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Replicating new strains

Reality begins with the human mind. The human
nervous system filters, categorizes and distorts the
external universe until the individual can truly be
said to create the world in which they live.

The process of enculturation by itself usually
creates the reality in which most people live.
Thought is imposed by the cultural environment.
Values, belicfs and even behavioral paradigms are
determined by the social status quo. People live in a
shared illusory reality, a consensual hallucination,
without realizing its true nature, thercby abscond-
ing themselves of all personal responsibility. They
believe they know truth,

Individuals have the potential to control these
illusions, foster individual thought and promote
rapid changes within the existing socio-cultural
milcau. Aleister Crowley called this process mag-
ick. "Magick is the scicnce and art of causing
change to occur in conformity with will."

When one substitutes a modern metaphorical
system, magick transcends the popular connota-
tions of archaic rituals and paperback psychology.
Crowlcy views cvery intentional act as csscntially
magickal. Therefore, the technological evolution of
the human animal is a return to the magick of the
tribal shamans. We manipulate the world with
cvery tool at our disposal. Virus 23 is a medicine
bag.

We discover and producc a vast array of tools
and lechniques alter our conscious perceptions of
reality. Today television is the most intrusive.
McLuhan said that technologies are "extensions
and self-amputations,” of the human body. Commu-
nications and information-processing technology
form extensions of the human nervous system. By
controlling the symbolic content flowing through
these extensions, one can influence the global ner-
vous system for which Philip Dick coined the term
VALIS (Vast Active Llving Intelligence System).

In the 1960s, when McLuhan wrote his analysis
of media, television was a centrally controlled
manipulation tool. It still is, but we now have the
potential to control our own screens with video
recorders, cameras, Hypermedia and personal com-
puters. Not only can we decide what we walch, and
when we watch it, we can also create it.

This is all part of a larger phenomenon; the Infor-
mation Age. Increasingly, the global economy is
devoted to the creation and exchange of informa-
tion, as opposed to material goods. Information is a

Paul Pype - Visionary
commodity, and the means to manipulate it within our rcach,
Information is more than facts and figures. It is the rcal of
the mind; fact, fiction, art, cralt, cmotion and rcason, in
short it is the sum total of what it is to be human. In a sense,
the information age is the cra of satiation of the mind as
well as the body.

The primary issue of the Information Age is control. Who
controls the information and who can control it? Broadcast
television. Hollywood, the recording industry, government
and business are all devoted to the centralization of informa-
tion. Now, however, the individual is capable of transmitting
a message without burcaucratic intervention (in the medium
of your choice).

The viral metaphor is particularly appropriate for these
troubled times, viruses transmit information, whether DNA,
computer programming, or cultural mutagens. Spreading
ideas alters our cultural environment in much the same way
that a virus causes disease; the information spreads and
cventually takes over the entire organism. But, as David
Cronenberg once said: "Discasc is the love of two alicn
kinds of creatures [or one another.”

We do not aim for death, merely transmutation and sym-
biosis. Mutation of the whole from within.

Reality is subjective. The individual must be free o create
and cxplore their own possibilities, and the most important
toll is the mind itself.

Virus 23 is dedicated to the dissemination of information,
the meat of the mind. This information is yours to take;
ideas can never be owned.

L




PROVOKING DISCOMFORT
PROVOKES THOUGHT

Jonathan Levine in New York with the shock wave cannon. "Behind me is THE CONTAINER,
which, in New York, served as workshop\video production CR\bedroom in addition to machine
conveyance."

Behind the scenes at SRL:

A conversation with Jonathan Levine

By Bruce Fletcher

Based in San Francisco, the Survival Research Labo-
ralories are entering their second decade of chaotic
mechanical destruction, as they continue to turn mod-
ern warfare technology into ‘harmless' entertainment.
Huge, dangerous machines, flamethrowers, Shock-
wave Cannons, and dead animals figure prominently
in the apocalyptic performance art they create.

Mark Pauline formed SRL in 1978, after taking the
name from a one-shot ad in Soldier of Fortune, Matt
Heckert joined him in1981, and Eric Werner started
in1982. They formed the core of the group; however
like any organization, SRL mutated through the years.
They may now employ up to one hundred people to

put on a show.

In the last couple of years, they performed in New
York, Amsterdam, and Copenhagen. Their European
tour is documented in an incredibly entertaining video,
The Will to Provoke: An Account of Fantastic
Schemes for Initiating Social Improvement by
Jonathan Reiss. The tape provides a wonderful
overview of the performances and SRL's underlying
philosophy, which includes the desire to siphon off
some of the talent that currently goes into the defense
industry. One of the more revealing segments details
the effects of SRL's smoke generator during a housing
riot in Amsterdam. SRL allowed the rioters to 'steal' the
machine, and it shows up quite well in the police
videotape of the event.
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Their last full-scale show, Husions of Shameless Abun-
dance: Degenerating into an Uninterrupted Sequence of
Hostile IXncounters, was held in a San Francisco parking lot
on May 28,1989. Since then, SRL won the Artspace's 1989
Sculpture Grant Award, and sct up an indoor installation for
the summer at the Artspace in San Francisco.

This was my first opportunity to sce the machines in person,
and the expericnce was truly awe-inspiring. When [ walked
into the Artspace, 1 had to sign a rclcasc absolving the
gallery and the artists of all responsibility if anything unto-
ward should befall me, So, when I was handed salety gog-
gles and carplugs, 1 promptly put them on. It was a good
thing I did. The show consisted of four machines: the Scrab-
bler (which reminded me of a crippled dog futilely trying to
stand), the Finger (a jointed appendage that knocked chips
from the cinder blocks in the wall with a scythe that
chopped wildly at its end), the Clacker Balls (two large
mectal balls hanging from frayed bungic cords), and a Shock-
wave Cannon mounted on the roof. Undoubtably, the most
cxhilirating moment of my vacation occurred when the Can-
non blasted me in the chest (accidently, 1 discovered later)
from a couple of metres away. All in all, a very good time!
While T was there I happened o meet a fellow Albertan,
Jonathan Levine. Luckily for me, he's a really nice guy, a
natural story-teller, and completely accommodating.
Jonathan is a machine operator and computer designer for
SRL. He divides his time between SRL projects and Digital
Alternatives, his microprocessor design company in Calgary.
I phoned him after he returned to Canada to discuss his
involvement with this unique group.

Jonathan Levine: One of the things that is intcresting to us,
and this is somcthing that we really delight in, is the dissem-
ination of falsc information. So don't be oo hasty 1o make
sure you have all the facts straight. For example, in Forced
Exposure magazinc they review our latest tape, The Will to
Provoke by Jon Reiss, and it states that SRL broke up. It's
kind of ncat to hear that SRL has effectively disbanded since
that tape came out. But that's just fine. I'm certainly not
going to rush to correct them because the dissemination of
misinformation is a rcally delightful thing to be engaged in
as well.

Bruce Fletcher: When did you first get interested in the
Survival Rescarch Laboratories? I sat up and took notice
when I saw an article in New Look magazine in 1986.

JL: That was thc onc that did it for me too, because that was
the first article that I saw that had Pauline, Heckert, and
Wermer's names, all three of them in the same place. That's
when 1 phoned up directory to get the numbers for these
guys. I just started phoning them and trying not to get an
answering machinc,

BF: The banc of modern communications.

JL: Yeah believe me, I have enough trouble now trying to
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get hold of Mark becausc of that answering machine,
BF: How did you first get involved?

JL: The way most people get involved with SRL. You talk
to fricnds, you sce a few clips on the news late at night, and
you bump into some magazine articles,and you find yourscll
thinking, "Goddam, wouldn't it be cool to work with thosc
guys. They look like they've got the ncatest toys around.” So
you cither show up at the doorstep if you live in the ncigh-
borhood, or you start by trying to phonc them if you don't
live in the ncighborhood. You Find out what's up and
whether or not they can use your particular talents. It's kind
of tough to figurc out, when all you've got to work from arc
press clippings and various articles from different sources.
You never know if these guys are going to be very approach-
able - what the working situation is, whether there's any
moncy available, or any of that sort of thing. But the first
week of '87, I finally broke down and got their numbers
from directory assistance. I'd been sceing clips on the news
and lots of articles, and I called them up and said, "Hi, I'm a
computer cngincer; I live up in Canada ch, and I'd kinda like
to work with you guys." The responsce was pretty indiffcrent.
It was like, "Oh yeah, that's real cool, but we're really busy
trying to get ready for a show now, so why don't you send us
somcthing about yourself, and we'll get back to you." So I
thought, "A show coming up! The hell with sending some-
thing - I'll show up." So I flew “owvn Lo San Francisco the
day of the show....

You find yourself thinking, God-
damn, wouldn't it be cool to
work with those guys

BF: Which performance was that?

JL: That was Delusions of Expediency: How to Avoid
Responsibility by Acting Without Principle Under the Pre-
tense of Utility at the cnd of January 1987. That was the last
show in SF prior (o Ilusions of Shameless Abundance, the
onc we ran in May '89. So I showed up at the shop on the
afternoon of the show and I was cxpecting some kind of
reception you know. (laughs) But it was more like, "Hi I'm
the guy who called you from Canada," and they said, "Oh
well, that's really great. Do you know how to run a punch
press?" Immediately I got recruited and 1 did grunt work for
the rest of the weekend while I got to know the guys. How's
that?

BF: A wondcrful story.

JL: Well, that's pretty typical. You get pcople who are call-
ing up, or fricnds of fricnds who read about the activity on
the computer nets and recalize we arc getting higher-tech, or
guys like Greg Leyh from Stanford. He works on onc of the
accclerators there. When he'd heard about some of this activ-
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ity, he didn't even phonc up to find out exactly where the
shop was. He just got into the neighbourhood, and started
scarching dcad-end streets until he found somecthing that
looked like an SRL shop, with lots of machines parked
around it. He knocked on the door in the middle of the night
while it rained outside and said, "Hi, I want to come in and
talk to you guys." (laughs) Well, you usually just show up
and sce where you fit-in in the group.

That's what first established my
credibility with SRL - my ability to
get stuff

BF: I assume it's a major collaborative effort.
JL: Oh very much so.
BF: How many pcople work on a performance?

JL: Oh, when it comes to show time, we can have upwards
of a hundred people involved. Everything from the people in
the core of the group, who are actually doing the design and
construction of machines, to those who arc preparing the
site, putting up posters- people who are doing the photo-
graphic blow-ups, all the way to the people who cook for us
in the last week or so when things arc getting really frantic.
We get a wide varicty of people from a lot of different dirce-
tions. All kinds of pcople pitch in and lots of friends of
fricnds show up.

BF: It's obviously idealism before moncey at that point.

JL: No question. There simply isn't any money in it for any
ol us.

BF: What attracted you to SRL?

JL: Well T could start rcading through the list of diffcrent
rcasons, There arc lots of reasons to want to be engaged in
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somcthing like this. There is the obvious, immediate attrac-
tion, being that these are cool toys and [ want to play with
them.

BF: I can understand that.

JL: That's the casy straight-forward onc. There arc also
onc's own personal and more selfish reasons. If I look at it
rcalistically in my position as a designer of microprocessor
systems in Western Canada, as good as I am at what I do,
there's not much chance that I'm going to clevate myself to
the level of a Scymour Cray in my industry. So if I want 1o
distinguish mysclf within the electronics industry, I'm going
to have to find something very interesting to be involved
with that will draw the attention of my industry peers.
Somcthing to causc them to pay a lite attention, (laughs)
That's a very sclfish and cgotistical thing to want to do, but
there's no question that a large amount of motivation in what
anybody docs in their life is ego driven. You scck the recog-
nition and approval of your peers. Plus, I get to work with a
lot of cool pecople down there. In the past couple of years
we've been travelling more. We're getting to play with better
toys as we get better known and solicit the donation of more
fun stuff. It goes on and on. I am also particularly interested
by the process and by the evolution of the organization. I
find it fascinating to watch how it's evolving and what's hap-
pening there.

JL: Yeah. I've been dubbing SRL tapes to send them to peo-
ple from whom I'm soliciting donations of cquipment. As far
as I'm concerned that's what first established my credibility
with SRL - my ability to get stuff. Sure, I could show up
down there and say, "What arc you guys doing running all
this stuff joint by joint, how come you don't have any com-
puter controls on your machines?”, but they paid attention
when T could get them stuff. What do we need here? We
nced shaft encoders for the Big Arm. Let me get at it. So
that was the first donation we got. A package showed up
from Hewlett Packard, with a couple grand worth of shalt
cncoders. I mean T was thrilled. Tt was instant credibility;
maybe these guys arc going to start listening to me now.
Even when we got to Europe, months after we'd done the
New York show, and we'd started to put intelligent controls
on the machines, [ was encountering a lot of resistance from
Mark. Very much.

BF: Why?

JL: Because for ten years Mark had becen building and oper-
ating his own machines! The idca of sacrificing the control
ol any aspect of onc of his machines was somcthing that was
just inherently foreign to him. It was somcthing he wasn't
prepared to deal with, but he learned fast. In the last year, it's
been really fascinating to watch the evolution. The Copen-
hagen show was really the watershed performance because
that was the [irst show in which Matt and Mark didn't oper-
ate machines. Matt was up on the sound board, Mark dircct-
cd and the machinc operators operated the machines. 1 think
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that was when Mark really accepted that "I'm only one man
and I came here with all these people. To have organization
there's got to be delegation of responsibility and I can't do it
all mysclf." If we're going to get bigger and better, then that
mcans bringing morc pcople in and trusting them to do the
Jjobs right. Get pros and get it done right, pcople who know
exactly what the hell they're doing. Since then he's enthusi-
astically embraced the control systems we've been building
for him. He's just happy as hell that the stuff works. This
way, instead of Mark doing a half-assed job becausc he's Lry-
ing to be an operator and a director, he's focussed. If he can't
rcally do cither properly, because cach one is more than a
full-time job, then everybody suffers. It was really important
for him to reach the point where he could say, "I am the
dircctor of the organization and I do have to trust these peo-
ple, who have been building the machines and working with
them, to learn how to really run them and know their way
around them," Things arc going to happen- that's how we are
rcally going to make thesc systems work to their full poten-
tial,

BF: You design microprocessor systems. How docs that
rclate to what happens during a performance?

JL: At the simplest level; you've got to realize that until
carly 1988, there really were no electronic controls in any of
the machines. The controls were all based on adapted modcl
airplane radio controls, with bizarre arrangements of cams
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It's not the kind of random carnage
that it appears to be from a distance

and levers and switches, and all kinds of junk in them. I real-
ly got involved not having any idca of what it was I was
going to do. I had scen the pictures, and I ultimatcly saw the
big four-leg, one-ton Walking Machinc. I was absolulcly
astounded that there wasn't any kind of sophisticated control
in there. What particularly surprised me was the fact that
half-an-hour's drive from Silicon Valley, the hcart of my
industry, there weren't hundreds of engincers trying to bang
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down the door to get involved. That didn't make any sensc
whatsocver. [ had the opportunity to get involved, so obvi-
ously I was going to jump at it.

BF: 1 wonder how many cngincers arc suited for work on
these shows? It seems o appeal to more mutant personali-
tics.

JL: Oh God yeah, but it defies the odds. When you have that
huge a population of techno-specialists, there should be
morc people, just because of the sheer numbers, who would
want to get involved. And now that we've established the
operating core of the clectronics group, we're beginning to
draw a lot more pcople through fricnds of friends, contacts,
and activity on the ¢-mail nets. But back to the machines, at
the lowest, simplest level the processors are eliminating
some of the real rote drudgery of machine operation. For
cxample, Mark built the big Walking Machine and he used
to have to operate that thing with the radio controls, literally
joint by joint to make it walk. (laughs) You can imagine try-
ing to keep an cyc on what's happening in an entire perfor-
mance and concentrate on coordinating the walking motions
of a machine like that. You'd be absolutely frazzled within
minutes. The show can be so crazy and so intense that trying
to manage all the things going on at once, plus driving a
complicated machine like that, would just be overwhelming.
It's never ceased 1o amaze me that Pauline was able to do it
at all. So my job, in that case, was to automate the walking
aclivity.

BF: How much control docs an operator actually have?

JL: We can tell it walk forwards and walk backwards, turn
left, or walk forwards while turning right, so we now steer
the thing and drive it much morc naturally. The machine
operator doesn't have to concentrate so much on whether
he's moving the foot forward before he's raised the knee. He
can look at what's going or. arund and what possible inter-
actions there arc between it and other machines, and it's eas-
icr to keep track of where you arc in the scenario and the
scripl.

BF: So it elevates the operator beyond the particular to
allow the entire system to be examined?

JL: Exactly, it makes the machines much more drivable and
much more manageable. For the IHlusions of Shameless
Abundance show in May, we had three machines under pro-
cessor control- the Scrabbler, the big Walking Machine, and
the Big Arm. The Big Arm was the [irst, it really served as
our devclopment platform for the microprocessor system as
it exists now. We're able to program in fairly sophisticated
sequences, like walking forwards and back, grabbing and
throwing, or waving the amm in pariicular patierns. Whenev-
cr you exccute a scequence; like walk from point A to point
B, you can stop and look around and say: "Okay, that's
where the screw machine is. Here's where we are in the
script. Here are the things that aren't quite going the way
they are in the script, and what possibilitiecs are there 1o
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improvise?" By removing the operator from the mechanics
of moving the machinc around and operating the particulars
of the machine, we really have a chance to concentrate on a
much larger view.,

BF: I've often wondered whether it was scripted, or purc
apocalyplic chaos.

JL: Absolutely, the shows are scripted, sure,

BF: I assume that the primary intent of a particular show is
illustrated by the tide?

JL: Uh-huh. It's represented in the props about the set Loo.
For a show that spcaks of shameless abundance, we have a
huge cornucopia that hangs from the cciling. The interac-
tions of the machines reflect the kinds of activities that we
relate with excess abundance in the late twenticth century.
Each show is very thematic and the props and the activitics
of the machines reflect that. It's not the kind of random car-
nage that it appears to be from a distance. When you sce
vidco tapes, read articles, and hear about it second hand, you
rcally aren't getting the full flavour of what occurs at a show.
You aren't sceing the whole thing from beginning to end, or
secing all the props and how they interact. It's a fairly com-
plex scenario that gets acted out before the audience. We
don't just wheel a bunch of stuff into the lot and smash it up
and take it away. Things arc planned.

BF: Do peoplc get hurt?

JL: Yeah, there's the odd minor injury. As many people on
the crew get hurt as in the audience. Over the years people
have been caught by pebbles that were kicked up by explo-
sions. Crew members have been cut and had fingers mashed
and things like that.

BF: And of course, Mark's accident. [He quite literally blew
the flesh off his right hand while making rocket fucl. He
now has a couple of toes attached to replace the missing fin-
gers].

JL: Well ycah, that's a little more extreme case. That served
as a lesson, and not only to Mark. It continues 1o serve as a
lesson to all of us. When you're working in that environ-
ment, you don't fuck around. You don't fuck up. There just
isn't any room for that. He was pretty lucky to come out of
that alive. It's the kind of thing that stays in the back of
cverybody's head; there just isn't room to mess up here. You
rcally have to keep your wits about you because the
machines we're working with are very dangcerous. In fact,
they can cven be more dangerous for us because we spend
so much time around them that we develop an excess famil-
iarity, and tend to ignore some of the obvious dangers. Audi-
cnce members can get themselves into a lot more trouble
than they usually do. I never cease (o be amazed by the sort
of casual attitude that pcople have toward the machines dur-
ing performances. When they're being approached by
machings, the rcally sensible thing to do is 1o get the hell out
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of there. In a lot of cases people don't. It's like, "Oh nice Big
Arm, lct me reach out and pet you." In fact, in a moment's
notice, this thing can take your arm right the fuck off.

BF: Would you describe the Big Arm.

JL: Well the Big Arm premicred in New York, went to
Europe, and then it was in the San Francisco show in May.
I's built around a backhoe arm which has a three foot long
aluminum plate hand at the end of it. It walks and moves
itsell about. A very mobile machine; very expressive, It
walks by extending the arm, digging the hand into the sur-
face of the parking lot and dragging itself along.

wiy Big 'au_L

"WE TRY TO BE AS
'FRANKENSTEINIAN' AS WE
CAN WITH THESE MACHINES"

BF: Do you usc hydraulics?

JL: Yeah, most of thc machincs arc hydraulic driven. The
Big Arm has now been retired. (laughs) It's been decommis-
sioned for a couple of years. At the Illusions show it was
tipped over into a pretty big fire. All the controls, the
hydraulics and the pneumatic lincs and all the wiring and
stuff were utterly destroyed. So that machine gets knocked
down and stuck in the back of the shop in picces.

BF: The SRL graveyard is the back of the shop?

JL: Yeah, we try to be as 'Frankensteinian' as we can with
thesc machines. Sometimes, after a year or two we'll drag
it back out, and it'll get rcincarnated in some new form.
We'll change some things and add some new stuff,

BF: The art of auto-cannibalism.

JL: Yeah, cxactly. It could come back looking like any-
thing. There's no way to predict it
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BF: You went to Europe a year ago?

JL: New York was really the first stop. We took 26 tons of
machinery and a dozen people there for a show in the
middlc of May 1988. In July, we mct up with the machin-
cry again in Amsterdam and did a show there. Then we
went o Copenhagen and did a show at the end of July.
There was supposed 1o have been two English dates as
well, but the English organizers, or disorganizers, fucked
up pretty badly and the shows were cancelled. We came
home badly in debt.

BF: Did you notice a different response (o your shows in
Europe? North Americans have always loved big destruc-
tive machinery, for example stock car races, monster truck
rallys, demolition derbys, and tractor-pulls. How
widespread is this fascination?

JL: 1 think it's pretty much a global thing. How much differ-
cnt a response could we expect from Europeans? I hardly
think that they've been kept in the dark ages technologically
to the extent that they would be utterly stunned at the exis-
tence of such things. There is an active art scenc and we're
known there. The press gives us lots of attention wherever
we go, so it didn't so much vary from North America to
Europe, no. It varics very much though from country to
country. The response we received in Copenhagen was noth-
ing like what we had in Amsterdam.

The show can be so crazy and so
intense that trying to manage all the

things going on at once, plus driv-.

ing a complicated machine like that,
would just be overwhelming

BF: How was it diffcrent?

JL: Amsterdam is, in a lot of ways, still harbouring the
worst of the sixtics rclics. Some of this is documented in
The Will to Provoke. A lot of the old hippy sixtics squatters
living out on the island, Surinamckade, where we held the
performance and sct up shop, were hostile. We met with a
really surprising amount of resistance on the part of the
locals. They vicwed us as the invasion of US militarism into
their tidy, contained lifestyle. All this sudden activity was
rcally quite a shock to their system. We did have some real
trouble with the locals in Amsterdam, but certainly not all of
them. There were a lot of people there from the N.L. Cen-
trum and Mickery Theatre, N.L. Centrum is an organization
that has presented a lot of industrial bands over the years in
Amsterdam and surrounding arca, and the Mickery Theatre
is an cstablished theatre company in the city. Many other
people helped to put on the show for us, present us, and
work with us. They're all just terrific folks. It's a real mixed
bag there. The situation in Copenhagen was a little different.
Our sitc was further away from any centres where there
might have been groups of people, so we didn't have quite
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that same level of interaction with the people in the immedi-
ate locale.

BF: You mentioned industrial bands, what music do you lis-
ten to?

JL: A rcal mixed bag of stuff. For the most part, industrial
and cold wave and the other sorts of things that pcople
might naturally associate us with, rcally aren't of much inter-
cst to me. I'm especially appalled by the direction and evolu-
tion of that music into hidcous trash likc Skinny Puppy and
other sorts of crap that gets put out under the industrial and
post-industrial banner. Personally, I'm more interested in
arcas that I like to call meta-symphonic music, things like
Univers Zero and Art Zoyd- descendents of the 'Rock in
Opposition' school in Britain. The stuff on Recommended
rccords. I like a lot of experimental compositions, as well as
heavily improvised stuff. Have you cver been to Victoriav-
ille?

BF: No.

JL: Arc you familiar with Victoriaville at all?
BE: No. What's in Victoriaville?

JL: Victoriaville is the place where hockey sticks come
from, a little town about halfway between Quebec City and
Montréal. Every Fall, for the past seven years or so at the
end of September and beginning of Oclober, they host a real
major lcague improvisational music festival. It's not jusl
improvisation- there's a lot of composed works as well. The
roster is absolutely first rate every year. You know, Fred
Frith is a rcgular. Zomn's played there, Sun Ra played a cou-
ple of years ago. "The Man in the Elevator", a picce by
Heiner Gocebbels, which was just released on ECM records,
was played there. The list goes on and on, it's an incredible
array of international musicians, from Europe, the States,
and Canada. It's really unparalleled. Considering the order of
the magnitude of it, it's a surprisingly litle known event. It's
a hell of a thing.

BF: We're on the topic of music, so it's a good time to ask
about Matt Heckert. I understand he branched off on his own
recently?

JL: He left SRL on good terms after we came back [rom
Europe. He sct himself up with a new shop not too far away
from SRL's shop. Now he's getting to work on building

.somc ncw Souvnd-oric_nlcd machincery.

BF: So he's focussing on machinery that creates sounds
and/or plays instruments?

JL: I would say yes, guardedly. In a sense, anybody who
plays any sort of instrument is using a machine to make a
song. He's trying (o build unusual musical instruments, and
he can do so whilst utilizing tcchniques and talents that he
evolved while working with SRL. Although it is tough to
tell what might come out the other side.
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BF: (laughs) So he's going to have musical instruments
destroy cach other?

JL: (laughing) No, no, no, I wouldn't expect that. He's really
lcaning toward a machine orchestra. There was a cyberpunk
issuc of Keyboard magazine, and Matt got written up in
there. If you can find a copy of that, you can get a little more
background.

BF: Actually, it's sitting right in ront of me.

JL: Oh, you got it there?

Cyborg

"ANYBODY WHO PLAYS ANY
SORT OF INSTRUMENT IS USING
A MACHINE TO MAKE A SONG"

BF: Ycah, but they don't really get into specifics very much,
They write about "the thumping sound cannons and boom-
ing flame speakers of Matt Heckert's robot orchestra”. That
docs cvoke a mood, but it doesn't tell me anything about the
project.

JL: Yeah I can understand that. And it may or may not be all
that truthful cither. To be honest with you, I'm probably
going to be working on some of the machincs with Matt and
one of our programmers, Rick Rees. Rick and I paid Matt a
visit when I was down in San Francisco working on the
Artspace installation. We were talking about possibilities for
controlling the machincs, just trying to get some ideca of
what Matt might be building and what kind of electronic
controls he might want to use in them. My discussions with
him haven't gone much further than that. Since then, he's
probably come up with some better ideas of what it is he's
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building, and he's probably got to work on somc of them.
I'll have to wait till my next trip to find out exactly what the
hell he's up Lo,

BF: So would you like to bounce back and forth between
any group that nceds your scrvices?

JL: It's not so much that I want to make myself a free agent
to any art type on the face of the Earth who might want clec-
tronic controls, I can't afford to do that. (laughs) I'm not
indcpendently wealthy. If someone is willing 1o pay me a
respectable sum to show up and do that stuff, well then I'd
be happy to show up. But in this case, Matl's a [ricnd. In
fact, it was rcally he who brought me into SRL. There's kind
of a funny irony, considering that he's the one that brought
me in, it's sort of odd that I've never had the opportunity (o
work on one of Matt's machines. We've never put any intelli-
gent control on any of Matt's machincs, only on Mark's.

BF: Why? Is that a conscious decision?

JL: No, certainly not. That was just the way situations were
and the way things cvolved. It was a case of who was build-
ing what machines that were suitable at the time, and all that
sort of stuff. It's just the way things happened; it's certainly
not a conscious decision. I've been looking forward very
much to working with Matt, and it looks like it will finally
happen.

BF: When is the ncxt show?

JL: Tough question. I haven't spoken to Mark for about
three wecks now [since the beginning of August 1989].
Mark was rccently in Tokyo speaking at a symposium over
there. He was going to try to hold some discussions toward
putting together a show. Obviously everybody is always
planning to put us on somewhere, but the big problem is
coming up with the scratch. To take a show like this on the
road is serious business. When you've got 1o transport twen-
ty to thirty tons of machinery and a dozen people overscas,
along with the logistics and local support that are necessary
to put on a show somewhere, you're talking about $50-
60,000 U.S.. We also need local people, and a suitable loca-
tion and all the other things that have to be dealt with.
Logistically, it's a pretty tough thing. Who knows, we might
sce something happening in Japan next summer, It looks as
though Scattle in July 1990 could be a pretty good bet. SRL
were presented there in 1986, before 1 joined the group, by
COCA (the Center On Contemporary Art), and they've been
speaking with Mark for the past few months about another
show there. Mark and Jon Reiss flew 1o Scatde in July to
give a talk up there, and it looks like things are really mov-
ing forward in that direction. I know that Mark definitcly
wanlts 1o get 1o work on new machines. He's really itching to
get new machines built, so I don't think anything is going o
happen this fall or winter. It's going to be 'nose-down, ass-
up' in the shop. We're also trying to get to work on some of
the machines that have been in partial states of construction,
and/or evolution of thought, for a couple of years. It's now
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time to get them really properly in the works and get them
built.

BF: So just hunkering down and getting things donc takes a
good portion of your time.

JL: Yeah absolutely. I can't even begin to tell you how much
time goes into the construction of these things.

BF: So it must be a bit like losing a child when they go up in
flames.

JL: Well T don't know. Most pcople don't want to throw
their babies into the flames. But it is a weird feeling to take a
machine that you've worked on pretty steadily for a year and
destroy it. In my own case with the Big Arm, it was esscn-
tially built in 1988, but it took us another ycar of continual
finc tuning, modification, revision, and rewrites of the soft-
warc 1o get the processor and control systems to the point
they're at now. So when I take something I spent over a year
on, and at the conclusion of the show, tum it over into the
piano fire, it is a hell of a thing. But I'm really delighted that
we can do that.

BF: And it's all been documented on tape.

JL: Absolutely, we are documented to the teeth no matler
what we do. It's really a delightful feeling, and not just for
us, but for all the other people who work with us. Once a
sculptor in Copenhagen had built a huge head, out of wire
frame and hundreds of litle glass facets. It was about six or
cight fect in diameter and it was destroyed by the arm during
the course of the show. This was a mainstrcam sculptor who
normally builds and sells his works, and he was positively
thrilled by the idca that something that he'd get to build and
spend a couple of weeks on was just going to get smashed
up. He thought that was terrific. It's a weird scnse of salis-
faction, but we take satisfaction in knowing that we are the
ones who do this. If we can't do it, nobody can. It's our job,
right.

BF: There seems to be a move away from the flesh of dead
animals as the focus of the more recent performances. Why
is this?

JL: Well, for a lot of rcasons. Have you checked out the
pricc of cows' heads recently? (laughs) If you do that you'll
get a good idea, but it's not just that. Although cvery time we
call we're alarmed to find prices increasing as they are. We
also don't want to be seen as onc-trick ponics. We really try
to further what we do. We aren't trying to do the same thing
over and over again. That's why we're engaged in rescarch,
why we bring in new people all the time, and why we
attempt to evolve new techniques.

BF: So you have a continual influx of new blood. (awlul
pun intended)

JL: Yecah. It isn't so much a conscious decision that we're

VIRUS 23, ISSUE 0

going to move ourselves away from, and eventually elimi-
nate, the use of the wetware. But it's just something that's
happening. We sort of de-cmphasize it because we don't
want to just be known as the people who animate dead ani-
mals and hang up lamb carcasses and dismember them, and
all this sort of thing. However we do want to continue to
include them, because 1 think that there is a lot of legitimacy
to the application of that stuff just for ratling the audicnce.
It's there and it scrves as a very effective reminder that
you're not watching a Disncy movic here. We're trying to
convey a sense of discomfort and a sense of mortality to
whalt's going on, and that is a surprisingly elfective way of
doing it.

Wetware

BF: Why?

JL: Why? It scems to be a natural reaction. People, at Icast
in western civilization, don't really feel that comfortable
with a bunch of skinned sheep heads around.

BF: Yes, but why do you want to provoke discomfort in the
audience in the first place?

JL: Provoking discomfort provokes thought.

BF: That's what 1 thought. Even though you play down the
"wetware” now, the machines themselves are still extremely
biological. Do you model the machines around biological
systems, and say: "Okay, now I'm going to make a dog with
its back broken so it scrabbles around on the floor."?

JL: Not consciously. I don't think so. But our knowlcdge
and familiar instincts for how biological mechanisms work
certainly assist us in constructing the machines. We don't
have 1o be consciously modelling them on anything in par-
ticular to make usc of the knowledge in the background,

BF: Arc you familiar with the philosophy of Dr. Hans
Moravec? He predicts that within forty years he'll be able 1o
download his consciousness into a machine that he's
designed called a "bush robot”. The man frightens me; he
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wants to pull out his ncurons one by onc and download them
into this incredible clectronic sensor system. He sees it as
the next phase of evolution, he believes it will allow him to
deal with space travel, eco-chaos and related problems. Arti-
cles have appeared recently in both OMNI and Whole
Earth Review. Now il's an interesting idea, but I find it pro-
foundly disturbing that he's so willing to shunt off his
humanity.

JL: Well, he's obviously free to display that level of willing-
ness when it's something that's not possible to do. You can
talk all you want about how happy you would be to hop into
a spacceraft and take a trip to Mars. However when faced
with the actual prospect of doing it, should the opportunity
become available to youy, you might find yoursell a little
more reluctant when you realize what the possible ramifica-
tions of such an act are. Sure he's glib and saying, "Hey this
is great! This is what I want to do." It's a really easy thing to
say until you actually can do it.

BF: It often seems that everyone over, let's say 21, is inher-
cntly technophobic. People often find high technology, par-
ticularly computers, a very frightening thing. When con-
fronted with a new technology that seems to be somchow
beyond one's comprehension and/or control, (cven a VCR
remote), the natural response is cither ignore it or [lee [rom
it

JL: (laughing) Well I'm not really sure you're asking the
right person to comment on this, because I do all my corre-
spondence on an old Underwood. 1 loathe word processors.
If I use a word processor I sure as hell will not use a spelling
checker; that really offends me. This is really funny for me,
'Mr. High-tech', but I'll visit one of my wholesalers or sup-
plicrs here in Calgary and pick up a new part. Then I'll need
a photocopy of the datashcets so they say, "No problem
Jonathan, the photocopicr's over in the comer there." Sheet
in hand I walk over to the machine and starc blankly at it.
Photocopicers leave me absolutely cold. The sceretaries have
to come running to my rescue. (laughs) So I don't think you
can claim any sort of universality about discomfort on the
part of people over a certain age to the onslaught of technol-

ogy.

BF: I've noticed a proliferation of preschool computer class-
cs. One of the main skills they're teaching these children is
not so much specific languages, rather the kids lcarn to
adapt to constant change as cverything becomes obsolete.
The ramifications of that arc going to be astounding in twen-
ty years. There may be a sharp cut-off point between people
who can deal with change and all the rest of us.

JL: Well, that's onc side of the argument. For me, as a pro-
fessional and a practitioner in my ficld, 1 have to look at the
other side of that. Surc you can be a big fan of the computer
language of the month and you can be up on the latest,
hippest algorithms for doing things. But it's possible 10 do
that at the expense of becoming truly proficient with some
methods that the people who feel they arc on the culling
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cdge think arc obsolete. You can do an alarming amount of
stufl with yesterday's technology, and that's something that
we obviously continue to prove at SRL. You don't have to
have absolutely the latest, hottest, hippest technology that is
available to you in order to work with extreme cfficiency in
any given medium. I think that's really important. These kids
may have the ability to adapt to new languages in a matier of
hours, but have they ever been forced 1o work with a partic-
ular language long cnough to turn into an expert in the truest
form? With older technology, there's a tremendous opportu-
nity for chance and accident, and it can scrve as a corner-
stonc for a lot of creative activity.

BF: Thanks for your time Jonathan.

JL: No problem, and when this thing gets written out, be
surc to convey "a hello across the page boundary to Mr. Gib-
son from SRL."

INCHWORM JAWS

Vidcotapes, posters, and press clippings arc available from:
SURVIVAL RESEARCH LABORATORIES

1458-C San Bruno Avenue

San Francisco, CA. 94110

(415) 641-8065

LABORATORIES |
PHOTO CREDITS: TELEVISION STILLS FROM THE

VIDEOTAPE "THE WILL TO PROVOKE" BY
JONATHAN REISS, 1988. OPENING PHOTO FROM
DAVID RINEHART, NEW YORK, MAY 1988.




PAGE 14 VIRUS 23, ISSUE 0
PP =
WJ/: A

£ et _-.;“EJI:“ SO
b == T 5 s
\'é A= R T e e
N = SR W
* = .:-_E - o i
X = = \ I |
\E = R G i
\ ; A= SmAR ¥/ % / s G
2 33 ANYHIN = 28 =
S = Cs ol e __-';'. 3
\ = 5 T Sh
37 = ¢ } =
n = > % ;{4 N, r Wiy P
Xj =l NN El R
e Ll SRR
N7 = i ; } ) :
\E - = gian | ﬁ U 3&;«:@,}’ X =t
\. ] = 5 1= i 7 ‘t;; Q.:?‘-h"r é
1 = = s il B
: = B HEITH g Fiilfs A - 8-
S| e
= e @{« NS, L T ':5:@ =
= e\ f"// it iF""_ '/ s
N =iy £ 7 z ] ' l i
wer N7 mgrirsstnry - N o v /ﬂ l_1 l ZJ
o e 2 N i | s
VI, 727227 : it N
; i i l i H N pp T
: > =8
3 (S m =
! Sl
‘ i ; \\ ; =
H | - \ T
> e RN i ==t
; 2 i S D ; i
| ; 3 it




VIRUS 23, ISSUE 0

PAGE 15

GREENPEACE

Stepping Lightly on the Earth:
Everyone’s Guide to Toxics in the Home

Paint Thinners Cleaners

Bug Sprays

Most of us like to think that the widespread
contamination of our groundwater, soil and
air is entirely due to the irresponsibility of
large industry. We refuse to accept the

notion that in our own everyday lives we are

contributing to the slow poisoning of the
planet. But commonly used substances such
as paint thinners, household pesticides,
cleaners and solvents, and some aerosols
produce hazardous waste. Our responsibility
for them does not end at our curbside.
Leaching out of municipal landfills into the
groundwater, released into the air from
garbage incinerators, or discharged from
sewer systems into public waters, toxic
waste comes back to haunt us.

Many of those same household products pre-
sent a direct health hazard to vou and vour
family. Most commercial polishes, for exam-
ple, contain poisonous solvents that emit
vapors. These products are often composed
of the same toxic chemicals that industrial
dumpers have used to pollute our land, air
and water. The simple houscehold pesticide
vou use 1o climinate bugs in vour garden is
the same deadly poison which has given
tirm workers high rates of cancer. These

persistent organic compounds are among the

most deadly substances known.

Houschold toxics management programs in

®

W)

Polishes

Aerosols

Solvents

which citizens separate hazardous from non-
hazardous wastes do not work. There is no
safe way to dispose of toxic waste. The only
long-term solution to keeping our water and
air clean—and our homes safe—is REDUC-
TION. Householders, like industry, must
learn to live without many of the “‘wonder”
products invented in the last 50 years. But
when we remember that these products are
identical to the substances which poison our
water and air, we can readily commit
ourselves to making responsible choices.

This factsheet brings good news. There are
alternatives to “"household toxics™. Some of
these products are more time-consuming to
prepare, but they're cheaper than commer-
cial products, and more importantly, they
represent an investment in the future health
of the planet.

Household Cleaners and Polishes

When cleaning vour home, keep in mind that vou
don’t have to replace grease and dire with dozens of
chemicals dangerous to vour Eunily and the overall
cnvironment. Most of vour houschold cleaning needs
cun be met with six simple ingredients: vinegar, soap,
haking soda, washing soda, borax, and ammonia.
Vurious combinations of these simple s nstnces can
accomplish most houschold cleaning jobs cheaply
and sately.

Use caution with all cleaners. Even some non-toxic
cleaners are unsate for consumption.




PAGE 16
All-Purpose Cleaner

Mild Maxture: T ogallon (4 L) hot water

Yo GO (50 ml) sudsy ammonia

W GOS0 ml) vinegar

LT (115ml) buking soda
This solution is sife for all surtiaces, can be rinsed
with water, and is very ctfective for most jobs. Fora
stronger cleaner or wax stripper. double the amounts
of all ingredients except water. Use gloves, and do
not mix with other compounds, especially chlorine
bleach. (Never mix ammonia and bleach: an extreme-
Iv toxic gas is produced.)

Laundry

In the 19605 concern about phosphates in detergents
led o legistated reduction in some areas to protect
our Likes and streams. Bur detergent related problems
persist because of the sheer volume of cleansers used
by North Americans.
The best alternative for cleaning your clothes is,
naturally enough, soap. Despite the advantages of
detergents, (the dictionary defines soap as “‘a
biodegradable cleansing and emulsifving agent made
by action of alkali on fat or fatty acids and consisting
essentially of sodium or potassium salts of such acids’
and detergent as 'any of numerous nonbiodegradable
synthetic water-soluble or liquid organic preparations
that are chemically different from soaps, but are able
to emulsify oils, hold dirt in suspension, and act as
wetting agents’’) soap has accomplished the task of
getting garments white and bright for generations.
Try this recipe:
Add % C (80 ml) washing soda (sodium carbonate)
to water as machine is filling. Add clothes. Add 1%
C (375 ml) of soap. If the water is hard, add % C
(50 ml) soda or % C (50 ml) vinegar during the firsl
rinse.

Detergents leave a residue on fabrics that must be
removed with softeners. If you have been using
detergents in your laundry, it is advisable to get rid of
the detergent film. To prevent yellowing, run your
laundry through the washer with ¥ C (80 ml)
washing soda before you convert to soap.

There are alternatives to enzyme pre-soaks and bleack
for tough stains, too. Test each of the following
remedies on your fabric first. If it starts to discolor,
neutralize the cleaning agent immediately. Acids
(lemon juice and vinegar) neutralize alkalies (baking
soda and ammonia), and alkalies neutralize acids.
Wash after application.
HEAVY SOILS: Rub with solution of 2 T (30 ml)
washing soda in 1 C (250 ml) warm water.
SOILED DIAPERS: Presoak in 3 T (45 ml) baking
soda dissolved in warm water in cither wb or
washing machine.
FRUIT AND WINE: Immediately pour salt or hot
witer on the stain and soak in milk before
washing,
GREASE: Pour boiling water on stains and follow
with dry baking soda. Or try ammonia and water.
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INK: Soak in milk or remove with hyvdrogen
peroxide.
BLOOD: Souak in cold water or remove with
hydrogen peroxide. For a more stubborn stain, mix
cornstarch, talcum powder, or cornmeal with
water and apply the mixture. Allow to dry and
brush away.
COFFEE: Mix egg volk with luke-warm water and
rub on stain.
CHEWING GUM: Rub with ice. Gum will lake off.

LIPSTICK: Rub with cold cream or shortening and
wiash with washing soda.

RUST: Saturate with sour milk (or lemon juice) and
rub with salt. Place in direct sunlight until dry,
then wash.

MILDEW: Pour strong soap and salt on the spots
and place in sunlight. Keep the spots moist, and
repeat as often as necessary.

SCORCHES: Boil scorched article in 1 C (250 ml)
soap and 2 quarts (liters) milk.

Carpets

To fully clean and deodorize carpets, mix 2 parts
cornmeal with 1 part borax. Sprinkle liberally, leave
one hour, then vacuum. For tougher stains, repeated-
ly blot with vinegar in soapy water. For red wine
spills, blot with white wine and warm, soapy water.
Quick deodorizing is easy if you sprinkle the carpet
with baking soda, then vacuum.

Polishing Metals

COPPER: Lemon juice and salt, or hot vinegar and
salt.

CHROME: Rubbing alcohol, or a small amount of
ammonia with hot water. Also try white flour in a
dry rag.

BRASS: Equal parts salt and flour, with a little
vinegar.

SILVER: Bring to boil in a large pan: 1 quart (1 litre;
water; 1 T (15 ml) salt; 1 T (15 ml) baking soda.
Drop in silver, boil for 3 minutes, and polish with :
soft cloth. Or, polish with a paste of wood ash and
wiater.

Ovens

Combine strong version of all-purpose cleaner with
baking soda: wear gloves when scrubbing. An easier
oven cleaner is ammonia: Place about % C (50 ml) in
a shallow pan (not aluminum), and add enough water
to cover the bottom of the pan. Heat oven for 20
minutes, turn off, and place pan in oven overnight.
Baked-on foods will be loosened, and the oven can
be cleaned with baking soda and scrubbing,

Drains

Your driains can be kept open, clean, and odor-free
without the use of corrosive drain cleaners. Two sim-
ple rules: Never pour liquid grease down a drain, and
always use the drain sicve. In addition, use this
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preventive measure for drains once a week: Mix 1 C
(250 ml) baking soda, 1 C (250 ml) salt, and 4 C (50
ml) cream of tartar. Pour % C of this mixture into
drain. Follow with a pot of boiling water, and flush
with cold water. Done once a week, vour drain
should remain open and odor-free.

In the event a drain becomes clogged, pour in % C
(50 ml) baking soda followed by % C (125 ml)
vinegar, close the drain until the fizzing stops, and
flush with boiling water. As a last resource, use a
plumber’s snake, available at most hardware stores,
but be aware it can damage pipes.

Tub and Tile

Most commercial tile cleaners do more harm than
good because many contain chlorine, a serious irritant
to eves, nose and skin, and one of the most danger-
ous chemicals found in municipal sewers. For bath-
room cleaning, use a firm-bristled brush with either
baking soda and hot water or the mild all-purpose
cleaner.

Dishes

Set aside your dish detergent, and dissolve soap flakes
in hot water. Add some vinegar to the water for
tough grease.

Polishes

Most store-bought polishes contain solvents that are
released into the air. Aerosol sprays are wasteful, and
many contain gases harmful to the environment.

FURNITURE POLISH: Dissolve 1 t (5 ml) lemon oil
in 1 pint (4/5 ml) mineral oil. Apply with a rag.
POLISHING CLOTH: Melt % C (50 ml) paraffin
(wax) and % C (50 ml) vinegar together in a double
boiler. Soak a dusting rag in the mixture for Y
hour, then squeeze and hang to dry.

FLOOR POLISH: Melt 1/8 C (25 ml) paraffin in a
double boiler. Add 1 quart (1 L) mineral oil and a
few drops of lemon essence. Apply with a rag,
allow to dry, and polish.

Mirrors, Glass and Windows

Wash with simple soap and water: rinse with a solu-
tion of 1 part vinegar to + parts water. Or use a spray
bottle and a mixture of %2 C (120 ml) ammonia, 1/8 C
(25 ml) vinegar, and a quart (1 L) of very warm water
(the warmer the water, the faster the evaporation).
Use washable, reusable cheese cloth rather than paper
towels or dry with loosely crumpled sheets of
NCWSPaper.

Air Fresheners

Commercial air fresheners work by masking smells,
coating nasal passages and deadening nerves o
chemically alter odors and diminish the sense of
smell. Avoid these products. Grow house plants,
which are an excellent source tor air purification,
Baking soda in vou refrigerator or garbage can help
reduce odors at their source.
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Controlling Garden Pests

Find out which non-chemical fertilizers aid in con-
trolling bugs, and how to fortity your plants with
proper soil care. Pesticides carry the sutfix “-cides,”
which means “Killer.” Natural pesticides are cheaper
and sater for vour family and are usually “pest-
specific™.

Learn to promote the population of beneficial pests
such as lady bird beetles, bees, {1y larvae, Lice-wing
larvae (aphid lions), praving mantis, dragon flics,
predacious mites and thrips, spiders, toads, garter
snakes, and birds. Investigate “‘companion planting,”
which can provide a natural barrier to bugs.

Outdoor Pests

The following methods will assist in healthy
gardening:

HANDPICKING is time-consuming but unbeatable.
Use gloves, and remove all visible offending pests.

SPRAYING—on foliage:

TOBACCO WATER: Place a large handful of
tobacco into 4 quarts (4 L) of warm water. Let
stand for 24 hours. Dilute and apply with a spray
bottle. This tobacco water is poisonous to
humans—use caution when handling.

HOT PEPPERS: Blend 2 or 3 very hot peppers, ¥
onion and 1 clove garlic in water, boil, steep for
two days, and strain. This spray will not damage
indoor or outdoor plants and can be frozen for
future use.

GARLIC: Mix 4 Q (4 L) water, 2 T (30 ml) garlic
juice (do not use garlic powder, as it will burn the
plants), 32 grams of diatomaceous earth (sce
below), and 1 t (5 ml) rubbling alcohol. Can be
frozen for later use.

SOAP: Use only pure soap, as detergents will
damage vour plants, Liquid soaps: 2 T (30 ml) per
quart (litre) of water. Dry soaps: 50 grams per quarl
(litre) of water.

Barriers

COLLARS: To stop hatching larvae from burrowing
into the soil surrounding vour plants, use “‘collars™
made of stift paper. heavy plastic or tar paper. Cut
a4 picce a foot square and fit snugly around the
stem of the plant on top of the soil. Use a paper
clip to hold it in place.

NETTING: Fine netting such as cheese cloth,
placed over the bed. will protect seedlings from
chewing insects, keep cats and birds away, and pre-
vent flving insects from laving eggs.

Please contact the organizations listed tor more
informaton. Greenpeace strongly recommends
that gardeners muke full use of modern organic
methods

Formulated, bio-degradable pest-control substances
are commercldly avialable. For example:
PYRETHRUM DUST: Very effective against soft-
bodied insects such as caterpillars, with a low
toxiciy o mamnuls. Avoid inhaling.
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DIATOMACEOUS EARTH: mude from the skele:
tons of tiny organisms, this dust controls pests by
causing dehvdration and death. Can be used
indoors and out. Please follow manutacturer’s
instructions caretully,

INSECTICIDAL SOAP: This soup is available in
gardening, hardware, and drug stores.

Controlling Indoor Pests

ANTS: Locate the plice of entry, squeeze i lemon
onto it and leave the peel. Anes will also retreat
from lines of wicum powder. chalk, damp coflee
grounds, bone meal. charcoal dust and cavenne
pepper.

COCKROACHES: Plug all small cracks along
buaseboards, wall shelves, and cupboards, and
around pipes. sinks, and bathtub fixtures. A light
dust of borax around the fridge. stove and duct-
work is effective in controlling cockroaches. For a
trap, lightly grease the inner neck of a milk bottle
and put a liude stale beer or a raw potato in it.

FRUIT FLIES: Pour a small amount of beer into a
wide-mouth jar. Cut the corner out of a plastic bag
and attach the bag to the jar with a rubber band.
Flies will enter and be trapped. Change the beer
when necessary,

FLIES: Sunny windows are flies’ most common en-
trance into your home, so close windows before
the sun hits them. Use regular sticky flypaper to
catch unwelcome flying guests. You can mike your
own with honey and yellow paper.

MOTHS: Keep vulnerable clothes dry and well
aired. Camphor can be used, as it is the major, non-
toxic ingredient of moth balls. To trap moths, mix
1 part molasses with 2 parts vinegar and place it in
a yellow container. Clean regularly.

HOUSE PLANT PESTS: Hot-pepper spray will also
help to control pests on the leaves. And don't
forget soap and water, but be sure to rinse the
plants with fresh water afterwards.

SILVERFISH: Traps can be made with a mixture of
1 part molasses to 2 parts vinegar. Place necar cracks
and holes where pests live. Silverfish can be re-
pelled by treating baseboards, table legs, and
cracks in cupboards with a mixture of borax and
sugar (or honey).

SPIDERS: Under ideal conditions, do not destroy
spiders because they help control pests.

STORED FOOD PESTS: Keep mites and moths out
of your staples by drying the food in a warm oven
(70 F, 20 C) for one hour or by freezing for 2-3
days. Always store foods in air tight containers,
Weevils' favorite foods are beans and grains: to
keep them away, hang small cloth sacks of black
pepper in vour food bins or around your food

VIRUS 23, ISSUE 0
storage Jarei. A few soapberries per bushel of
stored wheat will also drive out weevils.

TICKS and FLEAS: If vour pets are infested, wash
them well with soap and warm water, dry them
thoroughiv, and use this herbal rinse: Add 2 C
(125 mb of fresh or dried rosemuary to a quart (litre)
of boiling water. Steep 20 minutes, strain, and
allow to cool. Spray or sponge evenly onto pet and
allow o air dry, Do not towel down, as this will
remove the residue. Make sure pets are dry betore
letung them outside,

GREENPEACE huas compiled the information contained
in this tactsheet from a variety of sources and can
assume no responsibility for the effectiveness of the
suggestions. Caution is urged in the use of the clean-
ing solutions and pest-control substances. Keep them
out of the reach of children. For further and more
detailed information, visit your library or write to the
following organizations:

CENTER FOR ECOLOGICAL EATING EDUCATION
1377 K Street, NW, Suite 629

Washington, DC 20005

202 483-2616

Service: Answer inquiries

CITIZENS FOR A BETTER ENVIRONMENT

33 East Congress Street, Suite 523

Chicago, 1L 60605

312-939-1530

Publication: “'Environmental Review Quarterly™
Service: Provide factsheets

INTERNATIONAL ALLIANCE FOR SUSTAINABLE
AGRICULTURE

1701 University Avenue, SE, Room 202
Minneapolis, MN 55414

612 331-1099

Publication: “*Manna’ (bimonthly)

Services: Answer inquiries about gardening methods

NATIONAL COALITION AGAINST THE MISUSE
OF PESTICIDES
530 7th Street, SE
Washingron, DC 20003
202 543-5450
Publications: ""Pesticides and You™
"“Technical Report™
Services: Answer inquiries, provide factsheets

NATURAL FOOD ASSOCIATES

P.O. Box 210

Atlanta, TX 75551

214 TYG6-3612

Publication: “Natural Food and Farming™
Service: Answer inguiries

Some Greenpeacers canvassed a friend's house and our friend asked if we could print
the stuff they gave him. They said, "Sure," and stayed to drink beer and we're support-

ing Greenpeace.
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Ozone Depletion

The earth's ozone layer is being de-
stroyed. The depletion of the ozone
layer will result in skin cancers, eye
damage and crop destruction as in-
creasing amounts of ultraviolet radia-
tion from the sun reach the earth's
surface.

Already, British scientists and NASA
have identified a hole in the Ozone
Layer over Antarctica and a thin area
over the Northern Hemisphere. The
destruction is caused by chlorine and
bromine released into the strato-
sphere by a group of chemical com-
pounds known as chlorofluorocarbons
(CFCs) and halons.

Alarmed by the rapid depletion of the
ozone layer more than 40 western na-
tions signed the 1987 Montréal Proto-
col which calls for a 50% reduction in
CFC emissions by 1999,

But will the action announced with
great fanfare be enough to save the
Ozone Layer?

Greenpeace says NO!
Scientist Joe Farman says NO!

The United States Environmental Pro-
tection Agency says NO!

“A 50% cut in world consumption of
CFCs will not be enough to save the
ozone layer" said Joe Farman in The
New Scientist November 1987. Far-
man, a member of the British Antarc-
tic Survey, is credited with identifying
the hole in the ozone layer.

In 1988 the EPA said just to maintain
stratospheric chlorine at current lev-
els would require a 100% phaseout of
CFCs with 100% participation.

There must be an immediate 100%
reduction of CFC production.

.Smoke & Mirrors

Although Canada signed the Montréal
Protocol and recently announced a
speed-up of the program, which it says
will eliminate 85% of CFC emissions by
1999, the Canadian commitment to
elimnating CFCs is suspect.

Canada is only now implementing the
cut-backs agreed to in Montréal in
1987. Reqgulations for the 85% cutback
are not expected for another year or
more.

What are CFCs used for?

Canada produces 20,000 tonnes of CFC
a year or about 2% of the world pro-
duction. The manufacturers are Dupont
in Maitland, Ontario and Allied Signal in
Amherstburg, Ontario.

CFC and Halon are generic terms used
to describe groups of long-lasting
manufactured chemicals that release
chlorine and bromine. Used in refrig-
eration and air conditioning, they are
often referred to as "freon”, which is
actually a Dupont trade name.

The list of their uses includes: refrigera-
tion, foam packaging, air conditioning,
cleaning solvents and foam insulation.

Greenpeace Veanamann

i
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ATMOSPHERE

Some of these uses are completely un-
necessary, such as foam packaging,
and for the rest, alternative compounds
or technologies are either readily avail-
able or are being rapidly developed.

The major source of halon release is
from testing fire fighting equipment.
Halons are used in extinguishers for
fighting fires in computer rooms, librar-
ies, military tanks and other areas
where water or other chemicals would
increase the damage from a fire.
Changing test procedures could pre-
vent most releases, and alternatives are
under development.

The Problem

Ozone (0,) is a pungent bluish gas with
the important ability to absorb ultravio-
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Greenpeace Germany begins the recycling of CFCs. Dumptruck loads of abandoned relrigerators
were returned to Hoechsl -- the German manufacturer of CFCs for refrigerator coolant -- along with
Greenpeace demands to stop production and start recycling of the ozone destroying chemical.
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let light as it enters the earth's atmos-
phere.

Ozone is broken down by ultraviolet
light, but in the presence of pollutants
such as chlorine and bromine the proc-
ess is highly accelerated. The chlorine
molecule in CFCs is liberated in the
chemical process and has the ability to
destroy thousands of ozone molecules.
The bromine molecule has an even
greater potential to destroy ozone.

Although the ozone layer extends from
15 to 40 kilometres, it is actually quite
thin and fragile. At its highest concen-
tration ozone is only 1 in 100,000
molecules. If the ozone were com-
pressed around the surface of the earth
it would be only 3 millimetres thick.

In 1979, because of growing concern
over the impact of CFCs on the ozone
layer, Canada joined the United States,
Sweden, Finland, Norway and Switzer-
land in banning CFC in aerosols.

The aerosol ban caused a drop in CFC
production levels, but new uses for CFC
compounds were found and production
has now overtaken the late 1970s.

Holes in the Ozone

In 1982 the British Antarctic Survey
(BAS) detected a fall in the concentra-
tion of ozone over the South Pole. The
results were so unexpected that the
BAS checked and rechecked the find-
ings. However, in October 1984 they
reported a hole over Antarctica showing
a 30% reduction in ozone.

The NASA satellite monitoring the area
also noted a reduction in ozone, but the
computer had discounted the data
automatically because it was not con-
sidered credible. Levels of ozone had
dropped so dramatically the computer
did not believe its own sensors.

Specially equipped NASA U2 flights in
1987 confirmed the presence of a hole

the size of the United States and the
height of Mount Everest. As much as
97.5% of the ozone was missing at
certain altitudes. Large concentrations
of chlorine monoxide were also found,
proving CFCs were the cause of the
ozone depletion.

In March of 1986, Environment Canada
scientists observed a large thin area in
the ozone layer over the Arctic which
lasted at least six weeks in March and
April of 1986. The Arctic thin area, un-
like the Antarctic hole, which remains
relatively stationary, was tracked mov-
ing from Northern Europe to Northern
Canada. It appears to be following the
cold polar winds. It is about one third
the size of the Antarctic hole. The dev-
astation of the the ozone layer will
worsen until CFC use is phased out
entirely.

How Ozone is Destroyed

In the upper
atmosphere *
|

ultraviolet
light breaks

Chlorofluorocarbon
molecule

&

chiorine atom
Chlorine atom

froma
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O=» A
Ozone molecule
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Whatcanyou doto help?

Asanindividual youcandemand CFCfree
insulation, food packaging. refrigerators
and air conditioners. The marketplace
will reactto consumer demand.

Write or phone Federal Environment
Minister Lucien Bouchard and demand
allproducts containing CFCs or manufac-
tured with CFC be banned immediately!
The evidenceis clearweneeda 100% cut
in CFCs now!

Greenpeace Demands

@ Greenpeace is calling for an imme-
date 100% cut in CFC production.

@ Greenpeace demands theimmediate
creation of recycling facilities to service
exisiting refrigeration devices while new
technologyisintroduced.

® Greenpeace demands a switch to al-
ternative products for food packaging,
cleaningagentsandinsulation.

Green peai:e
Founded in Canada, 1971
Fondé au Canada, 1971

Vancouver

2623 West 4th Avenue
Vancouver, B.C.
Canada V6K 1P8

® 604 736-0321

FAX 604 736-3878

Toronto

578 Bloor Street West
Toronto, Ontario
Canada M6G 1K1

@ 416 538-6470

FAX 416 538-6479

Montréal

2444 Notre-Dame QOuest
Montéal (Québec)
Canada H3J 1N5

© 514 933-0021

FAX 514 933-1017
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Apocabilly (e'pac'ebili) Music from the

ruins - irradiated R&B, slightly mutated but
still smiling. The cool sound from a time
when the craters of suburban shopping mal
glow&smoulder, and dance "hotspots" aren't

as much fun as they used to be.

. . . Into this cultural void leaps Small
Town Apathy, with an array of sounds
both found and contrived, to deliver

their particular brand of R&B to anyone
who'll listen.

POST-NUCLEAR MUSIC
FOR A POST-NUCLEAR
WORLDI!

SMALL TOWN APATHY

1S...

MARK NIXON: the Instrument, drums,
other percussion, harmonica, effects,
guitar, vocals.

YASSIN BOGA: guitar, keyboards,
effects, vocals, percussion.

GEORGES GIGUERE: bass, guitar,
keyboards, effects, percussion, vocals.

For further info contact:
S.T.A.N.
c/o Virus 23
Box 46
Red Deer, Alberta.
T4N SE7
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An Edmonton-based neuro-technology
manufacturer asks the question:

Will brain machines
replace drugs in the
future of medicine?

By Belinda Atkinson

While the medical community shakes its collective head
at the utter lunacy of some of the 'New Age belief” systems,
like the healing powers of crystals and pyramids, it's getting
harder and harder to dismiss some of the gadgetry that floats
out of the karmic melting pot.

Flotaton tanks were all the rage a few years ago, and doc-
tors quickly belittled the device as it became a fad, however
they later discovered that the therapeutic applications were
almost endless.

Now, an Edmonton tele-communications technologist
hopes his electronic devices- which some have found to be
the perfect catalyst for past-life regression- will find a
degree of credibility among the local medical community,
rather than being lost to the fickle marketplace.

Dave Sicver currently sclls his machines- the D.A.V.I.D.
1, the D.A.V.LD. Jr., and the Transcutancous Electro-Neural
Stimulator (TENS)- to promote feclings of cuphoria, reverie,
lo improve memory and creativity, and recall past experi-
ences (perhaps even past lives).

The founder of Comptronic Devices Ltd. says some users
hallucinate, and most reach a state of relaxation as deep as a
practiced meditator. "You can experience stuff far wilder
than a good acid trip any day," he boasts, "the machines arc
far more colourful and there's none of the strangeness
autached with drugs, such as feeling uncasy, paranoid or
weird. When your subconscious starts popping open, you dominate when an individual is writing a poem, or accom-
can start sceing all sorts of childhood picturcs: memories  plishing any creative activity, and the right hemisphere takes
from childhood days." Siever says, "Me, I get a lot of car- over.
toon characters." However, pulsaling lights and music alter the brain waves

But Sicver stresses that the possible applications go far by cntrainment, and your mind 'sings along' with the beat.
beyond 'mind games'. He's hoping his devices will someday — The forcbrain, limbic system and right and left hemispheres
make painkillers, muscle relaxants and hypno-therapy obso-  become synchronized and exercised at the same time. Mcan-

lcte. while, the beta waves slow, and alpha and theta waves kick
They utilize a process similar to that acquired during med-  in to reduce the heart rate and respiration.
itation. The user is able to shut out all unwanted visual and Sicver says the machines arc alrcady very popular in

auditory stimulation by hooking glasses and carphones into  Europe and the United States. A clinic in New York cven
the machines. But says Siever, while meditation can take  gives the homeless "Synchro-Energizer” brain machine
five or ten years 1o perfect, his machines clectronically cata-  treatments free-of-charge.

pults the user into a deep state of relaxation in twenty min- Michael Hutchison has written a book called Mega
utes. The sccret is "whole brain integration”, a state of mind ~ Brain (reviewed elsewhere in this issuc) in which he out-
which is cssentially un-obtainable in cveryday life. lines his expericnces with a varicty of mind machines, and it

Beta waves are particularly active when one is alert and  serves as a consumer guide for the more experimental shop-
using the brain's left (more logical and linear) hemisphere  per.
for routine problem solving. The slower alpha waves pre- But Siever says it will be some time, and much rescarch,

.
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later before his devices become well-known by the Canadian
medical community. However, he says that those who've
studicd the technology at the University of Alberta have
given him positive feedback, and a few dentists and psychol-
ogists in Edmonton have bought his machines for their pri-
vate practices.

Dr. Norman Thomas, an oral pathologist, uscs the TENS
and D.ALV.LLD. 1 o relax his paticnts who suffer from
chronic pain. "[The TENS] has been very effective in pro-
ducing muscle rclaxation,” he says, "I use it perhaps half-a-
dozen times a day." He prefers the milder TENS with a local
anaesthetic, but says that the stronger D.A.V.LLD. 1 could
mask paticnts' pain without the use of drugs. "I think those
who arc on the forefront of pain control are using them," he
says.

Dr. Fred Boersma, a University of Alberta professor and
psychologist, also uses the D.A.V.I.D. 1 for pain manage-
ment, and to promote sleep. He said a patient who was suf-
fering from severe back pain, and was highly suicidal, found
a lot of relicf using Sicver's machine. "He was so depressed,
and the pain was so great that he was afraid he was going to
hit his wife, The machines give [my patients] a lot more
control, and they aren't as drug dependent." Some of Boers-

R
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ma's clients have even scen images [rom what they can only
describe as past lives. He can't explain these occurrences,
but he accepts them as something the patients feel they need
to belicve. As he says, "I have to respect the incredible
power of the mind."

Sicver is hoping the doctor's findings will eventually
enable him to market the machines in hospitals as well as
private practices. He says there is mounting evidence that
brain therapy would be useful in reducing delinquency and
the nced for marriage counselling. Mcanwhile, he is
involved in industrial electronics to offsct the unsteady brain
machine markct. And cven if it docs take a while for the
establishment to adopt his devices he can always sell them
to a marketplace hungry for instant enlightecnment.

FOR MORE INFORMATION CONTACT

Comptronic Devices Limited
2113 - 85th Street,
EDMONTON, ALBERTA T6K 2G1
(403) 450-3729

How did we get here?

It's a weird time to be alive. The 80's were the strangest
decade in history. We have ozonc holes, the greenhouse
clfect, the sex = death modern mating cquation, the 'death’
of communism, David Suzuki gives us ten years to
completely change the way we live or everything dics
(except the cockroaches), the global swing to the political
and moral right, televangelists, people who are stupid
enough to give money to Jim and Tammy Bakker, a
cancerous rotten old actor in charge of the stupidest country
in the world, crack wars, the proliferation of personal
communication technology, we almost had cold fusion this
spring, and the whole planct kicks and screams into the
black pit of oblivion. I thought I'd scen it all, then alicns
landed in a Russian city. Right downtown. They stand three
or four metres tall and have three eyes. We believe it. It's
‘anything can happen day', cveryday. A toast to the ninctics,
for they promisc to be cven weirder. What is there (o do now
but document it?

So we were sitling around one day talking about how fcw
cool magazincs there arc (we think). So, it was the standard
"yap, yap, yap, bilch, bitch, bitch." And somcbody said,
"Hey what right do we have to grumble?" Somebody clse
said, "None at all." Somcbody else said, "Hey guys, let's do
a fanzine!" and we all went, "Yeah, okay, why not?"

For the next few hours we had grandiose dreams about
our future as publishers. Then we came up with a title we all
liked, then somebody went, "That's such a great title! It's
going 1o be tough to live up to it." And somebody went,
"Yeah true, but who carcs, you know?" And somebody gocs,
"Let's make it Issue 0, it'll be a test-run to see if it's possible
for us to do it.”

Then we got very very lucky, and met all kinds of great

"Untitled” by Simon Williams

people. Then we ncarly collapsed from the pressure of the
thing, because we were so committed. But we did it. Here it
is. I it wastes half-an-hour of your time then we win. We're
all just very happy that it's finally done. If the cnergics feel
right, therc may be more. If not at least we camed the right
to bitch and complain to cach other.

We would also like to thank cveryone who helped in any
way. It may be a hackneyed sentiment but we got a lot of
help from a lot of people, without which this thing would

not exist.- Paul, Jack and Bruce.
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Maddox on Gibson

By Tom Maddox

Bill Gibson has been masquerading as a Canadian writer
for some time now, carrying out his own version of Stephen
Dacdalus’s "silence, exile, and cunning”; but 1o figure the
man at all, you've got to know he was born in Virginia and
grew up in an America as disturbing and surreal as anything
I. G. Ballard cver drcamed.

Forget television evangelism, Reagan conservatism, or
any such pallid stulf. Gibson lived in a region where people
looked on someone from ten miles away as a member of
another tribe and anyone from another state as a dangerous
alien. Think hardshell Baptists (they won't fuck standing up;
someone might see them and think they're dancing), "Col-
ored” drinking fountains and the word "Jew" used almost
cxclusively as a verb. Those days the South could put the
Fear into you without cven trying,

As you might expect, growing up in this world put some
vigorous spin on the Gibson psyche. There on native ground
were outlets for such energies; rock-and-roll, crime, preach-
ing and, of course, the good old rural standby of going flat-
out crazy. And there was getting the hell away from it all
and dealing with it later, which Gibson did.

We flash forward a long time here, past the sixties and the
scventics. During these times the Gibson Bildungsroman
happens, on scts as various as Georgetown, the Mediter-
rancan, California, Canada- and if he wants to tell about
that, he will, somewhere, somewhen...

In the carly cightics, when Bill and I first met, we discov-
cred a mutual regard for a number of writers, including
Thomas Pynchon, William Burroughs, Hunter Thompson,
John le Carré, Raymond Chandler- high-wire artists of
obsession and extremity. Given the literary currents that
have passed through sf in the intervening years, you might
say sure , but at the time we were both amazed that anyone
trying to write sf had even heard of these folks. All that's
been said about some possible "Movement" aside, there is a
sort of bond among writers who take their measures of liter-
ary possibility and style from contemporary work done o ut-
side sf.

Bill was in full flight as a writer by this time, and he sent
me a packet of storics: "Fragments of a Hologram Rese,"
"The Gernsback Continuum,"” "The Belonging Kind," "The
Nazi Lawn Dwarl Murders,” "Johnny Mncmonic," and an
carly draft of "Hinterlands." An amazing sct of words to
have someone lay on you, a trip through the emerging Gib-
son universe at very quick acceleration - that high-impact
prose coming on all at once. I hadn't been paying attention to
sf for a long time, and 1 thought, my god, is this what's been
going on? Of course, it would be, though, and soon.

Omni published "Johnny Mnemonic," "Hinterlands" and
"Burning Chrome" in fairly quick succession to acclaim-
good reviews, award nominations, and the like.

Then Neuromancer was published. What a number, now

and then, amazing both for what it is and what it triggered, a
real-life "Russian program" up and running; still running
right now, generating events weird and wonderful...

Ol course Neuromancer got a Nebula and a Hugo, among
other awards and recognitions- nice work for a first novel; in
fact, onc of the best moves ever off the line in sf, But this is

only part of a story that got better and better. Qutside the
genre, where people routinely and unthinkingly equate sci-
cnce fiction with "sci-fi* and Star Wars and don't take any
ol it seriously, Gibson's work has generated unprecedented
heal.

Gibson is tuned to the Matrix - the
one around us, that sings with infor-
mation and energy

Articles have appeared just about everywhere. Stewart
Brand lauded Neuromancer in the San Francisco Chroni-
cle and Whole Earth Review. William Burroughs said in

Esquire that Neuromancer was his lavorite novel of the
year. Rolling Stone, Interview and The Face ran features on
Gibson; computer trade magazines such as PC World and
PC Computing revicwed the books. At MIT, graduate work
in computer science was done based on cyberspace and ICE.
From Autodesk (a Silicon Valley company specializing in
CAD/CAM software) came papers on "virtual realities” cit-
ing Gibson at length and using cyberspace as a model.

Onc sub-loop after another, the Russian Program running:
Hollywood came calling. Wanting to buy books and storics,
wanting Gibson to write scripts. Think before you leap; this
is scrious business, serious lunacy: a trip into the great pul-
sating wormhole at the centre of the media cosmos, a very
lesting environment shall we say...

But Gibson lives in Vancouver with his wife and children,
and he babysits when he has to and answers his own phone
and continucs to write books, and surc he signed up for
some of this movic action- wouldn't you? - but life goes on.
As with the Lost Years, he'll tell you what he wants to about
all that, or what he can.

And somewhere in here Bruce Sterling (among others) got
into the act, talking things up in Cheap Truth and using
Gibson's work as the spearpoint of his own sometimes
despairing and sometimes triumphant guerrilla raid on sf.
Don't blame it on Bruce, but in the wake of Neuromancer's
success, standard sf ghetto dwellers,writers and rcaders
alike, started screeching a harpy chorus. Through teeth
clenched in fury and cnvy, they said Gibson's work is all
"surface” or "flash," "ncver passes from ugly to ennobling”
(that's from Orson Scott Card, sf's most malign visitation on
contemporary criticism).

None of this is Bill's problem, and he's never treated it as
such. He doesn't justify his work or defend it; he continues




VIRUS 23, ISSUE 0

to produce it. Out of that strange Virginia of old-time reli-
gion and racism came something aliecn: Bill became an
artist- skin to bone, absolulte.

Gibson is tuned to the Matrix- the onc around us, that
sings with information and encrgy- and he pays very close
atlention to what's happening in that semiotic space. He
looks and listens like a thicf, and he wkes what he finds and
reconstructs it in words, detail by detail, image by image. He
doesn't have theorics, and he's not extrapolating from what
he thinks he knows about technology and science; he's read-
ing signs and listening to the voices...

Because voices are important here, of a kind, though Bill
docsn't do dialect, and he's not after the exact cadences of
ordinary speech. Not long ago we were talking on the phone,
and Bill had Emmylou Harris's new album playing in the
background, repeating over and over on CD, country with
lots of blues notes and high aching harmonies, music that
strikes deeply for both of us, reactivating all those dormant
Southern molecules. We talked about other music we'd heard

Gibson lived in a region where peo-
ple looked on someone from 10
miles away as a member of another
tribe.

and liked lately: Lou Reed's New York album, especially the
song "Romeo and Juliet," the Cowboy Junkies doing Patsy
Cline's "Walking after Midnight," Leonard Cohen doing
"Tower of Song."

The voices of authentic experience, gifted with beauty and
intensity grown in pain: those arc the important oncs to Bill
(and to many of us). And among them now, high up in the
Tower, is Gibson's own, which I think is the point of this
story.

"Untitled" by Jacek Cymerman
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Virus 23 was produced using an
Apple Macintosh and a Quark
Xpress program. Interviews, fiction
essays and art were both submitted
and requested. Photocopying was
done at Budget Copy Centre in
Edmonton, Alberta. Binding and
cover printing were provided by
Alphagraphics, also in Edmonton.
Minimal finances, maximum perse-
verance and obtainum were our pri-
mary resources. Send us anything.
We like mail.
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Queen Dictoria's Personal Spook,

Psychic Legbreakers,

Snakes and Catfood:An
Iinterview
with
William
Gibson
and Tom
MaddoH

By Darren Wershler-Henry
A conversation with William Gibson is B
kind of like a full-immersion baptism In all

of the weird and disturbing gomi 1 that
comprises late twentieth century culture,
(Arthur Kroker would call it "excremental"
culture, but then again, he's also capable
of calling "the post-Einsteinian individual”
a "hyper-Hobbesian energy pack.” Screw
that nolse). Japanese Nazl geneticists in
white bathrobes and terrycloth tennis
hats, Luddites, death squads, catfish
farms, hlgh-rollers drawing voodoo
designs with lines of cocaine, guinea pig-
driven flamethrowers, unlicensed dentur-
ists... these are a few of his favorite things.
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Gibson's writing is, on the most basic level, a testament
to this obscssion with the bizarre and the disturbing: he lakes
these random, abandoned fragments of our shattered socicty
and fuses them together into a strange and beautiful mosaic
of words. The resulling gestalt, though, is more than just an
artistic curiosity. Out of this odd assortment of cultural detri-
tus, Gibson creates some genuinely new ideas, and redefincs
many old ones. "Scramble and resequence; but, in the pro-
cess of borrowing symbolic energy from the past, new
simultancities and odd juxtapositions, like drcams,

cn1crgc"2. Take Gibson's most famous creation, cyberspace,
as a prime cxample. The Media Lab (MIT) and Autodesk
(California) are all lathered up about the possibility of actu-
ally building the thing. "Ether, having once failed as a con-
cept, is in the process of being reinvented. Information is the

ultimate mediational cther"3. As much as he is an cntertain-
cr, Gibson is also vitally important as a writer of idcas.

Tom Maddox, a long-time fricnd of Gibson's, is a profes-
sor at Evergreen State College, an cxcellent scicnce fiction
writer and an astute critic. In his short biography of Gibson,
he points out that the public's reaction to Gibson has ofien
been a mixed one: "[Many sf writers and readers say] Gib-
son's work is all 'surface’ or 'flash,' and 'never passes from
ugly to ennobling." In other words, the reasons given by
these detractors for their (often violent) dislike of his works
rarcly varices from typical conscrvative distaste for Postmod-

crn writing techniques?. On the other hand, it could be jeal-
ously.... The explanation Maddox provides is blunt and sim-
ple: Gibson's writing can be a colossal mindfuck for thosc
unprepared to deal with the issues it raises.

It's a truism of sf criticism that speculative fiction is more
about the author's lifctime than any hypothetical "future.”
Reading Neuromancer is likc putting on a pair of the x-ray
specs from John Carpenter's They Live, and sceing the sub-
liminal underbelly of North American capitalist culture. A
trip through the looking-glass darkly, a strangely warped
rcflection in the left lens of the author's mirrorshades... it
docsn't matter which metaphor you use, because the upshot
of it all is that Gibson sces a blackness in our socicty that
very few people are anxious to hear about, much less do or
say anything about. So when somcone picks up a Gibson
novel which describes a world where multinational corpora-
tions have more personality than the pecople they employ,
where the US navy "recruits” dolphins by hooking them on
heroin, where people would rather live vicariously through
media personalitics than cope with their own lives, a little
voice starts up in the back of their head. Our world isn't like
that at all. Oh no.

Bruce Fletcher and I met Gibson and Maddox in Edmon-
ton, where they were guest writers at Context 89, a specula-
tive fiction convention (Gibson was the Guest of Honor). 1
persuaded them to talk for several hours about many of the
things that make Gibson's work unique. My starting place
was the Summer 1989 issuc of the Whole Earth Review, "Is

the Body Obsolete?". In attempting to deal with the ques-
tion of bodily obsolescence, Whole Earth lays barc the con-
ncctions between most of the important work being done
today in, well, in just about every ficld you can imagine
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(and a few others): cybernetics, theories of the body, down-
loading, feminist theory, artificial intelligence... the list goes
on and on. Essentially, this is the same weird collection of
odditics --gomi-- that Gibson is so fond of. Surc, it's intcllcc-
tualized gomi, but gomi nonctheless. The scction on Gibson
himself falls right in the middle of the magazinc, acling
(intentionally or not; there arc no accidents, right?) as the
point where all the other articles converge. It scemed to me
that a natural place to begin an examination of Gibson's fic-
tion would be the exploration of some of these connections.
Judging from the range of topics we covered in about two
hours -many of which I've never scen mentioned in other
interviews with Gibson- I think it worked pretty well,

What follows is a sliced, diced (and hopefully coherent;
cveryone present was nursing a hangover) version of that
conversation.

s 3 ok s sk sk ok o e e sk o ok o o s ke o ok ok ok sk sk ok ok s ok o ok e ok ok ok s sk ok ok ke ok sk sk ok ok sk ok ok

Darren Wershler-Henry: (Producing the copy of the
Whole Earth Review) Have you scen this? It's a collection
of a whole bunch of different things that seem to crystallize
around your work: theorics of the body, information theory;

there's a picce on the Survival Rescarch Laboratories?, a list
of the major influences on cyberpunk writers, and (pointing
out the interview entitled "Cyberpunk Era") they even did a
[William S.] Burroughs-style Cut-up of your old intervicws.

William Gibson: No... show it to me. (To Tom Maddox)
Have you scen this? This is rcally bizarre. I wouldn't give
them an interview so they cut up a bunch of old interviews.

Tom Maddox: Who did this?
WG: Kevin Kelly. It's the Whole Earth Review.

TM: Oh- I heard about that, yeah. -
DWH: For me, one of thec most interesting things in this
magazine is when they start talking about what happens
when you download pecople into machines. What constitutes
personality when the borderline between people and
machines starts to blur? The Flatdine scems to be a personal-
ity, but is a ROM construct, and the Finn, who gets himself
made into some kind of construct...

WG: (laughing) That's onc of my favorite parts in that
book... he's got the high-rollers drawing in cocaine.

TM: Do you mean, what is it that's in there?

DWH: Yeah. At thc end of Mona Lisa Overdrive you've got
Angic, Finn, Colin, and Bobby- two dead pcople and two
personality constructs, onc modeled after a "rcal" man and
onc a complete fabrication- in the Aleph, heading off into
alicn cyberspace, and they seem to have their own volition,
It's not just a machine kind of thing... they're not pro-
grammed to act in certain ways. So that's what I want to
look at: where does the sclf go? How much sclf do any of
these characters have?
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WG: Yeah, well, that's just a question, you know? I suppose
the book poscs that question, but it doesn't answer it. [ can't
answer il. As for that downloading stff, I think those guys
who scriously consider it arc crazier than a sackful of rats. |
think that's monstrous! It just scems so obvious to me, but
people like those guys at Autodesk who're building
cyberspace- I can't believe it: they've almost got it- they just
don't understand. My hunch is that what I was doing was
trying to come up with some kind of metaphor that would
cxpress my decpest ambivalence about media in the twenti-
cth century. And it was my satisfaction that I sort of man-
aged to do it, and then these boff-its come in and say "God
damn, that's a good idea! Let's plug it all in!" But, you
know, it just Icaves me thinking, "What??" You know, that is
actually stranger than having people do theses about your
work, is to have pcople build this demented shit you
dreamed up, when you were trying to make some sort of
point about industrial socicty. It's just a strange thing.

DWH: Actually, there's an article in here on NASA's Virtual
reality project, and Whole Earth calls it cyberspace.

WG: (looking at the photo of a sensor-lined glove that con-
trols the movement of the wearer in "cyberspace™) Hey Tom;
you know if you turned this thing inside out, you could get
the computer to jerk you off!

TM: (laughing) That's beautiful Bill. Put it in your book and
someonc'll build it.

WG: Instead of jacking in, you'd be jacking off.

DWH: It scems to me that what is at the centre of the dis-
cussions in this magazine is thec way the "personhood” of
people is jeopardized by new technologics. What does hap-
pen Lo the concept of self in a socicty where downloading,
cloning and replaceable body parts arc commonplace? In
your books, the main characters use technology to protect
what's left of the sclf. Molly is a particularly good example.
The mirrors over her eyes, and the razorblades under her
nails scem 10 me to be an atiempt to protect what's left of
any kind of interiority.

TM: I think the categories you're using are 100 traditional.
Those are adaptations; those aren't protections of the sclf.
The self is much more labile than in previous cultures, if
you will... and in Gibson's stuff, it scems to me that what the
self is is sort of open to negotiation on a particular day.

WG: Yeah, I'd agree with that.

DWH: Somcthing clsc that comes up over and over is the
position that women characters end up occupying in your
books, and in Postmodern fiction in general. There's a book
written by Alice Jardine, a feminist theorist at Yale, called
Gynesis. She talks about the way in Postmodern fiction that
women's bodics become a map for Postmodern man 1o fol-
low- the only remaining guide o the unknown. Angic, in
Count Zero with the veves written on her brain, or the mes-
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sages Wintermute sends Casc through Molly's cycs in Ne u-
romancer, could be textbook examples of this phenomenon.

TM™M: No; I don't know; [ just don't...
WG: I find it kind of poctically appcaling.

TM: Yeah. I can't imagine it being true or [alse, right?
(laughing) It's a nicc way of looking at this stuff.

WG: (laughs) Yeah. It's a good comc-on line; try that next
time.

TM: Right. "Let's explore the unknown."”

WG: 1 don't think it's nccessarily women's bodies; why not
men's bodics? You know, it's a two-way strect. The closest 1
ever come o saying anything about that is the scene in
Neuromancer where Casc fucks the construct of Linda Lee
in the construct on the beach. He has some kind of rather too
sclf-consciously Lawrencian experience. He connects with
the meat and it's like he gets Lawrencian blood-knowledge
(and that's a little too much the English major there), but I
was sincere about that; on some level I guess I believe it.
But [ think it works both ways.... Am I shooting myself in
the foot, Tom? Should I be saying these things and have
people come back in twenty years and cite this guy's thesis
to me?

TM: There's a fundamental separation of categories that you
have to understand here. Asking Bill if this thesis about
women's bodies is truc to his work is asking him to be the
interpreter of his own text, in which case, he's just another
interpreter. Now if you want to know what he meant by
something, well that's legit. But he can't validate or invali-
datc a particular interpretation, and in fact, asking him to do
that is like asking him to betray the possibilities of his own
work. Umberto Eco wrotc a book called A Postscript to the
Name of the Rose, in which he said that in writing his
postscript he was betraying the novel. He said, if I wanted to

TOM MADDOX
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write an interpretation, I wouldn't have written a novel,
which is a machine for gencraling interpretation.

WG: Well, the thing that I would question in that theory, as
you paraphrased it, is that women's bodics are the map; [
think bodies arc the map, and if, for instance, you looked at
the scquence in Mona Lisa Overdrive where what's-her-
name, the little thing... T forgot her name... Mona! Yeah,
Mona.

TM: (laughing) Your title character, remember?

WG: Jesus, I can't remember the character's names... I never
think about this shit. (laughing) That's what I think you gotta
understand.

TM: Nobody who ever wrilcs a book thinks about this shit.

WG: Yeah, the eponymous Mona, where she remembers her
stud showing up for the first time, when she's working in the
catfish farm. All that really sexual stuff happens there before
he takes her away. Think about the way she's looking at
him, the way she's reading his body. Or look at the art girl,
Marly. Marly follows the map in that book. She's the only
onc who can receive the true map and she goes to the heart
of it. She gets an audience with God, essentially, and she
docs it through her own intellectual capacity and her ability
to understand the art.

"JESUS, | CAN'T REMEMBER THE
CHARACTERS' NAMES... | NEVER THINK
ABOUT THIS SHIT."

TM: She, in a way, for me is the most important one of
those three characters [in Count Zero].

WG: If I was doing a thesis on my work, I would try to fig-
ure out what the fuck that Joseph Comnell stuff means in the
middle of Count Zero. That's the key to the whole fucking
thing, how the books are put together and everything. But
people won't see it. I think it actually necds someone with a
pretty serious art background to understand it. You know,
Robert Longo understood that immediately. T was in New
York- I've gol a lot of fans who are fairly hcavy New York
artists, sort of "fine art guys," and they got it right away.
They read those books around that core. I was actually try-
ing to tell pcople what I was doing while [ was trying to dis-
cover it myself.

to making ncw wholes from fragments, doesn't it?

WG: Yeah. It's sort of like there's nothing there in the begin-
ning, and you're going to make somcthing, and you don't
have anything in you to make it out of, particularly, so you
start grabbing little hunks of kipple, and fitting them togeth-
er, and... (laughing) I don't know, it scemed profound at the
time, but this moming it's like I can't even remember how it
works.
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DWI: But it scems to me that the body is still more impor-
tant to your female characters than (o your male characters.
You start out with Case, and the whole thing about how "the

body is meat." It's like it's just not important to him: it docs-
n't matter.

WG: He's denying it.

TM: There's that key linc: "He fell into the prison of his
own flesh," which is the whole point, in a way. I don't know-
if you want some real ammunition for this that's not just
bullshit Postmodemist criticism, there's a guy at Berkeley
namcd Lakoff, George Lakoff. He's a cognitive psycholo-
gist, and he's testing a whole sct of theories based on the
notion that all knowledge is a "body" of knowledge, and that
every single intellectual structure in the world is ultimately a
picce of embodicd spatial knowledge translated by metaphor
into something clse,

WG: Wow...

TM: Very hcavy shit. This guy's really somcthing. He's got
a book called Women, Fire and Dangerous Things that's
about how we categorize the world. And, as a matter of fact,
I'll set him loose on Neuromancer some time because he'll
come back with like four hundred cxplanations about why
this is the way Bill's books work. But it fits very nicely with
Bill's thoughts, becausc in the worlds he creates, knowledge
is perceived knowledge, which means embodied knowl-
cdge, and the pcople who deny that, like Case, maybe they
have to be taught by women about that denial, taught that
the prison of our own flesh is the only place there is.

WG: The thing is, I'm very labile, especially this moming.
(laughing) I could sit herc with twenty different people and
twenty different theories and say, "Yeah, that's what it is." ]
like Chip Delany's reaction to anybody who comes on to
him with anything like this. He listens really intently and
then he says, "That's an interesting thesis." And that's all.
(laughs)

TM: It's very casy to make this stuff stand up and dance to
whatever tune you want it to. If you're Julia Kristeva and
you've got some well worked out critical act that you want
to work on somcthing, finc. But here's what I'm really
objecting to in this stuff. The categorics that you're applying
to this are not categorics that are integral to the books, things
like the "map” on the woman's body, and the"sclf.” The
interesting thing about Bill's swff is that it's creating new
categories. Cyberspace is not an analogue of something. It's
not the self, it's not scx, it's cyberspace. That's what's really
intercsting, look at the new categorics. There's sort of ongo-
ing discussion groups where people who work at universitics
and corporations all around the world arc thinking about
what they call cognitive engincering. The most valid literary
criticism that I know of is archaic by comparison. It's got all
these catcgorics it's trying to drag kicking and screcaming
into the twenticth century. It's like J.G. Ballard says about
Margarct Atwood and those people: "Yeah, it's the psycholo-
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gy of the individual- who gives a fuck, you know? It's all
been done.” Right, it's been done as well as it's ever going to
be done. And why peoplc get cxcited about Bill's stulf, is
that it's not what's been done. And the categorics are gen-
uincly emergent. Maybe there's not a body. Maybe the idea
of the body or sclf is entircly irrclevant. Maybe the question
of the sclf becomes infinitely complex. Literary critics love
to talk about consciousness. You know what Marvin Minsky
says about consciousness? It's a debugging trace. It's like a
litle picce of froth on top of this larger thing. I think Bill
belicves that. Consciousness is just part of the act. (laughs)
All this other shit that goes on is equally important.

i . THEBOOK OF THEYEAR!
WIHNER OF THE HUGD, NEBULA #NQ
 PHILIP K. DICK AWARDS! :
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WG: The snake wanted catfood?.

TM: (laughing) Yeah, the snake wanted catfood, right, yeah,
right..

WG: And you know, sometimes you're just running on brain
stem. I was running on brain stem last night. Look where it
got me. (laughter)

TM: This is what Bill's work is, in fact, about, Bill has been
an obsessive aficionado of late twenticth century experience,
which for most people is just too unnerving. They don't want
it, so they screen themsclves off from it. But Bill actively
sceks it out, and this has always been true. I mean most pco-
ple don't want it. It fucks their minds up and they don't want
1o be a part of it.

WG: What I do is, I give it to them in these books and
they're able to open up to it a little bit because it's science
fiction.

TM: Right. But in science fiction itsclf, which is enormous-
ly conservative in these matters, his stuff generates a lot of
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resentment because they don't want o know, and they don't
want o expericnce what the late twenticth century is like,
they want to cxpericnce what some fiftics version of the
future is like. Most of the stuff he thinks about, in terms of
structure and all that, the visual artist immediately gets, bang
bang bang! Whereas people who do straightforward literary
criticism wheel out these creaky old novelistic categorics
that don't apply worth a fuck.

WG: Most of the stuff that I'm sceing, even the stuff in
Mississippi Review, is like a bunch of guys from the English
Department being forced to write rock criticism. (laughs)

DWH: So what do you consider some of the better work
that's been done on your writing?

WG: Well, onc of the things that's rcally amazing about the
British reception of my work, and this has been consistent
all the way through, is they think I'm a humorist. By and
large, they think of me as being largely a humorist, and they
think the stuff's funny as hell. It's ‘cause they're Brits. They
understand- it's more like their sense of humour. The kind of
sense of humour I've got is still considered sort of suspect in
North America; it's considered just a little too bleak. Scc, a
lot of it was written because I thought it was funny.

Bruce Fletcher: The black humour really came out in the

reading [an cxcerpt from The Difference Eugineg. by
Gibson and Bruce Sterling]last night.

WG: Well, there's kind of two levels to that thing. Actually,
the world we're depicting there is infinitcly grimmer than
the world of Neuromancer, and it needs that humour. I
mcan, when you get to the third section of the book, you
rcalize that they've invented the art of making people disap-
pear. And they're doing this with death squads. (chuckles)
There are death squads working in London to take these
Luddites out, or anyone who interferes with the system.
They just arrest you and take you to Highgate and hang you
in the middle of the night, drop your body into a pit of
quicklime, and that's it. One of the viewpoint characters is
this tortured British spook diplomat named Lawrence
Oliphant- he was a real historical figure- he was Queen Vic-
toria's personal spook: "Oliphant of the Tokyo Legation."
He was a hero; he was in this crazed samurai uprising in
Tokyo. Anyway, Oliphant's manservant was an avid lepi-
dopterist. In the middle of the night, these black-clothed
barcfoot ninjas with samurai swords were sncaking toward
Oliphant's bedroom, and they stepped on this fucker's
pinned butterflies which he'd put into the rarami. (laughter)
That's a true story. Oliphant got his wrist slashed, and onc of
the lincs in the book, which is actually lifted from a record-
¢d conversation with Oliphant is, "Strange how a
Japanese..."- and this scar is right on his wrist, so when he
shakes hands you can see it- "Strange how a Japancse sword
when you're concerned is quite adequale carte de visite."
(laughs)

TM: (laughing) Oh Jesus Christ.




VIRUS 23, ISSUE 0

WG: In our book, Oliphant is the man who dreams up dis-
appearing people; he belicves in the All-Sceing Eye. He just
dreams it up to solve onc terrible problem that they have,
and then it takes over. And so he's sort of tortured by know-
ing he's the guy that discovered the principle of this,
because he knows it's wrong. It's gonna be a crazy book; |
hope we can finish it. We've go the whole plot together; it's
really twisted.

BF:What are the mechanics involved with collaborating on
a book?

WG: It's impossible to explain. It's like telling somebody
how you "be marricd.” You "be marricd” the only way you
can be marricd to the person you're married to, and that's all
there is to it.

BF: While we're on the topic of writing, I'd like to talk a bit
about influences. I find the "Cyberpunk 1019 rcading list

[in Whole Earth]interesting for what it says about the_fors .-

mation of canons. As soon as pcople accept and validate a
catcgory like "Cyberpunk,"it becomes a retroactive thing.
All of a sudden everyone becomes a proto-cyberpunk writcr.
This list begins in 1937.

WG: (looking at list and laughing) [Olafl Stapledon's] Last
and First Men??! ...and Chandlcr... I don't like that, you
know? I'd like to go on record as saying that I don't like
Raymond Chandler, I think he's kind of an interesting stylist
but I just found him to be this creepy puritanical sick fuck.
(laughter)

DWH: That would explain thc way you handle Tumer in
Count Zero.

WG: Yeah, Tumer is a kind of detective, a deconstructed
[literally and figuratively; ed.] thriller guy. I wanted to get
onc of those macho thriller guys, a real he-man straight out

of the kit, and just kind of push him apart. I never was qmlc"

able to do it. The scene that works for me the most is when
he kills the wrong man. There's a slow build and he blows
the shit out of somebody and someone says to him, 'so-and-
so's the agent here, you asshole.'

TM: (laughs) Ycah, why'd you kill him?
WG: (back to the list) Alfred Bester, yeah. Bester I'll go for.

[William S. Burroughs'] Naked Lunch, yes. Philip K. Dick,
though, had almost no influcnce.

TM: Right, you've really never read much...

WG: I never read Dick because I read Pynchon. You don't
necd Dick if you've read Pynchon. I mean Dick was the guy
who couldn't quite do it.

TM: Ah, but you haven't read Dick, Bill. (laughs)

WG: That's truc. I read a liule Dick, but 1 didn't like it
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[Michacl Moorcock's The Cornelius Chronicles? Well,
[Samucl Delany's] Nova, yeah, I could sce Nova. But The
Cornelius Chronicles, well.... I never rcad [Alvin Toffler's)
Future Shock. [1.G. Ballard's] The Atrocity Exhibition,
ycah. [Robert Stone's] Dog Soldiers, ycah.

DWH: Do you know Richard Kadrey, the guy who made
this list?

WG: Yecah. You know, I think his first short story was my
first short story cut up into individual blocks of onc or two
words and rearranged. It was published in Interzone, and it's
really weird. [ talked to him about it, and he just wouldn't
cop to it. It's weird, it's indescribably weird, you should
actually read it. There are sentences in there that are out of
"Fragments of a Hologram Rose," but they've been dicked
with in some mysterious way. And you couldn't really say
it's plagiarism. I actually thought it was kinda cool.

TM: Ycah, hc's a good guy, a smart guy. Richard's the only
onc I know who's really... Metrophage is rcally and truly a
Gibson homage. He's not derivative at all.,

WG: Yeah, it's really good. This guy published his book and
cverybody's saying, "God, this is rcally a rip-off of you. You
should be offended!" I thought that it was a dynamite book
and that it really stands out. What he'd gotten in there and
done was, he'd gone in there and played riffs on the instru-
ment that I'd never drcamed of. And he's onc of the hipper
people in the ficld, that's for sure. He knows about drugs too.
(laughter)

DWH: What about the"punk" in cyberpunk? Do you see any
rcal conncctions between what you write and punk rock?

WG: T was recently described as “the spiritual godfather of
an outlaw subculture.” (laughs) I mecan, when T was fifteen
that was my wildest dream, but now...
TM: (laughing) It's a casc of being carcful what you you
wish for BIII, because sometimes you get iL.

WG: There was a while, at the start of all the cyberpunk
stuff, when I contemplated dressing up like that, getting a
foot tall blue mohawk or somcthing. When people go 1o a
rc}:n('iing to sec a cyberpunk author, they expect to sce him -
comc running in out of the rain and whip the swecat out of
his mohawk and start signing books. Actually, onc time I
was in Ncw York signing books, there was this godawful
roar outside the bookstore, and these two huge motorcycles
screeched up to the curb, and these two huge guys covered
in leather and studs and chains and shit got off, and came
into the store. When they got a good look at me their faces
just fell, you know? Onc of them pulled out this copy of one
of my books and said, "Well, I guess you can sign i
anyway." (laughs)

DWH: Somec of the characters in your books look a lot like
various punk subcultures: the Gothicks and Jack Draculas,
for example.
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WG: Ycah I hung out with some in London. You know,
some of them picrce their genitals. And they won't fuck any-
onc who doesn't have a picce of steel shoved through there.
It's weird, cause they hang litde bells and shit on them. You
can hear them jingle when they move. (laughs)

BF: Who do you talk to regularly? Do you correspond with
Timothy Leary at all? [A last minute editorial note- Leary
interviews Gibson in Mondoe 2000 #7, the latest incarnation
of High Frontiers/Reality Hackers). So that answers my
question-BF.]

WG:I exchange letters with Mark Pauline; the stuff in
Mona Lisa Overdrive is supposed to be an homage to SRL,
but I don't think I quite got it. Leary? I talk to him on the
phone, yeah. We don't really correspond, because he doesn't
write...

TM: 1 was going to say he's probably post-literate at this
point. (laughs)

BF: I like his new book, he's redone Neuropolitics, it's now
called Neuropolitique, and it's dedicated to you [Gibson].

WG: Oh God, finding that out was the weirdest experience.
I was in L.A. working on screenplays, and I got into this
limo at LAX 1o go to a meeting in this fancy Chincsc place
on Sunsct. I got this crazy little Yugoslavian limo driver-
you have to be very careflul with limo drivers because every
limo driver's an out-of-work screenwriter or something- I get
in and he sort of looks at me and he says, "Arc you the
William Gibson?" and I said, "Well I'm the William Gibson
that's sitting in your car." (laughs) And he says, "I haven't
read your books, but I'm the greatest admirer of Dr. Timothy
Leary," and he whips Leary's book out and its dedicated to
me and Bob Dylan.

BF: (laughing) Yeah, that's the book.

WG: I mean, if you want weird, I thought, you know, total
cognitive dissonance there. And he got talking so much that
he made me late for the mecting. He overshot the restaurant,
and he told me this rcally sad story about how he'd been a
TV producer in Yugoslavia. It was a hcartbreaking fucking
story; I belicve it too. He got his ass out of Yugoslavia, and
he got over to Hollywood and he thought he could work in
the TV or film business. But, he'd been around and nobody
would touch him with a ten-foot pole. So there he was,
mooking around and driving this limo. Anyway, I went into
the meeting. Somewhere between realizing that I didn't want
to write another version of Alien I1I, and getting back into
the car, when we were sort of doing small talk, I said: "This
is an amazing town. The guy driving my limo used to be a
television producer in Yugoslavia." So I told them this story
that had really affected me. One of the people there is this
woman who's the Bitch Woman from the studio- she's there
to hurt me if I get out of line- they've always got an cdge,
you know. She keeps her mouth shut until I'm finished, and
then she sort of drew on her pity look, and she says to me,
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"Huh, Don't they all have a story."”

TM: Ycah right. (laughs) All the little pcople.
WG: Oh, man. But they do... and they have people whao're
like psychic leg-breakers that they bring along. There's

always one.

NOTES

1 "Kumiko stared as Sally drew her past arrays of Corona-

tion plates and jowled Churchill tcapots. "This is gomi,
Kumiko ventured, when they paused at an intersection. Rub-
bish. In Tokyo, worn and uscless things werc landfill, Sally
grinned wolfishly. "This is England. Gomi's a major natural
resource. Gomi and talent.”™ -William Gibson Mona Lisa
Overdrive (p.30)

Gibson's writing is testament to what talent can do with
gomi.

2 Sol Yurick, Behold Metatron, the Recording Angel. New
York: Scmiotext(e), 1985, 6. The Scmiotext(e) series is pub-
lished at Columbia University, and despite some embarrass-
ing cditing problems, is a valuable source of texts by influ-
ential Postmodern theorists like Baudrillard, Lyotard, and
Dcleuze and Guattari.

3 Sol Yurick again: page 9.

4 Onc of the few really good studics that has been done Lo
date on Gibson's merits and faults as a writer is Lucy Sus-
sex's "Falling OIf the Fence: Reviewing William Gibson's
Neuromancer and Count Zero," The Metaphysical Review,
November 1987. If you can't find it (IU's from Australia),
send me a S.A.S.E. c/o Virus 23, and I'll mail you a copy.

5 1 have to admit a vested interest here. A discussion of the
space the body occupies in Gibson's writing will form the
core of my Master's thesis.
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6 A sorta-kinda performance art group from California
(where clse) that builds big machincs that destroy cach
other. SRL was one of Gibson's major influences in writing
Mona Lisa Overdrive. He also brought a SRL vidcotape
with him to Edmonton, so he would have somcthing 1o
watch. More on SRL clsewhere in this magazine.

7 A quotation from Tom Maddox's short story "Snake
Eyes,"” which can be found in Mirrorshades: The Cyber-
punk Anthology, cd. Bruce Sterling. New York: Arbor
House, 1986. At the risk of bowdlerizing the piece, T'll just
mention that it's about this guy whose higher thought pro-
cesses become involved in a conflict of interest with his
brain stem. And you thought hangovers were bad....

8 The Difference Engine is an altemate-world novel Gib-
son is writing with Bruce Sterling. It's sct in a nincteenth
century England where Charles Babbage's stcam-powered
computer actually gets built, and all sorts of weird shit hap-
pens as a result (including Lord Byron pursuing politics
instcad of poetry and becoming Prime Minister). Gibson
read various excerpts from the manuscript while in Edmon-
ton.

9 An carlicr form of the "Cyberpunk 101" reading list is
found in Signal: Communication Tools for the Informa-
tion Age. New York: Harmony Books, 1988. Signal is a
Whole Earth catalog. The list makes for some interesting
reading, but it should come with a sticker that reads: Warn-
ing: Canon Formation in Progress!
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THE TWO SIDES OF
TOM MADDOX

By Bruce Fletcher
"There is a truism of modern criticism that no one observes,
but everyone pays lip service to, which is that all truly
interesting works of literature teach you how to read
themselves. It's very cognitive, and yet there's people that
immediately turn around and say, 'T will take these external
categorics and teach it how to read itself.™
and/or

Tom Maddox prepares to interview William Gibson for
Disclave 1986.
TM: "Ahhh... Jesus, Mary & Joscph. Where's our bloody
Marys?"

(30 scconds of liquids pouring and cubes clinking)
WG: "I'm just here to answer questions.”

A BIOGRAPHY

Tom Maddox was born in West Virginia and lived a number
of places in the South while growing up. During the late
'60's he lived in Berkeley, California, where he did a number
of things, among them playing blues guitar and selling
books. He fled to the Pacific Northwest in the collapse of the
counter-culture. He attended Evergreen State College and
went on to graduate school at Am