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l l fe & l l fe suppont systems
zlnes, nets & out lets by ant lsts--

the late t  70s & some now

by Judl th doyle

preface.a rch ive
Tl l ltne oto

wo renou se

bu rned

fur iously.

And with i t  my

motches.
-Patt i  Smith &

Tom Verloine,

Ihe Night,

Aloes Books

1 976, London.

In a dark space made close

by the crush of people,

reading after performance

after art band took stage; in

between were f i lm str ips-

scratched castoffs from the

tr im bin of pop cinema, spun

by Mart in Heath, the archivist

film DJ palcxeellcnec, on his

ratt l ing 16mm projector. l t

was a hot night in May 1979,

at 466 Bathurst St.,  one of

the potent array of self-

funded venues and publica-

t ions set up in Toronto in the

late '70s. They formed brief

al legiances and working

crews, using borrowed office

machines and low or no-rent

spaces to create telecommu-

nications networks, storefront

window exhibits, f i lm and
performance venuesr

programs in bars, photo-

copied publications and distr i-

bution networks for books,

f i lms and videos- Now, these

working methods prol i ferate

again in an environment of

cutbacks and constraints.

This network of short

texts - reminiscencesr

quotes,  opinions-taps into

this r ich vein of  Toronto

history and activrty. as a start

for a longer prolect. l t  is also

the f irst stage of a website I

am developing. I  hope i t  wi l l

be accessed as an archive

and rendezvous point ,  not  an

art i fact that "makes us

history" through select ive

closure. But the real i ty of

using the web is less l ike

surf ing than wading-up to

your eyebal ls- in a sea of
junk mai l .  The good stuf f  is

bur ied deep in cybersi l t .  At

best, the hypercommercial-

ized lnternet is an adjunct to

our local,  embodied contexts

-word-of-mouth

grapevrnes, rented bui ldings

and small-run printed matter.

Perhaps we can use the

web, cri t ical ly, as a cross-

referencing tool,  one among

many circulat ion systems

l inking people,  ideas,

rmages, forgotten and out-of-

print texts, anecdotes and

forwarding addresses.

Mart in Heath in the project ion booth at  the 312 Spadina Ave. Rear CineCycte,  June 1991. The front

watt  of the booth had not yet  been buiLt ,  a l lowing a fu l l  v iew of  h is projectors.  Photo:  John Porter.
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foreword.grants
I t  seems improboble thot  we suffer f rom o " lock of  h istory."  Perhops, insteod. we
suffer f rom o lock of  or t iculoted hisfor ies,  ony his lory which is nol  constructed from
within the norrow conf ines of  on "or i "  d iscourse, wi th in the conf ines of  stote-
funded documentot ion ond promot ion. Perhops i t  is  not  the history we lock,  but on
ocknowledgment ond interest  in ort  proct ices ond ort  pol i t ics thof  stroy too for
f  rom the cul turol  mondofe of  the stotus quo.
-Dot Tuer, "The CEAC wos Bonned in Conodo," C Mogozine, 1986.

There is a strange calm as art ists watch the immolation of government cultural funding in Ontario
by the pol i t ical ly ascendant r ight. Other issues, l ike past and recent censorship, tr iggered more
vocal and coordinated actions. Why hasn't  a
broad-based artists' coalition emerged to
oppose the cuts yet? In this era of "workfare"
purges when subeconomic babysit t ing gigs are
prosecuted as social assistance fraud, does it

seem outrageously self-interested to request,

accept or mount a spirited defense of arts
grants? ls i t  shock, gui l t  feel ings, or a " lay low
and weather the storm" sense of resignation?

Or have artists have been making do with next
to nothing for so long, nothing doesn't  seem so
big a stretch.

In the context of cuts, the Ontario Arts

Counci l  (onc) awarded a $75,000 "Venture

Fund" grant to BravolFACT this year for a TV

series of ad-length minidocumentaries "about"

art.  Most of the jurors who wil l  dole this money

out to producers will be CHUM-CITY staff. The
projects will be screened in gaps between
international f l icks that are avai lable for rent in

any video store. Bravo! wi l l  placate CRTC regu-
lators about CAN-CON requirements. and simul-
taneously avoid showing longer, independent
f i lm and video by Ontario art ists. OAC's role in

this project brings to mind 1980, when the

Ontario Arts Counci l  gave an indirect "grant" to
the Ontario Censor Board, to pay censorship
fees for the Funnel Experimental Fi lm Centre.

The OAC has, reluctantly or enthusiastical ly,

long been in the business of brokering the arts
through an array of government and corporate
agendas. Now, as the reigning Conservatives
and aristocratic benefactors headed by the

Chalmers family pul l  out of OAC, art ists pause

before leaping wholesale to the defense of an
arts bureaucracy that, by any analysis, isn't

always accountable to artists.

Recent histories publ ished by art ist-run
centres give scant aitention to self-funded

cultural practice, mostly noting i t  as a form of

cultural col lateral that registers as "deferral" on

the l ine-i tems of grant appl icat ions, used to val i-

date the next round of funding requests. The
fact that artists are deliberately working outside
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the subsidized model is minimized at best,
and frequently dismissed. Except for the
creatively or administrat ively impaired, the
oddballs and sociopaths, self-funded publica-

t ions and venues are portrayed as stepping

stones for young art ists and writers on the
road to stable, subsidized careers and
programming structures, and as fresh veins ol
cool new blood for the corporate culture
mil ieu. This myth echoes through granting

agencies, that rat ional ize themselves as social
service stat ions en route to ful l  part icipation in
the culture industr ies. l t  has been internal ized

by even the most non-commercial art ists, who
reference their subsistence and oractice in
terms of civi l-service unions, social service
agencies, and nation-bui lding bureaucracies.

Arguably, state funding plays a minor,

though signif icant, role in the meager f inances

of most art ists. The real funding bases for

marginal and opposit ional culture are volun-
teerism, hobbyism and do-it-yourself ism,

Much of this art circulates through a network

of microdistr ibution enti t ies that are local ized,

transitory, embodied, and opposed to vert ical

integration and economies of scale, the
monopoly mechanisms of corporate culture.
The art ist-run centres have internal izated

corporate and bureaucratic models, and this
process has been actively encouraged in
successive restructurings of cultural funding
programsr as they adapt to power. Maybe it's

t ime to own our self-funded production and
distr ibution, and to include i t  in our cultural

analvsis.



market ing.cotony
The money I the US

networks]  eorn f rom their

shows in Conodo probobly

wouldn' t  cover Disney/ABC

boss Michoel  Eisner 's

onnuol  bonus; one post-

Superbowl,  30-second

commerciol  for  Fr iends

eorns the US network neor ly

os much os on ent i re seoson

of one si tcom on o

Conodion network.

-John Hoslett Cuff ,
, r l ,+ l^I l l

Ie levtston/ tne (Jtooe ono

Mail ,  July 15, 1996, p.  Cl  .

Canada is a small market for corporate

culture monoli ths l ike SONY, Disney and

Time-Warner. l ts importance is ideological.

The success formulas of cultural conglom-

erates are being promoted. These are

vert ical integration -the corporate struc-

ture that maximizes profi t  through control

of al l  aspects of research, production,

promotion, distr ibution and spin-offs-and

economies of scale-the strategy of maxi-

mizing profi ts by saturating the market with

the largest possible number of units of a

cultural product at once. Although Canada

isn't  a player in this superheavyweight

Olympiad, our funding agencies haven't

spearheaded the defense of alternative

models. Bureaucrats at f i lm funding agen-

cies wear their best business drag while

meddling in the scripts and al l  aspects of

production of local f i lms, supposedly

championing the commercial viabi l i ty of

these "propert ies." But these are quasi-

moguls; their imitat ion-corporate overlord-

ing occurs in a another, miniature universe

from mass-market prof i t  margins, because

Canadian cultural producers never had

access to the mass culture distr ibution

system, which is control led in Canada as

elsewhere by an ever-smaller el i te of US-

based monopolies and their Canadian

print and electronic counterparls, l ike

Holl inger, Thompson and TorStar, that are

openly hosti le to state-culture funding and
proleclronrsm.

xrnlr l l t - t - t&*wtnlKl

equipment acquis i t ion
Artist-run centres have also internal ized market-driven

metaphors to somehow rat ional ize our continuing existence.

The money comes ond the moter io l  purchosed

becomes obsolele ( through use) in severol  yeors.

The progromme estobl ished or fur thered by the

equipment previously purchosed is now o form of

symbol ic copi fo l  invested by the (centre) ond the

funding ogencies.  Requests for  upgroding go out,

emphosiz ing the invested ospect,  point ing out

chonges in technology ond out l in ing how

technologicol  improvement wi l l  enhonce the equi ty

resident in the documentol ion ond ort i focts

produced by the previous ond conl inuing

progromme. The cycle storts ogoin. . . requesfs,

funds, obsolescences.
-Wil l iom Wood, "This is Free Money?,"

Whispered Art History: Twenty Yeors ot the

Western Front, ed. Keith Wollace, Arsenol Pulp

Press, Voncouver 1993, p.  182.

The reciprocity between cultural funding and the accumulation

of col lateral assets un{olds in the activi t ies and maintenance of

the art ist-run equipment access centres, and in those of the

cultural agencies. Hardware is the pretext to rat ional ize the

continuation of both. The contestable assumption here is that i t
rJ LU>Lry UU I

^^^^^+i^ l {^-EJJCT tLtdt  lu l

artrsts to have
^^^^^^ +^ +L^
dUUEJD TU TI IE

newest tech-

nology.

whether i t  is  to

achieve " indus-
+., ,  ^+^^!^- :u _y JLar udr u

quarrry. ro
provide low-
cost "R & D"
services.  or  to
cr i t ical ly inhabi t
it before its
commercral
purposrng rs
completely
locked. l f  in
fact this "cri t ical inhabitat ion" of technology has lead to social

change, the effects have been thinly documented. Contrast this

sprral of upgrades with the dumpster-diving, cast-off col lect ing,

borrowing and bricolage that sustains marginal self-funded
publication and exhibit ion. Almost al l  "marginal" producers

engage in recycl ing and repurposing obsolete imagery and

technology. The bad xerox col lage is emblematic of this cycle of

garbage-scoring, t inkering, breakdown, cannibal izing and

reconfiguring.

Left  & beiow:
from a facsimi le
tra ns m iss io n
ser ies f rom Judy
Rifka in NYC to
Rumour
Publ icat ions in
Toronto,19Z8.
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L. to R.:  Hot ly,  Gwendolyn, I \4organa and Annie at  Artefect  for  a

screening of  their  f i lm Oqlof  thqBiue, February 28, 1988.

Kenneth Anger speaking to the audience at  CineCycle,  Apr i l  rc,  ry92,
dur ing a retrospect ive presented by PubLic Access and the AG0.

Members of  the Shake Wel l  col lect ive at  CineCycle,  )anuary 14,1993.

L.  to R.:  Zo€ Hamil ton,  Jenny Kei th,  Kim Kutner,  Clare LawLor.

Members not present include Joey Myers and Louise Li i iefetdt

Above photos:  John Porter.
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symptom hal [ .space
Symptom Hall  is an ex-Lithuanian Hall  run since 1993 by a

group of art students and graduates as a performance venue. l t

is one in a long l ineup of self-funded art venues f inanced, not by

grants, not by corporate tax write-offs, not by wealthy collectors

or aristocratic private foundations, but by booze cans and Joe
jobs. Symptom Hall  survives by sublett ing the space, which was

original ly occupied by Mart in Heath's CineCycle, then

Kensington Carnival,  who drew on the services of an anarchist

plumber to upgrade the bui lding to code. At Symptom Hall ,  a lot

has happened in the quest to make $2,700 a month rent for

almost four years. Sadly, in order to pay the rent, Symptom Hall

charges nightly rental rates (about $250) that are too r ich for

some self-funded promoters or col lect ives to break even.

Symptom Hall  was init iated by the per{ormance col lect ives

Shaved Monkey, Phredded Phred, Pow Pow Unbound and

Shake Well .  The Shake Well  art ists share an interest in the

representation of women's bodies through new technology.

Shake Well  began by organizing performance nights at

CineCycle. Moderated by the hi lar ious dyke performer Clare

Lawlor. long l ineups of performers arr ived with voice, music,

sound effects, key l ighting, sl ides and moving-image project ion

requirements in what invariably became a last-minute logist ical

nightmare for the small  band of organizers who doubled as the

tech crew. l t  is hard to imagine these anarchic groupings of

unknown art ists with their r ickety array of complex technical

setups exhibit ing anyplace but CineCycle. l t  would have taken

six weeks of paid administrat ive labour at most art ist-run centres

even to write a grant appl icat ion for this unwieldy programming.

In trying to come up with a "rock sol id" organizational struc-

ture, the art ists recently invited me and several others to an

"elder's session" to share our stories and survival t ips.

Consult ing with "elders" was only one element in Symptom

Hall 's mult i-pronged survival plan. Other strategies included

offering a series of workshops in "Dumpster Diving" and insist-

ing that everyone who attends a meeting bring a 2"x4". We

discussed problems in attaining organizational stabi l i ty without

government or corporate money, and traded gossipy anecdotes

about takeovers, burnouts, breakdowns and inf ighting in the

artworld of yore.

phoen ix.c inecycte
CineCycle is one of several self-funded spaces that Mart in

Heath has operated and l ived in with his bicycle repair business

over the last twenty years. Repeatedly closing up shop under

pressure from angry neighbours, he always resurfaces, phoenix-

l ike, with another programming configuration. Mart in Heath

owns a vast col lect ion of aging projectors and spare parts and

offers the service of hau[ng his hefty "portable" 35mm fi lm

projector to screenings in other venues. For marginal and oppo-

sit ional programmers, this is the only rel iable access to 35mm

projection.

Mart in Heath's spaces and programming have been

sustained by many cohorts and t ireless volunteers over the ages,

who bring some semblance of order to his packrat style of



operation. Mart in is a "thri f t  score" expert,  a yard-sai l ing pirate,

node in an underground network of nighthawks who cannibal ize
the growing cinematic scrapyards. His col lect ion of 16mm prints

includes Cuban and Afr ican third cinema, radical documentary,
go-go music shorts, art f i lms, roaring twenties hard-core porn

and much more. Teachers and programmers committed to
presenting activist f i lm in an historical context have rel ied on
Mart in Heath's col lect ion and proiect ion. Art ist-run centres and

fi lmmakers have sublet the CineCycle faci l i ty. Marginal program-
ming enti t ies such as the Pleasure Dome and Shake Well  inhabit
CineCycle, especial ly at the points in iheir existence when they
nave no money.

Many "Cinemateque" exhibit ion venues, fest ivals and art ist-
run centres have been well- funded to mount screenings, make

archives and bui ld equipment access faci l i t ies without providing

marginal producers with the consistent access avai lable at
Mart in's for decades. Funders and some of the alternative arts
aristocracy might write off Mart in as an obsessive-compulsive

anomaly and argue that i t  is structural ly impossible to fund his
spaces, let alone expect that his deviance can or should be repl i-
cated in the exhibit ion infrastructure. As individual ist ic as Mart in
Heath is, he is not an isolated bl ip in the matrix of cultural
production here; he does not operate in a vacuum. Atomizing his
practice erases a history, for Martin Heath is only one gifted

member of a legion of cultural producers in this town who for
years have moved from one volunteer formation to another-
publ ishing, programming, working on l ive art venuesr in retai l

outlets, part icipating in committees and cultural working groups.

This disruptive, nomadic art workforce perennial ly operates with

only the most tenuous l inks to administrat ive sinecures in stable,
well- f  unded art oower-bases.

ancient futures.the net
There are r ich historical l inks between junkyard-

dog equipment stashes and Paleol i thic cyborg
theory and experiments with new communica-

t ions technology. This technological work

explores distr ibution potential and ramif icat ions,
rather than superior "grain free" image-
making production capabil i t ies. Early art

telecommunications experiments in Toronto
were a product of the self-funded "marginal
mil ieu" that publ ished zines and set up perfor-

mances at 466 Bathurst, Mart in Heath's space
in 1978-81.

I hove o hozy vision of the doy
when *e ol l  wi l l  hove qccess fo o

computer neiwork contoining lhe

entire body of known focts. In the

meoniime, we must stort to

construct our own network from our

own shored needs... .  The

Compuferized Arts Network .. .  is

now being implemenled in two

geogrophicol ly disploced

computing nodes, New York ond
Toronto... .  Although cnN foci l i t ies

ore now going on l ine, this network

is in o primit ive developmentol

stoge..  . .

[Mony] ospects of CnN must be

discussed i f  we intend to creofe o
*orkoble globol  communicot ions

neiwork. And i f  we don't  do i t ,

others,  wi ih their  rother thon our

interesls oi  heort ,  wi l l . "
-willoughby Shorp,
"WORLDPOOL: A Coll for Globol

Com mu ni ty Communicotions,"

Only Poper Todoy, December

1978, p 9.

In 1978, less than a block from Symptom
Hall in a former Ukrainian jewelry shop in a

seedy, Oueen Street west-of-Bathurst loca-

t ion, Fred Gaysek, Kim Todd and I opened

Rumour, a storefront to produce and distr ibute
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zine-type publications; two of us l ived

upstairs. The cheap xerox pamphlets

and art ists'  books didn't  pay for them-

selves and weren't  meant to. There

were no grants. We survived and paid

the rent by col laboratively writ ing novel-

izat ions of horror movies and giving

workshops on topics l ike, "How to Not

Make Money From Your Art." Victor

Coleman, A Soace and Coach House

Press Founder, publ ished Only Paper

Today there, after the tabloid was

ousted f  rom A Space in 1979. Rumour

published xerox books and pamphlets,

including the f irst print ing of Kathy Goes

to Hait i  by Kathy Acker, and zine-type

books and pamphlets by Phil ip Monk,

Wil loughby Sharp, Judy Rifka, Brian

Kipping and others, and held rotat ing

exhibi t ions in the window including John

Greyson's f irst show which prompted a

bizarre pol ice interrogation. The local

Ukrainians were concerned that his

project, which involved the dai ly unfurl-

ing of red clothing i tems from a garbage

bag, signaled the arr ival of a Communist

sect in the neighbourhood.

Rumour Publications hosted

WORLDPOOL, Toronto's f irst contrnu-

ous computerized arts network node

(primit ive Internet si te). The group met

weekly and was open to al l .  Art ist and

Ontario College of Art (ocA) elec-

tronic animateur Norman White was a

founder and many art ists, theoreticians

and young proto-hackers attended,

hearing about WORLDPOOL through

the arts and computer mailboxing

grapevines. lnteractive telenetworking

by computer mailbox, slow-scan video

and "facsimile transceivers" (the f irst

demo portable fax machines) was

often accompanied by a meal in these

"dine on l ine" evenings. WORLDPOOL

remained on- l ine f rom 1978 unt i l  198 1 .

Art ists'  distr ibuted digital database

networks of the 1970s are ignored in

off icial histories of the lnternet, that

jump from early de{ense applications to

the prol i ferat ion of modem-l inked home

computers in the mid-eighties. Art on

the net did not begin with the defense

department, techno-nerds, the

McLuhan lnst i tute, the oCA

"Photo/Electr ic Arts" Department, the
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#rz f rom the ser ies IQlSi0RiES, 1982

PubLished by HatLwalLs,  Buffalo,  New York

Cover artwork b\ i  Robert  Kusi ' rner

Rumour Publ icat ions.  Toro- '0.  19 8

Rumour Publ icat ions pamphlet  ser les,

Judv Rifka,  Toronto,  1918.

Art Research Centre (ARC), and

certainly not the "establ ished" subsi-

dized video art centres and their

entourages, though al l  these groupings

became involved with WORLDPOOL.

By the beginning of  the '80s,

Rumour, WORLDPOOL and a number of

other spaces and programming enti t ies

were sermonizing in print and work-

shops on grant-free do-it-yourself  art

survival tr icks. Like rave now, these

art ists twisted business imagery into

insignia-cl ip art  of  te lephones, urgent

memo pads, logos, graphs and charts.

A performance sertes was bi l led with

the subti t le, "An Anti-Granto

Product ion."  That many younger and

ounk art ists were disenfranchised from

the grant system was only part of i t .  The

att i tude was that grant procedures and

regulat ions were creatively and pol i t i -

cal ly compromising. Self-funded venues

were less subject to "prior approval"

mechanisms, al lowing for more sponta-

neous creation and dissemination of art,

and a certain dissolving of the barrier

between art ists and audiences, produc-

ers and consumers. The Cabana Room

was establ ished in 1979 by Susan

Brit ton and Robin Wall .  Bri t ton's 1979

letter of resignation from A Space regis-

ters this anxiety about art ists'  l inks to

government:

Coll  me poronoid but, i t  is mY

opinion thot in Conodo ort ists

ore encouroged to poy their

bureoucrotic dues. In foct, i t 's

l ikely thot eorly in his or her

coreer o Conodion ort ist moY

suddenly reol ize thot he or

she is honging out with none

ofher thon ogents of the

federol gouernment!. . .  My

suggestion is to loosen the

obnoxiously close relot ionshiP

beiween ortists ond funding

bodies... .  I  think o*ists should

reinvent the orharorld rother

thon iust f i t t ing in where they

con.
-Suson Britlon, letter of

resignotion os A Spocet

"Visuol Arts Curotor,"

July 24, | 979.
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performance.women's work
In my fi les, I found an unpublished story by Kathy Acker wedged in with mater-
ial for a performance night at Martin Heath's, blacks of the smeary typewriting
so dark and sensuous-there is a sense of obscure violation.

"The Scorpions":  excerpl  f rom Joney's diory
My f  r iends were just  l ike me. They were desperote -  the products
of broken fomi l ies,  poverty-ond they were t ry ing everything to
escope their  misery.  Despi te the restr ict ions of  school ,  we did
exoct ly whct we wonted ond i t  *os good. We got drunk. We
used drugs.

We fucked.
We sexuol ly hurt  eoch ofher os much os we could.  The speed,
emot ionol  over lood, ond poin every now ond then dul led our broins.
Demented our perceptory opporotus.  We knew we couldn' t  chonge
the shi t  we were l iv ing in so we were try ing to chonge ourselues.
-Kothy Acker, "The Scorpions," droft monuscript,  1978. ( in the
morgin, Acker hos scrowled, "French gir l ,  fot lady, middle-oged
shriveled mon." These ore my ports to reod of Mort in's).. .

Much of the history of performance by women in Toronto is buried in the art ists'  f i l ing
cabinets. Depending on how you look at i t ,  l ive art by women erther thrives or subsists
in the self-funded margins. Certainly, many women never get off  the "stepping stone" of
this invisible economy. A 1980 l ist ing in SLATE magazine for the Cabana Room of the
Spadina Hotel includes art bands (The Lounge Lizards from New York, The
Government), a video nrght, and several evenings of performance cabaret, Susan
Brit ton and Robin Wall ,  the Cabana Room producer/programmers, put a spotl ight on
l ive art by women; some worked as hack writers and arts bureaucrats; others, l i re
Margaret Dragu and Electra, worked as str ippers. Many of the rants, readings and
actions deployed the feminist strategy of representing women's work (housewife, str ip-
per, typist),  in various breeds of "femme drag" attenuated to the registers of neurosis,
anxiety humour or violence. The Cabana Room stage was puny, tech support minimal,
and the crowded smoky booze-soaked ambiance fueled lapses and eruptions in the
levels of audience attention and interaction. Perhaps the Cabana Room's fatal flaw was
its lack of critical self-awareness around issues of performance, confrontation and
controls; a performer (Margaret Dragu) was attacked by a "neoist" audience member

NU,II|OUR

Kathy Acker

Reading Friday Feb.23
9.00 p.m.
466 Bathurst St.
$2

who argued that his degrading " intervention" that included pul l ing a tampon out, was an
art ini t iat ive. In retrospect. r t  is hard to fathom how everybody just stood there-the
arl ists in the room didn't  boot the guy out or make plain that this wasn't  their idea of art.

The art community's ambivalence about the attack and the performer's ensuing court
case signaled the Cabana Room's demise and underl ined the lack of a women's/feminist
art venue in Toronto, an absence subsequently addressed by the Women's Cultural
Bui lding Collect ive. The name here is misleading because. although the col lect ive was
formed in a doomed attempt to inhabit the dreary and dying Pau ine McGibbon Cultural
Centre, the WCBC l ived on as a nomadic programming enti ty, focusing on feminist
performance and humour. An ideological formation took shape with the foundation of the
WCBC in the aftermath of the Cabana Room debacle: feminist space=safe working envi-
ronment=a place free of drunk punks. one could argue that the emphasis on safety was
accompanied by a toning-down of content, The stances of punk-laced women's l ive art
at the Cabana Room were less in evidence at the WCBC events-satire displaceo
provocative anxiety; mocking cri t iques of sexist popular culture and family l i fe ecl ipsed
noir- ish erot ical ly-charged accounts of addict ion, poverty, sexual power and sexual
violence. Farce replaced in-your-face displays of anger and defiance.

As a footnote, Kathy Goes To Hait i ,  wri t ten by Kathy Acker and original ly
published in an edit ion of 1,000 by Rumour Publications in 1979 in Toronto, was

THE CABANA ROOM

Upstairs at the $padina Hr:tel

Opens July 20th
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recently republished by Grove Press in a

triptych of novels called Literal Madness.

The Grove edition was held at the border

by Canada Customs as allegedly porno-

graphic. Of course, they didn't know the

book was already here.

gender.performance
We creoted this

production compony lo

give voice to o new

oesthef ic -o gir l  gong,

gender- fuck,  engoged

/enroged oesthetic. Not

thot the boy's oren' l

welcome.. . .  Look oround.

Where ore the forums for

sexy, ongry mult i - to lented

performers.  Enough

olreody of  th is l imi t ing

not ion of  spoken-*ord OR
l .  

^hmusrc (JK reoolngs \JK

f i lm events.  We wont i t  o l l l

-  Dirty Bobette's mission

statement,  1995

Abrasive, class-cri t ical,  sexually loaded

pedormance is erupting again in the '90s

in self-funded venues as an assault against

the resurgence of evangelical "family

values" and the scapegoating of poverty,

Dirty Babette Productions is a sporadic

series of cabarets produced by dyke

writer/performer Christy Cameron. Bars

and private houses are inhabited for

evenings with long, shif t ing l ine-ups of

performers. The programmrng emphasis is

on dyke/core reading-rants and media ad,

transgendered performance, pseudo-sex

shows, and audience dress-up (the audi-

ences are huge, unruly and interactlve).

Shows produced include Cabaret

LesboMonde (Toronto & Montreal 1994):

Drag, Slag & Skag Bash (1995), In Harm's

Way (1995) and Piss Elegant Wank

(1996). The latter received "sponsorship"

from CKLN in the form of free radio ads

(CKLlt provides this essential exposure

resource to a wide array of self-funded,

community-based ventures), and part of

the proceeds went to Maggie's (Toronto

Prostitutes' Community Service Project).

Dirty Babette's was formed in Part
because Christy Cameron was "banned"

from Buddies in Bad Times, which has

evolved to become the off icial venue for

local queer theatre. Exclusion from subsi-

dized, art ist-run centres has always been

a powerful incentive for the formation of

new programming venues and col lect ivi-

t ies in Toronto. "Exclusion" runs the gamut

from outr ight  banning. to systemic pr iv i -

leging of older art ists (the generation who

founded the space persists in showcasing

its own peers), through the range of

exploitat ional strategies (younger art ists

receive second-rate pay and treatment,

emerging art ists are used to advance the

careers of establ ished programmersr

improper credi t  is  g iven, young volunteers

get joe jobs and are denied decision-

making authority in matters of their own

representation, select ion occurs through

personal favori t ism and the casting

couch. there is rampant raclsm and

sexism, various art {orms are excluded as

naive or pol i t ical ly retrograde). Nomadic

programming in bars eludes the rent

problem. Some pol ice harassment st i l l

occurs (a Dirty Babette event at the

Cameron House was closed down for

"overcrowding"). Programming in a bar

may evade the internal and external

censorship problems that have usually

hounded this breed of work in heavi ly

scrutinized gal lery and performance

venues including Buddies.

ln the early and mid-'80s, "OPen

Screening" nights at the censor-harassed

and now defunct Funnel Experrmental Fi lm

Centre became an important venue for

queerpunk performers and f i lmmakers. The

queercore zine Dr. Smith promoted the

screenings and cal led for submissions

including "Pro-i t  home movies/lavender

l iberation f l icks/f i lms that don't  make

money/groovy f i lms/wacky queer f i lms." The

Toronto zine J.D.s founded by dyke art ist

GB Jones, later including Bruce La Bruce

as co-ediior, is renowned as a prototypical

zine for the queer-punk movement; i t  also

marks a connection with no-budget f i lm.

Ec{}re

do i t  yoursel f  ethos -  z ines
However varied, anarchic and obsessively

individual ist ic zines are, together they form

a signif icant. expanding opposit ional culture

model; zine producers, weaned on the

soup of pop culture, underemployed as an

effect of the widening divisions of wealth

result ing from economies of scale and

consolidation of ownership, are elect ing to

ooerate outside the mass market instead of

seeking a microniche in i t .  The most act ivist

of these do-it-yourself  producers also

boycott consumption of corporate product

-some drug and alcohol-free urban vegan

punks do not buy or sel l  books, f i lms or

music by artists who have "crossed the

l ine" of independent production.

Zine culture is an alternative-not a

stepping stone-to the mass market.

Zine producers opt for dissemination

outside the retai l  infrastructure-matl '

handouts between fr iends, small  zine

fairs, l ist ings in other zines and "cata-

logue" publ icat ions I ike Factsheet Five.

Zines are vert ical ly- integrated, but on a

micro-scale. Usually, the core of part ici-

pants numbers f ive or less. Often, one

person is responsible for every aspect of

creation, production and dissemination.

Above: pages froml.D.s,  edi ted bY G.B lones and Bruce La Bruce, publ ished by The New Lavender Panthers,  1989
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Contrary to vertically integrated mass media, there are no
economies of scale to the photocopied print runs. Rejecting or
abandoning the goal of remuneration for cultural labour (art
work for pay), most zine-makers try to break even on production
costs, ironically comparing the time spent to leisure activit ies
like golf, or more polit ically, to anarchist street activism. Unlike
'artist union' init iatives or proto-business industrial culture, it is
part of the zine ethos that people are unpaid for their creative
labour; on the "take" end of this ethos of exchange, zrne cutture
flagrantly violates copyright, reproducing, effacing and violating
mass culture images, reprinting, recycling, rewrit ing and
responding to material from other zines.

robot wr i t ing
The connection between
Rumour (a l iterary zine
publisher), and woRLDpooL (a
node in an arts/communica-
tions technology network), was
elaborated in a species of theoretical f ict ion. A precursor to
cyber-cri t ique, this writ ing by art ists was steeped in discourse
from other f ields: structural ism, psychoanalyt ic theory, physics,

art i f ic ial intel l igence books and bul let ins from the Architecture
Machine Group at MlT. The texts combined theory, fandom, sex
fantasy and do-it-yourself  pragmatic instruct ions. The network
was speculat ive, playing i tself  out across a shif t ing surface of
performance art venues, alternative art publ icat ions, street
postering projects, mail  exchanges and grainy facsimile and
slow-scan video transmissions. For examole. "Model for a Prose
Algorithm" was an early manifesto on the potential character of
interactive art fiction :

Connect ions ore cont ingenf,  interchongeoble-

l ike the Perverse Telephone Network (A sub-
network sending ond receiv ing interoct ive

pornogrophy using new oudio,  v ideo, ono
focsimi le t ronsceivers ond the exist ing te lephone

system). . . .

Inserts,  chol lenges, breokdown -  o texf  wi thout

pre-deiermined sequence muit  prepore i tsel f  for

ol l  of  these, for  ho* con we determine this text 's

complel ion? At th is point ,  the model of  lhe

network oppl ies -  impossible to locote,  i ls

coordinotes ore very shi f ty.  The text  is

immediotely implemented in ony given

tronsmission; more thon vulneroble fo

tronsgressions, i t  seems composed by them ot

every poinl .  Ef fect ive ond ef fectoble,  i t  is  o f ic t ive

effect.
-Judith Doyle, Model for o Prose Algorithm,

Only Poper Todov, vol .  6,  no.  B, 1979.

This "robot writ ing"-techno-theoretical f ict ion and perfor-

mance scripts by women in the late '70s-subverted techno-

logical metaphors. l t  stroked the sexual body of the robot,
posited sado-masochist ic survei l lance games, attempted to
inhabit signals and break them down l ike a mutant noise virus.
Adele Freedman's 1979 descript ion, l ike most popular press
about this art,  is a hopelessly confused mess, contrasting the
ludicrous spectacle of performance for the slow-scan camera
with a load of techno-mumbo-iumbo:

On lnternot ionol  Women's Doy, using the
telefocsimi le t ronsceiver lent  them by Xerox,  Doyle

ond fr iends hooked up by imoge with or i is ts in
Boulder,  Los Angeles,  Son Froncisco, Pender

ls lond, New York ond Buffolo.

Two hundred Toronto networkers looked on os
Doyle performed her interpretot ion of  the l i fe of  o
secretory-ol  one point  she hur led her fypewri ter
in lo the oir-ond sent focsimi les of  her I2- f rome
performonce to s ix di f  ferent locol ions by picking
up the telephone connected to o robot,  which
turns sound signols into 8-second video scons.
-Adele Freedmon, "Overlopping key to house of
gloss,"  The Globe ond Moi l ,  June 16, 1979.

- l -arexwxmIm

pamphlets.women's
work
Files ful l  of stone-age faxes,
home-made postcards and
pamphlets are the residue from
Rumour's close creative l ink
with Anne Turyn, responsible

for publ icat ion projects and
readings at Hallwal ls Gallery in
Buffalo. Top Stories, a
pamphlet series she edited,
included a wide array of writ ing
and mage/text hybrids by
women: new f ict ion, perfor-

mance scripts. photo-novels

and comics, each by an indi-
v idual  author.  incluoing Laur ie
Anderson, Constance de Jong,
Jenny Holzer. Katl .y Acker

Janet Stein and many others.
The Top Stories pamphlets

recerved some NEA funding,

were priced between $1.50
ano $z.cu ano soto In a tew
stores. However, as with zines,
the vast majority of distribution
was through the mails, often

for trades with women who

were writ ing/publishing them-

selves. "Top Stories," a precur-

sor to the powerful f lood of zine

activi ty by "r iot gir ls" in the late
'80s and '90s, marks an axis of

shared content and distr ibution

tactics between women artists

uti l iz ing language in their
performances and publications.

Points of intersection include

the unapologetic use of f i rst-
person accounts and personal

experience; cannibal ized

imagery from l ingerie and fash-

ion advert ising, home econom-

ics texts, typing manuals and so

on targeted at women,

reworked into defiant new

insignia; recycled family

photographs and kiddie

cartoons, charged with sexual

or personal meanings; and

texts that expose the systemic

sexism encoded in language,

technology and the representa-

t ion of women's bodies.

In the past and now, corre-

spondence networking

between women goes onr

obi lvious to national isms or
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Cover of  Fuzzy [e3ds Are Better,  no.  j .

PubLished by Patt i  Kim,1995.

Cover of  ab imo pectore,  no.  1,  by Patt i  Kim.
Publ ished by BH B Press,  1996.

Freak Funnies,  no. r ,  by Michael  Pender.
Publ ished by Devi I  BaL Comix.  r992,.

state-imposed readings of

national culture. Reducing

these sensuous, colourful,

st icker- laden souvenirs to the

form of an "E-Zine" seems

impossible, for each col lage

and t ip- in is singular, with the

powerf ul tal ismanic propert ies

of a gif t  exchange, yet revel ing

in a cheapo, thri f t-store

approach, free of the el i te,

l imited-edit ion mannerisms of

f ine art bookworks.

oca.zines
The Ontario College of Art

student publ icat ions provided

a context for student act ivism

and opposit ional art from the

mid-'B0s on. Collect ivi t ies that

were spawned there reconfig-

ured outside the school, work-

ing in self-funded contexts. In
'1 9BB, queer activist and

satir ist Barry Nichols started

Spurious Emissionsr a xeroxed

one-sheet of scathing, sarcas-

t ic cr i t ique of  the oCA adminis-

trat ion, i l lustrated with cut and

paste cl ip art in the spir i t  of

John Heartf ield pol i t ical

col lage. He was assisted by

Deborah Waddington, who in
'1 990 formed an edrtorial

col lect ive with sextrade art ist-

act ivist Andrew Sorf leet ano

Symptom Hall  founder Jenny

Keith,  re leasing a double issue

of SPU. The col lage-infested

mag contained extended

crit iques-of mass advert ising
(complete with a map for f ind-

ing offensive downtown bi l l -

boards), the exploitat ion of

immigrant contract-workers at

oCA, alongside art projects

and alternative comix. Sorf leet

went on to work at Maggie's

Prosti tute Centre. Maggie's is

a f lashpoint for art ists, through

programming init iat ives l ike

WhoreCulture, and i ts zine-

type publication Maggie's

Newsletter. While at Maggie's,

Andrew Sorf leet developed his

important analysis of censor-

ship law, and power imbal-

ances between

anti-censorship art ists and

porn workers/consumers

Andrew distr ibuted his

research materials in what

Decame a communtly-access

f i le- fo lder of  c l ippings and

commentary, hand distr ibuted

between students, writers and

organ izers.

ln 1992 Paul  Lamothe

edrted Juqt Bl l_E, with an anti-

homophobia stance, including

a comic by Spir i t  on inade-

quate wheelchair access at

OCA. the truth about cock-

sucking by Andrew Sorf leet ,

f ierce caricatures of oCA

President Tim Porteous and

an art icle on anarchist

sampl ing and plunderphonic

strategies. After this, the OCA

administrat ion threatened to

cancel  the "Publ icat ion

Seminar, " which provicied

academic support for the

student/publ ishers.  Through

1 994-95. queer content was

nurtured by OCA editors

rncluding Raymond Helkio,

Chr ist ina Zeidler and Laura

Cowel l .  cu minat ing in the
"f)envino Orrpprness" issUe Of

Pushpress, edi ted by Marc C.

Tremblay.  "Denying Oueer-

ness" takes issue with the

absence of  Oueer curr iculum

at oCA, Notable was Marty

Bennett 's " lnternal ized

Homophobia."  a del ic ious

script of a make-bel ieve

course cal led "Cinema of

Change: The Art of Gay Porn

Fi lm and Video Making: The

Recent Years," attended by

the Moderator (resembling

David Mclntosh, instructor of

Cinema and Social  Change in

94/95) and his students: ld,

Ego and Super-Ego.

As the Ontario College of

Art morphs into the Ontario

Col lege of  Art  and Design,

downsizing, restructuring, ano

competing for patronage, i t

seems l ikely that the radical

content prevalent in the

student newspapers wil l

disperse into the zines. Recent

OCA zines include ab imo

Pcelarc, Alternazone and

Fuzzy Heads Are Better,

edited by Patt i  Kim, a women-

centred, mail-networked zine

with music reviews, dryly

satir ic accounts of everyday

l i fe, and interviews with indie

cultural producers including

music ians, z ine publ ishers,

f i lmmakers and comic art ists.

The Remnants by Dalton

Sharp, Freak Funnies by Mike

Pender and Cash Grab by

Chrrs Brimacombe are alterna-

t ive comix with anti-heroic

protagonists negotiat ing the

minefields of popular culture;

these xeroxed comix draw on

a r ich history of classical and

alternative comic practice.

Professionel le, Marc C.

Tremblay's zine of the queer

rave and transgendered club

scene, inhabits and subverts the

fashion-l i festyle mag format. in

xerox form. Rave promoters,

dancers and DJ's, long engaged

in a process of inhabit ing the

machine while reversing i ts

effects, are active on the

Internet, using advanced visual

and sonic software. World Wide

Web sites l ike NIMM, organized

by rave cultural participants,

provide an anthology venue for

web sites by art ists. Juicel,

Jame's Gardiner's zine on/for

graff i t i  crews, combines zine

and comix approaches. This is

the Salivation Army, edited by

Scott Treleaven, is a pagan-

punk-homocore zine with an

intel l igent, l i terary edge, with

pi l fer ings from other publ ica-

t ions, homoerotic col lage, and

f inely-writ ten stories and

commentary. These zine's are

distr ibuted among fr iends and



through the mail ,  paid for bY the

editor/publ ishers' part-t ime jobs.

retai l .  books
Bookstores have long been

street-level meeting Places for

art ists and writers; in the '70s,

Rumour was a zine-store and

hangout. Who's Emma, a new

volunteer-run book, music and

zine store in Kensington

Market, was initiated by Alan

O'Connor, a Toronto queer-

core activist who particiPated

in the early eighties in

Nicaragua sol idari ty act ions. At

Who's Emma, classic anarchrst

and activist texts are stocked

on shelves alongside Profane

Existence and HeartattaCk

(Hard Core), magazines that

draw anarchopunk communi-

ties to the store. Hard-to-get

activrst materials, music

recordings and zines are aval l-

able in a coffee bar-tyPe sPace.

Roots are in Chomsky,

Goldman, Galeano, with an

emphasis on do-it-yourself

strategies-for examPle, Food

Not Guns, a manual for sett ing

up ad-hoc vegan street theatre

food kitchens; Bomb the

Suburbs-a graff i t i  crew test i-

monial/manual from Chicago;

and Beneath the Underground,

abrasive, formative zine cri t ique

and history by Bob Black.

The sal ient feature oi the

store is its refusal to stock anY

corporate product. Collective

members stress the impor-

tance of l iv ing the " l i fe" not the

"l i festyle." Bands and writers

who have "crossed the l ine"

are not sold at Who's Emma.

The store is run by volunteers;

orders are taken in person or

by fax from a wide array of

producers, l isteners and read-

ers. The same core of peoPle

who operate Who's Emma

have set up a music/perfor-

mance venue-the LaundrY

Mat-in the basemeni of a

nearby f unctioning laundromat.

Who's Emma operates l ike a

renegade community resource

faci l i ty-a "safe" space to

research, talk and form associ-

ations. The fact that the sPace

is volunteer-run and operates

outside of grant-based or

commercial f inancial imPera-

t ives mirrors the condit ion of

most of the marginal producers

whose work circulates there.

history.books
Since I990, adist-run centres

in Canada have published cata-

logues and books to commem-

orate ten, twenty and

twenty-f ive year anniversaries;

t i t les include YYZ: Decalog and

Whispered Art History: Twenty

Years at the Western Front.

VIDEO relV|EW and

Performance Art in Canada are

organized as retrosPecttve

inventories. Structural ly, these

projects stress the longevlty

and adaptabi l i ty of the art lst-run

centres. Aiming for inclusive-

ness, the long enumerations o{

exhibit ions over the years are

an endurance marathon for

readers. Perhaps this angle is

due for reconsideration.

Coach House Press was

Toronto's most exPerimental

l i terary publ isher, closely

connected with the writ ing

program at A Space in the

'70s. Coach House encour-

aged micro-publishers l ike

Rumour, and was internation-

al ly known for i ts translat ions

of innovative f ict ion by women

from Ouebec. Coach House

won't be mounting a nostalgic

end-of-century retrospective, because it is history-dead after a

74 percent cut of $54,202. Irom its government of Ontario

grants this summer, and the cancellation of a loan guarantee by

the Ontarro Development Corporation.

[Mike Horris soid thot] Cooch House Press wenl under

not becouse the province cut its gronts to the publisher

bui becouse "they con't compete in the morketploce" '

{thot) the compony blomes the province for its demise

"probobly speoks to their monogement copobilities."

Horris told reporfers thot whot ihe Ontorio Government is

concerned with is "the overoll industry ond how we

ensure thot new writers, for exomple, get occess to be

published ond getting their stort. In most countries in the

world, thot hoppens without government gronts," Horris

soid. "Unfortunotely we hove o history of government

dependency, olmost, in Ontorio. We're trying to chonge

thot. We'd sooner see our shore go... more directly to the

ortist thon . .. to the profit-moking compony thot depends

on government toxpoyers' dollors to compeie."

- Jomes Rusk, "Publisher poorly run, Horrts soys,"

The Globe ond Moi l ,  July 17, 1996.

Coach House's history is an example of the things that did not

endure, while Mike Harris 's badmouthing is exemplary of the

method by which Ontario Conservatives make cultural pol icy

statements. The trend among pol i t ic ians of attacking specif ic

arl ist-run centres is creeping up on us now, for example, in Metro

Toronto pol i t ic ians' recent invective against Buddies in Bad

Times. l t  br ings to mind the rhetoric by pol i t ic ians against the

Toronto art ist-run centre CEAC, after an editorial in i ts newsletter

Str ike that seemed to advocate kneecapping. ln 1986, in The

CEAC was Banned in Canada, Dot Tuer provided an account of

CEAC's history, giving a context for the moment when pol i t ic ians

intervened to pul l  i ts funding. This alternative history traces gaps'

f issures and breakdown, in the context of wider economic and

poli t ical issues. As governments retract their support for art ist-run

culture. i t  is cr i t ical to locate the antecedents for this, and to iden-

t i fy our alternative sites of practice. Mart in Heath's f i lm and

performance space, the prol i ferat ion of zines, nomad curators

working in bars and storefronts, angry women hackers, writers

and performers-provide an irrepressible source of replenishing

energy. Authors of alternative histories wil l  seek this, as adists

shif t  their operations from one bit  of holy ground to the next '

website: http:www.ocad.on.ca n./dd/iul23-96/doyle

e-mai l :  idoyle@inter log,com

I wish to thank David Mclntosh for his insightful work as editor

of this piece. I  am also indebted to the art ists, publ ishers and

producers whose work I ci te, and to Steev Morgan for his

assistance with the website'

Judith Doyle is a f i lmmaker and writer '  She teaches at the

Ontario College of Art and Design.

F U 5 E Volume r9 Number 5 FALL 1996


