #N7, Florence AL 35630
— Pause-edit stylings, found percussion and folk
guitar (among other things) punctuatethissolid poetic
release. Birth, death, life, and a civilization gone
ecstatically haywire form the thematic base for Mr.
Berry’ saccompaniments. The 13 songsknit well, Mr.
Berry’s words becoming a flow of consciousness
opaque enough to capture one's attention, yet clear
enough to hold it. —pn

Choking on the Fumes by Hernia Retraction
Accordion. C45-15tx. Frank Publications, P.O. Box
56942, Phoenix AZ 85079 — A collection of audio
collages that make use of synth, guitar, and found
voices. Asisadistinct tendency inaudio art, thevoice
elements are laid on top of a bed of sound effects; in
this case the sound effects are stubbornly weird and
voices refer unrelentingly to the disturbing global
thingsthat are often in the back of our minds: nuclear
holocaust, sex crimes, advertising, accidental death,
etc. Thistreatment, of course, does nothing to further
illuminate us on theseissues, instead preferring to use
them as emotional effects of a sort. Often the sounds
get stuck in their own mire and sink, but when they
work, they are cleverly put together and enjoyable to
listen to. But at least athird of them seem redundant,
if not in the context of this cassette itself, then in the
context of audio art generally. —Id

Commer cials by Brain Rot Radio/Rawhide Theatre.
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C14-3tx. Chas. Smith ¢/o WCSB-CSU, 956 Rhodes
Tower, Cleveland OH 44113 — Those zany guys at
WCSB have done it again. Producers that that noted
bastion of free speech and weird radio sent usthistape
of three one-minute side-splitting mini-yukfestsguar-
anteed to provokeirate phonecallstoyour local weird
music show. Offerings. “ The Pee-lice” showing you
how to wrangle a steady job enforcing drug hysteria,
“Melt Down Diner” where thefood isalways hot, and
“Ferman the Furrier” which asserts that extinction in
the name of taste is no vice. Worthy of Firesign
Theatre and highly recommended. —pn
Concentration/Combination by David Prescott. C90.
Sound of Pig Music, P.O. Box 150022, Van Brunt
Sation, Brooklyn NY 11215 — While much of David
Prescott’ smusicisgenerated by smpleoscillatorsand
electronics, it is grounded in the mechanical drone
(refrigerator, not sitar) and our awareness of it.
“Concentration” builds gradually over abroad range
of drones and textures, changing slowly, continu-
oudly, and beautifully with acoherencethat New Age
musicians, let alone electronic musicians, would kill
topossess. “ Combination”, built onsimilar principles,
features plagiarized/found material intercut and wed
to Mr. Prescott’ selectronic raga, such that the proces-
sion of fragments direct the piece without interfering
with the unfolding mix. —pn

Danse Industrial Improv Mix by RSVP Tapecrew.
C60. RSVP Tapes, P.O. Box 394, Society Hill SC
29593 — Hardnosed sonic sludge in, as the title
suggests, theindustrial vein. Thedull throbbing rhythm
iswhat might begood for making robotsdance, but not
me. Metallic screams, foghorn sounds, thick enough
to cut with aknife. Cyborg inspired. —Id
Devastating Dream Soundtrack by Pantaloon
Cinema. C60-16tx. ExperiMental Audio Directions,
2251 Helton Dr #N7, Florence AL 35630 — This
binary opus consists of A: Barry Powell working
through the lone vocabularies of guitars and other
instruments, and B: Jake Berry loosing his one-man
experimental jug-band over some “tales of gastric
terror” related, presumably, by hisfriends. Side B is
the more adventuresome (and successful) of the two;
although boxy recording obfuscates the thematic

conversation. Mr. Berry’s choppy, unlikely instru-
mental riffs carry the day. Such cannot be said of Mr.
Powell’s efforts, however. Much of Side A is one-
dimensional guitar experimentation. While | have
nothing against that, | have heard enough songs based
on the tremolo knob to last me quite a while. My
highlight on Side A was track 5, “Piss and Flush”,
which, if anything el se, proved that the ol dest clichéin
audio-art is still a winner. Mere experimentation is
good, but not enough. —pn
DrillingHolesintheWall by GenKen. C45. Genera-
tions Unlimited, P.O. Box 540, Marlborough MA
01752 — A long time ago, some East German border
guards prevented Gen Ken from carrying his Casio
over for ashow. Well, those guards are probably out
of work now, and GenK enisshowcasingthat Casioon
this tape. Gen Ken blends his sound sources with
versatility, and his adept pacing takes full advantage
of hisrobust production, asthe lowly Casio servesas
springboard for an unusually rich and diverse pan-
orama of sounds, arrayed in an effortless progression
that belies the vast range they cover. —pn
Functionally Illegitimate by Undercurrent. 6 tx—
C46. Bill Jaeger, 506 W Johnson Dr, Payson AZ
85541 — A sawtooth wave at 20,000 Hz is merely
annoying. Lower itto 20 Hz, however, and it becomes
menacing: a bit of acoustic psycho-physiology that
Undercurrent are more than willing to exploit. While
| found their last release, Trig P. Toma, kind of aloud
grinding exercise, this new release shows much more
care taken to the quality of the noise—its emotive
impact an appeal. Andinindustrial music, attentionto
this detail can make all the difference. —pn

Iceberg Dead Ahead by Lester Palocsay. C60-8tx.
The Cog Factory—BMI, 3710 W 139th &, Cleveland
OH 44111 — Although Mr. Palocsay wrote these
songsfor “thefuture peopleof theuniverse”, thistape
sounds like it was written mainly for Mr. Palocsay
himself. Aswild synth tapesgo, thisoneistechnically
competent, but a listen to the longer cuts reveals
structure and imagination increasingly in absence, as
theforced playfulnessof Mr. Palocsay’ swell-tempered
synth takes on the stony countenance of mall music.
The real iceberg here is Lester Palocsay, who has
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every goodintention, I’ msure, but endsup doing little
morethan plod along south in the shipping lane. —pn
Mystery Hearsay. C45. Mystery Hearsay, P.O. Box
240131, Memphis TN 38124 — Whoever they are,
they can certainly devise an envel oping cornucopiaof
cacophony. Modulated feedback and mechanical
textures provide the bulk of the ongoing din, with
oscillator swoops and a shouted incantation of sorts
taking uptheslack. Very very nice. Unfortunately, the
absence of dynamics all but shoots this marvel in the
foot. My tape deck allows meto switch back and forth
between sides A and B at will, and alot of thetime|
was ableto detect no difference. Weat the Glassed-In
L aboratories do not consider this Sound Performance
for a Work of Audio Art, and | must therefore
refrain from whole-hearted enthusiasm for Mystery
Hearsay. —pn

NMA Tapes 5. C90-10tx. NMA Publications, P.O.
Box 185, Brunswick 3056 Victoria Australia— This
dlick little comp from Down There yields rich
dividends, with hot cuts coming from Ernie Althoff
(playing atape of his sax through his sax via atiny
speaker) and SWSW THRGHT (accompanying a
vaguely threatening monol ogwith computer generated
(?) disquietude), among others. Chris Mann and
Amanda Stewart contribute outstanding socio-lingo-
political poetry, something we could certainly use
more of. | certainly hope the Australian equivalent of
the NEA is giving these people some money. Then
again, maybe not. —pn

NSHR(PAK)RADIO by NSHR. Four C60s-31tx.
NSHR, P.O. Box 441275, Somerville MA 02144 —
Not only isNSHR(PAK)RADIO athematic compila-
tion of impressive scope, it is an outstanding docu-
ment of audio art on the radio that is long overdue.
Well-known names such astENTATIVELY, acON-
VENIENCE and the Tape-beatles sit side-by-side
with total unknowns and found material in an ambi-
ence only the network itself could have fostered. The
network—the tenuous web of radio, mail, and per-
sonal links that connects and creates the audio art
community—isthereal subject of thiscomp. Though
only fifteen artists/radio stations are listed, while |
listened to these tapes | was struck by their common
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argument: audio art is worthwhile. Audio art on the
radio isworthwhile. Join us.

| think it’s safe to make the claim that products of
the audio art network are most often purchased/con-
sumed by peoplewho actively participateinit. Thatis,
networkers are their own audience. On the radio, we
al talk to one another as well as to ourselves.
NSHR(PAK)RADIO vyields highly crafted music,
headlong mixes and live recordings, interviews and
found material. Themesand quality vary. Theimpor-
tanceof theradio, themeaning of theradio, isall that’s
left constant. As amonument to that it stands. —pn
Orange Album by John Bartles. 10 tx—C30. John
Bartles, P.O. Box 288, Soringwater NY 14560 — Mr.
Bartles' humor saves him. Or maybeit killshim, I'm
not sure which. The lyrics he bellows out with such
scatological, satirical glee are at least 90° opposed to
the glossily produced California studio soundtrack
music he writes for them. This creates some tension.
Will Mr. Bartles become a new Tom Waits (is he
trying to)? Maybe/l hope not. Does his humor justify
this tape's over-production? Maybe/l hope so. One
way or another, the Orange Album deserves to elicit
response. —pn
Red Shift 3 by David Prescott. C90. Sound of Pig
Music, P.O. Box 150022, Van Brunt Station, Brooklyn
NY 11215 — Thisisessentially aside-long oscillator
blast—drones or repetitive loops are set up, then
punctuated or varied over a(long) periodof time. | find
such music works best in ambient or soundtrack situ-
ations, as the variations can play off the surrounding
environment. Inthiscase, | cleaned my desk. Likeits
ambient ilk, Red Shift 3 workswell in the right place
and time. —pn
Strangely Colored Map by Peter Stenshoel. Two
C90s41tx—includesbooklet. Numazu, P.O. Box 19427,
Minneapolis MN 55419; Peter Senshoel, 3117-1/2
5th &, SantaMonica CA90405— Thissprawling epic
isananthology of themusical activitiesPeter Stenshoel
hasbeen involved during the 1980s (mostly). Thereis
thereforeavariety of different styles, among the most
noticeable of which are a sort of freeimprovisational
jazz, tape art, weird rock/pop, acoustic instrumentals,
etc. Although the performances are not uniformly

captivating, thereare somevery good pieceshere, and
good technical quality makes them shine. —Id
Terra by Pierre Perret. C60. Pierre Perret, Banne-
Sornay, 70150 Marnay, France — “For a new plan-
etary consciousness.” PierrePerret,inlastyear’ sGaia:
La Terre, showed himself to be the creator of intro-
spectiveand serenemusi ¢ based on concreteelements
recorded in the settings of nature. This, hisnew work,
suggests he may be a one-issue composer, in spite of
his modest expansion of his form through adding a
synthesizer to the mix. This tape is most effective
when it, cinematically, transports you from scene to
scene effortlessly, with the mood shifts becoming as
important as the aural scenes themselves. The melo-
diesare ssimple, even childlike, and tend to take on an
introspective quality when combined with the sound
effects of the forest and meadow. It’s a bit touchy-
feely in parts but it is not without its energy, which it
borrows from the snippets of ethnic music Perret cuts
in for rhythm and texture. The clear recording and
reproduction serve the work well. —Id

Pierre Perret says: «| have always wanted to
make music, it was a need | felt. But | have
really had the means to make music for only
about 10 years. | have done more musical
research than music.

In order to compose (or instead, to make
music) | let myself pass through various
impressions and feelings. | try to enlarge my
perception of the world, and then | let all this
ripen.

| do as much recording in nature as | do
sampling these days. | also look for sounds
from radio and television, and | compose
melodies with a Korg DSS 1. After | conceive
of a work in my head, it takes several
months to realize it on tape.»

Titleof Tapeby Matthew Burnett (Little Plastic Box
#5). C40-11 tx. Write: WUWA, 74 Spencer S #3, San
Francisco CA 94103 — Many of these works exhibit
askillful mixing of found voiceand musical elements.
Someof themrecall Phillip Glass, othersaremorelike
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popmusic, and at least one, “ Life Under Reagan” uses
ball oon-squeaking as its main sound element. But on
thebest of these pieces, Burnett putstaped voicesover
rhythmic instrumental backdrops of his own design.
Most could be dance numbers. | suppose you could
fault it for being inconsistent, but the best of these
pieces deserve to be heard. —Id

Widémouth Tapes, P.O. Box 38, Baltimore MD
21203 sent all of the following—

K7N by Norman Y eh—Part of this tape is squeaky
nervousviolinplaying, nodoubt irritating to some, but
| found myself hangingontoit attentively. Maintaining
the same level of energy throughout the 15-minute
“Sonata#5in 3 Movementsfor Solo Violin” required
some stamina. Side two attempts asimilar thing with
piano, but lacks the same level of energy. Thisis an
interesting document of the work of an unusual
performer.

K7F: The Second M eeting Of The Cobbley World
Fellowship—Abysmally recorded noise soup, this
cassette documents the sounds made by this “World
Fellowship”’s second mesting.

K7D: The Widémouth Sampler—A cassette retro-
spective of the Widemouth Tapes project, it includes
a booklet full of documentation, from which is ex-
cerpted the following:

«Widemouth Tapes was founded in the later half
of 1978evin BalTimOre, as a part of the Merzaum
Collective, by writer/performer/etc Chris Mason.
...Of particular interest to most members of the
collective were sound & visual poetry, “language-
centered” writing, improvising & alternatives to
capitalism & hierarchies—such as through col-
laboration.

...The 1st 8 Widemouth tapes, all produced by
Chris, were fairly clearly aligned with Merzaum
activities—5 were directly from members & the
remaining 3 were by people supported by it &/or
supporters of it....

...The next 4 tapes were produced, at Chris’
request, by an entity going by the name “tenta-
tively, a convenience”—a collaborator/activist

with another BalTimOre grouping with social con-
cerns similar to those of Merzaum’s. This group-
ing, sometimes known as “Balti-Media” (mainly in
retrospect), was involved with catalyzing anarchic
interaction within large groups of people who
probably never would've come into contact with
certain esoteric theory & practice otherwise. The 3
dominant areas of their activity were a sort of
guerrilla “theater”..., large open-ended social
events (such as “fashion shows"), parties for people
from the future, a sort of “fake” science fair, etc),
& a network of interactive phone stations....
...By late 1980ev, the Merzaum Collective had
disintegrated to a major extent & Chris was moving
to Amsterdam for a year. Having long since tired of
the responsibilities of running Widemouth, he handed
it over to Patty Karl (another ex-Merzaumer) &
tentatively, a convenience. Chris had managed to
finagle a $2,400 grant for the production of 6
specific tapes which were due outby July of ‘81, but,
having lost momentum, had failed to do so. When
convenience & Karl were given the “business”, it
consisted of a couple of completely disorganized
boxes full of crumpled papers, boxless cassettes,
rubber stamps, a checking account, 1 tape re-
corder, a couple of missing “masters”, & the unful-
filled grant obligation.

...[They eventually] moved on to producing a new
series called démo tapes.... From time to time,
particularly while he’s away from BalTimOre, con-
venience has been helped with the new hybrid label
Widémouth Tapes by friend and collaborator John
Berndt.

Throughout the majority of this time, Widemouth
has been such a shoe-string operation (despite the
grant) that even keeping 2 working tape players
available to dupe with has been a struggle. 1 tape
recorder was stolen in a burglary, 1 was a piece
of junk to begin with, some broke, etc.—Until
access to John Berndt’s duping deck, the decks
used for copying were usually at slightly different
speeds from each other—resulting in speed fluc-
tuations between the “masters” & the tapes for
sale/trade. Smoke damage from a major fire
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didn‘t help the condition that the materials were in
either. Add to this unintentional technical ama-
teurishness &/or deliberate philosophical rejec-
tion of making such concerns 1st priority at the
expense of radical content + the frequent prefer-
ence for loud distortedness & the result is often, but
not always, a low-fidelity product.

Nonetheless, Widemouth’s importance as a label
representing an extremely broad range of experi-
mental thinking & action from the late 7Os to the early
80s that few, if any, other recording publishers
would have had anything to do with overrides petty
technical considerations. The work presented covers
revolutions in language, performance, bogus reli-
gion, & underground communications systems often
inadequately quasi-documented elsewhere—if at
all.» —tentatively, a convenience

The cassette reviewers for this issue of Retro-
futurism are: Paul Neff and LIoyd Dunn, both mem-
bers of the Tape-beatles. We welcome your submis-
sions for review and your comments concerning our
reviews.

]
AUDIO WANTED

ALL CHEMIX RADIO SERIES.“Theworld' sfirst
monthly audio information service.” The cassettesin
this series extend, using 20th century means, the
ancient oral tradition. For more information: Radio
Art Foundation, Alexander Boerstraat 30, 1071 KZ
Amsterdam, Netherlands; (0)20-79 26 20.

PLAYLISTS RECEIVED
RADIO DIFFUSIONS, WFSU-FM, 2561 Pottsda
mer Rd, Tallahassee FL 32304; 904/487-3086. “The
Newest of the New”
ENSEMBLE VIDE, VAGH 99.2. Send tapes to:
Laurent Boyer, B.P. 12, 33031 Bordeaux France; tel.
56 94 04 73.
CKUT 90.3FM. «Weplay alot of sounds, collages,
cut-ups, audio art, improv.» CKUT, Chris Migone
(music director), 3480 MacTavish Suite B15, McGill
University, Montreal H3A 1X9 Canada.
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print
reviews

Artpaper, vol. 9 nos. 6, 7, 8, 9, 10. Lane Relyea, ed.
32pp (avg.)—tabloid—11x17".$2.75/$20 per year from:
Artpaper, 119 N 4th S #303, Textile Building, Minne-
apolis MN 55401 — Artpaper is that uncommon art
journal that seemsto recognizethat the purer “ experi-
ments’ of theaesthetesareseemingincreasingly futile,
and that much of what constitutes current expression
has begun to seem less and less defensible, and often
even embarrassing. Although it is not strictly an “ac-
tivist” or “revolutionary” journal, Artpaper supplies
itsreaderswith ahigh-quality publication of writings
about art and political expression, with an emphasis
on showing how anincreasing involvement intheraw
issues of today has become more and more urgent.
Artpaper has shown itself to be in support of decen-
tralized cultural work of all types. It is, and will no
doubt remain, a good source of critical thinking and
progressive ideas about the contemporary milieu of
truly nourishing culture.

Electronic Cottage #3, March 1990. Edited by Hal
McGee. $3-68pp—half legal—offset. P.O. Box 3637,
Apollo Beach FL 33572 — Hereisthe clearinghouse
forinformation ontheinternational hometaping scene.
Editorially, this’zine's direction lies in viewing the
home taper as a craftsman; a participant in a kind of
cottageindustry that sustainsitself with regard to both
resourcesand discourses. Inthisissue, Hal McGeehas
managed to put together a a bunch of information on
that subjectintheformof interviews, editorials, | etters
from participants, and self-descriptions of various
projects (including one by this magazine' s precursor,
PhotoStatic). Because much of the material iswritten
by the participants themselves, and not by some kind
of “editorial staff”, you get the knowledge unadulter-
ated, from aposition of engagement with theissuesit
discusses. Unlike Gajoob, for example, Electronic
Cottage containsno reviews, preferring to stick to the
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words of the workers rather than the words of self-
appointed listening “experts’.

Fnord 3 (Final Edition) by Paul Leonard. 8pp—half
legal—xerox. P.O. Box 993, & Charles IL 60174 —
Thefirst sign that something’ swrong with thisisthat
Fnord! seemsto have dropped thejaunty exclamation
mark initsmasthead. Andrightly so, | suppose, given
what this, functionally atract, isabout. It appearsthat
Paul Leonard, the originator of the magazine Fnord!,
has been ousted by people whom he had trusted as
collaborators and friends. Thisissue isthe final one,
and detailsthewaysin which Leonard feelshe' sbeen
wronged. It'sasad, if true, story, but I’'m concerned
that the bitterness the author feels about the situation,
however founded it might be, will ultimately be of no
useto him, and he should forget about it and move on.
His strong tendency is to blame all the underground
for being back-stabbers, which | know paints the
picturewithtoowideabrush. Writeto Paul for hisside
of the story; then writeto: Seth Tisue, P.O. Box 1083,
Wheaton IL 60189, for his.

Gajoob #5. Bryan Baker, ed. $3-64pp- etter—xerox.
P.O. Box 3201, Salt Lake City UT 84110 — Although
Gajoob started out being alocal publication for Salt
LakeCity bands, it has, over itsfiveissues, reached out
from its modest beginnings to become a cassette
networking magazine for folks living everywhere.
Editor Bryan Baker’'s policy is to review every cas-
sette he receives, and so, if he keeps it up, it seems
inevitable that it should become a kind of audio
Factsheet Five. On the other hand, distinguishing it
from F5, a sizeable percentage of Gajoob consists of
features, interviews, and ruminations by people in-
volved in the scene. The most recent issue (#5) con-
tains more features than the previous ones, including
an interview with Cassette Mythos Robin James,
“The Fine Art of Radio Distribution” by Blair Petrie,
and much more, aswell asthe aforementioned oodles
of reviews.

TheL ast Word (Panmag#28) by Mark Bloch. 30pp—
half letter—xerox. P.O. Box 1500, New York NY
10009 — This booklet, comprising thirty pages of
diatribe about “Art Strike, Word Strike, Plagiarism
and Originality”, mostly servesas Mark Bloch’s[see
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“Proud Mary and the Internal Network”, p. 1564]
account of what went on at the Glasgow Festival Of
Plagiarism, which was held at the Transmission Gal-
lery in August, 1989. Inaddition, hespeaksabout what
artists need to do change the world, and occasionally
hisvision is quite clear and his voice strong. Among
other things, he suggests that networkers need to
“control” the way the mainstream media presents us.
The point iswell taken; much of the outside coverage
I’ve ever seen concerning “Networking” is embar-
rassingly trivializing and shallow.

Bloch, unfortunately, isnot much of areporter. At
hisbest, he records many details of the event, which |
neglected to include in my own account [see pS#38],
and which add a certain understanding of what went
on. More often however, the ideas and incidents he
recounts are misrepresented, skewed by Bloch's de-
fensive attitude, as evidenced by the following pas-
sage: “I’mtired of smug attacks on anything passion-
ate and spiritual. Stewart [Home]'s wordy diatribes,
admittedly entertaining when taken with a grain of
salt, often seem designed for masses of robots or
tractors, not human beings....” Often, this defensive
posturegetsintheway of what heistryingtosay. And
it makesalot of hiscomments seem snideand hostile.

Themost valid thing Bloch doesinthisbookletis
call into question the Festival of Plagiarismitself, the
reasons for having one, and the way that it was
organized. He goes a considerable distance toward
answering a lot of these questions for himself, but
what about us? Are we to take Bloch’sword asfinal,
ashistitledemands?Not hardly. If the" success’ of the
Festival can be gauged, | for one feel that its most
significant contributionisthequestionsit begs; and by
rejecting the entrenched, the orthodox, and the dog-
matic, it requiresusto come up with our own points of
view, and calls on us to rigoroudly field-test them.
Bloch’ sbooklet isthereforeapart of afitting epilogue
to what was intended to be a set of concerted chal-
lengesto conventional waysof thinking about cultural
output, but it doesnot go far enough. It asksus merely
toseethingsBloch’ sway. And thelast thing theworld
needsisanother person wanting to lead usto amythi-
cal “truth”.
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Noospapers 7: Maps, Manifestoes, & Diagrams.
Greg Ruggiero, Suart Sahulka, and Slvia Muller,
eds. $3-52pp- etter—xer ox, inserts. Noospaper s, Suite
21, 215 North Ave W, Westfield NJ 07090 — As this
here“Network” strivesfor morerelevance and mean-
ing it its activity and more interaction with all of
culture, and not just its own little corner, magazines
such as Noospaperswill no doubt be useful in sketch-
ing out ageneral map of what has been accomplished
and what needs to be done. This is a well-compiled
magazine containing highly relevant articles, most of
them activist or anti-authoritarian in nature. Miekal
And’s[see “Irreal Hypertext”, p. 1568] “Maniments
and Movifestos” makes its debut, as does Hakim
Bey’s“Intellectual S'M istheFascism of the80s”, and
“Media/Countermediac Alternative Magazines’ by
Stephen-Paul Martin. The quality of the writing is
generally high, and the frequent graphics punctuate
the page design nicely. | can recommend thiswith no
hesitation to people interested in the subversive or
confrontational tendencies in alternative culture.
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Novoid 7. Edited by Colin Hinz. $3-44pp-etter—
mimeo. ASFi, 208 LaclieS, Orillia, Ontario L3V 4N4
Canada — This issue finds editor Colin Hinz at a
transition point somewhere between the rich concep-
tual worlds of networking art and networking science
fiction. Oneof themaintopicsof discussion (andthere
isalot of discussion on these pages) isthe Art Strike,
which Hinz is not wholeheartedly behind, but he
understands what it is about, and seems to treat it
fairly. Brushing elbowswith al thishifalutin’ artistic
stuff iswhat | surmiseisresidue from Novoid' s sci-fi
past: the comic “ Star Girl” seems out of place. And
there is yet much to recommend the reader Rf in
Novoid; Hinz offers hisinsightsinto the current state
of networking copiously and it might be fun to get in
on the dialog.

Nozone comics. 36pp—7x10"—newsprint. Nicholas
Blechman, 1 W 64th &, New York NY 10023 — This
booklet contains information, in comic form, about

Cag
f.'-‘n‘(’n-
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o

the state of the environment, and serves as an attempt
at consciousness-raising. Because it lacks the dire
toneof alot of anti-pollution proselytizing, itisall the
more effective. Each page sports nicely pointed and
well-drawn cartoons, which not only provide techni-
cal information on the issues involved, but capitalize
onwhy humor is effective as ameans of communica-
tion: we laugh when we recognize ourselves or some-
thing familiar in it; therefore we are all implicated in
the destruction of the earth. And we ought to do
something about it, dammit.

Poetry Motel 15. Edited by Pat McKinnon and Bud
Backen. $5-54pp—half legal—xerox. 1619 Jefferson
S, Duluth MN 55812 — This collection of poetry
contains al the attributes important to being memo-
rable: avividness and sense of purpose that lead you
to believein what is being said, in the same way that
you believe what you know to stem from personal
experience. Even when they have atwisted hilarity in
them, much of the prose and poetry hereresolveswith
such seriousnessthat they ring in your head long after
you’' vereadthem. | think specifically of Kathy Brady’ s
“Lightnin’”, (thetaleof awoman’ soppressionand her
quick and violent liberation) and “We Can’t Have our
Poetry Readingsat Sir Benedict’ sTavern onthe Lake
Anymore” by Pat McKinnon, which deals with cen-
sorship and how misguided it often is. In the cases
where these poems do not shout “I am a POET, listen
to me suffer”, then they really do have something to
say, and it isworth listening to.

ThePsychosomatic Variations by John Berndt. $3—
24pp-half letter—xerox. Dialectical Immaterialism
Press, P.O. Box 22142, Baltimore MD 21203 — The
bulk of thisbooklet isexample; the main weight of the
ideait pushesisborneby theintroduction, amerepage
of the total. This intro, called “Translator’'s Note”
details, in aperhaps satirical tone, the author’ s obser-
vations on the futility of meaning and, in spite of this
futility, its phenomenal effectiveness. In reading it,
one wonders if it really means anything at al, given
that it iswritten using a stiff and apparently professo-
rial voice. Thereal crux of the matter is, though, that
when we interpret we do so from habit; we expect an
interpretation to exist and thereforewe assign amean-
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ing to whatever messages we receive. This booklet
hints at the fragility of the relationships that result
from such an activity; but onthe other hand, it merely
is what it is. Placed in the situation of acting as a
“reviewer”, | havejust forced my interpretationonthis
work for you, the reader, and | cannot but wonder if,
when you see this book, your impression of it isn’t
forever colored by what you' ve read here.
SegundoBienal I nter nacional Electrogr afiay Copy
Art, Valencia, Spain. Volume 1. Christian Rigal, ed.
Centro Cultural de la Caja de Ahorros de Valencia,
Plaza de Tetuan 23, 46003 Val encia Spain— Exhibi-
tion catalog of texts by participants in this xerox-art
exhibition, which was held October 1988. These es-
says are largely theoretical in nature; for example,
Christian Rigal’s introduction splits a great many
hairs in outlining his position on xerox art, and his
reasons for specifying why it would be called “elec-
trography” instead of almost anything else. | don’t
disagree with him on any of these fine points. How-
ever, | am compelled to wonder why it is that he
completely omitted any mention of the reason why
xerox hasany power at all: its accessibility. Itisonly
when a work of xerox are is taken off the wall and
passed out to othersthat it hasany real significance. To
write about xerox art asif it werejust another form of
gallery paintingisto missthemostimportant reasonto
use xerox at al asaform of expression. That aside,
other texts here seem equally dry; al appear in both
Spanish and quirky English. Aninteresting aside: this
catalog includes a section on video art worksthat use
photocopy as a central theme or image-generating
production tool.

Techno Body Way Comix Magazine, nos. 1, 2, 3, 4,
and 5. Enrico Aresu and Max Tréger, eds. 24pp
(avg.)-Ad—xerox, offset. Enrico Aresu, ViaNazionale
40, 95040 Piano Tavola, Catania Italy — These are
odd and often beautiful magazines, based on xerox,
which mix comicswith more abstract effect-oriented
manipulations of the electrostatic toner. The bulk of
the issues consist of pictures, although some text is
thrownin. Thereisarangeof work, mostly fittinginto
the image-frames typical of the comic genre; but it’s
difficult for meto judgethe content, asmost of itisin

I, 1614

Italian. More recent issues have moved into aglossier
offset reproduction of the xeroxes (but the most re-
cent, #5, returnsto toner.) The obvious visual content
belies an affinity with industrial culture and social
decay, | guess. Carefully produced, good, weird stuff.
Variant #7. Malcolm Dickson, ed. £2-62pp—-A4—off-
set. Variant, 76 Carlisle &, Glasgow G21 1EF, Scot-
land; tel. 041-558 1877 — Variant, “ Scotland’ s only
radical artsjournal” “aimsto: document new areas of
critical activity, discuss this in a wider social and
political context, and contribute to a multi-disciplin-
ary approach to cultural activity.” Current issue in-
cludes, among many other things: an interview with
Stewart Home, a lengthy review of Here and Now
magazine, Mark Pawson on mail art, and much more.
As cultural workers rally more and more against the
ruling class and the exclusionism built into western
culture, anti-authoritarian magazines such as Variant
will have already been there, and will help show the
way. Audio and video variants of Variant also exist.
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» AgedePierre(aphabet néolithique)
(n°36). Visual book that uses two-col-
ors of toner and semi-transparent pa-
per to suggest co-existing meanings
throughvisual layering. Insomesense,
the changes that Robic makes to these
journalistic photographs bringsan el-
ement from the background (literally
andfiguratively) andlaysit bareonthe
surface of the page. The theme: the
seeds of violence.
DelaDialectique (n°37). Thehistory of
Marxist practiceasashaggy dogstory.
Deng Xiaoping gets to be the punch
line. Smply bound, Robic's visual
books are always very well thought
out. C'est la Faute aux Copies, Jean-
FrangoisRobic, 6 rue Auguste Lamey,
67000 Strasbourg France.

e Artists for Cultural Terrorism #2
and #3. Sapdash collection of agita-
tional texts, collages, and plagiarized
material. Argumentspresented against
animal testingand against aflag-burn-
ing amendment, anti-abortion (as an
issue of personal responsibility), and
much more. Pay what youwant ($3isa
good guess) from: Steve Jones, 276
Sandowne Dr, Waterloo Ontario, N2K
2C2 Canada.

e Asylum Vol. 5/#4. Edited by Greg
Boyd. Afiction & poetryjournal. Work
by Niditch, Wiloch, Bennett, Webb, and
more; interviewwith Andrei Codrescu.
$10/yr fromP.O. Box 6203, SantaMaria
CA 93456.

1 V.E D

« Big Dick Wor ship #4. Young women
writing in an energetic and radical
way about issues that piss them off.
Funny, and truthful. P.O. Box 247,
West Hartford CT 06107.
*Braindozer Magazine#4,“Violence
in Absurdia’. The editorial policy of
Braindozer is that editorial policies
suck. Publication that mostly contains
xerox spoof and the absurd. Good use
of collage and degenerated type, in
spite of the perhaps overly casual lay-
outs. Write: Colin Hayes, 2819 1st
#240, Seattle WA 98121.

e Brick: Art as a Weapon #4, Fall
1989. Collection of agitational graph-
ics and texts that insist things like,
“What a shit-headed decade this has
been,” “ Ideas cannot be fought except
by means of better ideas,” and more.
$1 from: Brick, 151 1st Ave Suite #7,
New York NY 10003.

e Convolusions Vol. 2/#1 and #2. Of
thelrregular Brain Post. A collection of
page-art and addresses from points
globally dispersed. Also lists mail art
shows you can submit to. Nicely put
together, andavailablefor anexchange
of work. #2 contains work from Lithu-
ania and South Africa, among many
other places. Cerebral Shorts, 212
VictoriaRd, Northcote3070 Australia.
e The Cool Traveler Newsletter Oc-
tober-November 1989. Edited by Bob
Moore. Diaristic writings which de-
scribe the contributors’ visits to such
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places as Poland, Paris, Missouri,
Washington Sguare, and elsewhere.
P.O. Box 11975, Philadelphia PA
19145.

e The Dumpster Times #4: “Post-
Modern Death Issue” and #5: “Art or
Propaganda?’ Edited by Wendy S.
Duck. Xeroxed zines which forefront
anti-art (or at least anti-institutional-
ized art) sentimentsin their graphics,
prose, and letters to the editor. $1
from: WSD, P.O. Box 80083, Akron
OH 44308.

e Extreme Measures by Michael
Winkler. Visual poet continues his ex-
ploration of his invented word-
structurizer and how the images ar-
rived at through its use seem to acci-
dently metaphor their meanings. Text
and pictures. Michael Winkler, 221 E
21st St #6C, New York NY 10010.
 Factsheet Five #33, #34, #35 #36.
Edited by Mike Gunderloy. For brief
glimpses of the output of a vast number
of underground publishers, all gath-
eredintooneplace, F5istheonlyplace
to go. Don't live or die by its value
judgements (aswith anything el se) but
docometoittogetloadsof contacts, no
matter whichareaof publishingyou're
into. Thisis as exhaustive as any un-
derground publication ever gets. Sec-
tions on periodicals, comics, books,
audio, video, computer software, po-
etry and pamphlets. $3 per issuefrom:
6 ArizonaAve, Rensselaer NY 12144,
» Going Gaga #6, May 1990. “Climb-
ing In and Out of Pocket Universes’.
Thisissuelooksat subculturesthrough
sucharticleson syneesthesia, imagina-
tion, virtual reality, cyberpunk, etc.,
relate how technology is transforming
human existence through aiding and
abetting the imagination. Includes the
booklet “ Retro Graviton: A Look into
Near-future Blues’. $2 from: Going
Gaga, 2630 Robert Walker PI, Arling-
ton VA 22207.

e H23 #2, Winter 89/90. “ Cognitive
and aesthetic nourishment via experi-
mental musicandart.” Featuresalong
editorial on“ Artvs. Music” , aprofile
of Floating Concrete Octopus, Randy
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Greif on surrealist music, complete
Inner-X discography, and more. Edi-
tor Ron Rice will close his mind to
neither marginal networkingwork, nor
to more established experimental art
and music. Includesa 7" phonograph
E.P. $4 from: NOISINGplace / H23,
P.O. Box 592, Pullman WA 99163.

» Hallucinologic Cigolonicullah by
Jesus and Fritz. Collection of skillful
detaileddrawingswhichrecall Grosz' s
“Ecce Homo” in their propensity to
show the pornographic underpinning
of everyday life.

Also: Fortunate Fawns by Fritz Welch.
Dense high contrast photos with simi-
|ar feel totheabove. Write: Fritz\Welch,
5223 Faegan St, Houston TX 77007
*HelloHappy Taxpayer s#8. AFrench
dlickly printed (but more casually pro-
duced) music magazinethat forefronts
underground, punk, andindustrial cul-
turein reviews, comix, and photo-col-
lages. Includesa 7" phonographrecord.
Write: Filleau/Champal oux, B.P. 261,
33012 Bordeaux France.

* Hilare Moder ne. “Nom de Dieu de
fucking shit de bordel de Merde!” isa
tiny bookl et consisting of alist of mail-
artists, publications, andthelike, many
of whomarein France.

“L’art Hache laTéte” isa list of brief
commentaries of people and produc-
tions encountered in the network by
Hilare Moderne. Surrounded by great
looking drawings and collage art.
“L’étang Moderne” #10: Rock Haine
Réle Cantique; #23: Rock 'n Roll
Quantique; #63: Rock AisneRolesK ant
Hicand#96: RaugueAineRdlesQuand
Tique. These are small square book-
lets, nicely produced, with Hielmann’'s
nervous, skillful drawingsand exhaust-
ing French word play.
*IntheArts#3, Winter 1990. Tabloid-
sized zine containstext about the Latin
American Underground (by Clemente
Padin) aswell asarticles on computer
imaging and safety in the arts. $6/4#s:
P.O. Box 556, Housatonic MA 01236.
e Instant Decorate Your Refrigera-
tor Press #1. Random assortment of
poetry and xeroxed pictures; ithassome

good pieces (like Delarocca’s Calen-
dar page poem) but the collection fails
to gel. Knapp Poetry Farm, 4501 Prai-
rie Ave, Miami Beach FL 33140.
o|nter: Art Actuel. #45, #46, and #47.
Large pages with lots of b/w photo-
graphs. This art journal documents
contemporary art and art activities
mostly in Québec and morerecentlyin
Europe; the editors especially empha-
size performance, sound art, and con-
ceptual art, although thereis a publi-
cations review section at the end of
each issue. Alternative, yet serious.
$4.95 (Canadian) per issue from: In-
ter/Le Lieu, C.P. 277, Haute Ville
Québec, G1R 979 Canada.

* Kooks#5. Edited by DonnaKossy. A
door open to the world of a far zanier
underground than most of us (Rf read-
ers) will no doubt ever
experience.Kooks catalogs those
people of whom the inventiveness of
their private obsessions (which they
try so hardto make public) wecan only
marvel at. $3 from: P.O. Box 953,
Allston MA 02134.

* Knot Magazine Vol. 1/#3. A mag
devoted to hard-to-classify musicians
and bands; mostly local in scope but
trying to be bigger. Interviews with
David Prescott and Negativland.
Record/Tape reviews. Free: 60
Verndale St, Brookline MA 02146.

e Laughing Gasoline Blues by Peter
Petrisko, Jr. A collection of short stories
concerning the likes of race hate, vio-
lence, inflatable doll sex, environmen-
tal despair, etc. These brief vignettes
aretold with wit and a certain amount
of inuredness; but certainly not accep-
tance. $1.50fromFRANK Publications,
P.O. Box 56942, Phoenix AZ 85079.
e Leak News Service. «The Best in
Fictionalized News and Newsalized
Fiction!» In the service, perhaps, of
CultureLibel (qv.) these short articles
are humorous fictions that seem like
news. Neal Wilgus, P.O. Box 25771,
Albuquerque NM 87125.

e Leisure “Beauty, Truth, Niceness,
75p”. Edited by Matthew Fuller. Anti-
authoritarian texts and graphics put

together by the guy who brought you
Anticopyright. Anunusual and per cep-
tive short story by Karen Eliot, Art
Strikestuff, and more. Write: P.O. Box
368, Cardiff CF2 1SQ Wales.

e LettreDocumentaire. Aseriesof A4
single sheet newslettersin French. #5:
“Fragments from an enigmatic docu-
mentof ill-defined origin, havingfallen
into our handsin the form of 4 grayish
photocopies.” #6: “ Repair and Mainte-
nance of Art”, comments concerning
Art Srike. #7: Interview with the Bor-
deaux art-group Présence Panchou-
nette. #8: Writing by N’ Gala Cripes, as
well asalist of artistscited in the 1937
Nazi exhibition of “ Degenerate Art” .
#9: “ Responses to questions and opin-
ionsabouttheArt Strike”. #10: “ Rendre
Pouchkine” by writer Michel Ohl. #11:
“Origins of Neoism” by Zack, Kantor,
Home, and Ackerman. #12: “ Overview
of the Mythography of Istvan Kantor,
alias Monty Cantsin’. #13: “Ge(of)
Huth + The Subtle Journal of Raw
Coinage’.Lettre Documentaire offers
news, notes, and documentation of cul -
tural issues and ideas. Write: Philippe
Billé, B.P. 249, 33012 Bordeaux
France.

e Losing Faith #9, #11. Both are col-
lections of sordid but expressive visu-
als(notext) depicting raunchy sexacts,
drug use, satire, humor, etc. Sort of
playfully decadent, and you'll probly
have to hide them from your mother if
youliveat home. $1 each from: Losing
Faith, P.O. Box 10533, Minneapolis
MN 55458.

e (Mark Pawson). Artist’s book that
makes use of printed billboard mate-
rial (HUGE color halftone dots) and
overprints themwith layer upon layer
of colored xerox toner. Pawson addsto
these sheets his own logo or emblem
designs upon which are emblazoned
suchthingsas" Demolish Serious Cul-
ture”, “ Aggressive School of Cultural
Workers', Baby-doll and helicopter
images, etc. Thisis a free-form, visu-
allydense, archiveof Pawson’ sgraphic
lexicon. The toner is piled so high on
some sheets you can feel it.
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Also: Mark’ sLittleBook About Kinder
Eggs. A series of reminiscences about
finding toys inside chocolate candies.
Eachdiscoveryiscommented oninfull
detail. With illustrations.

Mark also sent, but did not produce:
Stewart Home: The Years With Art
1984-89 by Paul Holman. A booklet
which seizes the opportunity of the Art
Srike (1990-1993) to look at Home's
earlier artworkinbrief, scholarly para-
graphs of analysis. Write: P.O. Box
664, London E5 OJW UK.

e The Match: An Anarchist Journal
#84. Edited by Fred Woodworth. Note-
worthyinthisissueisan exposé onthe
atheist “cult” of Madelyn Murray
O'Hair. Much of thisissuehasan axeto
grind with other factions of anarchism
and all the in-fighting, while possibly
entertaining to an outsider, wearsabit
thin by the end. All the same, it’sclear
Woodworth iscommitted to having his
journal beaswell-madeand well-writ-
ten as possible, and there is much to
think about in these pages. $10/4#s
from: P.O. Box 3488, Tucson AZ 85722.
*Moonhead News#79. Asingle-shest,
contains a humorous “ Special Report
onBurgeoning Teat Madness” , aswell
asa" Karen Carpenter on Other Plan-
ets Weight Chart” . What's the word |
want? (Wher €' sthat thesaurus?) Hmm.
Zany. That'sit. Zany ashell. Write: Al
Ackerman, 208 Routt St, San Antonio
TX 78200.

* MSRRT Newsletter, Vol. 3/#1, #2
and #3. Association news as well as
descriptions of periodicals and books
received by the Round Table. «Alter-
nativenews, opinionsandresourcelist-
ings are sent ten times a year to mem-
bersof theMinnesotaL ibrary Associa-
tion Social Responsibilities Round
Table as well asto a number of other
persons and exchange publications.
Readers and publishers are invited to
send review copies of periodicals,
books, and other materials, as well as
editorial mail to: Chris Dodge/Jan
DeSirey, 4645 ColumbusAve S, Min-
neapolis MN 55407; 612/823-1214.»

* N D 13. Edited by Daniel Plunkett.

«CONTACT—EXCHANGE—
DOCUMENT. A continuing dialog
where trust can be exchanged and an
honest effort realized through constant
cause. Learning not to mark time by
years or months, but with moments of
vital memories and lessons learned.»
An all-around mail art magazine with
interviews of participants and reviews
of their work. CurrentissuecoversAnne
Gillis,LaSonoritéJaune, MetroRiquet,
Vox Populi, The Haters, De Media,
Monochrome Bleu, Dobrica Kampe-
relic,andmore. Thegamut fromperfor-
mance art to cassette networking to
archival spacesisrun. $3from P.O. Box
4144, Austin TX 78765. Also available:
a brochure listing products, advertis-
ing terms, information, order form.

* Nada Vol. 2/#5, “Properspectives’
and #6, “Tornographics’. Edited by
John McCarthy. Thesetwo arethelat-
estintheseries, andthey carryoninthe
format that Nada’ s set for itself: pages
of graphic xeroxinfothat alwaysseems
to come up with striking images made
on the xerox machine. A special inter-
estinthequalitiesof varied typeandthe
varying effects of degeneration is evi-
dent. $5/1 year from: John McCarthy,
1459 W Cortez St, Chicago 1L 60622.
» National Stampagraphic, vol. 8/#3.
Quarterly journal devoted to the rub-
ber stamp and those who love them.
CurrentissuefeaturesJohnHeld, Jr.’s
response to my translation-outline of
an article by Soviet mail artist Serge
Segay. $14 per year from: Taylor'd
Graphics, 19652 Sacramento Ln, Hun-
tingtonBeach CA 92646; 714/968-4446.
*NoL onger Silent #3. ElizaBlackweb,
ed. Thisisan anarchist journal which
callsitself: “ ...ahomegrown rag dedi-
cated to: exposing the coerciveness,
injustice, and hypocrisyinherentinall
authoritarian/hierarchical struc-
tures,...” $1.50 from: P.O. Box 3582,
Tucson AZ 85722

* No Poetry: Anti-Everything Issue.
No poetry isright; thereisnone here;
instead, we get a collection of xeroxed
counter-establishment diatribes and
twisted graphics. “ The Beauty of Mass

Production is the Satisfaction of Ac-
bility,” thecenterfoldreads. Trade
from: No Poetry, P.O. Box 4763, Boul-
der CO 80306.
* NRG #31. Edited by Dan Raphael.
Newsprint tabloid devoted to new po-
etry and poetic-like graphic works. A
placewherepoetsand criticsof that ilk
get together and have coffee. Write:
6735 SE 78th St, Portland OR 97206.
¢ NU, 3 and 4. Edited by Xavier
BouyguesTisac. Amagazineof Bande
Dessinée” (=" cartoons”) which
stretches the medium beyond recogni-
tion. No talk bubbles, no action, no
funny stuff; more like what Jackson
Pollock might have doneif handed pen
and ink. Write: Xavier Bouygues
Tisac,16 RuedelaPinsonniere, 77680
Roissy-en-Brie France.
e Open World #48, #49, #50. This
seriesoffersdensemulti-pagecollages
of address and xeroxed images from
around themail art world. Kamperelic
culls pieces from his mailbox and re-
combines them, punctuating with his
own news reporting and commentary.
Any given issue touches upon alterna-
tive contemporary arts happenings
aroundtheworld. Freefor exchangeof
work. DobricaKamperelic’, Milovana
Jankovic’a 9B, 11040 Beograd
Yugoslavia
«Or. #127,“Directionsfor the Dissec-
tionof theCat”, Drawingsand xerages
by Amy Finckeand DonMilliken.#126,
“Burn Before Reading”, Interesting in
that it admits to be a failure, but they
releaseditanyway. #130,“ TheBook is
intheMail” is“...apartia & unautho-
rized facsimile of parts of a catalog
designed...for Bound & Unbound”.
[see also: Bound & Unbound] #1317,
Just what isit that = art? In addition,
“Orology” , the catal og of ORpublica-
tions is available for $30. Orworks,
P.O. Box 868, Amherst MA 01004.
« Penetrating Deeply to Replenish by
RaeganKelly and Scott MacL eod. Dis-
turbing imagesand enigmatic snippets
of text forma kind of picture album of
subconscious anxiety and dread. The
picturesareof terrorist aftermath, hu-
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man degradation, and indoctrination.
Scott MacL eod, 2261 Market St #307,
San Francisco CA 94114.

* Piecemeal parts 5 and 6 by Guy R.
Beining. Two series of hand-sized col-
lages(verbal/visual) by thevisual poet.
A set of nice page designs dealing with
themesof: art, perception, illusion, and
sensuality. Runaway Spoon Press, P.O.
Box 3621, Port Charlotte FL 33949.

* Plagiarized Reprints: “The Plagia-
rist Codex” and “ Replagiarize’, books
‘originally’ published by Xexoxial
Endarchy, have been re-issued by the
Plaster Cramp Press, P.O. Box 1083,
Wheaton IL 60189.

 Prakalpana Literature#14. Begin-
ning with letters to the editor and a
brief summary of news relevant to the
“ Prakalpana Movement” , this poetry
digest contains both verbal and visual
poetry. At the end are brief reviews of
other publications.

Also: Kobisena, Outburst 33, May
1989. «Publishedfor Sarbangin Poetry
Movement by Baidehi Bhattacharya,
this letterpress journalette contains
news and poetic work. Evidence of a
literary avant-garde in India.

Both publications contain textsin En-
glish and Bengali. Edited by
Vattacharja Chandan. Write:
Prakalpana Literature, P-40 Nandana
Park, Calcutta 700034 India.

e Printer’s Devil #8. A newsletter for
the person who uses any kind of print-
ing technology to get their message
across. Current issue runs the techno-
logical gamut from hectography to
DTP, and it touches bases on offset,
ditto, and xerox on the way. Includes
contributionsby Fred Woodworth (The
Match) and ColinHinz(Novoid) among
many others. Freefrom: P.O. Box 135,
Harrison 1D 83833; 208/689-3738.

» The Rake. A collection of comics,
graphics, collages and texts that un-
derscore counter-establishment, so-
cially critical, anarchistic themes. In-
cludes polemics on “Cheap Art”

(“ fightsthebusinessof art” ) and some
Art Strike material thrownin. The col-
lection hangs together somewhat

loosely, but the themes mentioned are
salient. James Lewes, 202 Catherine
St, Philadelphia PA 19147. (This ad-
dressisgoingto changesoon, asJames
Lewes will be moving to lowa City.)

¢ Reach Out: Americd's Future isin
Y our Hands. Humorous collage tract;
a spoof, or isit? Send one dollar to:
Nenslo, Box 766, Cambridge MA
02142.

e Réparation de Poésie [Poetry Re-
pair]: Le Folklore Poetique. Edited by
Jean-Claude Gagnon. «...the Poetical
mythol ogy, groupinginternational art-
istsproceeding frommany artistic dis-
ciplines.» Loose-leaf, thesepieceshring
many techniques of using paper to-
gether under one cover. Write: Jean-
Claude Gagnon, 369 Rue St-Olivier,
Québec QC G1R 1G6 Canada.
 Salon: A Journal of ZEsthetics, Spring
1990. An energetic hodge-podge of
comics, comments, graphics, eroticism,
poetry and prose. The editors state
that: “ ...aesthetics has to do with the
way the arts relate to other areas of
knowledge—like sociology, psychol-
ogy, history, finance, anthropology, or
anyother fieldyoucouldname.” There-
fore, itisadeparture fromwhat you'd
likely expect a “ journal of assthetics’
tobelike; it'smoredown to earth, less
rarefied, more concerned, less ivory-
tower. $2 from: Salon, 305 W Magno-
lia, Suite 386, Fort Collins CO 80521.
* Score Review #19; T. Hibbard re-
views" Lede” by Michael Shores. Jake
Berry reviews Mark Waid's “ Threats
of Opposite” and Spencer Selby’s* In-
star” . #20; A call for the reader to
interact. #22; G. P. Skratz reviews
“Nights of Naomi” by Bill Knott. #23;
AbriefexcerptfromTikhor andFields
“ Solen Words’ . #27; Continuation of
Bob Grumman’s*“ Vizlature” column,
which once appeared in pS. Current
title is “ The Vizaturic Classification
of Pseud-languages and Smilar Con-
structions” .

« Scor e Sheet #35; Visualsby thepro-
lific Anon. #38; Poems by John D.
Schafer and Charley George. #39; Vi-
sual poems based on each other by

Crag Hill and Bob Grumman (self-
referential). #40; Funny surreal word
substitution letter by Harry Sandwich,
and a tract concerning New York's
anti-postering law and what ought to
bedoneabout it. $2/4#s; 491 Mandana
Blvd #3, Oakland CA 94610.

e Semiotic Liberation Front #2. Ed-
ited by Chip Swan. More writings,
drawings, and collages which illus-
trate the editor’ sinterest in going be-
yond art, into real life, and examining
the paths of our collective indoctrina-
tion. $1.50from: SLF, 2062 East 115th
St, Cleveland OH 44106.

e Sensoria from Censorium is a
largely graphic xeroxzine which con-
tains aggressive graphics and some
textstokeepyouasking questionsabout
mainstream culture. Notable in this
issueisa* Crypto-Graphic Novella”,
a non-narrative told in the form of
card-sized drawings, and pieces on
Photocopy Culture and Cassette Net-
working. $5 from: Sensoria from
Censorium, P.O. Box 147 Station J,
Toronto ONT M4J 4X8 Canada.

« Sound Choice: TheMusic Network-
ing Magazine, #14. David Ciaffardini,
ed. Compared withtherest of thesmall
press, thisisalarge-circulation maga-
Zine. It comesout fullyin support of the
audio and music underground.
Ciaffardini et al. review and report on
events and worksthat have little expo-
sure elsewhere, and in addition, they
discuss bigger topics (FCC, indepen-
dent radio, the future of vinyl, etc.) of
interest to everyone interested in mu-
sic. $3 from P.O. Box 1251, Ojai CA
93023; 805/646-6814.

*TheSound of TwoLip DisksClack-
ing (anthology). Malcolm and Ma-
dameX. TheCultivation of Peasin a
No-Crop Economy. TheSecret Presi-
dential Diary of William Henry
Harrison.|’mnot surehowtodescribe
these stories, which are humorousand
a bit surreal. They're pretty interest-
ing, though. Most of the work is by:
Bradley Lastname. Write: The Pressof
the Third Mind, 65 E Scott St #6P,
Chicago IL 60610.
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e Space Tab #2. Neo-psychedelic
thought graphics. «Space Tabisanet-
working free press trade publication
dedicated to expressing the true spirit
of the 60s movement asit relatesto the
present era.» Newsclippings and car-
toons supporting their views, mostly.
Write: Flash Tabloid, P.O. Box 645,
Silver Springs FL 32688.

L aSperimentazioneVideo: Percors
Critici #1. «This publication has been
expressly designed to promote herein
Italy thework of video and filmmakers
which produce video works—not nec-
essarily through a label—or titled
demos. | will examinatein any issue 2-
4videotapesfor each orientation: sound
and vision/action-performance-video
art/filmmakers and reversed films/ the
optic assault/plagiarism. ...» Submit
videos in PAL/VHS format. The main
text of the magazine is written in Ital-
ian. Alessandro Aiello, viaNaxos 161,
98035 Giardini (Me) Italy.

* The Stark Fist of Removal vol. 17,
no. 41/42. Incredibly dense with infor-
mation, this journal is quite full of the
usual sort of SubGeniusdetritus posed
in picture-packed frenetic layouts of
iconography, detour nements, tractsand
imagined histories. If you like Sub-
Genius stuff | don’t see how you could
dowithout this. The Official Journal of
the Church of the SubGenius. $4 from:
The SubGenius Foundation, P.O. Box
140306, Dallas TX 75214.

* The Subtle Journal of Raw Coin-
age. #27,"“F_LUX"; astroholic, copli-
cate, spemmen. #28, “ANTHROPOR-
NOLOGY"; ethnotitty, xenocunt. #29,
“HYPNOSCRIPTION”; phantas-
magraphic, somnambubliss. #31,
“EN666LICAL"; begings, harmonical-
lush, whrole, uz, etshitera.
Alsoavailable: “ dbgprodboogpdb#4”;
catalog of publications offered by the
word press dbgp.

Also from dbgp: Alabama Dogshoe
Moustache No. 7; a folder of short
poems by 5 poets. dbgp87, a sticker
with apoemby David C Kopaskaonit.
Write: 225 State St #451, Schenectady
NY 12305.

e Unnon Theories by Jake Berry.
“...Duetotheunpredictability of shift-
ing sets of variables one must alter
one' sperspectivewitheachmomentin
order to perceive reality directly. A
perpetual newness.... One can't wrap
one's mind around what is wrapped
around one’smind.” Prose and visual
poems. $5 from Bomb Shelter Props,
P.O. Box 12268, Seattle WA 98102.

e Version 90 One. Premier issue of
book-style magazine contains articles
on Xexoxial Endarchy, C-00 Films,
TheDuplex Planet, Psychogeography,
Cassette Culture, The Art Strike, and

C AT A I

 Cityzensfor Non-Linear Futures.
Catalog listing all the albumsand tapes
these experimental musicians have
available. P.O. Box 2026 Madison
Square Station, New York NY 10159.
*Mystery Hear say Catal og. 24-page
booklet listing the activities of Mys-
tery Hearsay, an group active radio,
audio, video, and networkingall of the
above. Contact lists, product lists, news
dispatches, exchange info and more.
Sendyour audioandvideotapestothese
folksfor inclusionintheir radio showor
audio and video tape compilations.
P.O. Box 240131, Memphis TN 38124.
« Nonsequitur Foundation/What
Next? «...is a new non-profit inde-
pendent audio publisher speciaizing
in experimental and traditional mu-
sics.» Write for a listing of releases:
P.O. Box 15118, SantaFe NM 87506.

muchmore. Lavishwithblackandwhite
photos. $10 from: Version 90, 107
Brighton Ave, Allston MA 02134.
e Void Post #5. The Journal of the
Little City in Space. 8-page newsl etter
by the creators of the syndicated radio
program. Good reading on avariety of
topics. Write: the Void Post, P.O. Box
19427, Minneapolis MN 55419.
«World-WideArt: Postal Lessonshy
Famous Artists. More funny collages
by the English masters of collage and
rubberstamp mania, the A.1. Waste
Paper Co., 71 Lambeth Walk, London
SE11 UK. —Id
t~"ii *;T@*,_"' ;
t-,p ";;‘, :

- s 5 e
L 0 G
« Silent Recor dsRetail Catalog 1990.
Lps and Eps listed by such artists as
PCR, Thessalonians, Reyvision,
Architect’s Office, Meterpool, the
Haters, Keith Rowe/Kim Cascone,
Arcane Device, Organum. 540 Ala-
bama St, Suite 315, San Francisco CA
94110; 415/864-7815.
e Thematic Compilation Tape Ex-
change. «Pudding songs, Train songs,
Chickensongs, Mad songs, etc. wanted
for exchange. Every conceivable sub-
ject considered.» A.1l. Waste Paper
Co. Ltd.,71 Lambeth Walk, London
SE11 UK.
* Electrografia Museo I nternacional
(International Museum of Electrogra-
phy). «Affiliated to the University of
Cadtilla-LaMancha, themuseumhouses
apermanent collection of technological
works carried out by artistsfrom differ-

REVIEWS I 1619 I



I RETROFUTURISM 13 « JULY 1990 I

ent countries; itisalso acenter for docu-
mentation and archives, and aresearch
workshopofferingcultura activitiesand
itinerant exhibitions.» Brochure avail-
able, write: Museo Internacional de
Electrografia, Universidad de Cadtilla
LaMancha, RondaJulian Romero, gn.,
16071 Cuenca, Spain.

» Redwing Blackbird Distribution. A
well annotated mail order catalogwhich
listsmanyindependent publicationsfrom
anarchist and alternative art circles,
runbyBill Withers. Hisarticle* Revolu-
tionary Publicationsand Trance Form-
ing Art” from the March/April 1990
issue of Art Papers (in caseyou’ ve seen
it) outlinesthesens bilityinvolved. Write:
Bill Withers, P.O. Box 2042, Decatur
GA 30030.

* TheBook isintheMail. Coversan
exhibition «...intentionally limited to
ways in which artists have used the
mails as a process for the production

K

and dissemination of book-like or se-
quential works....»[seeal so: Or#130]
Bound and Unbound, 351 W 30th St,
New York NY 10001.
eTheTrumbull Art Gallery and The
Kenneth Patchen Festival Small Press
Exhibition, April 27,1990. Exhibition
catalog includes listing of work by
historic literary figureswho self-pub-
lished, and includes an address list of
contemporary self-publishers. Write:
P.O. Box 888, 720 Mahoning Ave,
Warren OH 44482; 216/395-4876.

e Xexoxial Endarchy: Experimedia
Simplexity. 1990-1991 Catalog. Lists
thepublicationsandall theoutput, rang-
ing from visual poetry to audio cas-
settes, of this prodigious Madison arts
group. Thorough descriptions, graphic
examples. The effort they put into this
stuff should serve as an example to us
all. Xexoxial Endarchy, 1341
Williamson St, Madison WI 53703.

POSTAL WORK

e (BRAIN CELL). «Please send me
your stamp design, rubber stamp, of 150
stickers or seals. | will print or paste
these materials onto the A3 size paper,
creating 150 sheets. I will then send a
sheet back with a list of addresses to
eachandevery participant. | will publish
at intervals of 8to 10 daysand theissue
atthat timewill include 60 personsor so.
Brain Cell is always seeking a change,
does not intend to settle and care of its

extension of thenetwork. So, don’t mail
alump of stuff for several issues. Please
send them to mefor oneissue at atime.
Thank you.» Ryosuke Cohen, 3-76-1-
A-613Y agumokitacho, Moriguchi-City,
Osaka 570 Japan.

e Fingerprint File. «The Dott. Sw.
Aqu'flott Laboratories Ltd. has made
plansfor aFINGERPRINT FILE of the
Mail-Artists around the world. There-
forewe made up theform below [Write

for onel]. If youwill besokindtofill in
thisform, cut if off and send back to the
address below you will get in return a
personal handmade card from that noto-
riousseries” Comeand meet theHybrid
Kids.” Each of those cardsis an unique
origina. If youwanttohelpin distribut-
ingtheformspleaseask for blanksat the
Labs. You will get a specid reward
consistingof anindividually hand carved
eraser-rubber stamp. Thanx a ot foryour
hel p—best wishes from the Laborato-
ries! ISince this project started some
people express their suspicions to me
that their prints may get into wrong
handsand/or that | should go asthe CIA
or FBI if | want them. Justtomakethings
clear: The Dott. Sw. Aqu'flott Labora
toriesLtd. hasabsolutely NOTHING to
do with any Secret Service or other
organizationslikethat. TheDoctor keeps
the sheets hidden in his archives and if
THEY want it they must takeit over my
dead body (besides: asis stated on the
sheet below not only fingerprints are
accepted. Y ou can also useyour hoof or
hook or... One godamn pervert even
used his” privatemember”).» For aform,
write: The Dott. Sw. Aqu'flott Labora
toriesLtd., c/o E. Siefried, M Uhlhéuser
Strasse53, D-7014 K ornwestheim, West
Germany.

*HomeArt Gallery: 11 Soppalco. Pre-
senting the work of “Mail Art Heroes”
such as Lon Spiegelman, Edgardo-An-
tonio Vigo, Ruggero Maggi, and Anna
Banana. Six shows per year, changing
bimonthly. Write: VittoreBaroni, viaC.
Battisti 339, 55049 Viareggio Italy.

e The International Shadow Project
(catalog). Documentation and contact
listfor theworkswhich appearedinthis
exhibit, which was organized by Harry
Polkinhorn at San Diego State Univer-
sity. Write: Harry Polkinhorn, Atticus
Review, 720 Heber Ave, Calexico CA
92231.

CONTACT LISTS

¢ ALTERNATIVE VIEWS AND
SOCIAL ACTIVISM;
HomePower Magazine, P.O. Box 130,
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Hornbrook CA 96044; informationon
alternative energy.

FAIR (Fairness and Accuracy In
Media), 130 W 25th St, New York
NY 10001, focuses on key media is-
sues.

Kitchen Sink Press, 2 Swamp Rd,
Princeton WI 54968; good source of
underground comics.

Censorship News, 2 W 64th St, New
York NY 10023; 212/724-1500; A
newsletter of the National Coalition
Against Censorship.
Collide-o-Scope; 2140 Shattuck Ave,
Box 2200, Berkeley CA 94704, issues
such ascor porateecocideand thewar
on drugs.

NORML (National Organizationfor the
Reformof MarijuanalLaws),2001‘S St
NW, Suite 640, Washington DC 2009,
An anti-prohibition of marijuana.

e AUSTRALIAN ANARCHIST
CONTACT LIST:

Anarchist Media Institute 1990. Tele-
phone (03)822 7940. LWSS Directory.
Libertarian Workers for a Self-
Managed Society, P.O. Box 20,
Parkville 3052 Melbourne Australia
Anarchist Medial nstitute, P.O.A. Box
6, Alphington 3078 Australia
Anarchists for Direct Democracy,
P.O. Box 330, Port Melbourne
3207 Australia

Anarchist Film Archives, P.O. Box
1109, North Fitzroy 3078 Melbourne
Australia.

«An anarchist society is a voluntary
non-hierarchical society based on the
creation of political and social struc-
tureswhich are formed on the basis of
equal decision-making power and
which allow all people equal accessto
that society’s wealth.»

e From an art chain letter sent by
Squar ehead:

Rolf Werstler, E. Weinert-str. 21,8142
Radeberg, East Germany

Robert Rehfeld, Mendelstr. 19, 1058
Berlin, East Germany

O. Jason Readlly, 27 Whitmore St,
Sheltion, Stoke-on-Trent, ST14JSUK
JK Staff Works, 1104 N Marshall St
#709, Milwaukee WI 53202 USA.

e

B
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SUBMISSIONS WANTED

« Deus ex Machina. «Insofar as the
need of Apo MikhanisTheos(Godfrom
the Machinery) existssincethe begin-
ning of mankind, so also exists the
fanaticism and persecutions against
Him, especialy on the side of those
peoplewho are regarded as believers of
other doctrines. This is a sign of the
confusionanddarknesswhichtheKinos
Nus(Common Sense) canbring. fFor-
tunately there are some people who
regard Apo Mikhanis Theos sreturn to
the world as their life's work. These
peopletry tofree Him from the nets of
bad taste, which weaken Him, so that
He can come near usand teach ushow
to liberate our lives. fReligions have
alwaysused art asamediumtoimpose
their ideas. Wewant to usereligion as
amediumto makeart, to makeasocial
interventiontoo. ApoMikhanisTheos,
our god, isthe got of fantasy, play, new
ideas. Kinos Nus, the god of cliché,
conservative behavior, political oppres-
sion, isagainst Him. Thisbasic contrast
isthe starting point... Then everything
ispossible. A small newspaper (3times
ayear) inthe Apo Mikhanis direction
hasalready 6issuesincirculation. There
are also 2 records (LPs) with Apo
Mikhanismusicby thegroups* Dimos-
sioypalliliko Retire” and “Optiki
Mousiki”. fWhen you create a new
religion, you create anew mythology.
You can work with any kind of me-
dium. Y ou can choose any kind of style
(pseudoscientifictheol ogicessays, for

example, or hymnstoasaint or lamen-
tations because of another’s death).
But, first of all, whenyouwork onthis
field, youareinatabooarea.» Thanasis
Chondros and Alexandra Katsiani,
Konst. Melenikou 34, 546 35
Thessaloniki Greece.

» Epicenter Zone «is a not-for-profit
volunteer-run record store and commu-
nity center in central San Francisco.
Our goal isto stimulate interest in non-
mainstream printed and recorded infor-
mation. We intend to provide alibrary
of alternative pressmaterialswhichwill
be available to the community for read-
ing on site. This service will be free of
charge. We hope that the library will
bring together people with common
interestsfor information and eventually
for action. The library will include
publications that focus on politics,
sexuality, environmental i ssues, anthro-
pology, art, gender issues, racism,
music, and literary criticism. Wewon't
exclude any topic of interest, aslong as
it doesn’'t promote oppressive, authori-
tarian, racist, sexist or classist idess.
Our resources for this project are lim-
ited. Therecord storewill subsidize the
library, which will not itself genera
revenue. Although a portion of the
library’s supply will come from the
community, we expect to haveto buy a
great dea of our materia. 1) Do you
have copies that you can’t sell or dog-
eared returns that you might want to
donate or sell at a reduced cost? 2)
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Might you have any old issues that
you'd like to get rid of? 3) Could we
please have asample copy of your pub-
lication?4) Isit possibleto arrangefor a
subscription at acheaper rate? We hope
to hear from you soon. Any help or
suggestions on how to proceed in this
project would be greatly appreciated.»
SusanneZago,415/282-9972. LydiaEly,
415/695-0636. Epicenter Zone, 475
Vaencia2nd Floor, San Francisco CA
94103; 415/431-2725.

* Eric Heilmann and Action Cul-
turelle are looking for fanzines for an
exhibition to be held in S-Quentin,
France. Send your fanzine to: Eric
Heilmann, 4 ruedu 8 mai ' 45, 02260 La
CapelleFrance; or to: ActionCulturelle,
Place de I’ hotel de ville, 02100 Saint-
Quentin France; 2362 02 79.
 Fanzineasan object. «...Pleasesend
usamagazinemadeby youinanedition
of only one, a number zero of a non-
existingmagazine. Catalogtoall partici-
pants.... Deadline: August 1. All
Contributions stay in the small maga-
zines archive c/o “De Media’,
Molenstraat 165, 9900 Eeklo Belgium.
Please spread the news.»

* Fischer-Price PXL-2000 M ovieFes-
tival. «InOctober’ 91 (EV) therewill be
afestival of PXL-2000 Vaudeos (more
commonly known as “videos’). DO
NOT SEND ORIGINALS! Transfer
your PXL-2000 tapes to VHS at
S(tandard) P(lay) & sendtheVVHScopy.
NOWORK REJECTED (Succinctwork
preferred) NOWORK RETURNED —
However, dl participantswill have (an)
excerpt(s) from their tape included as
part of the Festival’s quasi-documen-
tary compilation Vaudeo (short enough
Vaudeos may be included in their en-
tirety) DEADLINE FOR SUBMIS-
SIONS: AUGUST 31st, 91 (EV) All
participants will receive a copy of the
compilationvaudeo. Send your submis-
sion to: FISCHER-PRICE PXL-2000
MOVIE FESTIVAL, %P.O. Box 382,
Baltimore MD 21203.»

e Locust Press presents FLAT: The
Art of Truncation. «Audio submissions
are currently being accepted for FLAT,

aninternational audio magazineof short
songsand poems, the shorter the better.
In the era of flash fiction, global net-
working, chaos physics and Zen, mod-
€rn consciousnessisopento short, swift
bursts of truth and relevancy. Theart of
the truncated poem or song demands
documentation. ... The first compila-
tion to explore music from the sole cri-
terion of length was Morgan Fisher's
amazing 1980 abum, “Miniatures’, of
songs exactly one minute in length.
FLAT will pick up where“Miniatures’
left off and will expand the net of influ-
ence to embrace the globe. TYou are
cordially invited to contribute previ-
oudly unreleased submissions of com-
plete compositions (no excerpts of
longer pieces) of music under one
minute in length and poems under 20
seconds in length, to be gathered to-
gether for release on a series of 33 1/3
rpm discs. We are using the record
format in retdiation against the deni-
gration of the L P, asindependent music
livesand breathes on vinyl. The jackets
will be hand-printed and will contain
original and found art. JAIl initial con-
tributions should be made on a high-
bias chrome cassette tape. Once the
material is selected, a 1/4" master may
be required. We CAN master from
cassette, but we' ve found that the qual-
ity suffers. The deadline for submis-
sionsforthefirstissueisJduly 1st, 1990.»
Sendtapesto: Bob Moore/Locust Press,
P.O. Box 514, Yellow Springs
OH 45387.

* Sunday Papers. «fThedaily newspa
per isacollage. It is designed to catch
our attention, toforce our eyesto follow
the ragged provocative paths of verbal
statement andintimation, formandcolor
in many directions at once. The Sun-
day New Y ork TimesMagazine section
is one of the most sophisticated and
smarmy of collages whose level of
manipulativeness is feverishly and
alarmingly high. fTo reduce the fever,
to manipulate the manipulation, | col-
lage the collage. In doing so | remind
myself that it's all show biz and adver-
tising. At breakfast | strike back at the

Sunday Papers, trying to defuse the fe-
ver, the propaganda, the hot sell. You
too can manipulate the manipulators.
Join me in a barrage of collage.» Gus
Franza, 254 River Dr, Moriches NY
11955; 516/878-4364.

e Trans-Global Media Communica-
tions seeks submissions to Global
Village Voice, «...amagazine combin-
ing facts, fiction, art, and the indescrib-
able from around the shrinking globe.
Global Village Voice is distributed
worldwide and is intended to act as an
outlet which will give mail-artists/cul-
tural workers access to a wider audi-
ence. Each issue will have a different
theme. Themajor part of eachissuewill
be theme-related, the remainder will be
made up of unrelated works. Weaimto
have an issue out every three months.
This should speed up as we progress.
The magazine is produced A5 format
with black and white print. Please keep
thisin mind when making submissions.
Correctly sized material would be ap-
preciated but is not absolutely neces-
sary. ...JCopies of GVV #1, “INCEN-
DIARY” issue (168 pages, A5, book-
bound, hard color cover) are available
direct (E3inc. postageUK). All cheques/
postal orderspayableto TMC. For inter-
national orders please send IRCs or
money orders. {Please note that TMC
are a non-profit making organization
and do not as yet receive funding from
any source. Thereforeit is not possible
to offer monetary returnsfor any mate-
rial that may be published. 1If you re-
quirefurther information, wishto corre-
spond, have suggestions for any other
interesting projects or wish to submit
materia please write to: » T.M.C,, 25
Broome House, Pembury Road, Lon-
don E58LL UK.
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PLAGIARISM:
THE MILLENNIA OF PLUNDER
by Stephen Perkins
Anti-Copyright 1990

1. “InLatin, aplagiarusisakidnapper, literally onewho snares
another’ schild or slavein aplaga(net). Until thelate 17th century,
the English term was ‘plagiary’: only then did it acquire an ‘ism,’
suggesting a syndrome or habit rather than an individual perpetra-
tor. And only then did plagiarism cometo mean the theft, not of any
beloved person or thing, but specifically and exclusively of writ-
ing.” Walter Kendrick, The Other Side of Originality (NY Times
Book Review, Oct. 29, 1989), from a review of; Thomas Mallon
(1989), Stolen Words: Forays Into the Origins and Ravages of
Plagiarism, New York: Ticknor & Fields.

2. “Before the invention of movable type in the mid-15th
century, when all books were manuscripts, plagiarism, in effect,
was necessary. Books multiplied only if they were copied; authors
could not afford to be jealous of their words, since unless they got
stolen they languished unread.” Walter Kendrick, The Other Sde
of Originality (NY Times Book Review, Oct. 29, 1989), from
areview of; Thomas Mallon (1989), Stolen Words: Forays Into
the Origins and Ravages of Plagiarism, New York: Ticknor
& Fields.

3. “Weéll into the 17th century, originality carried no cachet.
Shakespeare exemplifies the premodern attitude: he took plots and
charactersfromwherever hepleased, rarely acknowledging sources,
and he saw so little sanctity in his own words that anyone could
print them who cared to incur the expense—which did not include
royalties to Shakespeare.” Walter Kendrick, The Other Side of
Originality (NY Times Book Review, Oct. 29, 1989), from a
review of;, Thomas Mallon (1989), Solen Words: Forays Into
the Origins and Ravages of Plagiarism, New York: Ticknor
& Fields.

4, “The concept of ‘plagiarism’ has no natural or universa
basis. It arose at a specific point (18th century England) in the
development of capitalist society. It wasthe ‘intellectua’ counter-
part tothemovement of land encl osures. Both phenomenarepresent
the extension of ‘individual ownership’ into areas that had, previ-
ously, been considered inalienably collectiveand communal. Thus,
plagiarism cannot be dealt with in isolation, but must be viewed as
one of the many areas of discourse and disciplinewhichinterweave
to form the ideological base—and concrete expression—of what
wenow understand asmodern consumer society.” KlaosOldanburg
(1987), Plagiarism, Culture, Mass Media, in Stewart Home, ed.
(1987), Plagiarism: Art as Commodity and Strategies for its
Negation, London, Aporia Press.

5.  Englanddrafteditsfirst copyright statutein 1710, andthe U.S.
Congress enacted their first in 1793.

6. “All these strange artifacts, collages and montages, had a
profoundly shocking effect on both the public and public opinion.
The people especially put out were the modern artists, because
nothing of theirswas taken seriously or respected any longer. Even
the avant-garde was mocked.” George Grosz (1946), A Little Yes

and a Big No: The Autobiography of George Grosz, New Y ork: The
Dial Press, quotedin UweM. Schneede (1975), George Grosz, New
York: Universe Books.

7.  Detournement is, “Short for: detournement of pre-existing
aesthetic elements. Theintegration of present or past artistic produc-
tion into a superior construction of a milieu.” Ken Knabb, ed.
(1981), Situationist International Anthology, Berkeley: Bureau of
Public Secrets.

8.  “Detournement is practical because it is so easy to use and
because of its inexhaustible potential for reuse. Concerning the
negligible effort required for detournement, we have already said,
‘The cheapness of its products is the heavy artillery that breaks
through all the Chinese walls of understanding,” (‘Methods of
Detournement,” May 1956).” IS, #3 (1959), Detournement As
Negation And Prelude, in Ken Knabb, ed. (1981), Stuationist
International Anthology, Berkeley: Bureau of Public Secrets.

9.  “Detournement, which Lautreamont called plagiarism, con-
firms the thesis, long demonstrated by modern art, of the insubor-
dination of words, of theimpossibility for power to totally recuper-
ate created meanings, to fix an existing meaning onceandfor al; in
a word, the objective impossibility of a ‘Newspeak’.” Mustapha
Khayati, Captive Words, in IS, #10 (1966), from Ken Knabb, ed.
(1981), Situationist International Anthology, Berkeley: Bureau of
Public Secrets.

10. “Any use of the legitimate modes of communication must
thus both be and not be the refusal of this communication: a
communication containing its own refusal; a refusal containing
communication, which is to say the transformation of this refusal
into apositive project. All thismust lead somewhere. Communica-
tion now containsitsown critique.” IS, #7 (1962), Communication
prioritaire.

11. “While the media continues to plagiarize itself, we too are
forced to plagiarizethe mediain an attempt to be heard. For thetime
being we will content ourselves with plans of ‘kidnapping’ media
discourse. If thisenergy fails, we may find silence (or armed assault
on communication centers) moreto our taste. Timewill tell.” Klaos
Oldanburg (1987), Plagiarism, Culture, Mass Media, in Stewart
Home, ed. (1987), Plagiarism: Art asCommodity and Srategiesfor
its Negation, London, Aporia Press.

12. “Pseudepigraphy isthe false attribution of a piece of writing
to an author. It was popular in the pre-Christian erabut declined in
the middle ages. During the Greek eradifferent authorswriting on,
for instance, Pythagorean theory, would routinely ascribe it to
Pythagoras himself (despite the fairly constant tradition that he
wrote nothing). Pseudepigraphy is truly the historian’s curse, for
who knows who wrote what?” Ta Bo, ed. (1989), Tips for the
Plagiarist, San Francisco: Plagiarist Press. [For further reading of
the subject see: Professor Elizabeth Was (1970), Classical
Plagiartism, Oxford: Oxford University Press.]

13. TheFestival of Plagiarism (San Francisco) ran continuously
for 50 hours from 2/5 to 2/7, 1988.

14. Propagandafor the San Francisco Festival made wide use of
pseudepigraphical slogans by famous artists; examples include:
“Plagiarism is never having to say you're sorry,” (Andy Warhol);
“Plagiarism? | just don't like the way it tastes,” (Sherri Levine);
“Plagiarism, amost as much fun as chess,” (Marcel Duchamp);
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“Plagiarism is taking back what was stolen from us in the first
place,” (V. Mayakovsky); and “ Plagiarism: It'sasgood asit feels,”
(Janet Janet).

15. Festivalsof Plagiarism havetaken placein: London, England
(1/7 to 2/28, 1988); Madison, Wisconsin (1/29 to 1/30, 1988); and
Glasgow, Scotland (8/4 to 8/11, 1989). Other Festivals of Plagia-
rism have allegedly taken placein lowaCity, Montreal, New Y ork,
Berlin, Budapest, Sad Paulo, and Tokyo, athough | have no docu-
mentation to authenticate this.

16. Texts played a crucia role in Festival propaganda. Here
Stewart Homediscusses hisintentionsin editing Plagiarism: Artas
Commodity and Strategies for its Negation (1987): “Many of the
textsincluded in the Plagiarism booklet were intended to overstate
the case for a particular polemical position. My intention in doing
this was to stimulate debate and help create the conditions for a
radical shiftinthereader’sorientation to the mental setscreativity,
identity, originality, individuality, value and truth. Unfortunately
this tactic tended to mask both differences and similarities in how
Baxter, Harwood and myself approached varioustheoretical issues.
It aso led to broader misunderstandings, a number of individuals
(such asthejournalist John A. Walker) took ideas connected to the
Festival over-literally.” Stewart Home (1989), The Festival of
Plagiarism, London: Sabotage Editions.

17. Theexcitement of samizdat comesthrough in thisaccount by
David Gurevich upon encountering a copy of Solzhenitsyn’s The
Gulag Archipelago: “It wasapal e carbon copy, perhapsthefifth or
sixth, typed on onionskin paper, but we did not complain; we stayed
up al night, as he had to take it back in the morning. It felt terribly
romantic, as the joy of discovery, of recognition, merged with the
sinking feeling that Solzhenitsyn was right: there was no hope, it
was pointlessto pick at thedetail s, theentire systemwasrotten from
top to bottom.” From Moscow Days: Liberated by Harold Robbins
(NY Times Book Review, March 11, 1990).

18. “Tominimizetherisk of abust, the printers (first volunteers,
now paid) broke records for literary Stakhanovism in producing
what one poet has called ‘ paper ammunition’. They worked around
the clock, in cellars, attics or remote houses. Printing techniques,
meanwhile, evolved from rotary duplicators to mimeographs and
silk-screento offset, now themost common method. Another means
of production is to use the facilities at state plants, where ‘ moon-
lighting’ workers (some sympathetic, some greedy) do the job.”
Anna Husarska, Up From the Underground in Poland (NY Times
Book Review, Oct. 8, 1989).

19. Piotr Szyhalski on his Cold War experiences in Poland re-
counts: “...thetruthisthat Y ou could not photocopy what Y ou like
on public photocopy machines. Some time ago | tried to complete
a little brochure including artworks and letter connected with the
activity of the International Television-Crimes Commission. But
photocopy of some works appeared impossible. | tried three xerox
workshops—without results. They told me ‘no!” because of some
symbolsplaced onartworks| received fromabroad.... They toldme
it could be against the interest of society. All that shit seemsto be
funny but infact it israther cruel joke. Finally | gave up publishing
‘TV-crimesreports'...". From “Lettersto the Editor”, PhotoStatic
Magazine #33 (1988), lowa City.

20. “TheSoviet Ministry of Interior Affairs said yesterday that it

wantsto ‘ relinquish control over theacquisition, storage and opera-
tion of copying equipment,” admitting that photocopiers are now
standard office equipment and not really the grave threat to state
security that they were once perceived to be.” From “Soviets
Officially Enter the Photocopier Era’ (San Francisco Chronicle,
Oct. 5, 1989).

21. Xerography becomesquick, cheap and available (adetourning
machinein almost every neighborhood). In my article, “Xerox and
Street Art,” | explorethisdo-it-yourself aesthetic: “More acamera
than a printer, the xerox machine is the ideal, if not unwitting
accomplice to this underground (xerox) culture. With a couple of
dollars in your pocket you're in the publishing business, push a
button and you could have ten copies as easily asone thousand. For
the band in arush to publicize their gig, the activist responding to
some world event, the artist publicizing his’her latest exhibition,
the only thing between the pasted-up image and every telephone
pole in the neighborhood is the walk to the xerox store. It's the
ultimate user-friendly machine (there’ seven something comforting
about carry that stack of warm copiesin your handsasyou walk out
into the street).” Factsheet Five #31 (1989), Rensselaer, New
York.

22. “By the late 1970s, with the help of cheap and ubiquitous
xerography, punks and other marginals were transforming the
fanzine (borrowed from the sci-fi underworld) into the preferred
medium of the do-it-yourself marginalsmilieu. Therearesaid to be
5,000 to 10,000 fanzines currently published in the U.S. alone.
Many of them look like Sl publications except in their punk
sloppiness, and some of them were dealing with situationist ideas
long before the ICA or even Greil Marcus got hip.” Bob Black,
“The Realization and Suppression of Situationism,” Artpaper
(Feb. 1990), Minneapolis.

23. “Mail Art meets the needs of Mail Artists to assemble in an
uncritical, hermetic clique which ishomologous with the art estab-
lishment but rhetorically opposedtoit. It hasitsown star system, not
unlike the Special Olympics. It's a ghetto, a closet, self-satisfied
and self-stultified, defensivelike aneurosis, not incoherently revo-
lutionary, but coherently involuntary.” Bob Black (1989), “ Taking
CulturewithaGrain Assault,” review of Stewart Home sbook, The
Assault on Culture: Utopian Currents FromLettrismeto ClassWar
(1988), London: Aporia and Unpopular Books. [An abridged ver-
sion of thisreview hasbeen published by Black Eye, full manuscript
available from the author.]

24. “Wegot sick to death of mail art people, and just wanted to do
insensitive ugly things to piss them off, and just get left alone.”
Genesis P-Orridge in Industrial Culture Handbook #6/7 (1983),
San Francisco: RE/Search Publications.

25. See Alessandro Aiello's “Re-Cyclation Manifesto”: “If,
WITHIN A PHOTOCOPY we whip SHAPES-basic layouts-
elements and processes OUT OF THE submitted or PLAGIA-
RIZED works of 2-3—5 different persons, WE'LL HAVE,
IN THIS WAY, controlled the combination of Interior Interfer-
ences to a COLLECTIVE OPERA hardly repeatable.” No date,
Catania, Italy.

26. Lloyd Dunn in his article, “Is Plagiarism® Necessary?”,
outlines two levels within plagiarist activity: “The first kind is
plagiarismin the conventional sense. Thisactivity hasto be covert

I 1624 I  PLAGIARISM



I RETROFUTURISM 13 « JULY 1990 I

in order to be successful. This is to say that when a person
plagiarizes the work of someone else, the plagiarizer wants others
to believe it's the sole work of the plagiarizer. Paradoxically
perhaps, this kind of plagiarism values originality above all else.
Thiskind of plagiarizer wantsotherstothink ¥hewastheoriginator
of thework in question. If it should come out that s’he wasn't, then
thework islabelled a plagiarism and it no longer has value for the
plagiarizer; indeed it becomes an embarrassment or even an indict-
ment. In simpleterms, the plagiarizer has stolen work and deceived
othersaboutit.... Theother kind of Plagiarism®, the kind that some
artistsarenow doing, isquitedifferent. Thispractice callsattention
toitself. It doesthisfor asimplereason: in calling attention to itsel f
it points also at a cluster of related ideas. It questions the conven-
tional value of those ideas and demands that they be re-evaluated.
The perpetrator istelling thetruth. ‘| plagiarized thiswork to make
a point,” s’he says. Paradoxically, this act of plagiarism® is not
plagiarism at all. No deception takes place. Nothing ishidden. And
indeed, a good act of plagiarism® probly has the same virtues of
originality, surprise, truthfulness, artistic invention, etc., as any
other decent work of art or culture.” PhotoStatic Magazine #31
(1988), lowa City.

27. That the social element of the Festivals played an important
part in advancing discussion of plagiarism has been noted by two
Festival reviewers. Lloyd Dunn in his account of the Glasgow
Festival recounts: “Many of the best discussions took place, not at
the Transmission Gallery, but at anearby pub. Nearly every night,
we' d meet there after the gallery closed to talk things over. More
often than not, the discussion was over cultural and art historical
issues. | had several interesting discussions with members of the
viewing public in this way.” From “Approximate Sequence of
Events’ in Festival of Plagiarism (1989), Stephen Perkins, ed. San
Francisco: Plagiarist Press.

28. Stewart Home in Festival documentation comments briefly
on a similar phenomenon from the Glasgow Festival: “A lot of
really good discussion took place on an informal basis during the
Festival. Glasgow lifeisvery much centered around pub cultureand
thedrinking seemed to facilitate debate.” From “Fifth I nternational
Festival of Plagiarism” in Festival of Plagiarism (1989), Stephen
Perkins, ed. San Francisco: Plagiarist Press.

29. Thesocial milieu and the cultureit created was an important
part in the ‘success' of the Festival of Plagiarism (San Francisco),
although paradoxically theleast understood by Festival commenta-
tors. Intheintroduction to the Festival documentation, | write, “As
it proceeded it became clear that a temporary and autonomous
cultural milieu was being created and sustained by the participants.
Coupled with a free flow of people within the gallery space, and
simultaneous activities occurring in al these areas, there was an
amost palpable festival atmosphere which continued throughout
the 50 hours. Much of the upbeat energy appeared to be generated
by the sense that the Festival belonged to everyone who was there,
that it was an inclusive and continually changing process with no
ostensi ble bosses/curators, and that what did or did not happen was
very much dependent upon peopl €' s participation or non-participa-
tion.” Festival of Plagiarism (1989), Stephen Perkins, ed. San
Francisco: Plagiarist Press.

30. Thefollowing quote is another from the text fly-posted onto

the windows of the gallery during the Festival of Plagiarism (San
Francisco): “In other settings, plagiarism/detournement/montage
wasonly onetactic within alarger strategy and alarger project that
informed it. But a“‘Festival of Plagiarism,” in elevating the lack of
ideasinto avirtue and atheme, can only act as another index of the
hollowness of that scene that gives rise to it. The moment the
derailment of signsisappropriated asa ' positive artistic technique’
isthesame moment at whichitspotentially critical, negating effects
are dulled and domesticated. It becomes diversion rather than
detournement. (And of course, assuchitisalready abasic termin
the lexicon of advertising and mass media).” Professor X (1988),
“Theldeal Copy IsThe Scene, Theldeal Copy HasY our Name”, in
Festival of Plagiarism (1989), Stephen Perkins, ed. San Francisco:
Plagiarist Press.

31. “The organization of the Festival of Plagiarism (and similar
events) isanatural outcomeof therealization that art simply is(and
aways has been) a question of administration (rather than some
inherent quality in the objects elevated to the status of art). The
extent to which the Festival was ableto ‘demystify’ contemporary
cultural practices was limited by the unwillingness of many
‘plagiarists’ to take on administrative responsibilities. Many of
those who responded to the initial invitation to participate in the
organization of the Festival replied by asking for money and
reguesting that they should be found gallery space (400 copies of
thisinvitation were mailed out and afurther 300 distributed by other
means).” Stewart Home (1989), The Festival of Plagiarism,
London: Sabotage Editions.

32.  All the images accompanying this article were generated by
participantsfrom the different Festivals. Thanksto Ralph Johnson,
Peter Plate and Freddie Baer for reading the manuscript and their
feedback. [Note: U.S. dating system used throughout: month/day/
year]

33. WhentheU.S. signed the Berne Convention (an international
copyright treaty) in 1989, many plagiarists commented upon the
changes this brought: “Before March 1, 1989, if your work did not
carry the © symbol it had no copyright protection. But, since the
treaty has come into effect, the copyright of a work is automatic
regardless of whether a © symbol is displayed. If you want your
work to be‘ Anti-Copyright,” you now haveto statethat inwriting.”
Tai Bo, ed. (1989), Tipsfor the Plagiarist, San Francisco: Plagiarist
Press.

34. “The next time someone gives you a hard time for plagiarist
tendencies, and you want them to piss off, tell "em that not until
every museum, gallery and private collector hasreturned every last
oneof their artifactsthat have beenlooted from the heritage of some
foreign country, will you sit down and listen to what they have to
say.” Ta Bo, ed. (1989), Tips for the Plagiarist, San Francisco:
Plagiarist Press.

35. “Asapoor starving plagiarist your chancesof getting sued are
very slight, it's simply not worth it. But, if you do happen to strike
it rich as a blue chip art star, then you're fair game, ask Warhol,
Rauschenberg, Koons, et a....” Ta Bo, ed. (1989), Tips for the
Plagiarist, San Francisco: Plagiarist Press. [Note: for further
informationonKoons' current lawsuit see: Dan Casey, “ Art Plagia-
rism Lawsuits Hot in West Marin” (Point Reyes Light, Jan.
25, 1990).]
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36. “One of the curious things about the IS was that it was
extraordinarily anti-feminist in its practice. Women were there to
type, cook supper, and so on. | rather disapproved of this.... A lot
of the theory, particularly the political theory, | think originated
with Michele rather than Debord, he just took it over and put his
name to it.” From “About the Situationist International And Its
Historification” (Ral ph Rumney inconversationwith Stewart Home).
Smile #11 (1989), London.

37. Onthelast day of the Fourth Congress of the Sl, held in East
London (Sept. 24—28th, 1960), they held a public meeting at the
ICA (Institute of Contemporary Arts). After along harangue by the
S| spokesman, Maurice Wyckaert, “...There was a moment’s si-
lence before peoplerealized that the speaker had finished. Thefirst
and only question came from a man who asked, ‘ Can you explain
what exactly Situationism is all about? Wyckaert gave the ques-
tioner a severe look. Guy Debord stood up and said in French,
‘We're not here to answer cuntish questions.” At this he and the
other Situationistswalked out.” Guy Atkins (1977), “ Asger Jorn—
TheCrucia Years1954—1964", London: Lund Humphries, quoted
in Stewart Home (1988), The Assault on Culture: Utopian Currents
From Lettrisme to Class War, London: Aporia and Unpopular
Books.

38. “Only 10 per cent of the situationists were women, and only
two of them were acknowledged as playing significant roles—
Michele Bernstein, Debord's wife, and Stuationist Times editor
Jacquelinede Jong.” Bob Black, “ The Realization and Suppression
of Situationism,” Artpaper (Feb. 1990), Minneapolis.

39. TheFestival of Apathy, first publicized in PhotoStatic Maga-
Zine#33 (1988), and subsequently in#34 and #35. After these brief
surfacings, the Festival disappeared without a trace.

40. To my knowledge, two “Festivals of Censorship” have actu-
aly occurred; both of them in Baltimore, Maryland. The first was
during Summer 1988 and the second in May 1989. Other Festivals
have allegedly taken place in New York, lowa City, Montreal,
London, Berlin, Sad Paulo, and San Francisco, although | have no
documentation to authenticate this.

41. More recently a Festival of Censorship mail art exhibit,
organized by Peter Petrisko, Jr., took placein Phoenix from Feb. 24
to March 16, 1990.

42. “Plagiarism® is convenient. It points to more issues than
simply the theft of material. It asks if it is possible not to steal
intellectual property. The only dishonesty it recognizes is the
origina.” Ralph Johnson (1988), “ Plagiarism®,” PhotoStatic Maga-
zine #31, lowa City.

43. “ltwould bebetter to say that no one owns anything, not even
a physical body much less a mind or a soul.” Harry Polkinhorn
(1988), “Plagiarism,” PhotoStatic Magazine #31, lowa City.

44, “If plagiarism means stealing personal artistic property, then
apractical plagiarism meansstealing private property, or in other’s
words, stealing the means of production for the construction of
moments of life.” Thad Metz (1988), “Communiqué N°3, Photo-
Static Magazine #31, lowa City.

45. Inthisinstance, shoplifting might better be understood asthe
‘people’s’ plagiarism.

46. Karen Eliot in “Censorship: Existence as Commodity and
Strategies for its Negation,” argues that censorship has already

superseded plagiarism when she writes, “Plagiarism is the
‘beginning,” the negative point of a culture which findsits justifi-
cation in the ‘unique’. Censorship supersedes plagiarism as an
intelligent negation of ‘originality’ because it suppresses not only
(‘original’) production, but also the reproduction (plagiarism, ap-
propriation, etc.) which revalues the ‘origina’ and maintains its
circulationin ‘reality’. Censorshipisto the present what plagiarism
isto herstory.” PhotoStatic Magazine #32 (1988), lowa City. [For
further reading see: (1989?), Opening Gaps and Filling Them Up:
Western Cell Division and You, Baltimore: Dialectical Immaterial-
ism Press.]

47. “Michael Prigent, Andy ‘Axe-Man’ Sutton, and two uniden-
tified punks had installed themselves in situ and were handing
out leaflets ‘denouncing’ the event to people asthey arrived. Their
leaflet consisted of insults that had been over-used twenty
years ago and a garbled rehash of the Situationist International’s
incoherent theory. It seems that they were worried that once the
cultural authorities got their hands on it this theory might become
sullied. There was some talk about ‘recuperation,” but this was
completely incomprehensible since there was nothing to recuper-
ate.” Dick Arlen (1988), “Total Dissent,” in Vague #21 (1988),
London.

48. The editorial in the first issue of Version 90 describes the
opening of the show in Boston: “Whilelocal copswere stopping and
searching any black male over the age of 14 just across town, the
city’s cultural dilettantes lamented about the woes of consumer
culture while eyeing $15 “Plagiarism |s Necessary” t-shirts. De-
spiteitsflirtation with theidea of cultural dismemberment, the last
thingthel CA and all itsfellow cultural institutionswant, of course,
isthereal thing.” Version 90 #1 (1989), Allston, Massachusetts.
49. Ralph Rumney in conversation with Stewart Home (4/7/89)
takes a slightly different view on the matter of ‘recuperation’: “I
read the visitor's book and that was very interesting. Almost
everyonewho’ dwritteninit had said thisisdisgraceful, situationists
inamuseum, what aload of rubbish! I, however, believethat history
should be recorded. | have also come to believe in museums.
One of their functions is to make ideas available to people. When
we were making our work, the last place we wanted to find it was
inamuseum. But it’sall over now and | don’t see why it shouldn’t
berecorded, catal ogued, documented, and so on.” From“ About the
Situationist International and its Historification” (Ralph
Rumney in conversation with Stewart Home). Smile #11 (1989),
London.

50. Of the English curators of the show (Peter Wollen and Mark
Francis) he commented: “The English tend to be a bit soft
intellectually. You could say they are supermarket intellectuals,
anything that’ll go in the trolley, let's have it.” From “About the
Situationist International and its Historification” (Ralph
Rumney in conversation with Stewart Home). Smile #11 (1989),
London.

51. “The phrase that keeps recurring now is Leaving the 20th
Century. There are new artistic and political connections being
made between themediarefusers, cultists, ranters, plagiarists, poets
and pranksters who slip in and out of all history, not least the
freedom histories of thelast twenty years.” Jon Savage, City 68/77/
88/2000, in Vague #21 (1988), London.
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306. “ Rationalefor an Australian Experimental ArtsGroup”
by Chris Mann

307. “Running Risks” by SWSW THRGHT

308. “Rationale #4: Footnote to Resolution #7E” by
Chris Mann

309. “Piecefor Mechanical Instruments” by Caroline Wil-
liams

310. excerpt from “Any Questions?’ by Ernie Althoff

311. excerpt from “N.AIM” by Amando Stewart

312. “Rationale for a Relationship Between Artists and
Community” by Chris Mann

All selections from «<NMATapes 5» compilation available
fro NMA Publications, P.O. Box 185 Brunswick 3056
Victoria Australia

NGO

313. “Radios’ by Luigi

314. excerpt from “Past. Countradicts’ by Order Out of
Chaos

315. excerptfrom“10yearsin10(T)'s’ by tENTATIVELY,
A cONVENIENCE

316. excerpt from “Radio Sequence” by Mindy

317. “What Balcony” and

318. “Sure, Sean” by Dziga Vertov

319. excerpt from “The Problem with Courage” by
Mike Dyer

All selections from NSHR(PAK)Radio. NSHR, P.O. Box
441275, Somerville MA 02144

N°61
320. “Wow, Feel the Amazing Power” and
321. “I'm Lonely” by the Tape-beatles
322. “Keep Pushin’” by Simpleton Electronics
323. “The Good News” and
324.“VD Radio” by Randy Stevens and Teresa Vello
325. “Radio IDs (Burundi)” from Fool’s Paradise
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1 326." Suitefor Radioand Turntable, pt.

6: Ritua of the Eclipse” by sound
i Theater
i 327. excerpt from “D.CON at WBRS’
by D.CON

All selections from

NSHR(PAK)Radio. NSHR, P.O.
Box 441275, Somerville MA 02144

N°62

328. “I Hate You” by Hernie Retraction Accordion from
«Choking on the Fumes». P.O. Box 56942, Phoenix AZ
85079

329. excerpt from «Drilling Holes in the Wall» by Gen
Ken. GenerationsUnlimited, P.O. Box 540, Marlborough
MA 01752

330. excerpt from“Dick Tracy All Over HisBody” by Eric
Belgum, 3184 36th Ave S, Minneapolis MN 55406

331. “Lefty Improv #4” by David Prescott from the compi-
lation «Pure and Painless Pleasures». John Doe Record-
ings, P.O. Box 664 Station F, Toronto ONT M4Y 2N6
Canada

N°63

332.“You'll Never Know When the World Smilesat Y ou
(pt. 2)" from the compilation «K7H» by Norman Y eh.
Contact: [Wi]démo[uth] Tapes, P.O.Box 382,BaTimOre
MD 21203

333. “Swamp Chant” by Jake Berry from his cassette
«Chants». Experimental Audio, 2251 Helton Dr #N7,
Florence AL 35630

334. excerptfrom*“DrillingHolesintheWall” by GenKen,
118 East 4th St #11, New York NY 10003. Contact:
Generations Unlimited, P.O. Box 540, Marlborough
MA 01752

N°64
335. “Terra: Pour une Nouvelle Conscience Planétaire
[Terra: for aNew Planetary Consciousness]” by Pierre
Perret. Contact: Pierre Perret, Banne-Sornay, 70150
Marnay France

N°65
336. “God’s National Anthem” from «All Our Wurst» by
God's Feedback Choir. Available from Don Bell. No
contact address given.
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337. “(425)" from «(4)» by Undercurrent. Write: Bill
Jaeger, 506 W Johnson Dr, Payson AZ 85541

338. “Brambu 3.37" from «Chants» by Jake Berry.
Experimental Audio, 2251 Helton Dr #N7, Florence
AL 35630

339. “Jdurisdiction” by Kurt Kellison from the compilation
«Pure and Painless Pleasures». John Doe Recordings,
P.O.Box 664 StationF, Toronto ONT M4Y 2N6, Canada

340. “No One Lives Alone” from «Swirl» by d Zoid.
Write: Foist, 287 Averill Ave, Rochester NY 14620

N°66

341. “Trip to the Hospital” from «Devastating Dream
Soundtrack» by Pantaloon Cinema. Write: Experimen-
tal Audio, 2251 Helton Dr #N7, Florence AL 35630

342. excerpt from «Asthetic Crumple Tractor» by
DSMNTLR. Write: Revenge, 2115“G” St, Sacramento
CA 95816

343. “Gangster Democracy” by Doug Carroll, 3127 A
Mission St, San Francisco CA 94110. From the compi-
lation «Everybody Lovesthe’ Cello». Contact: Collision
Cassettes, 2834 McGee Ave, Berkeley CA 94703

344. “Dab” from the «plunderphonic» CD by Mystery
Laboratories, P.O. Box 727 Station P, Toronto ONT
M5S 271, Canada

354.“XT92-007" from «Music with Sound» [not rel eased)]
by the Tape-beatles, P.O. Box 8907, lowaCity | A 52244

N°67

355. excerpt from“Bornto Barbeque” by Dan Fioretti, 312
N 3rd Ave, Highland Park NJ 08904

356. “Opening Remarks’ by Matthew Burnett from «Title
of Tape: Little Plastic Box #5». WUWA, 74 Spencer #3,
San Francisco CA 94103

357. “Secret Minutes” from the «2nd Meeting of the
Caobbley World Fellowship». Widémaouth Tapes, P.O.
Box 382, Baltimore MD 21203

358. Excerpt from “Mystery Hearsay” by Mystery Hear-
say, P.O. Box 240131, Memphis TN 38124

359. “Concentration” from «Concentration/Combination»
by David Prescott. Sound of PigMusic, P.O. Box 150022
Van Brunt Station, Brooklyn NY 11215

N°68
360. “Ear Junk” by Premature Evacuation
361. “Happidrome” by Eric Finley

362. “Chicken Rhythm” by Reuben Pinkney

362. “Under the Woof” by the Damn Fools

363. “Science Fiction” by Colin Hinz

364. “Recipe” by Hoagart

365. “Art Strike Mantra” by Cracker Jack Kid

Selections from the «Mail Art Compilation» concocted as
part of the “ Thematic Compilation Tape Exchange”
Project, A.1. Waste Paper Co., 71 Lambeth Walk, Lon-
don SE11 England

N°G9

366. “Two Solos’ by Fredrick Lonberg-Holm

367. “Johnny Has Gone” by the Fleeing Villagers from
«The Fleeing Villagers»

368. “Totaly False” by Fredrick Lonberg-Holm from
«Everybody Loves the’ Cello»

369. “Trio #1”

Selections from the cauvre of Fredrick Lonberg-Holm,
2834 McGee Ave, Berkeley CA 94703

N°70
370. “Grand Exhausted Mystic Crowbar, pt. 11" by Fruit
Bat Savvy.
371. “Penis and Testicles Dance Party” by Special Ed
372. “Stress” by the Tape-beatles
373. “Long & Healthy (excerpt)” by Big City Orchestra
Selections fromthe «Put Down Your Pencil» compilation,
HallWalls Contemporary Arts Center, 700 Main &,
Buffalo NY 14202

RadioStaticisaweekly overview of thehometaper’ sand
audio artist’ s underground scene. Each episode of Radio-
Static bringstogether theaudio art and unusual musicfrom
around theworld. RadioStaticishosted and edited by Paul
Neff, a member of the Tape-beatles, and he is on the
editorial team that puts together Retrofuturism, as well.
We encourage your feedback. We eagerly accept submis-
sions, aswell. Send any and all mail to psrf @detritus.net.
All contributors of work heard on RadioStatic will receive
recognition of the fact in the form of a copy of the playlist
and/or current issue of Retrofuturism. All others may
receive the most recent playlist in exchange for a SASE.

RadioStatic can be heard in whole or part regularly on
thefollowing stations: KRUI lowaCity, WCSB Cleveland,
WFSU Tallahassee, and KALX Berkeley.
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1990.

A BOOK
PROJECT BY
VITTORE BARONI

VIA C BATTESTI 3300341
500 VIAREGGMD - ITALY

@ 1990 is a special year, the beginning of a new decade and also the time

for me to look back on thirteen years spent in the Mail Art Network. I will
do this by finally trying to complete my own history of postal art, ARTE
POSTALE (no exclamation mark!), a book project that has been gathering
dust in my mind for too long. I have now a deadline (Christmas 1990) and
3 publisher (Stampa Alternativa in Rome), while my old Friend Piermario
Ciani will take care of the graphic lay-out. It will be a busy time and
for this reason my daily correspondence this year will have to suffer
prolonged black-outs: do not get angry if you do not get a personal or
prospt reply from me, | am working for & comson cause!

i-.l!.-f the way, if you have any relevant material that may be useful for my

book (postcards, rubberstasps, stamps, odd postal anecdotes, magazines,
catalogues, photos of yourself doing wail art, photos of installations or
shows, texts, personal biographies, etc.)] PLEASE SEND 1T IMMEDIATELY to
the address abowe [and circulate this information). 1 will try to be Fair
with everybody E my own conscience: your help will be acknmowledged E you
will remain in the E.O.N. mailing list.

,' ARTE POSTALE! (the wagazine, with exclamation wark) will not stop, issue

(Dﬂfj'l-f?ﬁ;.ﬂ (ef...|]
o

N.E? (thewe MB-Art": horror, gore, cheap movies) will be published at the
end of the year, so keep sending those scary images thiz way!

Till secon, best wishes, f/h#cﬂf:\f‘
ART FINK & BOO BOO (1990-1993)
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et NGO

PLEASE SEND ME YOUR STAMP DESIGN, RUBBER STAM
OR 150 STICKERS OR SEALS. I WILL PRINT OR PASTE °

MATERIALS ONTO THE A3 SIZE PAPER, CREATING 150 SHEETS.
] WILL THEN SEND A SHEET BACK WITH A LIST OF ADDRESSES
TC EACH AND EVERY PARTICIPANT. I WILL PUBLISH AT
INTERVALS OF 8 to 10 DAYS AND THE ISSUE AT THAT TIME
WILL INCLUGE 60 FERSONS OR S0. BRAIN CELL IS ALWAYS

SEEKING A CHANGE, DOES MOT INTEND TO SETTLE AND CARE
OF IT5 EXTENSION OF THE METWORK. SO... DON'T MAIL A
LUMP OF STUFF FOR SEVERAL ISSUES. PLEASE SEND THEM

TO ME FOR ONE ISSUE AT A TIME. THANE YOU-
EEFD TO RYODSUKE COREN 3-T6-I-A—£I1 TAGUNOEITACHD
MORIGUCEI-CITT OSAEA 3T0
JAPAR

The 23rd of Moy, 1985, sees the initiation of the first IVAJ{N‘JN'(’; MEMETIC

ever monthly oudio-information service., There aore no
advance announcements, P ] catalogues and o

cofalegue numbers., Detoils of issues nn-: only available HA ZA Jr'\).ilr)
refrospectively, There is only a continuous sitream of
information, guaranteed to stimulate, provoke, annoy,
perplex, amuse, and give the impetus for further
investigation. From the vast archives of The Hofler
Trio, Touch, ond The Rodio Art Foundotion, and
possibilities arising ot every moment, o C30 cossette
with interviews, atmosphere recordings, fectures,
arguments, oudio experiments, ploys, news items,
forgotten audio information of all shopes and sizes
from the famous and the mundane, and more, will be
available from one place, in o dependable, continuous
stream. This opportunity hos been promised for years

by others, but is now a reality from us. Single issues v
are fhirteen Duteh Guilders/Florins. Three months

subscription 15 thirty-two Dutch Guilders/Florins, One

full year's subscription, which includes three printed
supplements, gratis, costs one hundred and thirty
Guilders/Florins, All prices include postage and
packing. Povment by chegue o ; occount number 63
X 57 889, F, ven Lanschot, Concerigebouwplein 20,
Amstergam, The Netherlonds. Or cash, in registered
envelope o The Radio Art Foundaotion, Alexander
Boerstroat 30, 1071 KZ, Amsterdam, The Netherlonds.
This is olso the oddress for gl other communications.

A VECTOR FOR CONTAGIOUS INFORMATION
FPARASITES (MEMES), KNDWN T BE TOXIC
TO PRECONCEPTIONS. HAY CAUSE RADICAL
AFENAVIOR HODIFTCATION

Essentia! supplementary wegpons in the information
War.

A Spiral is involving and evolving at one and (he
same time.
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contributors

Eric Heilmann
4 rue du 8 mai '45
02260 La Capelle

France

Al Ackerman
208 Routt St
San Antonio TX 78209

Monty Cantsin Neoist HQ
P.O. Box 30

Stuyvesant Station
New York NY 10009

Mark Bloch
P.O. Box 1500
New York NY 10009

A. Manvel Kant
Braindozer
2819 1st #240
Seattle WA 98121

Amendant Hardiker
Xexoxial Endarchy
1341 Williamson St
Madison WI 53703

Peter Stenshoel
3117-1/2 5th St
Santa Monica CA 90405

Géza Perneczky
Grosse Witschgasse 3-5
D 5000 Kaln 1
West Germany

Theater of Sorts
P.O. Box 80083
Akron OH 44308

Philippe Billé
B.P. 249
33012 Bordeaux France

Bob Gregory
1525 Euclid Ave #3
Miami Beach FL 33139

Lang Thompson
P.O. Box 49604
Atlanta GA 30359

Piotr Szyhalski
Ruminskiego 1/11
62-800 Kalisz Poland

Stephen Perkins
1031 York St
San Francisco CA 94110

Walter Alter
4001 San Leandro St
Oakland CA 94601

Carol Stetser
P.O. Box 20081
Village of Oak Creek AZ
86341

Gareth Branwyn
Going Gaga
2630 Robert Walker PI
Arlington VA 22207

Mark Pawson
104 Glyn Road
London E5 OJE UK

Brian Goldberg
Drift Distribution
83 Warren St #5

New York NY 10007
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Just try to think of this as entertainment.
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