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ABSTRACT 

 

 

 

This work investigates how the zine, a form of “underground” self-publishing, 

can be constituted as an art form and as a form of political praxis.  I will demonstrate the 

zine’s artistic qualities by using the theoretical work of Theodor Adorno and drawing 

parallels between what he believed to be the social, historical and political position of 

modern art, and what I believe to be the current cultural and political position zines that 

occupy.  I argue that as aesthetic objects that engage in cultural production, zines are 

inherently political, as they critique society by proffering alternatives to it.  These 
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alternatives are not only a part of their content, but can be seen in their praxis.  By 

creating new relationships to labor, consumption and communities, zines resist in ways 

that are multifarious and that can be closely associated with the “New Social 

Movements.” More interested in resisting in embodied, or quotidian ways, the New 

Social Movements created nonhierarchical networks that focused on relationship building 

and radical cultural alternatives rather than any one political goal.  My work is informed 

by these theories, but is also heavily influenced by zines and zine writers primarily from 

the San Francisco area. 

 

 

 

 

 

 

 

 

 

 

 

 

Robert Zamsky 

Humanities



Rosen  4 

 

Introduction: 

 Upon first glance a zine might not the most impressive thing.  It’s a small, 

photocopied, self-published booklet, rough around the edges, smudgy from being handled 

and hand-designed.  But when I had my first chance encounter with a zine two years ago, 

I found myself immediately attracted to the medium.  Here was a small booklet, with a 

hand-stitched spine and the author’s personal contact information, the pages brimming 

with text in every direction as to fill-up all available space.  Although I only encountered 

this zine in passing (and have subsequently forgotten its title), it sparked my curiosity, 

and led me to seek other publications of its kind.  I found a few venues in South Florida, 

and finally came upon a zine festival in St. Petersburg, FL.  It was there that I realized 

how potent the zine-medium and practice could be.  I was surrounded by people who 

carried their stories, ideas and poetry around with them in little books– waiting for the 

opportunity to give them away or trade them for other stories.  And as each story was 

contained within a completely original format specific to the creator’s aesthetic interests, 

there was such a variety as to be overwhelming.  However, the most exciting aspect of 

seeing all of these people together with their inexpensive hand-made books was the 

community.   

 My investigations of zine culture then took me to the San Francisco Bay Area, 

where the culture is still very much alive.  Working as a librarian and curator in Oakland 

based zine library, Rock, Paper, Scissors Collective, I was able to go through thousands of 

zines and feel the history and concerns of those engaged in the practice.  I began to 



Rosen  5 

understand the radical potential of the medium.  Here was a space where writers, who had 

been left out of dialogue, created a space of their own.  And unlike writing for oneself, the 

act of writing for others creates a platform to speak from within culture.  Writing so that 

your work will be distributed is also simply invigorating!  It makes one feel like an active 

participant in the creation of culture.  This active participation is what is incredible about 

zines: they critique dominant values while creating new systems of meaning and value in 

the process.  They are both art forms and modes of resistance that engage in coalitional, 

rather than isolated meaning making.   

 The majority of academic work on zines deals with their political potential, 

placing importance on the formation of identity and ‘underground’ movements.  Likewise, 

the attention to the medium is understood in reference to its political potential.  While I 

will certainly argue these points, as they are extremely relevant to the praxis of zine-

making, my primarily argument is that zine-making is an art form, of which political 

potential is inherent.  Understanding zines as an art form, I did not want to look at them 

through a single framework, as art has the potential to touch every part of life.  Therefore 

I have attempted to map them across intersecting disciplines in order to present a 

variegated theory of the zine medium.  

In the first chapter I will try to define them using a combination of actual zine 

examples, a discussion of their subcultural practices (most notably, their alternative form 

of production and consumption) as well as their histories.  The plurality of history 

implies the desire to look at zines within their own historical moment, as well as an 

extension of older forms of self-directed publishing.  Thus, I will try to define zines 
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within a socio-historical framework as to better understand how their form is relevant and 

how they can be constituted as artworks.   

For the second chapter I will focus on the literary and artistic qualities of the zine 

using the conceptual framework of Theodor Adorno’s Aesthetic Theory.  His work is 

integral to understanding the type of space that subcultural practices, such as zines, 

attempt to create.  The zine’s inherent autonomy (as it is completely a self-directed 

project) puts it in an ideal position to critique the society from which it comes.  Because 

both art (as described by Adorno) and zines embody critique through their form, content 

and means of production, they can thus be constituted as modes of praxis.  Because the 

zine encourages the creation of community and connection over the artifact, I will also 

argue that it can be considered an archetype of the New Social Movements.  As described 

by Alberto Melucci these new movements of the 1980’s focused more on cultural and 

lived participation then any desire for direct participation within existing political venues.  

Thus, I see the zine as a form of art that by its very relationship to society, as critic and 

as form that perpetuates alternative communities, becomes a mode of praxis.    

In the third chapter I will open the floor up to zine-makers.  By presenting a 

compilation of my own personally conducted interviews, and others that I have gathered 

from books, I allow zine-makers to respond to my theories.  Because artists approach 

their practice in multifarious ways and this participation as described in the New Social 

Movements is varied and highly individualistic, I hope that these zinester responses will 

give a more textured analysis of my theories.   
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I hope for this work to elevate the practice of zine-ing from the fringes of 

subcultural practices, without devaluing that very necessary space that elides scrutiny 

and mis-categorization.  I also hope that my examination of the zine will illuminate the 

beauty and complexity of aesthetic and political participation, and ignite others to take on 

this (or any) very valuable and necessary form of active cultural participation.  As Gloria 

Anzaldúa writes in Borderlands/La Frontera: The New Mestiza, “The possibilities are 

numerous once we decide to act and not react.”  The zine as action, as artwork and as a 

personal and public space, embody and portray many of these imagined possibilities.  



Rosen  8 

Chapter One: Understanding the Zine 

What is a zine? 

“This zine is a document of many of the ideas I have been thinking about 

lately.  For me that is the basis for making a zine…My zine and writing is a way to work 

through and beyond the frustration and detachment that often comes with the mundane”.  

This introduction to Eleanor’s zine Indulgence #7 and is pretty emblematic of the process 

of zine-making.  It is a process that asks the creator to meditate on and reconsider his/her 

social position and system of values while engaging others in the process.  Eleanor’s zine, 

like many zines, is a thoughtfully rendered compilation of musings, desires, critiques and 

inspirations that relate not only a characterization of her personality, but also an image of 

the time and place that she is writing in.  Her zine also represents a desire sen in many 

other zines: a need to investigate and understand the political implications of everyday 

actions1 and to go beyond them through aesthetic creations.   

These investigations form dialogues and relationships between readers and 

writers because the zine is an intimate and widely distributed artifact.  This intimacy 

stems from the fact that zines are often very personal, have a very dialogical tone and are 

completely handmade.  For example, Eleanor’s Indulgence includes a personal 

introduction that is mildly self-deprecating, several essays on feminism, philosophy and 

her own life, DIY2 illustrated instructions, her own art prints, and is hand sewn.   

                                                
1 In this sense I am using political to refer to accumulated historical events that collate 
into systems of power.  Power can be made palpable as it is often contested, and 
fluctuating between the state and its members.  The “political of the everyday” refers to 
how these systems of power express themselves within inter-personal relationships 
between members of that given society.   
2 DIY is a common abbreviation for “Do-It-Yourself.”  While this phrase has come to 
encompass everything from home-repair to Free University systems, zine-makers 
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Because the zine is so personal and particular (its form defined by creators) its 

definition is amorphous and has changed significantly since the term began being used in 

the late 1970’s.  However, there is a general consensus on what the term ‘zine’ means.  A 

zine is small booklet that is self-produced and distributed, noncommercial, unprofessional 

and extremely variegated3.  Most zines like Eleanor’s focus on the exploration of the 

psyche while explicitly critiquing social relations.  In this way the zine serves as a 

cultural artifact; as a made object it can inform readers of the particular time and space in 

which it was made, as well as illuminate cultural and political concerns to the reader4.  

Through its material qualities, the zine expresses both the individual’s worldview by 

means of its aesthetics and content, as well as a desire to communicate with a larger 

audience, by virtue of its intention for distribution.  It is over the zine as object that the 

creation of networks, relationships and larger communities occurs, pushing the zine from 

an artifact to a practice and culture5.  

As the zine is an open platform, it is constricted only by self-imposed limitations.  

And although many zinesters resist any attempt to categorize their work, there are over 

                                                                                                                                            
associate the term with a desire to move away from dominant habits of consumption. 
“Doing it yourself is at once a critique of the dominant mode of passive consumer culture 
and something far more important: the active creation of an alternative culture” 
(Duncombe 124).  The zine itself is a form of DIY practice.   
3 To the point that many do not include full names, page numbers and only run a few 
issues.  This makes cataloguing them within libraries, and citing them an investigative 
process. 
4 The artifact, and cultural artifact, signifies anything made by humans that has either use 
value or symbolic value and can inform the viewer about the culture in which it exists.   
5 The definition of culture that I am using, and will continue to use throughout this text, is 
one from Harold Barclay’s Culture and Anarchism.  “Culture is learned or acquired 
‘ideas’– beliefs, knowledge, plans for action, rules and understandings– that are available 
to a people in a given society” (Barclay 14).  Culture then exists within (ideas, beliefs) 
and outside (action, rules) of the individual.  The inner and outer realms of culture form a 
dialogical relationship to one another.    
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twenty genres that are generally accepted and recognized6.  Each zine advertises its 

content and intention through its form.  Because of this, a zine may attract a certain type 

of reader, resulting in a limited distribution.  One of the most recognizable zine-formats is 

the punk-zine layout.  Every page is over-run with multi-directional text, handwriting 

appears over appropriated images and found text, and backgrounds are multi-layered.  It 

is dynamic to say the least, requiring an attentive and engaged reader.  However, some 

zines are more straightforward and tend to be more accessible with printed text and few 

drawn or collaged images.  Other zines, like the San Francisco Bay Area famous Ker-

Bloom!, use a letter press for the cover and content, revealing an interest and dedication 

to design and craftwork.  While design and content vary, all zines share a dedication to 

the overtly subjective processing of information and a dedication to the labor of 

producing and distributing these artifacts.  In these ways the creator’s presence is always 

felt, whether in tone, format, or by personal address.    

Production and Consumption 

By producing culture without any intention of making profit, and by 

participating in an active network of writers and readers, zines become an alternative to, 

rather than simply a critique of, consumer culture.  The production and craft of the actual 

artifact is a central component of zine culture, and because it serves as platform where the 

creator can make meaning and find community, it is often produced for very personal 

reasons.   

                                                
6  Perzines (personal stories and intimate musing) and fanzines (zines that admire a 
person/band/movie, etc.) are the most common genres, followed by hybrid zines.  These 
tend toward random assortments of essays, poetry, collage, letters, and lists.  There are 
also zines that focus solely on politics (both personal and activist), health, sex, traveling, 
working, literature and art (Duncombe 15-17).   
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The production of anything requiring labor and dedication of time outside of 

the workplace, for which the creator gets little to no monetary compensation, is quite 

radical7 considering the system of values that surround labor.  Many zine writers find 

themselves at odds with their relationship to work.  In fact there is a whole genre of zines 

dedicated to writing about sabotage and venting about the conditions of the workplace8.  

The space of the zine then gives these writers a space to redefine what work can be: a 

space where the producer controls the means of production, and thus the value and social 

capital inherent in the product. 

This differs from Karl Marx’s analysis of the system of values that surround 

labor.  According to Marx, the laborer does not benefit from the profits earned by the 

product, which he/she does not produce for him/herself, “the worker is related to the 

product of his labour as to an alien object” (Marx, 72).  Further, “the alienation of the 

worker in his product means not only that his labour becomes an object, an external 

existence, but that it exists outside of him, independently, as something alien to him, and 

that it becomes a power of its own confronting him; it means that the life which he has 

conferred on the object confronts him as something hostile and alien” (Marx, 72).  The 

hostile relationship between producer and product necessitates the separation of work and 

life.  Work becomes a means for sustenance, and life happens outside of work and in 

spite of it.     

But zines turn this relationship on its head.  When producing for oneself there 

                                                
7 Throughout the text I will use the term radical in a positive manner.  That is, as an 
adjective synonymous with divergent, alternative and explosive, in order to imbue the 
noun with a sense of potentiality for fundamental change.   
8 Dishwasher is the most well-known, but many others have followed in its wake, 
including Temp Slave, Work and I Hate My Job.   
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is no longer a sense of alienation towards the product, but rather a deep personal 

investment in the work and pride over the final product.  Thus, work, when self-

motivated and personally involved can become a site for enjoyment (Duncombe 102-

103).  This definition, however, can easily be applied to any craft hobby.  What 

differentiates zines is the type of product that their labor is producing and the relationship 

between the product and the labor9.  Because zines are cultural artifacts, their makers are 

directly involved in creating culture.  With the creation of an artistic or cultural artifact 

comes a sense of agency and engagement with oneself and the larger cultural discourse.  

While mostly seen as a means of personal fulfillment zine-ing, along with other forms of 

active cultural participation, forms community and democratizes the field of creative 

works and discourse in an age increasingly marked by the centralization of information10. 

The time spent amassing material, collating the pages, and distributing the final 

product often offers opportunities for self-discovery, meditation and meaning-making.  

Many writers feel that they have no choice but to write and share their work in an attempt 

to find those who can empathize with their experiences.  Emily Heller, a sporadic zine-

maker perhaps said it best, “I think that a big part of DIY is the very performance of self-

                                                
9 “In production men not only act on nature but also on one another… In order to 
produce, they enter into definite connections and relations with one another… these 
social relations into which the producers enter with one another, the conditions under 
which they exchange their activities and participate with in the whole act of production, 
will naturally vary according to the character of the means of production” (Marx 207).  
While Marx was speaking of the alienation of production reproducing itself in social 
relationships, I see the potential for zines.  Because they are a form of personally engaged 
labor, the social relations and community that results is likewise more engaged than a 
community of convenience which most of us experience within institutions, the 
workplace or in the suburbs.   
10 One only has to look at Rupurt Murdoch’s holding in hundreds of newspapers, 
magazines, networks and Internet domains.  Not to mention Viacom’s or Disney’s 
holdings.   
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actualizing and of taking something into your own hands and creating culture. Saying, 

‘I’m not going to be buying something, I’m going to be making something.’  Some 

people do it because they have a lot to say, others do it just to be a part of that practice” 

(Heller).  Whatever the reason, to decision to make a zine is to become an active critic, to 

reclaim the relationship one has with work.  Production becomes a site for realizing 

autonomy and building coalitions of possible cultural, social and political resistance.  

The naked subjectivity of the zine in both its form and content helps remove the 

alienation felt between the consumer/reader and the producer and product.  There are 

several distinctions to be made between zine consumption and more naturalized forms of 

consumption.  According to Marx, production and consumption are coterminous.   

“Consumption creates the motive for production, it also creates the object 

which is active in production as its determinant aim. If it is clear that 

production offers consumption its external object, it is therefore equally 

clear that consumption ideally posits the object of production as an 

internal image, as a need, as drive and as purpose…No production without 

a need. But consumption reproduces the need” (229).   

For zines this is the case, although they are not concerned with a reproduction of the final 

product, as much as they are interested in a reproduction of this new ethos of production 

and consumption.  The zine as a product is made to be read, that is, consumed.  However, 

its reading (consuming) does not create a lack or necessitate production so that 

consumption can be replicated.  What is instead being produced is a cultural artifact that 

creates community over its means of production and its consumption is intended to 

encourage the reader to become a zine-maker so that zine community and the ethos of 
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zine-making becomes reproduced11.  Similarly the consumption of the zine does signal a 

need.  That is the need for community, a space to write for oneself, and a source for 

alternative perspectives.   

Even before the reader becomes the maker he or she must make an active choice 

to engage with a zine.  Because many zines lack the impersonal, professional look of a 

magazine, they can easily be written off as valueless.  Therefore, the choice to engage 

with a zine signals a desire to break with ubiquitous, easily digestible forms of 

information and engage with something handmade and personal.  Because many zines 

take the typical messy and dense punk-zine layout, they require patience and curiosity to 

navigate.  Chris Kerr of Projector describes the radical potential of this kind of zine: 

“Writing that way is a political act, it is libratory because it doesn’t just allow people to 

accept a ready made notion and move on.  Which is how magazines work– it's digestible 

language. Zines usually have digestible language but the format is a different way of 

navigation and it slows you down, and makes you engage with it in a non-ready made 

way” (Kerr).  Emily Heller likewise sees the choice to engage with a zine as an important 

part of identity construction.  “I have the ability to make my own choices, which parts of 

culture I consume and don’t. Basically any time you are seeking out your own taste, that 

is a vital part of becoming your own person, and it makes you a better citizen to be 

making proactive choices” (Heller).  While choosing between different forms of cultural 

expression might not seem important, it is the act of searching, finding and connecting 

with people that is integral to making culture dynamic.  It is in these ways that zine-
                                                
11 From Alex Wreck’s zine Stolen Sharpie Revolution: “I had been reading zines for a 
while before I realized ‘I can do that!’… this is not ‘how to make a zine’ because that is 
something that everyone does differently.” This zine is a list of resources, tips and layouts 
for making your own zine.   
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making poses an alternative to the state of alienation from cultural and material 

production and consumption.  Because of their radical form and populist inclinations, 

zines become a substrate for consciousness-raising. 

 That zine-making attempts to foster non-alienated labor and the potential for 

intimate conversation between the creator, product and consumer is what makes zines an 

attractive medium for many people.  By both critiquing consumer culture and offering a 

vibrant alternative to it, zines invite readers into discourses and subjectivities not usually 

encountered.  This is simply because these stories are not valued by money-minded 

periodicals and the immanent critiques found within zines are somewhat threatening.  It is 

therefore important to consider how the radical alternative created by the zine community 

within the climate of their own socio-historical moment follows a rich history of literary 

resistance.    

Histories 

Like most histories, that of the zine is quite contested.  As its nebulous 

definition enjoys liberal application, writers of zine history have declared the American 

Revolutionary pamphlets, little magazines, beat chapbooks and underground newspapers 

as ancestors of the zine.  While there is validity in these comparisons, the term ‘zine’ as 

recognized today is the child of the sci-fi fanzine publications of the 1930s.  However the 

punk movement elevated zines to a widely practiced form and increased their visibility.  

Much precedence can be found, too, in the modernist little magazines.  It was here that 

modernist artists formed new platforms for work that was not accepted by already 

established literary venues.  The zine follows from all of these traditions as it determines 

a new space for itself.  
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The little magazines will be the earliest predecessor I will trace to the zine, as I 

believe their interest in the creation of new cultural and political practices is integral to 

understanding the zine as a form of both aesthetic and political practice.  Within these 

little magazines one encountered contemporary writing, criticism, debate and 

experimentation in the arts.  They emerged out of groups of writers and artists from all 

over the world that used immediate self-published periodicals to disseminate work that 

larger publishing companies rejected (Hoffman 2).  Thanks to these little magazines the 

number of published authors surged, and, more importantly, the magazines helped pave 

the way for the majority of literary and artistic movements of the twentieth century.  In 

fact about 80 percent of modernist and later well-known writers were first published in 

these small-circulation books (Hoffman 1).  Many of the contributors encountered artists 

through the magazines and began life-long correspondences with them.  Thus, the 

magazines were also meeting spaces for the artists invested in what was later to be called 

modernism.  According to Fredrick Hoffman’s The Little Magazine these magazines were 

“disrespectful of the ordinary and legitimate demands of the publishing work,” which 

included manipulations of the typesetting and layout, among other things, making it 

difficult for more established forms of publishing to invest in them (5).  In these ways the 

little magazine shares many attributes with the zine, specifically in the creation of 

communities and alternative forms of publishing.   

Much like the zine, established forms of publishing did not support the content 

of the literary magazines.  Hoffman’s first definition of the little magazine address its 

economic position; “A little magazine is a magazine designed to print artistic work which 

for reasons of commercial expediency is not acceptable to the money-minded periodical 
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or presses” (2).  This was considered a great advantage for many magazines (such as 

Little Review; Others etc.) that focused on experimentation testing the boundaries of 

literature.  Without worrying about profit margins, the magazines were free to include 

whatever content they desired, including spirited debates, polemics, satire and visual 

displays.  Because of this “conscientious revolt against the guardians of public taste,” 

when reading through a little magazine one is able to see the uncensored aesthetic and 

cultural concerns of tremendously important writers (Hoffman 4).  In this way little 

magazines serve as historical artifacts that allow us to access writers who were not being 

published along more traditional channels. 

The emergence of this form speaks to the existence of a larger social desire for 

alternative venues for expression in a time marked by turbulence.  Many little magazines 

appeared in the period roughly between 1914 and 1930.  In Jayne Marek’s Women 

Editing Modernism: “Little” Magazines & Literary History she describes the political 

atmosphere as having a great affect on the modes of artistic production, where the effects 

of “the First World War, the residues of works by Darwin, Marx and Freud, immense 

technological innovation, and archeological and philosophical discoveries that modified 

ideas of human history” were still felt (Marek 5).  This climate of uncertainty, violence 

and emerging technologies is very palpable in the form of the magazines.  As described 

by Hoffman the “rebellion against traditional modes of expression and the wish to 

experiment with novel (and sometimes unintelligible) forms; and a desire to overcome 

the commercial or material difficulties which are caused by the introduction of any 

writing whose commercial merits have not been proved” were two major tenets that little 

magazines were concerned with (4-5).  Thus, within the little magazines Imagism, 
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Dadaism, free verse, the new art of photography, Joyce’s stream-of-conscious writing and 

many more experimental ventures became part of the modernist canon.   

The Little Review and Others were two publications that included work by 

little-known artists and women writers in addition to big modernist figures12.  The 

publication of the lesser-known writers started to make room for unrepresented voices 

and encouraged writers to continue producing, “for seeing one’s work in print arouses a 

man’s hope, stimulates further effort” (Hoffman 15).  The very position of the little 

magazine as an independently published periodical invested in non-traditional aesthetics 

and ideologies allowed writers who occupied varied social positions to become more 

active and public. 

None of the little magazines discussed in seminal texts on the little magazines, 

included work by African-American artists.  And this is because the magazines they 

(Hoffman and Marek) choose to cover (which are a part of the cannon) never regularly 

published African-American writers.  For all of the freedom and exaltation of the new 

ideas the little magazines expressed, they remained mostly segregated.  African-

American artists responded similarly to white artists of the time who could not find 

publishing venues– they created their own venues for discussion, critique and 

presentation of new works and ideas in little magazines.  The Crisis, The Messenger, and 

Fire!! were some of the better-known little magazines edited by African-American artists 

that significantly contributed to the flourishing of the Harlem Renaissance (Nash 154-

155).  Published within these pages were W.E.B. Du Bois, Langston Hughes, Zora Neale 

                                                
12 Some extremely notable contributors and participants in the proliferation of the little magazine 
include: Ezra Pound, T.S. Eliot, Wyndham Lewis, Gertrude Stein, W.C. Williams, Mina Loy, 
Wallace Stevens, W.B. Yeats, H.D., James Joyce, to name only but a few of the more well-known 
personages.   
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Hurston and Mary Terell among many others. 

Women also sought editorial control within the little magazines.  The Little 

Review, Poetry, New Freewoman, The Crisis and Egoist were published and edited by 

women and featured Amy Lowell, Zora Neale Hurston, Mina Loy, H.D. and Gertrude 

Stein, along with James Joyce, Ezra Pound and William C. Williams.  These magazines 

featured writing, critiques and essays not only on the subject of aesthetics, but on the 

social positions these editors occupied.  Because of the constricted social landscapes they 

lived in, they constructed for themselves an open space within the pages of the little 

magazine.  

These spaces allowed writers and editors to defy social and aesthetic 

conventions.  To best illustrate their relationship to zines, the example of the Little 

Review seems especially pertinent.  Its creator, Margaret Anderson, started the magazine 

with the hope of supporting enlivened discussion and encouraging debate among 

contributors.  As Jayne Marek describes, the success of the Little Review was not due to 

the prominence of big name writers within its pages.  Instead, it “created its greatest 

legacy through inviting and enacting opinionated debate about the nature and value of art, 

between the two editors as well as between the magazine and its readers and 

contributors– a form of critical exchange reflecting the multifaceted nature of modernism 

itself” (Marek 60).  Many zines share the motivations of Little Review, in encouraging 

exploration and conversation.  However, the similarities run deeper than that.  Anderson, 

as a self-proclaimed anarchist-feminist, ran the magazine with Jane Heap, her partner, 

and made not only an aesthetic impact, but also a political imprint, on modernism.  This 

is why the success of the Little Review is so important.  Specifically Anderson’s “ideas 
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about art encode her frustration with society and her preference for a world of ideas in 

which minds may meet on equal terms, unrestricted by conventions” (Marek 66).  

Anderson and Heap printed the magazine out of both an immense dedication to emerging 

art, and a desire to go beyond the limitations of who could participate in these 

conversations.  

Marek continues to discuss how Anderson and Heap’s editorial presence in the 

magazine helped reshape and even defy women’s roles within literature.  Instead of being 

nursemaids to male writers they were active commentators, “visibly confrontational, 

juxtaposing editorials, reviews, and articles in order to highlight critical controversies” 

(Marek 61).  Furthermore the Little Review itself functioned as a hallmark of Anderson’s 

tastes and desires.  Her desire for the magazine was to create a space for personal 

investment, create a platform that demanded attention and to foster a community of 

readers who were active responders.  The editorial comments printed by both Heap and 

Anderson, which at times expressed aggressive instigations, illustrate their insistence for 

conversation and a dialogical approach to editing, which not only made matters of 

aesthetic experimentation more pressing, but also created a sense of shared community.  

It is this very personal approach to the Little Review that can be seen in zines today, in 

their commitment to celebrating an inclusion of the personal and political in the arts.  

In tandem with the modernist little magazines were small-production, totally 

self-published sci-fi magazines.  In the 1940’s science-fiction ‘fanzines’ took off.  This 

was partly due to an increase in the availability of printing technologies such as the 

mimeograph.  As with most cultural developments, technology played an integral role in 

shaping the content and form of the fanzine.  Because the mimeograph offered sci-fi fans 
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access to printing, they could play a larger role in the development of the medium.  They 

used the fanzine to critique larger science-fiction magazines, make contacts, and to write 

their own stories (Wright xli-xliii).  The range of interests covered by fanzines quickly 

outgrew science-fiction, and by the 1960’s came to include, most notably, rock-and-roll. 

Fanzines such as Crawdaddy! and Mojo Navigator Rock and Roll News began to 

seriously chronicle the newly emerging genre (Wright xliii-xliv).  The makers of these 

fanzines made it their responsibility to conduct interviews and write reviews—charting 

the trajectory of these bands.  

The explosion of fanzines occurred in the early 1970’s in the UK.  There, the 

punk scene exploded and consequently required an underground press to record and 

report on the emerging styles, ideas and networks developing alongside it.  Hundreds of 

punk fanzines emerged in the UK, Los Angeles and New York (Wright xliv).  Around 

this time the prefix ‘fan’ was dropped, and the collaged, messy photocopied look became 

a staple of the medium.  Review zines such as Maximum RocknRoll, Razorcake and Slug 

and Lettuce were the main sources for punk news, emerging bands and contacts.  Not 

only did these magazines provide interviews and reviews of new bands, they also 

contained reviews of and contact information for other zines.  However, as time 

progressed, these magazines, especially Maximum RocknRoll, started including reviews 

for all sorts of zines separate from the punk community.  It was here that we could 

witness zines quietly expanded beyond punk.   

Much like creator Paul Williams of Crawdaddy!, who had his first publishing 

experience with sci-fi fanzines and later branched out to the underground music scene, 

many zine writers began in punk and later changed course (Williams).  This can be 
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attributed to two things.  First, the advent of the photocopier and the opening of copy 

centers like Kinko’s.  Second, people began to realize the potential of the blank canvas 

the zine offered and took advantage of it.  Each medium was inextricable to the other; 

punk popularized the zines, and zines provided a space for discussions of punk culture. 

In 1982 the publication Factsheet 5 came out, edited by Mike Gunderloy.  He 

would later become a well-known figure in the zine world because of this publication.  

Factsheet 5 dedicated space to the printing of thousands of reviews of zines and zinester 

contact information.  While Gunderloy was attempting to collect and review almost every 

zine published, MRR remained submerged in the punk debates.  But while punk opened 

an avenue for the dispossessed and zines established another medium used to express this 

frustration, women and girls still found themselves on the margins of these 

conversations.  Consequentially, the emergence of Riot Grrrl, “a network of young 

women linked by zines, bands, and their anger” became one of the biggest influences on 

the ever-changing zine scene (Duncombe 71).  

Riot Grrrl was founded in two epicenters of the punk movement, Olympia, WA 

and Washington, D.C. in the early 1990’s (Harris 46), as an immediate response to the 

overwhelming masculinist tendencies in punk music and culture.  Toad, creator of the 

zine Revolutionary Knitting Circle, speaks of her experiences in punk culture, “The punk 

scene is great, but it’s also very male-dominated. In some ways it’s just a mini-replica of 

society: people consuming drugs and alcohol; it’s male-dominated and hierarchical” 

(Toad 47).  While frustration with this subculture was one cause of Riot Grrrl’s 

inception– feminism, the antiauthoritarian attitude of punk and the desire to write their 

own experiences and histories more strongly influenced the writers of the Riot Grrrl 
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zines.  

One of the main tenets of Riot Grrrl was that it was an open exploration of what it 

meant to be a girl or woman.  According to Stephen Duncombe’s Notes From 

Underground: Zines and the Politics of Alternative Culture, “Riot Grrrl had no founding 

convention, no structure, and little formal organization outside of local meetings and zine 

exchanges” (72).  These zines often covered issues of sexual abuse, body image, gender 

roles, topics in academic feminism and calls to action.  By the mid-1990s magazines like 

Sassy and Ms. Magazine were picking up on Riot Grrrl zines like Girl Germs, Bikini Kill 

and Another Lo-Fi Xtraveganza.  As these magazines became sympathetic and 

championed the emergence of girlpower and feminist driven publications, more women 

and girls picked up the practice of zine-making.  In the mid-1990s Riot Grrrl reached its 

peak of popularity and main figures of the movement called for a media blackout as to 

preserve these safe spaces made for women to discuss culture and resistance (Harris 53).  

As the sensation of women writing zines wore off these feminist publications returned to 

the underground, where discussion of feminism could continue without being scrutinized 

or turned into sound-bites.   

Today while browsing any zine library one can still see the effects and critiques of 

the Riot Grrrl movement.  Mimi Nguyen, a prolific zine writer speaks of her involvement 

with punk and Riot Grrrl,  

“Riot Grrrl is the best thing that ever happened to punk. It’s amazing that 

all of these young (mostly white) women have decided to redesign the 

whole world according to the architecture of their private-made-public 

traumas and promises of ‘girl love’ wish fulfillment…But it is important 
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to me as a feminist of color to critique Riot Grrrl for the ways in which it 

has (or hasn’t) dealt with differences of race and class. In that aspect, 

rather than presenting an alternative, Riot Grrrl totally parallels 

‘mainstream’ Euro-American feminism” (Nguyen 61).  

Nguyen brings up a very valid critique of Riot Grrrl.  Because it was so provocative, it 

provided an immediate outlet for many women who had the desire to speak out against 

reification13.  But because it became a movement dominated mostly by white women, it 

failed to address the nexus of oppressions that all female-bodied people experience, and 

in many ways became extremely limited.  This included a failure to address race, class, 

and a gender-binary, and as a result alienated many non-white non-cis-gendered women.  

However, in its wake many zines picked up these intersections and have continued to 

push the boundaries of feminism.  

Zines as Third Spaces 

While the materiality, mode of production and history of the zine is integral to 

understanding the medium, it is important to separately address the symbolic space it 

creates in order to fully understand it potential for changing-consciousness and thus, 

having an impact.  Zines imagine new possibilities while remaining critical and are 

intimately produced with the intention of becoming a public document.  Many are 

produced from positions of dissatisfaction, dejection and marginalization felt to be caused 

by systemic oppression, i.e., internalized social, historical and institutional oppressions.  

In fact zine writers, while living in a society they perceive to be caustic, maintain a level 

of optimism.  Part of the radical project of the zine is to resist the urge to fall silent in the 

                                                
13 That is the solidification of representations onto one’s identity as to totalize it.   
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face of such oppressive forces through the creation of alternative practices.  This desire to 

make cultural ephemera speaks to a mode of critical resistance that challenges the question 

of who has the power to make meaning.   

Symbolically, it is helpful to consider zines as third-spaces.  In Adela C. 

Licona’s work, “(B)orderlands’ Rhetoric and Representations: The Transformative 

Potential of Feminist Third-Space Scholarship and Zines” she discusses the 

transformative potential of feminist zines as being contingent upon their “feminist third-

space (both/and) consciousness” (104).  This third space consciousness can be best 

described as a mode of engaging with the world that refutes strict dichotomies, and is 

instead interested in identities that are in flux, taking from many modes of representation.  

This notion of the (b)orderland is derived from Gloria Anzaldúa’s, yet encompasses 

symbolic (b)orderlands as well as geographic ones.  Licona explains that “Third-space can 

be understood as a location and/or practice. As a practice it reveals a differential 

consciousness capable of engaging creative and coalitional forms of opposition to the 

limits of dichotomous (mis)representation14. As a location, third-space has the potential 

to be a space of shared understanding and meaning making” (105).  Zines and the zine 

network can be seen as both forms of third-space.  Part of engaging with the differential 

consciousness is inhabiting both the world of the dominant culture and understanding 

                                                
14 Like Adela Licona’s explanation of (b)orderlands, “I place parentheses around the b of 
(b)orderlands’ both to materialize a discursive border and to visibly underscore the 
myriad ways borders (much like dichotomies) have historically operated to artificially 
divide, order and subordinate” I will be using her (mis)representations in a similar 
fashion.  It is meant to signify exogenous, or popular representations of subjectivity that 
are too often naturalized misrepresentations. (105). 
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one’s own subjectivity that feels at odds with that culture and then making something 

from that “third-space.”  The zine, as a cultural artifact, is that private/public space where 

individuals have the opportunity to “uncover Other ways of being, and of knowing, in 

order to make meaning of the everyday” (Licona 106).   

For Licona, the feminist zine in particular addresses the third-space 

consciousness.  However, I argue that the practice of zine making also situates it as a 

third-space, where one can negate largely accepted cultural narratives, representations and 

expectations through a variety of devices, including pastiche, experiential reports and 

critique.   

“Zines not only illustrate the creative and generative capacity of third-

space (discursive) practices and cultural re-production, they offer third-

space subjects a powerful site for self and Other representation without 

the reductive, phallogocentrism required in dominant representational 

practices…They can be irreverent, parodic, utopian, and imaginative; and 

thus, in a sense, zines perform the difference they are trying to make. By 

challenging, re-imagining, and replacing exclusionary and oppressive 

discursive practices, zines perform new representations of subjectivity” 

(Licona 109).   

As a practice zines not only posits an alternative to labor, but they also create the space 

for a multiplicity of voices to be given equal weight.  It is the practice of zine-making that 

constitutes the third-space, as it is not simply a practice of airing discontent or 

protesting, rather it is a space that calls upon the maker’s creative capacities to imagine 
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new ways of self-representation, as well as build a (fluid) community of exchange, 

support and engagement.   

As a third-space the zine assumes a negation and appropriation of a dominant 

culture.  The “mechanism” of exogenous representation that many zine-makers take 

particular issue with is that of the “mainstream” culture.  And while zines have often been 

touted as an underground or counter-cultural movement, the claim that they are anti-

mainstream is false, as the “mainstream” is not an insular entity and cultural production 

cannot occur “outside” of it.  This is why the symbolic third-space is integral.  It 

complicates the relationship that zines have to the dominant culture.  Instead of viewing 

the “mainstream” as unilaterally disseminating culture and information, the third-space re-

injects agency into the relationship.  The zine as third-space provides a site and 

consciousness capable of taking apart the dominant culture, critiquing it, adding to it while 

building another culture.   

As Elizabeth Traub writes in “ ‘The Popular’ in American Culture,” “To avoid 

reducing popular culture to a manipulative mass culture, controlled by its producers, 

reception needs to be understood as an active, socially differentiated process of 

negotiation” (142).  Zines, as third-space, are in a dialectical relationship with the 

“mainstream,” or that force perceived to be the locus of all cultural (mis)representations 

guided by political and aesthetic means.  For zines, resistance and critique depend on the 

dominant culture, and the dominant culture is dependent upon subaltern modes of 

representation like zines: “the popular is not produced by imposing a dominant onto a 

subordinate culture, but by the dominant reaching into the cultural formations of 
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subordinate groups, selectively appropriating elements, and stitching them into new 

discourses” (Traube, 134).  Thus the dialectical relationship between zines and the 

mainstream continues on ad infinitum.  Thus, zine-makers have a relationship with the 

“mainstream” that should not be denied, as it gives them immense power to critique and 

pose alternatives.  Zines, then, are an integral part of this dominant culture for their 

capacity to raise consciousness to alternative representations and practices.   

Much of this consciousness-raising comes from the production of new codes, 

ideas and spaces.  In fact, many zinesters are responding to a lack of representative space 

in centralized media.  The production of the third-space of the zine enables these 

conversations to occur while simultaneously producing languages and practices that 

encourage readers to make their own spaces.  Zines that deal with (mis)representations 

often fall under the feminist, queer/gender politics, fat-activist, anti-consumerist and 

anarchist categories, though not exclusively.  Mimi Nguyen, in an interview, said about 

the content of her zine,  

“The intersection of racism and sexism has always been an issue with me. 

In Aim Your Dick #2 I wrote about how somebody had jokingly asked me 

about ‘Oriental Sex Secrets.’ I really went off on that one…[in response] I 

got so many letters I couldn’t answer them all…This amazed me because I 

didn’t consider my zine as that big of a deal. But apparently it filled a 

void, discussing topics that weren’t generally being dealt with” (Nguyen 

54).   

Thus, the third-space also becomes a necessary site for those who do not have a platform 
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within dominant culture, as the voice that speaks is other and oppositional.  This site that 

critiques the dominant, while posing alternatives is not isolated, or vulnerable.  Behind 

one zine is an entire network of support, similar projects and growing number of 

participants.   

Zines can be understood as an extension of previous literary movements, in that 

the modernist little magazines were responding to a similar crisis making room for 

alternative expression in the public space.  However, zines are also responding to 

confrontations seen on the individual and intra-personal level as resulting from structural 

oppressions that affect identity and subjectivity.  This is where the zine’s creative 

alternatives to cultural production and representation help situate them as a form of 

artistic, cultural and political praxis.   
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Chapter Two: Adorno, Zines and Praxis 

In order to establish zines as an art form it is imperative to understand their 

relationship with dominant culture as well as their means of production.  Theodor 

Adorno’s Aesthetic Theory becomes an indispensable tool for decoding the aesthetic and 

social attributes of the zine.  I am choosing to use Aesthetic Theory because I believe the 

third-space, as described in the previous chapter, that zines inhabit is very similar to 

Adorno’s conception of fettered, or dialogic, autonomy in modern art.  I will then analyze 

a zine according to Adorno’s main theoretical concerns, focusing on the how this fettered 

autonomy realizes itself in form, content and production.   

The project of Adorno’s Aesthetic Theory is vast.  In an effort to do away with 

universalist definitions of art dependent upon immutable qualities, he instead traces the 

functions and possibilities of art contingent upon its socio-historical context.  According 

to Adorno, “It follows that art is not defined once and for all by the scope of an 

immutable concept. Rather, the concept of art is a fragile balance attained now and then” 

(Adorno 9).  Thus, in Aesthetic Theory he theorizes under what material and social 

conditions art achieves this balance and ability to communicate.  For modern art he sees 

its desire to shed its cult-function and opt for a burgeoning, not entirely stable autonomy, 

as the ideal position for art15.  Adorno believes this autonomy to be fundamentally 

antagonistic towards the society that it desires to cast off:  “Art, however, is not social 

                                                
15 Adorno uses modernist art as proof of his theory.  No longer responsible to religion or 
the state, he argues that the era of the bourgeois has allowed art to be responsible only to 
itself.  This he believes will be the possible undoing of art.  There are two poles to his 
prediction.  One is in the neutralization of art if only responsible to aesthetics at the price 
of social critique.  The other, more dangerous pole is that of complete commodification 
and the proliferation of the culture industry, which I will address later in this chapter.   
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only because it is brought up in such a way that it embodies the dialectic of forces and 

relations of production. Nor is art social because it derives its material content from 

society. Rather, it is social primarily because it stands opposed to society” (Adorno 321).  

Modern art’s antagonism engenders a fettered autonomy one that will forever tie it to its 

object of refutation. 

Adorno argues for a negative dialectic, one that is based on a dynamic momentum 

dependent upon constant differentiation through negation and critical engagement.  It is a 

dialectics in which all elements are simultaneously riving and reforming, thus positing 

the existence of non-identities or the impossibility of static identities.  The non-identity 

emanates from the fact that elements (like art and everything contained within art) do not 

exist as abstract objects, but rather in relation to one another and in relation to socio-

historical forces.  Identity comes from the recognition and differentiation, or negation, 

from the other.  Adorno also believes that the non-identical, or state of constant negation, 

stems from a consciousness that lives under a system it cannot relate to.  As a Marxist, he 

believed co-habitation of the individual’s consciousness and the consciousness of 

capitalism necessitates individuation through negation.  Thus, identity is in a constant 

state of fluctuation, resulting in a highly complex system of negation and recognition 

with the dominant system that evades reification16. 

The state of non-identity is a very important precondition for Adorno’s concept 

of autonomy, as it is what allows it to evade reification and subordination by or to 

political apparatuses.  However, the concept of autonomy is quite diffuse throughout the 

                                                
16 “One has to be downright obstinate not to see the complicity of artistic reification and 
social reification, and to ignore the untruth of reification, which is that it fetishizes what 
is a processual relation between moments” (Adorno 147).  
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text, creating constellations of meaning rather than acquiring a concrete definition17.  

Nonetheless artworks never fully achieve autonomy from their social environment.  Art 

relies on society for material and more importantly for the object of its resistance.  In fact, 

Adorno views art’s very existence as a negation of society; the artistic means of 

production negate a means-end rationality determined by profit.  The condition of art’s 

autonomy is described by Adorno as “twofold: on the one hand, it dissociates itself from 

empirical reality and from the functional complex that is society; and on the other, it 

belongs to that reality and to that social complex” (Adorno 358).  Artworks as non-

identical entities, internalize the external world while simultaneously negating it.  But it 

is precisely this negation that provides society with a critical toll and thus art, plays the 

vital role of critic and/or substratum for consciousness-changing.  

As a non-identical artifact that reaches the public because it is autonomous, art 

has the potential to communicate this non-identity.  A main function of art for Adorno is 

to assist other non-identical elements in realizing their non-identical state.  That is, for us 

to understand the contradictory fluid set of identities that we possess at any moment as 

being socially and historically mediated.   

Aesthetic identity is different, however, in one important respect: it 

is meant to assist the non-identical in its struggle against the repressive 

identification compulsion that rules the outside world.  It is by virtue of its 

separation from empirical reality that the work of art can become a being 

of higher order, fashioning the relation between the whole and its parts in 

accordance with its own needs.  

                                                
17 This is primarily a function of his belief that all objects are historically and socially 
dependent.  
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Works of art are afterimages or replicas of empirical life, inasmuch 

as they proffer to the latter what in the outside world is being denied them. 

In the process they slough off a repressive, external-empirical mode of 

experiencing the world…As artifacts, works of art communicate not only 

internally but also with the external reality which they try to get away 

from and which nonetheless is the substratum of their content.  (Adorno 6-

7). 

Thus, in order for art, from its position of autonomy and non-identity, to truly 

communicate, it must internalize the mode of empirical existence (or consciousness of 

the dominant culture) and simultaneously critique it.  The critique depends upon showing 

the inadequacies of empirical existence, which can be emotional, spiritual or ontological.  

If art can show us that it is protean and comes from the same social environment that we 

do, then we can begin to realize our own capacity for engaging in social critique and 

building imaginative utopias.  The radical potential of art can also be understood through 

the non-identical.  If art, and likewise individuals, are understood as dynamic, then socio-

political forms can be as well.  That is, art can show us that institutions such as race, class 

and the state are socially and historically mediated and are then subject to change.  Thus, 

art demystifies socio-political superstructures and anticipates their change.  

Adorno’s concept of autonomy is very closely tied to the qualities of the third-

space as inhabited by the zine.  As described in the previous chapter, third-spaces can be 

understood as both a location and practice.  As a location it sits between dominant 

cultural representations and lived experiences within that dominate culture.  As a practice 

it engages the “differential consciousness” of being both a part of dominant culture and 
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existing in negation to it (Licona 105)18.  The practice reveals the capacity to engage in 

active and critical forms of social participation.  In relation to the zine this practice is 

articulated in the creation of artistic artifacts that explore this space that is within, against 

and beyond the dominant culture, thereby creating new forms of creative opposition.  

Thus, the third-space of the zine forms a dialectical relationship with the dominant 

culture rather than being subsumed by it.  

Like the concept of art as described by Adorno, the zine as a third-space, is in a 

position of fettered autonomy.  Through the zine’s alternative relationship to work it 

negates dominant modes of production and consumption.  Zinesters are engaged in 

creating culture that is then traded for other zines, meager amounts of money or a few 

stamps.  However, the reader is also encouraged to send letters to the writer.  That is, a 

personal connection and relationship form over the object.  Secondly, the zine borrows 

symbols from the dominant culture, de-contextualizing and sublimating them as to offer 

critiques.  This is important to consider in light of zine’s social context, one that is littered 

with reproduced and marketed images.  Zines, by removing these images from their 

context (an advertisement in a magazine) can illuminate certain damaging social 

narratives (especially around images of women).  This is closely related to Adorno’s 

concept of removing experiences of pain from institutions that reify them in order to 

humanize them.  As for the creation of fantasy, the zine as an art form and as a third-

space creates the opportunity for coalitional meaning-making.  That is, as autonomous 

                                                
18 “This term is deployed in Chela Sandoval's Methodology of the Oppressed (2000) and 
refers to a consciousness that "arises between and through [different] meaning systems" 
(180). Its subject is able to function within and beyond dominant ideologies. It captures 
the movement that joins different networks of consciousness for purposes of coalition and 
ultimately transformation” (Licona 125).   
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cultural artifacts they have the propensity to contest dominant culture, and create their 

own cultural narratives that are then shared within a network of zinesters who are doing 

the same. 

Communications of concepts within a zine, like in artworks, are dependent upon 

their bound autonomy.  They must integrate elements of empirical or repressive society in 

order to find common language, and yet in the artifact a critique must be immanent (in 

productive labor, form and/or content).  In this way they are non-identical, as the dialectic 

between absorption and negation of the dominant culture occur endlessly and is 

integrated throughout the entire artifact.   

How art achieves its autonomy and is thus able to communicate resistance is 

mapped through form.  For Adorno, the basis of art’s autonomy lies in its relation to 

socio-historical forces, which as a series of negations become manifest in content.  Thus, 

form and content become central arguments in Aesthetic Theory.  “Assuming that one has 

to differentiate form and content before grasping their meditation, we can say that art’s 

opposition to the real world is in the realm of form; but this occurs, generally speaking, in 

a mediated way such that aesthetic form is a sedimentation of content” (Adorno 7).  For 

the purposes of relating this argument to zines I will use form to indicate the materiality 

of the zine (which includes its mode of production, distribution as well as aesthetic 

qualities).  While content will refer to the materials the zinester uses to create, which will 

include anything from personal ideologies to magazine clippings.  

In the collaborative zine Crosshatch by Ava Anderson, Roxie Perkins and Anna 

Reutinger, form is merged with content in a way that follows Adorno’s criterion for 

success and produces a work that is a communication of its social-historical context.  
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“First works must be able to integrate materials and details into their immanent law of 

form; and, second, they must not try to erase the fractures left by the process of 

integration, preserving instead in the aesthetic whole the traces of those elements which 

resisted integration” (Adorno 10).  Their poems are cut and pasted across black and white 

photos of friends and landscapes in the Bay Area.  While there is an integration of 

thematic tropes (around nostalgia, forgetting and moving forward), the text lies stark 

against the photo, and the photo in return offers strong images independent, although 

related to the text.  This is what Adorno means when he talks about synthesis, “It is 

important, rather, that the elements interact with each other; hence there is a sense in 

which synthesis is a mere repetition of the pre-established interdependence among 

elements… [it] is firmly grounded in the material aspects of works of art” (Adorno 11).  

The synthesis that occurs within Crosshatch is dynamic and non-hierarchical.  

The entire zine pays close attention to aesthetic detail.  The cover of the zine, a 

map of the Texas/New Mexico border, is unmarked except for a backward red number 

three that appears to be screen-printed on, as the texture of the paint is spongy and 

palpable.  Its simple design and layout, with large clear photos (one per page) and text 

shaped to fill negative spaces.  This allows the content to resonate with the images 

creating cohesive yet obviously assembled pieces.  The poems in this collection often 

introduce memories pocked by images of the present.  While the landscapes of the poems 

are uncertain or vague, the images in the background offer alternative points of reference 

that often mirror thematic tropes. 

In the first poem of the collection entitled “M” we are presented with a strange 

juxtaposition of naturalistic and urban images.  In order to read the poem you must turn 
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the zine clockwise, so that the left page becomes the top image.  The poem rests in the 

bottom right corner.  This interaction with the zine is integral; as the perspective of the 

zine shifts one can see that both pages and their images are thematically linked to the 

poem.  “Milky orange pools/ Pave the way in front of me/ Perforated white scars the only 

features/ Reflected by this wisp of asphalt/ Each honey-sweet note/ Assigned its own cell 

of golden skin”.  While the poem does not create a strong association between the images 

of road, hive and music, what can be gleaned is a repetitious pattern of holes and empty 

spaces supported by the surrounding images.  

The top photo is possibly of an overgrown and abandoned factory.  A path in the 

center divides two glass structures, its borders dangerously close to being overtaken by 

weeds.  When you look to the right you can see an abandoned tire has already been 

consumed by weeds, it center and edges blotted out by shadows, only a faint white 

highlight around the rim can be seen.  The bottom photo could very well be a view of the 

property looking outward.  The bottom right corner, where the poem is, is of a gravel 

road, the left edge bordered by an endless row of strewn tires.  These tires cut the photo 

in half diagonally, leading one’s eye to the road where a semi-truck is about to pass by.  

The next stanza mirrors the image of endless repetition, vacancy and forgotten places.  

“There will be more to come/ So in the watered down version/ Those who love you most 

will hear/ Please/ Don’t forget that you knew my name.”  While it is unclear as to what 

will come there is an anticipation of loss.  The last line, spoken, or perceived to be spoken 

to the loved ones, has a strange mixture of desperation and narcissism that does not seem 

to be present in the rest of the poem.  Nonetheless, the images presented oscillate 

between functioning as cavities (tires) and borders (Perforated white scars…its own cell 
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of golden skin” and again the tires).  There is the pervasive feeling of emptiness, 

inevitability and the tension between control (“Please/ Don’t forget that you knew my 

name”) and chaos (overgrown weeds).   

 The rest of the zine follows this same format, poems are imbedded within the 

images, although not seamlessly.  This desire to show the aesthetic differentiation 

between the text and image mirrors the content of the poems, in that they contain 

interruptions, fragments of speech and memories, all of which are distinct occurrences 

happening within the same moment.  This makes perfect sense when using Adorno’s 

conception of form and content.  Form necessarily flows from content.  At the same time, 

however, form is an objective factor as it relates the social conditions of the maker.  For 

example, take the form of the zine itself.  It is self-produced as a means of carving out a 

space free of the dominant culture’s (mis)representations while providing a space for 

active creation.  The form of “M” and the rest of the pieces in Crosshatch reflect a desire 

to force different elements into intersections (to crosshatch) as a means of creating new 

memories in the face of uncertainty and the threat of forgetting.  As nostalgia runs 

throughout their work, the writers of Crosshatch seem to be pulling together fragments 

for new narratives to hold on to.  

For Adorno, form articulates its relationship to labor and as alternative to 

society through the alienation of certain elements (sounds, words, images etc) found 

within the empirical world while simultaneously reconstituting them and articulating 

something new.  “Form acts like a magnet ordering elements of real life in a manner such 

that they become estranged from their extra-aesthetic existence. But it is through this 

estrangement that that their extra-aesthetic essence can be appropriated by art” (Adorno 
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232). What art does by borrowing elements, and even modes of production from society, 

is fragment that reality, displaying its inherent flaws, while remaining cognizant of its 

own fragmentation.   

Zines through their use of pastiche, collage and fragmented or disjointed content 

remove elements of our culture that have been made innocuous through their ubiquity, 

and show the effect that it has on real bodies.  These forms are radical precisely because 

they alienate and critique naturalized elements of society.  Adorno writes of the dangers 

in absolute radicalism, that is art that is so divorced from social reality, so imbedded in its 

own false autonomy, that it verges “on wallpaper patterns… there is at least a 

presupposition that aesthetic radicalism has become socially affordable” (44).  Thus, by 

using pastiche and collage, art demystifies certain social conditions and systems by 

removing them from empirical/social context and yet still dealing with content from that 

society and thus, actively critiquing it.  

In terms of zines’ relationship to the social, it is imperative to consider their 

fettered autonomy as that which must internalize the social realm in order to critique and 

move away from it.  For Adorno this internalizing principle is a moment of great 

relevance for art as "by cathecting the repressed, art internalizes the repressing principle, 

i.e. the unredeemed condition of the world (Unheil), instead of merely airing futile 

protests against it... thus anticipating its overcoming" (Adorno 27-28).  In this moment of 

empathy, that is reliant on the inclusion of the social within the work, artworks can 

catalyze critique in others.  This is of course communicated through their form and 

content.  Their ability to present a radical form of publishing while simultaneously 

critiquing the dominant culture constitutes them as a viable form of artistic practices as 
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defined by Adorno. 

Zines as Praxis 

If the zine can be understood as a form of aesthetic practice according to 

Adorno’s conceptions then it follows that the zine has a very particular relation to 

society.  As a space for imagining new alternatives or by positing new relationships to 

labor and consumption, the zine offers a critique to society through its very existence.  

That is the zine is a mode of praxis.  Adorno speaks of the dialectical relationship 

between art and praxis as nuanced and a result of their position to society.  “The more 

profoundly you decode works of art, the less absolute is their contrast to praxis. They too 

are not just foundations or first principles but praxis and art together, and their emphasis 

is on laying the mediation between them” (Adorno, 342).  The mediation between praxis 

and art speaks to Adorno’s desire stop thinking about artworks in relation to their 

functionality.  They do not serve a function, in so much as they “become practical 

patterns of behaviour facing reality” (Adorno 342).  Similarly, as Adorno argues 

throughout Aesthetic Theory, art’s being-for-itself is what allows it to occupy a (mostly) 

autonomous position, from which it is especially suited to make critiques of the society in 

which it exists.  By framing the argument in terms of a critical, or situated non-

functionality Adorno looks beyond artworks that are overtly political and didactic (where 

he throws Bretch out with the bathwater) and thus, over simplified.  Instead, the political 

and social potency in art lies in its ability to form critique through it means of production, 

capacity for relating society’s limitations and by its very existence as a non-identity– all 

of which are by necessity achieved through its autonomy.  For the zine, as has been 

argued in the first chapter, the method of production, and the social space it creates, 
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actively critiques oppressive and limiting forces found within the dominate culture.  Just 

by existing in a radical manner, the zine becomes a mode of political praxis. 

Politics and culture are often thought of as separate entities that occasionally work 

in the service of one another.  I would like to establish each of these separately in order to 

better understand their convergence.  As well as to better situate the discussion of the 

New Social Movements, which make cultural production a site for political purpose and 

resistance, thus making culture political.  As George Orwell writes in “Why I Write,” the 

inclusion of the political in his work is not so much intentional as it is an inevitable factor 

of living during a particularly tumultuous period of history.  The inclusion of the 

political, he argues is what has given his writing substance.  The term ‘political’ then 

takes on an affirmative characteristic.  It is the “desire to push the world in a certain 

direction, to alter other people’s ideas of the kind of society they should strive for” 

(Orwell 3).  Political purpose then, is a process of movement with the intention of 

changing consciousness.  However, I believe the term culture is better suited in this case 

than society is.  In Harold Barclay’s Culture and Anarchism, he makes the necessary 

distinction between the two.  “Culture, as we have noted, is a complex of learned ideas 

characterizing a population; society is a group of individual organisms who live in a 

condition of rather stable interaction and interdependence with one another and are 

residents of some specific place in space and time” (Barclay 29).  Art influences culture 

by means of political purpose.  For zine-makers the desire and achievement of 

communicating their resistance influences the sphere of cultural production by exploding 

the concept of who has the authority to make meaning.  Zines are a practice grounded in 

aesthetics and political purpose, with the intention of reaching an audience and changing 
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their perspectives on a whole variety of topics.   

According to Adorno’s conception of art’s dialectical relationship to praxis, art 

can only mediate political impact.  It can cause changes in consciousness, not in entire 

political systems.  Art’s capacity for changing consciousness is argued to be a result of its 

autonomy and non-identical status.  In these ways art’s very being represents alternatives 

and can posit critiques and build resistance.  For Adorno, resistance is synonymous with 

negation and forms the substrate of social change; for what art "contributes to society is 

not some directly communicable content but something more mediate, i.e. resistance. 

Resistance reproduces social development in aesthetic terms without directly imitating it" 

(Adorno 321).  Adorno continues this discussion by underscoring what aesthetic 

resistance and praxis looks like.   

Art’s social impact, strictly understood, is very mediate. Its influence is 

due to the fact that art participates in spirit, which in turn congeals into art 

works, helping to determine changes in society, albeit in a subterranean, 

invisible fashion…The impact works of art have operates at their level of 

remembrance; impact has nothing to do with translating their latent praxis 

into manifest praxis, the growth of autonomy having gone too far to permit 

any kind of immediate correspondence (Adorno 343).   

While this is certainly true considering art that does not invite its viewers/reader to 

participate, I argue that zines, by creating community around creation, do in fact manifest 

praxis.  However, this praxis, as Adorno describes, does not have an immediate impact on 

political policy, rather it is invested in changing consciousness.  
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Zines, by their nature as aesthetic and public artifact create gateways into the 

ethos of “Do-It-Yourself,” and of multiple subjectivities (as seen in the explosion of 

realities expressed in zines).  As praxis, with cultural, political and economic 

implications, the ideology of zine making will outlive the ephemeral artifact.  Thus, we 

cannot tell how multifarious and textured the influence of zines is on people’s lives.  This 

is because the ethos of DIY and the relationships built over the zine extend far beyond the 

zine’s immediate moment of production, and can change people’s consciousnesses “in 

ways that are ever so difficult to pin down" (Adorno 344). 

By relating Adorno’s conception of the political functionality of art we can 

understand zines to be an extension of these ideals.  That is, art works are political 

because they are social artifacts that proffer critiques, alternative relations to production 

and are imagined possibilities.  Adorno’s conception of praxis, I argue, is a precedent to 

the way New Social Movements function.  These new forms of political action are not 

invested in changing political policy per se, but rather are interested in changing the ways 

we live, our relationships to one another, and our systems of value.   

In Alberto Melucci’s text “The Symbolic Challenge of Contemporary 

Movements” he outlines the changing face of this type of collective action.  These 

movements, defined as New Social Movements, were simultaneously responding to the 

increasingly conservative social atmosphere of the 1980’s and the perceived failures of 

the Old Left movements.  What differentiates these movements from their predecessors 

he argues is their shift from “the ‘political’ form, which was common to traditional 

opposition movements in Western societies, to a cultural ground” (Melucci 789).  The 

New Social Movements sought nonhierarchical structures, were more closely affiliated 
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with the political cause rather than the political group and were most importantly 

interested in an embodied politics (Juris, Pleyers 68).  This is because “the needs and 

forms of action arising from the society are not easily adaptable to the existing channels 

of political agencies” (Melucci 790).  These needs are specific to the social and cultural 

currents of the movements’ environment, rather than the legal or institutional needs.   

Melucci furnishes a symbolic analysis of the phenomena of embodied cultural 

resistance as seen by the New Social Movements.   

“Postindustrial societies no longer have an ‘economic’ basis; they produce 

by an increasing integration of economic, political, and cultural structures. 

‘Material’ goods are produced and consumed with the mediation of huge 

informational and symbolic systems. 

“Social conflicts move from the traditional economic/industrial systems to 

cultural grounds: they affect the personal identity, the time and the space in 

everyday life, the motivation and the cultural patterns of individual action” 

(Melucci 795-6).   

Because of the increasing integration of cultural, political and economic currents, social 

actions, by necessity have become more integrated.  Power no longer lies in material 

capital, but rather in social, cultural and information capital.  Thus, the fight does not 

necessary have to function around the demand for greater participation in already existing 

political and economic structures.  Melucci describes this new form of participation in 

relation to cultural goods and constraints,  

“Contemporary social conflicts are not just political, since they affect the 

system’s cultural production. Collective action is not carried out simply 
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for the exchange of goods in the political market or for improving the 

participation in the system. It challenges the logic governing production 

and appropriation of social resources” (Melucci 798).   

I believe zine-making is completely in-line with these sentiments.  As aesthetic artifacts 

they do not directly participate in political or institutional structures, in fact part of their 

autonomy is contingent upon rejecting those structures.  Their rejection, or challenge, to 

dominant means of production and appropriation of resources comes through the practice 

of alternative forms.  Those alternatives are seen by way of changing the relationship to 

work, consumption and community building.  Thus, the structure of the zine practice is 

one that is dynamic and based on individually formed alternatives. 

 The structure of these movements reflects the scope of their intentions.  No longer 

hierarchically organized, the New Social Movements are loose coalitions of individual 

actors participating in a shared culture movement.  “The normal situation of today’s 

‘movements’ is a network of small groups submerged in everyday life which require a 

personal involvement in experiencing and practicing cultural innovation… the submerged 

network, although composed of separate small groups, is a system of exchange” (Melucci 

800).  When viewed as systems, the New Social Movements can be understood as a 

dynamic network of relationships, rather than as an empirical phenomenon that crops up 

in times of crises.  Because they are a system of relationships between people, it is 

difficult to speak of any unified goal that the movement possesses.  Rather, one must look 

at what types of relationships and practices are being formed within the group to assess 

its cultural and political implications.   

For Melucci then the goal is not abstracted from the individuals, rather the 
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structure is a goal in itself that is made up of changing individual relations.  The 

movement becomes the message, as it defies the dominant structure by embodying 

resistance through creating alternative social structures that rely on systems of relations.  

These movements are taking on a symbolic function, whereas they not only serve as 

points in which discontent is voiced, but as moments in which power of representation is 

reconfigured.  Actors in these social movements have the challenge of visibly producing 

meaning, while recognizing the limitations of making power visible, thus negotiable.   

For example, zines are a coalition of voices that are not dependent upon a specific 

goal.  They move away from attempting to participate directly with established systems, 

and instead create a system of information sharing that is reliant upon active engagement 

with a craft and community.  The purpose of this can be read as an attempt to not silence, 

but offer counter-arguments to the limited system of information readily available.  In 

distributing these works, they are visibly offering up this counter-argument.  Zines, in 

their abundance, provide a diffusion of power through a multiplicity of voices.  They are 

a completely transparent, negotiable space that is not only dependent upon actors for its 

very existence, but is reflective of these actors’ intentions, desires and ideologies.  

Because zine making is built on the idea of individualization as a means of 

participating within larger networks of relationships in order to affect cultural change, 

zines have become a highly complex system of information, in which the individual can 

be situated within it while helping mold it.  This is particularly important, because often 

lines of power exist between those who have access to this vital resource (information) 

and those who don’t.  As zines posit a means of creating information systems, based on 

individualization of the participants, we are given a highly multifarious, endless stream of 
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‘truths’.  In producing a multiplicity of voices, zines undermine the notion of truth as 

operating within in a hierarchal system.  Rather then being doled out by one source, it 

comes from lived experience.  When zines describe the subjective, they are not only 

relaying the quotidian, they are simultaneously assuming the role of producer of culture 

and information.  

Perhaps the best example of zines’ being used as this form of political praxis is 

the Grrrlzine movement (derived from Riot Grrrl).  Anita Harris in “gURL Scenes ad 

Grrrl Zines: The Regulation and Resistance of Girls in Late Modernity” discusses the 

girlpower movement’s potentials in light of their social and political context.  As she 

argues, within late-modernity, women and girls’ bodies, while more publicly visible, 

vocal and active, are consequently more regulated.  “The cultural fascination with 

girlhood and the modes of governmentality by which their bodies, labour and behaviour 

are regulated have been organized in primarily around two images: ‘girlpower’ on the 

one hand, and ‘girls as risk-takers’ on the other” (Harris, 40).  While young women’s 

participation in the public sphere has certainly increased and has prompted academic, 

legislative and social debate, Harris argues that there has been little room left for these 

actual women to speak.  Thus the two images of the vocalized woman have been co-

opted into these two distinct forms: girlpower signaling a success of independence and 

agency, and girl as risk-taker, suggesting failure and deviant, dangerous lifestyle choices.  

Harris argues that the grrrlzine, and the subsequent Internet gURL sites, exist in a limenal 

space.  They are at once public forums for debating feminism, and yet they remain 

underground as to avoid becoming subsumed and regulated.   

Both public images of young women are used to discredit the forms of resistance 
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women participate in and in fact encourage silence.  Girlpower, while originating from 

the more radical third-wave feminist movement, has transformed into a market-potential.  

Beyond discretionary spending power, the independently minded, assertive and sassy 

woman has come to signify “new modes of labour market participation and work/family 

arrangements for young women, who are a significant labour force in the late modern 

economy” (Harris 41).  Thus women’s independence corresponds with increased ability 

to purchase and seek corporate power.  In contrast to this image as women in “power” is 

that of the risk-taker.  The public debates around this issue circulated around women’s 

involvement with crime, sexual behaviors (young pregnancies and STDs) and 

consumption of drugs (ecstasy in particular), constructing the image of nihilism and self-

destruction following in the wake of emancipation (Harris 41).  The social response has 

been one of protection.  “Political, legal and procedural development of recent times have 

brought about circumstances of increased surveillance of young women… the solution 

for which is close attention from the state and its agencies, or increasingly private 

corporations that have taken over state functions and seek profit by them, for example, in 

employment, education, training, incarceration and health” (Harris 41).  While these two 

images of women seem diametrical, they are in fact both highly regulated and 

homogenized thus, reduced to market value or public threat.   

Harris argues that within the academy and more popular media outlets, women 

are encouraged to take on the rhetoric of the vocal, active woman and willingly supply 

these institutions with their stories.  Harris finds this suspicious, as whenever a woman 

speaks through a venue that is not her own, she risks “these narratives being scrutinized, 

interrogated, appropriated and depoliticized” (Harris 44).  For women who have been 
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labeled as risk-takers, this can be especially problematic.  “The incitement to speak can 

operate as a strategy for silencing resistance by exclusively eliciting stories of loss and 

disempowerment… the current enthusiasm for hearing the lost voices of young women 

dovetails with the forces that educe tales of pain without interrogating the social 

conditions that underpin them” (Harris 44).  Thus, the very element in which women 

from both of these pre-determined categories are being celebrated for, that is their desire 

to be more vocal and active, becomes the very element that restricts them when an 

institution serves as their mouthpiece.  Thus, the Riot Grrrl zines become a place where 

women can have these conversations and build community, meaning among themselves 

and out of the public eye, and most importantly resist (mis)representations prevalent in 

the media and academy of girl’s as empowered/risk-takers.   

The grrrlzine then provides a space that is both public and private.  It is an 

alternative to both the artificially made “youth-space” where one is in fact monitored 

(currently, one can think of this as social media sites) and the isolated private domain 

from which feminists have resisted.  These women, as makers of culture, have the ability 

to negotiate and encode the space of the zine.  The underground nature of the zine insures 

that for the most part, these conversations and practices will not be appropriated19.  They 

also became a place to contest the very images of girlhood, and womanhood being 

portrayed.  Many grrrlzine writers take issue with the woman as empowered consumer 

and similarly take issue with the responsible independent woman as being symbolized by 

a slender white woman.  Similarly grrrlzines respond to the image of the risk-taker as 

                                                
19 While for the most part zines have stayed out of the limelight, the brief period in which 
they were extensively covered led to the famous media-black out instigated by main 
figures in the Riot Grrrl movement.  While its popularity in mainstream culture helped 
turn many on to Riot Grrrl, the media blackout insured the sanctity of the practice.   



Rosen  50 

being complicit in their own fates.  Further, “the very existence of marginal cultures of 

creativity and critique undermines the image of unsuccessful, risk-taking girls who are 

unproductive, disengaged and passive recipients of state support” (Harris 51).  Thus, for 

young woman engaged in zine production the site of the zine affords a moment where she 

can focus on her politics, create a network for discussion and avoid a commodified public 

image.  

As zines inhabit a complex space within our social climate, in that they operate 

both within it while attempting to move beyond it, they too became a space where social 

dynamics can be rewritten and collective identities can be formed.  I believe one of the 

reasons why zine-making is still practiced is simply because it has become a social 

movement as described by Melucci, and seen through example by Harris’ depiction of 

Riot Grrrl, and has thus attracted a large group of discontent and creative individuals.  

Additionally, Melucci’s understanding of social movements is very similar to Adorno’s 

conception of art’s mode of praxis as viewed through the lens of its particular autonomy.  

Art by denying society does something that is absolutely necessary for society.  As 

Melucci describes the New Social Movements, “They don’t ask, they offer. They offer by 

their own existence other ways of defining the meaning of individual and collective 

action…At the same time, through what they do, or rather through how they do it, 

movements announce to society that something ‘else’ is possible” (Melucci 812).  It 

would seem then that these New Social Movements have taken on the critical autonomy 

that Adorno has privileged to artworks.  And zines, they fit somewhere in between both 

of these theories.  As artworks they maintain a critical autonomy practiced through form.  

However, because they are engaged in creating alternative social systems, through their 
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distribution and community, they can certainly be seen as a New Social Movements.  

Moreover, because the zine, even as a definition, is completely controlled by the 

producer, it has the ability to float between these two theories, becoming a truly non-

identical practice.     
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Chapter Three: Zines Talk Back 

 Given the theoretical and socially situated explication of the zine it is now 

pertinent to dissect the attitudes that zine makers have towards their form of praxis.  

What I plan to present in the following discussion of interviews I have conducted and 

others that I have found on zine forums and in books, is a description of the multifarious 

levels of consciousness involved in zine-making.  It is in the personal drive that one can 

find traces of the social.  Therefore, it is quite interesting to see how these social, 

historical, material and political currents have manifested in a variety of makers. 

The first question many zine makers are asked, or ask of themselves, is why they 

engage in this form of cultural production.  Why make zines?  There are a whole variety 

of answer, each expressing the varied projects and personalities of the makers.  In 1989 

Mike Gunderloy of Factsheet Five published “Why Publish?” a document of elicited 

responses from dozens of zine makers on why they took up this form of self-publishing.  

The document is organized under several headings, such as “Habit”, “Help!”, and “Ego-

Feeding” to give order to the sorts of responses.  Of the most common, which I also 

found in my own research, was for the sheer act of doing something, and as a means of 

finding community.  Tomas Moniz of the famous Rad-Dad, a zine about radical 

parenting, is interested in the art of storytelling.  “For me I try and keep in mind that it is 

about story telling…I just enjoy sharing stories with people.  And I feel like I get it back 

from trading zines and meeting people.  And you know, I like to push myself- I don’t like 

to be complicit I want to try” (Moniz).  Jay Haber describes his interest in terms of using 

the zine as a social vehicle.  “I’m after communication with people…the publication is 

just the means for me, not the end in itself, though there’s nothing wrong with the latter 
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(Haber 4).   

 The zine as a social tool is instrumental in the formation of zine networks or 

communities.  The artifact becomes a way of finding people that share common interest 

or social position.  Mimi Nguyen in an interview stated, “I wanted to do a zine to network 

with people of color, because it’s important to recognize that Asians and other people of 

color are in the punk scene struggling with identity issues. But we’re struggling by 

ourselves, so it would be nice to have a support system just for us; a network” (Nguyen 

56).  Similarly the writers of the collaborative zine Fat Girl express a desire to reach out 

to people who are ignored or (mis)represented by dominant media, in the hopes of 

presenting an alternative story to the reader.  

“This discussion typifies the dialogue that’s been aired in Fat Girl, where 

everything we publish is by and for fat dykes. But many people outside the 

fat dyke community have found something in Fat Girl that they haven’t 

found anywhere else in this world, and have approached us about how Fat 

Girl has changed how they look at the world, how they write, how they 

feel about themselves and what they do. The pervasiveness of self-hatred 

in our relationship with our bodies is so endemic, that when people see us 

work through this for ourselves, something shifts within them. By focusing 

on what we feel, what we’re experiencing and where our anger is, we 

allow other people to re-examine personal issues about their own bodies in 

a similar light” (Barbara 133).   

This personal examination of the self is integral for building communities among other 

people who have been (mis)represented in myriad ways, or simply left out of discussions.  
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 In fact many zine writers do feel as if they do not have an adequate community in 

their immediate geographic area.  Tomas Moniz found that he has a close community 

through his zine network and sought to replicate that in his immediate area, the San 

Francisco Bay Area.  “I felt closer to people that I traded with. So through letters and 

such there was a kind of community. Portland and San Francisco have had huge zine fests 

over the last 8-9 years, so I’ve been able to meet a lot of people that way.  And I’ve 

decided in the last few years that we actually do have a great scene here, so I want more 

readings and release parties, to get more people to involved” (Moniz).  In fact, I attended 

zine readings that Tomas threw that not only had a large turnout, but instigated dialogue 

between audience members and in some cases resulted in contact information and zine 

swaps.  These types of events, although by no means particular to zines, create bonds in a 

community that extend far beyond shared geographic location.  Chris Kerr of Projector a 

Bay-Area zine that publishes poetic and prosaic responses to movies, held a screening 

and reading release party for his first issue.  “Actually at RPS [Rock, Paper, Scissors] we 

did an event where we projected clips and read to them, there was even music made out 

of these animal movies.  There was a night where we all got together and informed each 

other of what we were going to do…[the performance] wasn’t a part of the plan, at the 

same time it was one of the more satisfying nights of the whole project” (Kerr).  Brandt 

Schmidt of Shiny Things on the Ground, a Bay Area zine appreciates this communal 

effort, and seeks out zines that exemplify a dedication to immediate community building.  

“Well, first of all I prefer stuff that is local because I like the idea that someone in the 

community is doing something, there is just a good feeling when you realize someone in 

your community is active; it makes you want to live there” (Schmidt). 
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While many zine-makers produce in order to find community, or strengthen their 

already existing community, others write to have an impact on a particular audience.  

Dishwasher Pete, a man who has made it his short-term goal to wash dishes in all fifty 

states, writes a zine about working as a dishwasher, traveling and meeting new people.  

His reasons for writing are one and the same with building communities and providing 

his readers with moral support.  “I get a lot of letters from people living in small towns 

who wash dishes and enjoy it, but they’re surrounded by people who tell them it’s ‘not 

good enough’ and they should find themselves a ‘career.’ It’s great when they can get a 

hold of a zine and say, ‘Wow!’ and suddenly they feel better about themselves. Their 

reaction justifies everything I’m doing. I’m glad Dishwasher has this effect on people” 

(Dishwasher Pete 4).  Tomas Moniz also views his zine making as a practice that comes 

from lived experience and simultaneously reaches out to his community.  Speaking of 

where his writing comes from, “I did a lot of letter writing. I was raised by my single 

mom and my dad was in jail. And coming from what I did, when I went to college 

studying Chicano nationalism and identity movements in the US, there’s a history there 

of newspapers that they were involved in.  So yes, you write for your community and 

writing creates community” (Moniz).   

While many zinesters write in order to reach out and make connections, many 

also write purely for themselves.  Brandt Schmidt of Shiny Things on the Ground, “I felt 

like I found something in the process that made it really worthwhile.  It felt so good to do 

it” (Schmidt).  Similarly writing for oneself and seeing that writing in print, is a way to 

affirm identity.  “I think the need to publish is related to the need to write: it defines you 

as a person, as a thinker. Publishing helps announce your aesthetics, for yourself and 
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others. It helps make you real so that you can wake up each morning positive that you 

have legs & can walk & can breathe” (Huth 48).  Similarly Sisi, from Housewife Turned 

Assassin uses her zine practice as a site for personal meditations.  “The premise behind a 

zine is often anger, frustration and maybe the bits of happiness that sometimes happen. 

Doing a zine is like an inexpensive form of therapy. It’s a very cathartic process” (Sisi 

50).  Mike Bahl from I Hate My Job also uses his zine as an outlet for frustration.  

However, through this outlet he hopes to encourage others to examine their own 

frustrations with working a non-stimulating, low-pay job.  “I Hate My Job definitely 

started in hate, I was literally and figuratively in a very dark place at the time, and I 

needed to burrow out of that somehow and that is how I was able to do that… what is 

there is very personal but at the same time I have this open call for encouraging that sort 

of reflection in others” (Bahl).  However, can this sort of personally oriented and 

motivated writing be considered political by zinesters?   

While there is certainly the utopian ideal that many zinesters hold– that the zine is 

a revolutionary form– many craft without any political purpose in mind.  Emily Heller 

understands the political implications of zines, but does not feel that it can be extended to 

every zine.   

“I mean everything is political, but I don’t think you can write that 

intention into everyone that is doing that. I think a lot of people are doing 

it because they have something to say- a fart joke for instance, and that not 

necessarily political.  It is in a zine only because they can’t get that 

published in anything else.  And there are people who are not bringing it 

to anarchist distros.  Nothing I have ever published in a zine has ever been 
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political. And as much as my politics are about people making their own 

choices and critically assessing the culture they’re in- I don’t know if 

making a zine is a huge accomplishment.  But I do think there is 

something political about it” (Heller).   

That “something” has been noted by many zinesters as the attempt to change people’s 

actions and ideas, by way of introducing alternative perspectives. “I think the fact that our 

sexuality is just there–honestly–is ‘political.’  We present just honest portrayals. After 

doing Fat Girl for a while, I would forget just how confrontational it is to people” (Devra 

132).  The erasure of political implications of non-political zines speaks to the power of 

the New Social Movements.  Participants in these movements, frustrated with their 

inability to affect social change have eschewed anything resembling traditional political 

models, and have instead developed new means of participation.  And because these new 

forms of participation, like the zine for instance, are not explicitly political, they are 

sometimes cast off as non-effective.  However, what I hope to have conveyed in the 

previous chapter, is that political purpose and extends far beyond content.  It exists in the 

nuanced ways of changing consciousness and relationships to practices and people.  

However, Heller does have a valid point.  Is everything contained within a zine worthy of 

attention?  The writers of Fat Girl seem to think so.  While their publication does cover 

(mis)representations and makes an active effort to provide readers with alternative 

perspectives, a lot of their zine is pornographic, and a lot of it also contains biting comic 

strips and resources on where to get clothes.  As Devra expresses though, it is the social 

position of the writers and the act of carving out a space for those voices that attempts to 



Rosen  58 

alter popular (mis)representations.  However, the confrontational attitude Fat Girl 

assumes is not the only shade of political purpose zines take.  

 The utopian visions zines include, and which many zinesters write from, are just 

as important in motivating readers to become active.  Toad from Revolutionary Knitting 

Circle:  

“I think it would be rad if people on my street– everyone– made zines. 

Everybody has multi-faceted lives that they want to talk about; they just 

don’t have a forum, except for television. And the television wrecks 

things. Everything ends up being a media object; it’s like pornography. 

Everything becomes trivialized and distorted. If you want information you 

have to know people, write letters, read and all this has dignity to it. With 

television, information is being spoonfed to you without work, without 

criticism, and with unthinking acceptance” (Toad 45).   

By creating that media zinesters have a better chance of reaching out to people and 

creating networks of information.   

 In fact many zinesters preface their work with letters that are meant to challenge 

and excite readers to into picking up this for of publishing, or any other radical practice 

that might have an impact on one’s own life and community.  Cindy Crabb of the Bay-

Area famous Doris is known for her introductions that conflate the personal and the 

political.  From her 26th issue, “I’ve been thinking about the revolutionary project and 

how we have to fundamentally change the world. Tell our true stories. Be brave and 

open. Learn our histories. Learn to think deeply and critically and with compassion and 

empathy. Learn to organize. Learn disappearing skills. Learn what it is to be human. 
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Learn. Teach. Create” (Crabb).  By using the first person plural she invites readers into 

these practices, while entreating a certain level of personal responsibility.  It is these 

appeals that, while coming from the personal, are able to start dialogues between readers 

and writers and help make meaning and change.   

But do zine-makers consider this medium art?  Even those that make very 

aesthetically conscious works do not consider their work to be Art.  Sean Tejaratchi of 

Crap Hound compiles thousands of found pictures and text, re-contextualizing and 

formatting them in order to create tacit critiques of society.  Each issue focuses on three 

variegated subjects collaged together in a playful, dark and above all very legible way.  

With ample space between images the negative space becomes rhythmic, lending 

movement to the entire piece.  While there is still a sense of over-saturation, the 

organization of the images renders it closer to an informational chart than a traditional 

collage.  However, the information provided is repetitive, disruptive and used to draw 

visual correlations between disparate subjects.  For example in his fourth issue entitled 

“Clowns, Devils and Bait” he realized many of the images he found of Ronald McDonald 

were drawn to mimic the posture of Jesus Christ.  This coloration between the happy 

face of a large cooperation intended for children and the representations of an omnipotent 

being provide the viewer with a tacit, albeit humorous, critique.  

Speaking of this fourth issue Sean notes that, “a lot of it is criticism; with me 

shaking my head in disbelief…I look at what is out there and get disgusted and amazed by 

the blatant manipulation and twisted logic. It’s really satisfying to vent my feelings in a 

coherent way, in a format where the images are out of their original context and made 
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much more revealing simply as a result of placement” (Tejaratchi 35).  While Sean does 

not publish any essays on his political ideologies, if one spends enough time with his 

work, consistent critiques of commodity fetish, objectification, religion and fear become 

apparent.  Crap Hound, by providing an amalgamation of images on these themes 

becomes a place to encounter these images outside of their naturalized environment and 

thus launch critique, or as the subheading of zine puts it, incite “discussion and activity”.   

However, Sean Tejaratchi, is a perfect example of a zine-maker who rejects the 

idea that his zine is anything other than Carp Hound.  He refuses to categorize, or 

consider his work to be artwork,  

“I’ve never geared anything I’ve done, Crap Hound included, toward 

being in a gallery. The world of fine art is pretty thoroughly divorced from 

reality. Even as a kid it always seemed fake and whiny to me. Making 

Crap Hound look nice is tremendously important to me, but I refuse to 

think of it as a “work of art.” I hate that. It’s just if I’m going to call the 

shots, I’m not going to make it look like shit. I screw up every now and 

then, but I do my best. It’s a matter of taking pride in one’s work” 

(Tejaratchi 41).   

While his sentiments of the institution of art are extremely pertinent, they do conflate the 

institution of art with art as a practice.  According to Adorno’s depictions of what can 

constitute art, and how he sees art in relation to society, I believe Sean’s work 

accomplishes this.  It is embedded critique, not only through its form and distribution, but 

its content draws from the social realm and is presented in an aesthetically cogent 

manner.   
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Even Johnny Brewton, whose zine X-Ray is entirely handcrafted (each copy is an 

original) and contains submitted works by Charles Bukowski and Hunter S. Thompson, 

does not consider his zine as Art.  “It’s a literary and an assemblage magazine, but it isn’t 

snooty or arty. It incorporates comics, interviews, film transparencies, tickets– all kinds 

of found objects” (Brewton 74).  Each copy of the zine is actually an original; each 

artifact is handmade and produced with slight variations.  And because Johnny puts so 

much work into his zines, he does not want them to be treated as ephemera.   

“Handwork is the main quality. I wanted to create something that was not 

disposable– something that people would keep and show to their friends. 

But it takes a lot of work; plus I like to embellish things and go the extra 

mile. When I wanted to have a real x-ray cover, I went to a medical-

reclaiming junkyard, dug through all of these bind and managed to pick 

out a few hundred x-rays” (Brewton 77).   

This immense amount of attention and dedication to aesthetic detail, as well as a clearly 

thought out project indicates that Johnny is doing much more than simply sitting in his 

room and making zines for his friends.  He is investing himself in a form of aesthetic 

discipline that requires labor, time and insight.  In fact, his work has been picked up by a 

variety of institutions.   

“The Cooper-Hewitt Museum (Smithsonian Institute’s National Museum 

of Design) is doing an exhibit next year which will feature X-RAY. They 

asked me for a copy to put in the show, and I thought, ‘Wow!’ The show 

is called ‘Mixing Messages: Graphic Design in Contemporary Culture.” 

The J. Paul Getty Library ordered a lifetime subscription– I couldn’t 
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believe it. Various universities including S.U.N.Y. at Buffalo’s rare book 

department and the University of Wisconsin have also ordered lifetime 

subscriptions. I’m honored that they have done so. I think it’s amazing that 

this kitchen table project has blossomed into this thing” (Brewton 82).   

Even as art institutions and institutions of higher learning are validating his work, Johnny 

shies away from considering it art.  This, I believe speaks not necessarily to an anti-

establishment mentality (although it certainly can be considered so), but it seems more 

likely that Johnny, as a art-school drop out, no longer had access to these venues.  His 

“kitchen table” project was one started from a desire to continue producing and 

distributing his works, not to necessarily make it as an artist.  I think this is part of the 

reason why he seems shocked and humbled by his inclusion into these institutional 

venues, because this was not his end-goal.   

While these zine makers eschew the institutions surrounding art (the gallery; and 

‘snooty’ which can be read as upper-class), other zine-makers are more sympathetic to 

the idea of their works being considered artistic artifacts.  Chris Kerr thinks of self-

publishing as a method that can improve the quality of art itself.  “Isn’t that what people 

always say the object of art is- to create beauty- more than anything else I think that is 

what people tend to say.  So in self-publishing it’s not that you are trying to make the 

world more beautiful you are trying to make art itself more beautiful, which might rub off 

on the world” (Kerr).  Similarly, the attention paid to the medium, rather than simply the 

content, is what can also constitute zines as artworks.   

“Part of compilation that really made sense to me was seeing that with the 

Internet everything is getting pirated, everything is getting distributed, and 
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if you made the curation of the thing part of the medium, then it would add 

value to the physical object and information.  And so the idea that you 

were presenting a book that was really a curation rather than just a book or 

comic, seemed like a way around ‘modernity’ ” (Heller).   

However, as Emily Heller pointed out later in our interview, not all zines have aesthetic 

value.   

“It’s really, really fun to discover something on your own, but there are 

also a lot of shitty zines out there.  There’s a lot that’s really self-

indulgent.  I think that’s the problem when means of production are 

democratized- there’s a lot of delusional people and emo people that just 

use it as another place for their self-absorption. And you know when it 

was a new thing to do it was good, but now there’s too much of the same 

thing coming out, but you know that’s with everything, when someone has 

a good idea everyone has that same idea too” (Heller).   

But perhaps it is this system of valuation, or desire to assign superlatives, that makes the 

zinsters who do produce aesthetically cogent work shy away from the term art.   

 Zinesters that have no problem counting their works as art often produce zines 

that flirt between being literary magazines and zines.  Tomas Moniz, who in addition to 

Rad Dad, Boxcutter and small one-time zines, has produced Without Words & Without 

Kneeling a serial novella, and Like Hickies, Like Bruises another novella.  When asked 

about the distinction between the chapbook, literary magazine and zine, Tomas offered 

insight into how categories are constructed in the first place.   
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“Well, my fear is, chapbooks have a more elitist quality, and zines tend to 

be more DIY, a little more connected- they don’t have the airs that a 

chapbook might have.  There is a history of small press and literary 

chapbooks that are there, and to me I can jump between the two, but I 

realize that is my privilege.  I have gone to grad school I feel comfortable 

in that environment, and I have gone the other way.  For me I want to do 

both.  And I recognize that poetry does not have a place in certain zines, 

so I try and avoid that.  It’s a different realm, although I’ve used a couple 

here and there, and I’ve written thousands of being a father, I know that 

it’s not the space” (Moniz).   

This idea of boundaries being constituted along institutionally sanctioned lines is 

an interesting one, as the zine offers the same space and experience that literary 

magazines and chapbooks can offer for those who do not have access to certain 

institutions.  Similarly, there is an interesting notion of authenticity in play here that 

many zinesters do subscribe to: “Is this the real voice of the underground?”  While this is 

certainly a problematic notion, as it creates yet another reified identity, the desire to hold 

on to a space is very legitimate.  That is, if your voice is not given space by sanctified 

institutions that have the power to deem it legitimate, then the reactionary creation of a 

space that presupposes legitimacy in the act of making will certainly contain some 

rhetoric of rejecting the ‘mainstream’ and conversely celebrating that which is anti-

establishment.  However, for zine makers who are more comfortable with their projects 

looking “slick” and do have access to these institutions, the notion of authenticity can be 
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limiting.  Chris Kerr speaks of his Projector, which is perfect-bound, minimalist, and 

very neat.   

“I didn’t feel like I needed to downgrade production value to have a more 

‘authentic’ look– because then it’s just a look– I just wanted my project to 

have an inviting presence. I just wanted people to want their minds to 

roam there, and there is a readership that finds comfort in the ‘zine’ 

layout, and its just totally different then the layout of Projector… I 

consider what I do in between genres of publication and I like it that and 

I’m happy for it to be called a zine and to be called a lit journal, I’m happy 

to play around with categories” (Kerr).   

Because Chris considers his work to be a zine and a literary journal, his work 

embodies the very amorphous nature of the term zine.  Whereas his work is solicited and 

collated by himself, he does not engage in the actual production of the zine.  And yet, it is 

not sold for profit, and he keeps in close contact with those readers who write to him.  His 

work is not vying for recognition; rather it serves as a meeting point for people with 

intersecting interests.   

“It started out as a personal thing, I wasted a lot of time self-medicating 

with movies, so I thought I should justify it, and it seemed like a good 

thing to do rather than put out a journal or zine that was ideology of 

movies… the experience I had with movies I felt was very universal.  I 

wanted to find out about different peoples reactions, something that spoke 

to them and allowed them to find out something about themselves in the 

process” (Kerr).   
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Similarly he thinks of himself as responding in an alternative way to movies.  Not 

interested in reviews, or academic critiques, he asks readers to experience the movie and 

write creatively from there.  “I think that when you look at glossy magazines in terms of 

movies they have a really similar approach, and they become a monolithic way of 

looking at art and politics- zines find less formal ways of understanding the world rather 

than appropriating the monolithic- its also psychological and linguistic” (Kerr).  

According to his own descriptions of his work I would consider Projector operating in 

the same way that zines do.  However, when looking at the actual artifact, the element of 

the handmade and crafted is missing.  Opening up the question of where authenticity 

exists in zines, if it even exists at all? 

As discussed earlier this notion of authenticity becomes extremely problematic as 

it creates new requisites for participation within the practice.  The way I have come to 

grapple with this notion within the subcultural movement of zines, is by differing to the 

creator.  Because the zine is so concerned with identity-formation and the creation of new 

codes, the labels that the zine-maker chooses to apply should be respected.  The self-label 

‘zine’, more than anything else (even more than the smudgiest photocopied punk 

fanzine), is what connotes a zine.  Those that do the naming often understand what 

implications, communities, ideologies and histories they are operating within by naming 

their work a zine.  Similarly, like Sean of Crap Hound and Johnny of X-RAY, it is 

understood what is being excluded by using the term zine.  As the practice of zine-

making is partly one of negation, the term also reflects this.  Thus, the utilization of the 

label ‘zine’ for one’s work simultaneously positions one within the practices of DIY 
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culture and underground printing, as well as against the practices of ‘mainstream’ media 

and institutionalized forms of art and knowledge.   

So while there is a great amount of contention and differentiation around the term 

zine, I believe what can be agreed upon is the propensity for zines to engage people in 

ways that might change their attitudes and actions.  Despite zinesters’ critiques of social 

systems, many are optimistic (or why would they publish?) about affecting change.  Mike 

Gunderloy, Factsheet Five publisher, perhaps said it best.   

“I don’t want to claim that we’re on the edge of a revolution, because we 

all know how stupid the people who did that in the 60’s looked by the 

70’s. But fanzines are drawing a lot of attention these days, and they are 

changing people’s lives. They certainly changed mine — the food I eat, 

the clothes I wear, the music I listen to, the ideals I believe in, and the 

places I want to live have all been influenced (and not subtly) by my 

constant immersion in the sea of alternatives. Which brings us to my final 

reason for publishing. This sea is generally invisible to the “mainstream”. 

But it doesn’t have to be that way, and I think it might not always be that 

way. Many people are in search of alternatives these days, and willing to 

stand up and be counted. The zine scene is an important tool for social 

change, and it seems to be heading in directions I like, I publish to help it 

along” (Mike Gunderloy 53).   

 Despite the vast differences on how zine praxis is constituted, there is the 

common belief that it is an artifact intended for the public discourse with the hope that it 

will lead to a change in the reader’s life, no matter how small.  I still maintain that the 
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zine, as an art form, is inherently political due to its social nature that poses an alternative 

to dominant culture’s values and practices.  The most salient of these alternatives, as 

expressed by many zinesters quoted above, is the propensity for zines to create 

interpersonal bonds, the very substrate of action.  The relationships born from zine 

practice go beyond emotional support systems (although there are plenty that do just 

that); they engage the individual’s capacities for producing ideas, culture and thereby 

establishing a sense of agency in the creator.  As described by Melucci, the end goal is 

the movement.  The zine’s radical potential is synonymous with its capacity to bring 

people together and encourage the DIY ethic, a belief in one’s own capacity to act as an 

agent of social change through the process of changing one’s own life. 
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Conclusions 

The zine as art, as political praxis, as autonomous space, as hobby or as a way to 

make friends comes into its particular use and form through the creator.  Because its 

definition is contingent upon how it is being used in the world, many zinesters refuse to 

label or categorize their work.  To reify the zine, in a category like Perzine, is to limit its 

possibilities and arrest its process of becoming, which is dependent not only on makers, 

but on readers as well.  Nonetheless, for academic and cataloguing purposes these 

definitions are important for putting order to a disorderly bunch.  In my project I hope to 

have gone beyond categorization and to have theoretically situated them as an art form 

and as a mode of praxis that stems from their fettered autonomy– the desire to break free 

from society in order to change it.  I use the term situated quite often in my thesis.  As a 

nod to Adorno, I use it to keep myself from forgetting that the definition of the zine is 

dependent upon its particular time in history and place in society.  And that nothing can 

be made a given or essential quality (unless of course one is speaking of the non-identity, 

which in its own negative way is essentialist).  Even my attempt to situate zines as an art 

practice in my second chapter, “Adorno, Zines and Praxis” was refuted by several 

zinesters in my third chapter, “Zines Talk Back.”  However, I believe this negative 

conception of Art as implied by the context, comes from the institutions surrounding art, 

or as Adorno puts it, “administered art” which necessitates some form of authority.  And 

zines, if anything, are anti-authoritarian by their own form of being self-produced. 

 This negation, the “anti-” rhetoric of the zine, however, is where I see the 

potential for the zine.  They must negate in order to make room for variegated 

subjectivities.  The must negate in order to explode the idea that art happens when you 
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have an MFA, or are supported by a gallery and have wine and cheese events.  This 

negation is their praxis.  However, most zines are far from being little nihilist 

publications.  The fact that their negations are the substratum for a labor-intensive praxis 

of writing, collecting, assembling and distributing, speaks to the utopian vision they have 

of reaching out to people.  Of meeting people in their homes, daily commutes and public 

libraries, and inciting discussions about why being overweight does not give another 

license for discrimination, of where we can make space for transfeminists, of why 

polyamory might be right for you.  Or zines might meet people and give them a small 

sliver of perspective by taking them through a photo-tour of lost streets in San Francisco, 

or of presenting a story of lost loves and literary giants.  I see the zine as an art form, 

because I view art to be the sublimation and celebration of the mundane, a map for 

finding humanity in the fray of our lives and as a voice for that which cannot be speak.  

And as something that exists within society, against it and beyond it.  And I hope to have 

conveyed that the zine, like that vague category of art, is all of these things and a little 

more.   

 But do other people see this potential in zines?  I believe those that are enmeshed 

in zine culture do.  However, being an ‘underground’ form of publishing, not that many 

people have access to it.  And speaking of my own experiences when explaining this 

project to people and having to immediately follow my declaration with, “well it’s a form 

of self-publishing…” not that many people actually know what a zine is.  Part of the 

reason why they have not integrated, or have been picked up by more people, is because 

the zine praxis is a negative one.  Is one that is fostered by distance, critique and lifestyle 

changes.  The inability to reach larger audience is very problematic for the entire project 
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of zines, and has been written about extensively in other academic publications.  

However, I feel that Adorno has a response to this conundrum.   

“At present, all works of art including radical ones have a conservative 

tinge, for they help reinforce the existence of a separate domain of spirit 

and culture whose practical impotence and complicity with the principle of 

unmitigated disaster are painfully evident. However, this conservative 

element–which is most pronounced in radically modern art– ought not to 

simply be junked. No resistance to the social totality and its omnipotence 

is conceivable unless spirit in its most progressive shape survives and goes 

on progressing. If the advancing spirit does not bequeath to mankind what 

the latter is poised to liquidate, the world would become mired in lasting 

barbarity instead of moving forward to a rational social order” (Adorno 

333).   

While the zine will probably not herald the new rational social order, I do think that it 

reinforces the idea of separation as a means of participation.  That being said, this is what 

makes the zine a powerful critical response.  While the form of the zine certainly 

encourages others to try out the practice for themselves (as it really only requires time, 

patience and a photocopier), the culture of the zine is one that still does come from punk 

and left wing political groups.  That being said, not everybody making zines would 

categorize as either, or both of those groups, but they are the subcultural groups most 

associated with zine-making.  Just for a visual reference, the cover of Zines! Vol. II 

features a young woman with short, spiky dyed blond hair, two eyebrow and two lip 

piercing, a large chain necklace with a lock hanging from it and goes by the name Toad.  



Rosen  72 

While all of these visual symbols create important social codes within subcutures, it can 

keep ‘outsiders’ from participating in the more valuable practices or ideals a subculture 

enacts or holds, for fear of not feeling ‘authentic’ enough.   

 My experiences in the Bay Area, however, were of diverse zine makers and 

readers.  Most were in their 30s and had professed to have left punk behind.  However, 

the rebellious, creative and action-oriented ideals stayed with them.  Zine writers, who 

did not have any punk influence, used the zine medium as their only outlet into the world 

full of people who misunderstood and disregarded them.  But the zine, even when 

produced from despair, is not always a somber document.  It is participatory in spirit and 

hopeful of its propensity for change.  As a cultural space carved out by the maker, the 

zine world is both large and small.  It is intimate, as it is constructed by the maker, but 

encompassing of the zine community, as it is distributed and solicits feedback.  A place 

that probably won’t start a revolution, but will get people thinking, discussing and 

imagining what that might look like.  And as a practice that gets people away from their 

job, from the annoying lines at grocery stores, from the gas stations and mega-malls, if 

only for a few hours, to produce something with care and conscious intention.   
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Appendix I: Zine Images 

  Cover of Indulgence.  
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Cover of The CIA Makes Science Fiction Seem Unexciting.  

 

Inside view of the CIA Makes Science Fiction Seem Unexciting. 
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Zine that complies three different zines: Three a.m.; Brainscan; Journalsong 

 

Inside view of complied zine, Three a.m., Brainscan, Journalsong. 
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Cover of Fat?So! 
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Inside view of Fat?So! 
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Cover of Double Happiness.  
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Inside view of Double Happiness.  

 

Cover of Ker-Bloom!.  This zine is completely letter-pressed, including the designed 

flourishes.   
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Cover of Crap Hound 4. “Clowns, Devils & Bait.” 

 

Inside view of Crap Hound 4. “Clowns, Devils & Bait.” Left hand side shows Ronald 

McDonald and Jesus similarities.   
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Inside view of Crap Hound 6. “Superstitions.” 
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 Cover of Projector. 

 

 

Inside view of Projector. Poem entitled “Marriage.” 
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Cover of Crosshatch.  
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Inside view of Crosshatch. Poem entitled “M.”
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