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ABSTRACT 

 

Pride festivals are both political and celebratory in nature and often include parades, 

marches, street fairs, musical performances, and dance club events.  Many view pride festivals as 

spaces used to create a unified group identity.  While such a view is partially accurate, the 

festival is also a space in which positions of centrality and marginality within the queer 

community are negotiated, particularly for gendered and racialized groups.  With over one 

million participants and roughly 300 musical artists performing on multiple stages, Pride Toronto 

is one of the largest pride festivals in the world.  As a leader on the global stage, Pride Toronto 

has struggled in recent years to create a festival that reflects the great diversity of the larger queer 

community in Toronto and abroad.  The organization has been accused of marginalizing 

particular groups within the queer community through the uneven distribution of festival 

resources, the lack of organizational structures and advertisements aimed at particular sections of 

the queer community, and the placement of music stages and other areas directed at specific 

groups in undesirable locations and venues within the festival space. 

In this dissertation, I explore the role of musical discourse at annual pride festivals in the 

negotiation of social power and identity within the queer community.  Musical discourse, which 

includes not only the music and performance but also the programming and staging of musical 

artists, media reports, protests, and town hall meetings, was one of the primary means of 

initiating and sustaining dialogue on social power within the queer community in Toronto.  

Gendered and racialized groups used musical discourse to challenge power structures within the 

larger queer community, which had been highlighted by the allocation of time and space within 

the festival area.  Using a Foucauldian theoretical model of power, this research examines the 

connections between music, social power, identity, and queer culture.     
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PROLOGUE 

 

During the 1,200-mile drive with a friend from Tallahassee to Toronto in a 16-foot U-

Haul truck, I had a lot of time to review my summer research plan in my head.  Like many 

novice ethnographers, I arrived in May 2010 thinking that my plan was ready for implementation 

without many changes.  Of all the topics I had considered for my dissertation, gay pride festivals 

was by far the most intriguing one to me as a young musicologist.  This was not because I loved 

going to pride festivals and wanted to spend my fieldwork days and nights partying in the streets 

of a large city in North America or Europe.  It was because I did not understand them.     

The first festival I attended was in Iowa City during my years as an undergraduate at the 

University of Iowa.  I had recently come out to my friends and family, and had decided it was 

safe to venture out that afternoon to see what pride festivals were all about.  What I found was 

that I did not seem to fit in.  I saw a lot of people in rainbow colors, men dressed in sequins and 

feathers, women riding motorcycles, and people with homemade protest signs covered in glitter.  

There was loud house music blaring from speakers on the backs of trucks, others my age looking 

for hook-ups, and a woman my motherÕs age asking me survey questions about the most intimate 

details of my sexual history.   

It was all too much.  I did not see myself anywhere.  I felt like an outsider to the 

community that I had just publicly joined.  This first experience had a lasting impression on me, 

and on my feelings about pride festivals.  I did not understand why they were important to so 

many people that I knew given that I was fine with missing the event most years when it came up 

in my city. Yet later I was intrigued from a scholarly perspective and reasoned that pride 

festivals would be a good subject for a dissertation in ethnomusicology because I knew music 

was a vital component of a festivalÕs success, even if I did not know why.  I also felt that the 

festivals contained a great deal of cultural significance that ethnomusicological research could 

reveal.  Finally, I chose Toronto as a case study site because it seemed to have it all Ð large 

numbers of participants, hundreds of musical acts from many genres, a wide spectrum of 

communities represented, and excellent reviews from those who had attended in recent years.  It 

appeared as though the frustrations I felt during my first experience in Iowa City would be gone 

given the diversity of the festival in Toronto.   
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I was only five minutes into my first interview when I realized that my research plan 

needed to be scrapped.  The original focus of my research was on issues surrounding musical 

representation, and the inherent problems with the outrageous nature of pride festivals for public, 

mainstream consumption.   

ÒHow does the LGBT community expect to get across its message about equality when 

itÕs packaged in a way that is off-putting for much of mainstream society?Ó I asked those I 

interviewed in the early part of the summer.  Their responses were very similar: ÒWhy the hell 

should we care?Ó  It was not what pride was all about for those organizing and attending the 

festival.  It was possibly a question more suited for those not attending.  Either way, as a central 

question in my research plan, it clearly needed to be altered to fit the reality I had stepped into in 

Toronto. 

Overall in 2010, I found that, like most things in the world, the situation at Pride Toronto 

was complex, conflicting, and subject to all kinds of negotiations over agendas competing for 

priority.  Rather than walking away with a great sense of unity through diversity at the end of the 

festival, I felt that something was not quite right.  Although during and immediately after the 

festival no one mentioned it in interviews, it appeared to me that some groups within the event 

were being pushed to the sides to make more room for others.  All of the best locations in the 

center of the Village were packed with young, primarily white, gay men, while stages aimed at 

other groups (lesbians, trans men and women, black queer people, etc.) were placed further away 

in less desirable locations.  On my way back to Tallahassee for my final year of coursework, it 

made me wonder if something was happening under the surface that I was unaware of during the 

2010 festival. 

As it turns out, my suspicions were right on target.  The backlash from the queer 

community after the 2010 festival was intense for the Pride Toronto organization.  It cost many 

their jobs within the organization itself, and led some to harshly characterize Pride Toronto and 

members of its staff as racist, transphobic, sexist, and out of touch with the queer community of 

Toronto.1   Along with this issue, and the financial hardships experienced after the 2010 festival, 

there was also an intense debate over censorship in the event.  Although these issues had little to 

                                                
1 The Community Advisory Panel (CAP) report contains detailed accounts of these issues and 
reactions from the community, and will be discussed further in this document. 
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do with music, they had everything to do with the near revolt from the community against the 

organization, which caused some to wonder if Pride Toronto would even occur in 2011. 

After the events of 2010, I set my sights on issues of marginalization within the festival, 

focusing on its musical performances and on discourse surrounding the event.  I realized that, 

contrary to what I had originally thought, pride festivals were not only spaces where the queer 

community gathered to celebrate their unity as a group.  They were also sites for negotiating 

social power, contesting marginality, and reimagining queer identities.  And luckily for me, 

musical discourse played a central role in each of these processes within the festival.  This 

dissertation explores how and why. 
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CHAPTER 1 

INTRODUCTION 

 

1.1  Purpose and Significance 

The purpose of this dissertation is to examine queer social power as made manifest 

through the negotiation of centrality and marginality within the context of musical discourse at 

annual pride festivals.  Often referred to as Ôgay prideÕ festivals, these events are both political 

and celebratory in nature, and focus broadly on issues of gender, sexuality, identity, difference, 

and human rights. These events are in key ways the Òpublic faceÓ of the queer community, which 

is a diverse group often referred to as the lesbian, gay, bisexual, and transgender (LGBT) 

community in the mainstream press.2  Pride festivals provide a forum for the display of queer 

culture and identity annually, both for other members of the queer community and for the 

broader society of which that community is a part.   

Today pride festivals occur in nearly every major city in North America, often including 

parades, marches, street fairs, musical acts, film screenings, and dance club events.  These 

festivals are based historically on political marches of the 1970s organized by members of the 

gay liberation movement, but over the course of four decades they have shifted from being 

mainly political events to being principally celebratory gatherings that are much broader in their 

scope.  Many from outside of the queer community, and even from within it, view pride festivals 

as spaces for creating and celebrating a unified group identity.  While such views are partially 

accurate, the festival is also a space in which positions of centrality and marginality are 

negotiated, particularly for gendered and racialized communities found within the larger, queer 

community.  Pride festivals have become sites of power struggles grounded in debates and 

negotiations over the politics of queer identities.  This negotiation can, at times, reproduce the 

same structures of marginality that the festival was intended to combat on a societal level, thus 

creating internal marginalization within an already marginalized group.  This may occur through 

an uneven distribution of festival resources, a lack of organizational structures and 

                                                
2 In this document I will primarily use the term Ôqueer communityÕ rather than ÔLGBT 
community,Õ as it is a more inclusive term that incorporates numerous other individuals who do 
not necessarily identify as lesbian, gay, bisexual, or transgender, but are still part of the 
community.  Detailed definitions of all of these terms can be found in the Glossary. 
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advertisements aimed at particular sections of the queer community, or the placement of stages 

and other areas directed at specific groups within the festival space in undesirable locations and 

venues. 

  In this dissertation I am interested in musical discourse (interviews, media reports, town 

hall meetings, programming and staging musical acts, protests, official Pride Toronto documents, 

etc.) and in music as discourse (the music, lyrics, and musical performance itself), which I view 

as two central components for understanding the relationship between music as a performance of 

identity and as a subject for initiating and sustaining dialogue on social power within the queer 

community.  The inclusion of specific artists, their representations within the festival space, and 

the content of their performances are each vital in examining power within the queer community.  

Inclusion and representation provide visual cues of underlying power structures during the 

festival, while the musical performances sustain a queer soundscape that can challenge both 

heteronormativity in the larger society and marginalization within the queer community.   

With over one million participants and roughly 300 musical performances each year, 

Pride Toronto is one of the largest pride festivals in the world.  It was chosen as the case study 

for this dissertation principally because it may be regarded as representative of the international 

pride festival phenomenon, being akin to other large festivals produced annually around the 

globe (e.g., in San Francisco, New York City, Sydney, Australia, and S‹o Paulo, Brazil) in terms 

of size and appeal to all subsections of the queer community, internationalism, and 

cosmopolitanism.   Yet for all their shared features and commonalities, each of these major urban 

pride festivals, including Pride Toronto, has a unique identity and character. Pride Toronto, for 

example, is recognized internationally for its music-intensive focus, making it an especially 

appropriate focus for this research3. Moreover, Toronto, as one of the most diverse and 

cosmopolitan cities in the world4 that is home to a large queer population and a vibrant and 

eclectic musical cultural, and as a politically progressive metropolis that has been host to 

groundbreaking queer rights movements and legislation historically, is a particularly rich 

                                                
3 During my 2010 interview with Pride Toronto Arts and Entertainment Manager Mary 
Zondanos, she said that each year many other pride organizations throughout North America 
contact her directly for advice on scheduling musical entertainment due to Pride TorontoÕs focus 
on music. 
4 City of Toronto Official Website, TorontoÕs Racial Diversity, last accessed July 23, 2012, 
http://www.toronto.ca/toronto_facts/diversity.htm  
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location for studies on the ethnomusicology of queer culture, both specific to and beyond the 

Pride Toronto festival.  Through on-site fieldwork conducted over the course of two summers, 

Pride Toronto thus proved to be a particularly revealing case study through which to examine the 

connections between social power, identity politics, and musical performance.   

Another purpose of this study is to expand the knowledge base within musicology 

regarding the role of music in pride festivals generally.  These festivals provide musicologists 

with unique opportunities to examine a variety of topics in a ritualized setting where queer 

culture is both celebrated and critiqued by its own members, and also by others (journalists, 

politicians, scholars, etc.) from outside that culture.  Cultural ideals are put on display in a 

variety of ways, many of which incorporate music as the primary means of dissemination of 

these ideals to others in the queer community and to the broader, mainstream society.  This 

project provides clarification of the meanings of these representational choices, and shows how 

they are vital to negotiation processes.  The study also shows how the festival itself can be seen 

as a microcosm of the ways power and identity are negotiated within and beyond the queer 

community, often projecting a young, white, gay male-dominated culture while both reifying and 

challenging dominant images and stereotypes of Òqueer life.Ó   

A number of guiding questions were considered in the project as aids to comprehending 

negotiation processes and areas of conflict that animate pride festivals.  Why were particular 

musical genres and artists chosen for inclusion at Pride Toronto?  How were these performers 

assigned to various stages throughout the festival?  Does the music listened to by participants 

affirm or challenge their perception of what it means to be queer, or to be a part of this larger 

imagined queer community?  How do power structures within the queer community play a role 

in the presentation of festival entertainment, and how do these structures change through conflict 

and negotiation?  Each of these questions, and many others, helped shape an understanding of 

how power and identity are negotiated through musical discourse at pride festivals.   

This dissertation is significant in the field of ethnomusicology because it shows that the 

musicultural5 worlds of pride festivals are useful resources for examining queer culture. While 

scholars in musicology have published studies incorporating queer theory, this dissertation is the 

                                                
5 A term used to describe Òa phenomenon where music as sound and music as culture are 
mutually reinforcing, and where the two are essentially inseparable from one anotherÓ (Bakan 
2012, 10). 
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first full-scale study of pride festivals from an ethnomusicological perspective.  It presents a 

model for future research on this increasingly important topic, and has the potential to make a 

substantial impact on the ways in which queer culture is examined both within academia and in 

public discourse more broadly.  It also illuminates the fact that pride festivals are very similar to 

many other festivals studied by ethnomusicologists, with the results applicable to numerous other 

musical communities found outside the realm of queer studies.  Beyond the discipline of 

ethnomusicology, the dissertation may also be useful for scholars in historical musicology, 

anthropology, gay and lesbian studies, gender and sexuality studies, and other fields within the 

humanities and social sciences.  With queer rights issues being discussed nearly every day by 

media outlets around the globe, this timely research adds significant information and perspective 

to a small but growing interdisciplinary body of academic work on the topic.   

 

1.2  Background Overview 

At their core, pride festivals are celebrations of diversity.  They are locations for 

members of the queer and allied community to gather one time per year to show support for 

others in the community, create networks of contacts to be used in various grassroots political 

movements, and take part in a spectacular show of music, costumes, street fairs, and parades.  

Gay pride festivals have their origin in the gay liberation movement, which became more 

organized and visible after the 1969 Stonewall riots in New York CityÕs Greenwich Village.  In 

the early morning hours of June 28, 1969, patrons of the Stonewall Inn bar stood up against a 

routine police raid that had targeted the establishment because of the sexual orientation of the 

patrons (Duberman 1994).  The ensuing days of riots and protests effectively started the modern 

queer rights movement in the United States, as well as in Canada, Australia, and portions of 

Western Europe.  

On the one year anniversary of the Stonewall riots, advocates in organizations such as the 

Gay Liberation Front (G.L.F.) in New York City, San Francisco, and Los Angeles organized 

marches to commemorate the events (Williams & Retter 2003, 118-120). These were largely 

political in nature and consisted of protest marches and speeches.  The success of these events 

made them models for similar commemorations in other cities in the 1970s.  The Gay Liberation 

Movement that organized in the years following the Stonewall riots of 1969 has continued to the 

present day, where over forty years later there has been a shift from gay liberation to gay pride, 
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with parades and festivals held annually in nearly every major city in North America and 

Western Europe.     

Today, pride festivals are events that in smaller communities include only a short parade 

or street fair, but that in larger cities like Toronto, New York, or San Francisco may include 

hundreds of musical performances, a handful of marches and parades, and a one or two-week 

schedule with film festivals, art shows, and dance club events.  Toronto is CanadaÕs largest city, 

with over 5.2 million people living within the greater metropolitan area.6  According to the 

official City of Toronto website, Òdiversity is a key component of the CityÕs social, cultural, and 

economic life.Ó7  This can be seen throughout the city in the number of exhibits and festivals that 

celebrate cultures from around the world.  According to the cityÕs own estimates, Toronto is also 

the host to a staggering 21 million tourists each year, many of whom are members of the queer 

community.8  The official ÒTourism TorontoÓ website that is linked to the City of Toronto site 

even has a category under the ÒExplore TorontoÓ tab that specifically caters to this community, 

titled ÒLGBTQ.Ó9  This provides a clear indication of the support shown by the city to attract 

queer tourists. 

In Toronto, the intersection of Church Street and Wellesley Street East serves as the heart 

of the gay district, often referred to as the Gay Village, or simply the Village.  This area of the 

city, with its storefronts and street signs flying rainbow flags, has been at the center of queer life 

and culture for decades.  It is home to numerous retail stores, restaurants, clubs, and bars, as well 

as the 519 Community Centre, all advertising and catering to queer and allied patrons.  It is also 

home to the Canadian Lesbian and Gay Archives (CLGA) and to Proud FM 103.9, TorontoÕs 

queer radio station.  In recent years, however, other areas of Toronto have also developed a 

distinctly queer presence, including the Queen Street West area.  Often referred to as Queer West 

(or the Queer West Village), this area of the city is home to a growing queer community.  It is 

                                                
6 City of Toronto Official Website, TorontoÕs Racial Diversity, last accessed July 23, 2012, 
http://www.toronto.ca/toronto_facts/diversity.htm  
7City of Toronto Official Website, Immigration and Diversity, last accessed September 16, 2011, 
http://www.toronto.ca/immigration/diversity_imm.htm   
8 City of Toronto Official Website, Entertainment and Tourism, last accessed July 24, 2012,  
http://www.toronto.ca/toronto_facts/entertainment_tourism.htm   
9 This website can be accessed here:  http://www.seetorontonow.com/  
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seen by many as an alternative to the Church and Wellesley Village with its younger, more 

diverse population and popular arts scene that includes the annual Festival of Queer Culture.10 

As one of the most vibrant, cosmopolitan, and multicultural cities in North America, 

Toronto has progressive queer rights laws enacted on city, provincial, and national levels.  

Homosexuality was decriminalized in Canada in 1969 with the passage of the Criminal Law 

Amendment Act, 1968-1969, more than three decades before the 2003 United States Supreme 

Court ruling in Lawrence v. Texas striking down state anti-sodomy laws.  In 2003, the Ontario 

Court of Appeals ruled in favor of legal recognition for same-sex marriages, which was followed 

by Canada becoming the fourth country in the world, and the first in the Americas, to legalize 

same-sex marriage in 2005 (Parliament of Canada 2005). With generally liberal public policies 

and social attitudes towards ethnic and sexual minorities, it would appear as though queer 

Torontonians face few societal problems related to their sexual orientations or gender identities.  

There are still a number of problems for this community, however, including the need for greater 

protections against anti-gay bullying in schools and the addition of proposed transgender rights 

legislation to the human rights code, among others. 

Pride Toronto is currently one of the largest festivals in the world, attracting over one 

million people each summer to celebrate queer culture and identity.  Its history is closely tied to 

that of the gay liberation movement in both Canada and the United States.11  Protests and events 

began alongside the Stonewall riots in New York City, but did not gather strength until the 

bathhouse raids of 1981 in Toronto.  Members of the gay and lesbian community protested these 

raids, which ended in hundreds of arrests and public humiliation for those involved.12  This 

started more formalized, yearly gatherings that would later become pride festivals.  While the 

festivals were relatively small in the early years, the annual events gained momentum and 

corporate sponsorships throughout the 1990s, and in the first decade of the 21st century Toronto 

became known globally for the festival.  This may be due in part to the increasing visibility and 

acceptance of equal rights for queer citizens in Canada during this decade through court rulings 

and legislation. Tourists from the United States and other countries play an important part in 

                                                
10 For more information on the Festival of Queer Culture, see http://queerwest.org/  
11 Historical information on Pride Toronto can be found on their official website: 
http://www.pridetoronto.com/about/history/  
12 The documentary ÒStand Together,Ó created by York University professor, Nancy Nicol, 
provides a comprehensive overview of the events surrounding the 1981 raids.  
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each festival, which may be one reason why Toronto was selected to host WorldPride 2014.  Past 

locations for WorldPride include Rome (2000), Jerusalem (2006), and London (2012).  During 

interviews in 2010, Pride Toronto staff members estimated that WorldPride 2014 could be four 

to five times larger than their annual festival, meaning they could host four to six million 

participants, which would require the festival to expand into other sections of downtown Toronto 

outside of the Village (TK 2010-B).   

 

1.3  Review of Literature 

Literature related to this research project is diverse and often interdisciplinary.  I will 

discuss selected resources in four broad categories: (1) Lesbian and Gay Musicology, (2) Identity 

and Performativity (3) Queer Rights History, and (4) Festivalization.   

 

1.3.1  Lesbian and Gay Musicology 

 One of the first collections of essays dedicated to the exploration of musicology through 

the lens of queer theory was Queering the Pitch: The New Gay and Lesbian Musicology (Brett, 

Wood, & Thomas 1994).  Building on earlier feminist works focused on music and 

gender/sexuality (Koskoff 1987; McClary 1991), the editors of Queering the Pitch focused on 

sexual orientation and helped to highlight a new area of scholarly inquiry in the field of 

musicology.  This collection was largely dedicated to explorations of sexual orientation in an 

historical context, with subjects such as the castrati, Handel, and Schubert, although more 

contemporary topics were analyzed as well (i.e., k.d. lang and the queering of country music, and 

gay/lesbian musical subjectivities).  Other similar publications dedicated to the exploration of 

music and sexuality include Music and Difference: Gender and Sexuality in Music Scholarship 

(Solie 1993), Queer Noises: Male and Female Homosexuality in Twentieth Century Music (Gill 

1995), The Queer Composition of AmericaÕs Sound: Gay Modernists, American Music, and 

National Identity (Hubbs 2004), and Queer Episodes in Music and Modern Identity (Fuller & 

Whitesell, 2002).  A useful overview of gay and lesbian issues in music is Philip Brett and 

Elizabeth WoodÕs article, ÒLesbian and Gay MusicÓ (2002). These numerous publications 

explore a wide array of questions related to music and sexuality, including the following:  Does 

oneÕs sexuality inform their composing or performance styles?  Can scholars look at sexuality in 

relation to music in a similar manner to how gender, race, or ethnicity and music are explored in 
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musicological literature?  How does one perform their gender or sexuality through music and 

dance?  A more recent publication that examines popular music is Queering the Popular Pitch 

(Whiteley & Rycenga 2006).  This edited volume covers a wide range of topics, (drag 

performance, heterosexism in rap music, songs about AIDS, the queering of mainstream pop, 

etc.), and provides another step forward in queer music studies.   

 In each of these publications, scholars incorporate queer theory into their analysis of 

musicological topics.  Queer theorists reject notions of stability and natural origin in relation to 

gender and sexuality.  Annamarie Jagose (1996) provides a basic description of this analytical 

viewpoint: 

 
Broadly speaking, queer describes those gestures or analytical models which dramatise 
incoherencies in the allegedly stable relations between chromosomal sex, gender and 
sexual desire.  Resisting the model of stability Ð which claims heterosexuality as its 
origin, when it is more properly its effect Ð queer focuses on mismatches between sex, 
gender and desire (1996, 3). 
 

Thus queer theory allows researchers to understand gender and sexuality, both aspects of oneÕs 

identity, as unstable, fluid, culturally constructed concepts.  Related to earlier feminist works in 

musicology, the musicologists who contributed to the publications listed above sought to 

destabilize notions of gender and sexuality within musical composition and performance, and 

examine how the concept of performativity might alter the way in which musicologists 

understand and describe musical performances in the future. 

  

1.3.2  Identity and Performativity 

 Numerous scholars have written about the creation of queer identities, and the 

establishment of a (real and/or imagined) queer community (Barrett & Pollack 2005; Chauncey 

1994; Herdt 1992; Abraham 2009; Jagose 1996; Maddison 2000; Harris 1997).  Elizabeth 

ArmstrongÕs work chronicling the creation of gay identities and organization of the queer rights 

movement in San Francisco between 1950 and 1994 is a valuable tool for examining the larger 

movement in North America (2002).  In this book she describes the movement as a cultural, 

political, and organizational process, showing how the movement has in many ways succeeded 

in combining a group identity with individual differences.  I incorporate ArmstrongÕs 

sociological approach into my own work, using it to illuminate the ways in which the queer 
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rights movement in Toronto has mirrored that of San Francisco.  Other similar studies in 

sociology that examine identity creation and queer culture also prove useful for this research 

(Gamson 1995; Gamson 1996; Irvine 1994; Lichterman 1999).   

   Another useful publication on queer identity creation and culture is Gordon Isaacs and 

Brian McKendrickÕs Male Homosexuality in South Africa: Identity Formation, Culture, and 

Crisis (1992).  This work analyzes the role of public spaces in the creation of identity and 

culture, specifically examining underground dance clubs.  The authors explore how these dance 

club spaces allow for freedoms of expression not normally allowed in the public sphere, and how 

these freedoms give participants the opportunity to experiment and create individual and group 

identities as gay men.  Using the elements of place, opportunity, and identity creation discussed 

in this work, I explore how this may also be the case at pride festivals.   

 One of the most discussed subgroups of the queer community when related to 

ethnomusicological studies is the gay (and sometimes lesbian) dance club subculture.  Stephen 

Amico (2001), Fionna Buckland (2002), and Kai Fikentscher (2000) discuss queer identity, the 

underground gay dance club scene, and musicÕs role in bringing gay and lesbian people together 

for building relationships, creating a community, and celebrating queer culture.  In my masterÕs 

thesis (Rosendahl 2009), I examined dance club subcultures, focusing on primarily straight clubs 

that were hosting events for lesbian, gay, and bisexual patrons.  The thesis centered on 

motivations for attending these events by both heterosexual and homosexual/bisexual patrons.  

This queer dance club subculture is a key component of the pride festival participant population, 

thus much of the research conducted for my thesis is applicable to this project as well.   

 A significant area of research for this project involved examining the participation of 

subgroups within the queer community that are differentiated by race and ethnicity.  Numerous 

scholars have discussed this topic in relation to the lingering taboo surrounding homosexuality 

within minority populations (Somerville 2000, Dynes and Donaldson 1992(A) and 1992(B), 

Constantine-Simms 2001).  Racial and ethnic minorities who are also members of the queer 

community often face greater discrimination not only from their familial and communal groups, 

but also from others in the larger queer community itself.  These works relate to research 

conducted in Toronto while examining the locations and programming of several stages aimed at 

racial minority populations with the queer community.   
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 Jane SugarmanÕs discussion of identity in relation to music and gender was also useful in 

the context of this dissertation research (1989, 1997).  Sugarman analyzes singing behavior as a 

metaphor for the cultural conceptualization of gender within the Prespa Albanian diaspora in 

North America.  She argues that singing not only reflects oneÕs gender, but can also shape the 

dialectics of gender.  This can be related to notions of gender performativity discussed by Judith 

Butler, where gender is seen not as a fixed characteristic predetermined by ones biological sex, 

but one that is fluid, culturally dependent, and actively ÒperformedÓ by each individual (1992).  

Performing oneÕs gender, and allowing these performances to shape the way gender is viewed 

and constructed within a society, are vital components of my own research dealing with gender, 

and can be extended also to sexuality.   

Henry SpillerÕs 2010 work, Erotic Triangles, focuses on Sundanese menÕs dance in West 

Java.  He argues that ritualized dance performance allows opportunities for participants to 

explore aspects of their gender identities.  Spiller describes this dance as a site for negotiation of 

various manifestations of masculinity in West Javanese society.  Drawing heavily on ButlerÕs 

discussion of gender performativity, Spiller examines the interconnectedness of male dancing, 

instrumental performance, and female desire (which make up the three sides of his Ôerotic 

triangleÕ theoretical model of performance).  While social norms are in place during these 

performances to the extent that they control some aspects of the gender negotiations, the 

performance is still flexible enough to allow men to push boundaries and experiment with new 

ways to express masculinity.   

 I draw heavily upon ButlerÕs concept of performativity, and SpillerÕs use of the concept, 

within my dissertation research project.  The idea of performing oneÕs gender or sexuality is a 

complex concept, but it is one that has proven useful in understanding why people act the way 

they do at pride festivals.  These festivals are known around the world for their outrageous 

character and surprising, if not shocking, imagery.  Yet those who go to festivals and participate 

in these activities do not often act in this manner in their daily lives at home or in the workplace.  

These festivals are ritualized, queer spaces that allow participants to try on (or perform) various 

genders and sexual identities.  In the end, these performances may create new possibilities for 

participants, and shape their gender and sexual identities in the future. 

 Thomas Turino discusses identity in a similar manner in Music as Social Life (2008).  He 

looks at identity through three categories: Self, Identity, and Culture.  Turino analyzes these 
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concepts within a framework based on American philosopher C.S. PeirceÕs works13 on habits, or 

Òtendenc[ies] toward the repetition of any particular behavior, thought, or reaction in similar 

circumstances or in reaction to similar stimuli in the present and future based on such repetitions 

in the pastÓ (Turino 2008, 95).  TurinoÕs model, while based on work by other social theorists 

such as Peirce, is useful for this dissertation because the author navigates these identity questions 

in relation to the social experience of music specifically.  In this model, the Self is a personÕs 

body plus all habits that make up this individual.  Identity is a selection of certain habits that are 

used to represent oneself, depending on the situation.  Culture is the habits that are shared among 

a group of people.  While these three aspects of oneÕs larger identity seem relatively simple, 

TurinoÕs theoretical model for identity is useful because habits are Òboth relatively stable and 

also dynamic and changeableÓ (Turino 2008, 95).  He rejects the idea that identity is a fixed, 

predetermined entity, or that it is a fluid, constantly changing enigma.  Rather, he positions 

himself between these theoretical polar extremes to allow for both fluidity and permanence in the 

conceptualization of identity.   

 TurinoÕs position on identity is useful for this research project.  One cannot speak of the 

queer community, or even more specifically gay men, for example, as if they are a unified group 

with an identity that has crystallized into something permanent.  But stating that queer identities 

are so fluid that we cannot speak of any trends is also not providing anything useful for the 

discourse.  This is why TurinoÕs discussion on identity is germane to this study.  Identifying as a 

lesbian or gay man does not mean that these categories are fixed in any real way, but they still 

have meaning on individual and group levels.   

 

1.3.3  Queer Rights History 

 In 1972, authors Marion Foster and Kent Murray provided a unique look into queer life 

with A Not so Gay World: Homosexuality in Canada.  By incorporating information found in this 

work, along with more recent additions to the literature on the topic from a very different 

contemporary viewpoint (Smith 1998; Dickenson 1999; Janoff 2005), one gains a relatively 

comprehensive view of the way Canada has dealt with the queer rights movement over the past 

four decades.  These authors provide not only details on the struggles of those involved, but also 

                                                
13 See The Essential Peirce: Selected Philosophical Writings, volumes 1 and 2, published by 
Indiana University Press, 1992 and 1998. 
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a framework for the archival research I have conducted at the Canadian Lesbian and Gay 

Archive (CLGA) in Toronto.  

 
 

 

Figure 1.1:  The Canadian Lesbian and Gay Archives (CLGA) in Toronto 

 
 

 The CLGA contains thousands of documents related to queer history in Canada, 

including a number of relevant publications for the project.  Issues of the original gay and lesbian 

news publication, The Body Politic, as well as the current publication that eventually took its 

place, Xtra!, are located at the CLGA.  These documents contain a wealth of information, from 

weekly articles and editorials that chronicle daily life in the Village and national queer rights 

laws and initiatives, to advertisements and local club/festival events.  Each year these 

publications have special issues dedicated to the pride festival, with listings of events and 

speakers.  The CLGA also contains pride guides (booklets that detail all events, concerts, 

speakers, etc., at each festival) from nearly every year since 1982.  This includes both the official 

pride guides released by the organization each year, as well as guides printed by local queer 

publications.  During archival research in 2010 and 2011, I collected detailed notes and images 

from each guide available between 1982 and 2011, focusing on the musical events that occurred 

at each festival.  By integrating this information with the historical information found in the 

works listed above, the dissertation provides the reader with an opportunity to develop a greater 
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understanding of the history of the movement in Canada through first-hand accounts and primary 

sources.   

 An important historical source on the history of queer rights in the United States is 

Martin DubermanÕs Stonewall (1994).  This book is structured as a history of the queer rights 

movement through the 1960s leading up to the Stonewall riots of 1969 and the year following the 

event, all told through personal accounts from six people involved in the struggles.  It also 

contains photographs of early activists, the riots in 1969, other protests and meetings of early 

activist groups, and the first pride march in New York City in 1970.  DubermanÕs book provides 

personal stories that are often missing in other historical accounts of the riots that illuminate 

adversities faced by members of the queer community during this time period. 

 Michel FoucaultÕs three volumes of The History of Sexuality provide helpful points of 

departure for exploration of queer rights history (originally published in 1978, 1985, and 1986).  

Foucault discusses the history of sexuality in the West from the 17th century through the early 

20th century, examining how peopleÕs identities have increasingly been tied to their sexuality 

and how sex became a form of discourse in the public realm.  Of interest to Foucault was the 

categorization of people based on sexual behavior, particularly homosexuality.  He points to the 

first use of the term ÒhomosexualityÓ in the late 19th century as a turning point in how identities 

were constructed.  Foucault argues that with this new terminology came a new way of 

understanding sexuality and its relation to oneÕs identity.  The two were then inextricably linked, 

as he states in Volume I: 

 
Nothing that went into his total composition was unaffected by his sexuality.  It was 
everywhere present in him: at the root of all his actionsÉHomosexuality appeared as one 
of the forms of sexuality when it was transposed from the practice of sodomy onto a kind 
of interior androgyny, a hermaphrodism of the soul.  The sodomite had been a temporary 
aberration; the homosexual was now a species (Foucault 2010, 322-323). 

 

FoucaultÕs ideas on the historical connection between sexuality and identity, as well as the 

development of sex as discourse, are important in this dissertation.  The issues he brought up 

over thirty years ago are still in the forefront of popular culture, academia, and politics.  In my 

research I explore the continuation of sexual discourse and the link between sexuality and 

identity within pride festivals, looking for their intersections with (and within) musical discourse.   
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1.3.4  Festivalization 

 Unfortunately there is very little scholarship focused on pride festivals.  One of the few 

published sources available looks at pride festivals through the lens of tourism studies (Johnston 

2005).  Here, Lynda Johnston discusses pride festivals with a focus on the participants and 

bystanders, showing the importance of bodies through an examination of costumes, camp 

aesthetic, and queer identities.  Based on fieldwork conducted at a number of larger festivals 

around the world (Auckland, Sydney, Edinburgh, and Rome), this work provides a variety of 

examples that can be compared and contrasted with Pride Toronto.   

 A second source on the topic of pride festivals in tourism studies is ÒGay and Lesbian 

Festivals: Tourism in the Change from Politics to PartyÓ (Hughes 2006).  In this article, the 

author focuses on the connection between gay identities and Ògay spaces.Ó  Gay spaces, such as 

bars, clubs, cafes, residences, and public spaces (parades and festivals), allow opportunities for 

self-expression for those in the queer community (239).  This control over a particular space is 

Òan important element of identity given that most public space is heterosexualizedÓ (239).  

HughesÕs concept is used in this research to examine the importance of gay (queer) spaces within 

the city of Toronto, and how the space provided by Pride Toronto contributes to the discourse on 

social power within the queer community.  This article is also important for its discussion of the 

relationship between politics and celebration in pride festivals.  Using theoretical concepts from 

tourism studies that center on consumption and commodification, Hughes explores the 

possibility that tourism has been both the cause and effect of the shift from politics to party in 

gay pride festivals (249).  In the end he posits that the large Manchester LGBT festival (the case 

study for the article) should scale back to make it less corporate and more community-based, and 

avoid the Òundesirable incursion of non-gaysÓ into gay spaces Ð a strong and, to some, radical 

shift away from current inclusive trends in large-scale pride festivals (251).  Similar arguments 

were made by queer Torontonians during fieldwork, and are explored in the dissertation. 

 Related to issues of space and social power in festival celebrations, an unexpected 

connection might be made between current pride festivals and the Columbian WorldÕs 

Exposition of 1893 in Chicago, Illinois.  The Exposition was arranged in two major sections. 

First, the centrally located ÒWhite CityÓ was a testament to Western high cultural values in art, 

education, and manufacturing.  Second was the ÒMidway,Ó a conglomeration of cultural 
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representations from around the world.  As described by James Gilbert in his 1992 article, ÒA 

Contest of Cultures,Ó  

 
Moving out from the central area of manufactures, liberal arts and art were the 
agricultural and mining buildings representing the basis of modern civilization.  Next 
came the womenÕs pavilion, occupying the mediating gateway between high and vulgar 
culture.  Then came the Midway with its confusing combination of anthropology, 
entertainment and commerce (34). 

 

There was a clear sense of hierarchy of cultures within the Exposition in 1893, with Western 

civilization (located in the aptly-named ÒWhite CityÓ) in the center, and various Òvulgar 

culturesÓ being represented further out in the Midway.  It may be argued that vestiges of such 

hierarchies permeated Pride Toronto in 2010, where entertainment stages aimed at young, gay 

(primarily white) men were located near the center of the Village area, with other, less popular 

stages aimed at lesbians, black gay men and lesbians, and the alternative queer population 

situated further away from the heart of the festival.  This public display of power and 

marginalization of minority groups within the larger queer community is a vital component of 

this project.  It should be noted, however, that this organization in the Columbian Exposition 

may not have produced the desired results for solidifying these hierarchies: 

 
The great, if unintended lesson of the WorldÕs Columbian Exposition was that, in reality, 
the hierarchies of American culture are weak.  The Fair succeeded because of its 
connections, the ability of visitors to work through this metaphoric display of Chicago, to 
taste its variety and experience its differences.  What made American cities a triumph of 
excitement and variety in the next decades was the pluralism of culture, so vividly 
obvious at the WorldÕs Fair (39).   
 

This positive, if not problematic, statement by Gilbert may have implications for future research 

in this area. 

 Mikhail BakhtinÕs work on power structures within festivals and the concept of 

carnivalesque are related in important ways to this dissertation.  In Rabelais and His World, 

Bakhtin explores the subversion of politics, class, and socioeconomic organization within 

carnival (2009).  It is during these times that power structures and hierarchies are challenged by 

individuals and groups whose voices are usually suppressed in society.  The public festival 

allowed opportunities for challenges to societal norms, but it also brought people from different 
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social groups together to be part of the larger collective.  Pride festivals may function in a similar 

manner to how Bakhtin describes carnival in his work.  These festivals allow the voices of 

typically marginalized individuals and groups to be heard in the public sphere, and within this 

group of festival attendees there is an opportunity for groups to challenge power structures in the 

larger queer community.   

 Other works that may be useful are those focused on performance, music, culture, and 

identity at celebrations and festivals.  These include Mardi Gras in New Orleans (Ray & Lassiter 

2003) and carnival in Trinidad (Riggio 2004; Liverpool 2001), as well as panorama in Trinidad 

and Tobago (Dudley 2008).  While these gatherings may be different from pride festivals, some 

of the core elements of creating and displaying culture, celebrating originality and freedom of 

expression, and using music, dance, and costumes to convey cultural, spiritual, and political 

messages align closely with pride festival ideals.   

DudleyÕs ethnography considers the panorama steel band festival in Trinidad and Tobago 

(2008).  He focuses on the importance of festival events in the social lives of their participants.  

Festivals have the ability to transcend barriers that may separate groups of people for most of the 

year.  Dudley makes a reference to Benedict AndersonÕs concept of imagined communities 

(2006) in relation to festivalization in Trinidad, stating that rather than staying imagined in the 

minds of their members, these communities become tangible during festivals.  People can 

interact with one another, dance together, and perform as a community during these festival 

events.  He believes this has become important in race and class relations in this portion of the 

world.   

 Pride festivals work in a similar social manner to steel band festivals in that they have the 

ability to break down social barriers and bring imagined communities together for in-person 

interactions.  Just as panorama may be one of the most important events in the lives of its 

participants, pride festivals can play a similar role in the lives of queer community members.  

DudleyÕs discussion of the history of the steel pan and its use in festivals identifies potentially 

valuable parallels with pride festivals.  The steel pan and its related traditions (tamboo bamboo, 

for example) were originally forms of resistance to the rulers and officials of Trinidad, but over 

time the pan became an important symbol of the country, and is now celebrated during festivals 

throughout the year.  One might suggest that a similar situation can be seen within the gay 

liberation movement, which started with marches that were protesting government and social 
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structures, but are now being embraced by politicians, city officials, and businesses as 

celebratory festivals.  

 Turino provides an excellent case study of festivalization that includes many similar 

issues found in my dissertation research (2008).  His discussion of participatory versus 

presentational musics includes one case study from the Shona community in Zimbabwe.  Here 

the political parties of the country used festivals as opportunities for nation building, focusing on 

music and dance as key elements for bringing people together.  Many stages were constructed to 

display music and dance traditions that represented various subgroups from the country.  While 

the dances represented individual traditions, by being presented together they were also seen (or 

sold) collectively as traditional Zimbabwean dances, thus linking them together in a way that 

supported and encouraged nationalist ideology.  The festivals overall were meant to represent 

what a possible Zimbabwe might look like: an imagined community.  Finally, all the groups 

would come together in the end to sing a few universally known songs (ÒNkosi SikelelÕ iAfrika,Ó 

for example) and chant slogans about a unified nation.  TurinoÕs description of these festivals 

relates directly to recent events in TorontoÕs pride festival.  Using TurinoÕs model of 

festivalization, one can see Pride TorontoÕs organizers as trying to bring the diverse subgroups 

within the queer community together to create an image of what a unified queer community 

might look like.  In the end, they are trying to build and strengthen the concept of a community, 

while also respecting differences between subgroups within the larger community. 

This is related to Eileen HayesÕs discussion of festivals (and what might further be 

categorized as center/periphery relations) in her book Songs in Black and Lavender (2010).  

Hayes focuses her attention on the history of womenÕs music since the 1970s, looking 

specifically at the role of black musicians and festival participants in this primarily white, 

middle-class tradition.  Using feminist approaches throughout her work, Hayes discusses 

womenÕs music festivals in relation to their exclusionary practices (denying men and trans 

women admittance) and inclusion of a Women of Color tent within the festival.  Here again we 

see the importance of space Ð not only a space for (mostly lesbian) women, but for 

African/Asian/Latino/Native American (mostly lesbian) women in an already queered space. 

Within this ritualized queer space of a festival, it appears that there still remains the need for 

further segregation based on other factors.  The interviews conducted by Hayes provided a 

glimpse into how important it was for the participants that only women were allowed to attend 
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the festival, and that it was just as important for women of color within the festival to have a 

space in which to feel comfortable and accepted.  It appears that the same phenomenon is 

happening at the Pride Toronto festival each year.   

Numerous other resources in ethnomusicology also discuss music as an important 

element in building and sustaining communities within the confines of festivals, celebrations, 

and other rituals (Bakan 1999; Rice 1994; Goertzen 1997; Erlmann 1995; etc.).  While these 

studies are diverse in subject matter and approach (and are, moreover, unrelated to pride festivals 

specifically), they offer valuable insights into the role of ritualized musical traditions within 

communities around the world.  An examination of pride festivals shows that these celebrations 

share structural and formal similarities on many levels with those discussed in ethnographies 

within the field of ethnomusicology.  This dissertation will contribute to festival literature 

through its interdisciplinary approach, particularly the integration of ethnomusicology and queer 

studies with a focus on intragroup relations.  It can provide a model for examining power 

relations within diverse communities through large-scale public gatherings where time, space, 

location, and financial resources are allocated differently to particular groups. 

 

1.4  Theoretical Approach 

In the 1988 article ÒPleasurable Negotiations,Ó feminist scholar Christine Gledhill 

describes Antonio GramsciÕs concept of hegemony as Òthe ever shifting, ever negotiating play of 

ideological, social and political forces through which power is maintained and contestedÓ (1988, 

101).  Hegemony is not a simple domination or ruling by one group of people over another 

(Gramsci 1971).  Rather, the important elements of leadership, consent, and, in GledhillÕs 

understanding, negotiation, play a vital role in the process.  It is within this understanding of the 

concept that Gledhill explores processes of negotiation as articulations of hegemonic-

counterhegemonic dialectics within the context of a critical, feminist reading of films and 

television programs (Gledhill 1988). My theoretical approach to this research project is strongly 

influenced by GledhillÕs use of hegemony and negotiation theory in her article.  Furthermore, 

both of these theoretical angles are grounded in an understanding of power relations, a major 

focus of Michel FoucaultÕs work (Foucault 2010).   

FoucaultÕs understanding of the concept of power, and its various negotiations across 

cultures and time periods, provides a theoretical basis for this project as a whole.  According to 
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this 20th century French philosopher, power is not part of a binary between those with power 

(rulers) and those without power (those being ruled). Rather, power (and the resistance to this 

power) is everywhere because it comes from everywhere.  Foucault does not believe that power 

is something that one person or one group of people has to wield over anyone else.  He proposes 

that power is part of an ongoing negotiation between everyone involved.  It is through these 

negotiations that power is created, and certain people or groups use it to various ends (Foucault 

1978, 1980, 2010). 

This understanding of the nature of power as coming from everywhere, as opposed to 

being part of a binary of ruler/ruled, is an important theoretical framework that is used in this 

dissertation.  Rather than the Pride Toronto organization being viewed as an entity that wields 

power over the entire queer community, this research project examines how power structures are 

found throughout the community, and how in numerous instances in 2010 and 2011, this power 

shifted through negotiations between different groups within the larger community, most often 

through protests, town hall meetings, mainstream and queer publications, and social media 

postings that all centered on musical discourse.     

For Gledhill, negotiation takes place on three different levels: institutional, textual, and 

receptive. Institutional negotiations can often be unpredictable, and can include various people or 

groups working towards different Ð even contradictory Ð goals.  The film, television show, or 

advertisement itself becomes the site of textual negotiations.  These too are often difficult to 

control as meanings are not fixed, and can be viewed differently by various people or groups.  

This leads directly to the third level of negotiation: reception.  Described by Gledhill as 

Òpotentially the most radical moment of negotiation,Ó reception as negotiation is also 

unpredictable because it may differ based on individual or group attitudes, historical periods, 

locations, and a number of other factors.  Here Gledhill points to the incorporation of 

anthropological and ethnographic fieldwork as key elements in understanding how Ôreal 

audiencesÕ negotiate the texts produced by institutions.   

These three types of negotiation map readily onto pride festival events, as the institutions 

(Pride Toronto, smaller community organizations, mainstream media outlets, etc.), texts (artists, 

songs, music genres, advertisements, stages, etc.), and modes of reception (participant reactions 

to the festival, attendance at various concert stages and parades, response to festival by particular 

groups, etc.) operating in these festivals all play an important role in this negotiation of identity 
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and social power during the event.  Within these negotiations, Òmeaning is neither imposed, nor 

passively imbibed, but arises out of a struggle or negotiation between competing frames of 

reference, motivation and experienceÓ (Gledhill, 101).  Bruno Nettl discusses a similar 

understanding of negotiation and music in his book The Study of Ethnomusicology: Thirty-one 

Issues and Concepts (2005): 

 
If music expresses personal or group identity, it plays a role in negotiating relationships 
between unequals, as a way for a dominant group to reinforce its hegemony, or for a 
subordinate population to fight back at some level (256). 

 

Here the connection of music to individual or group identity is a key component in power 

relations within a community, society, or nation.  While Nettl focuses on the hegemonic 

relationship between Western and Native American cultures in his discussion, I use this 

negotiation model to understand the power dynamics within the queer community, and between 

it and the larger society.   

Related to GledhillÕs discussion of negotiation, Max GluckmanÕs classic writings on 

conflict theory in works such as Custom and Conflict in Africa (1955) have proven useful to my 

study.  Conflict theory posits that group cohesion is the result of conflict between subgroups, a 

concept that may seem antithetical to some who study particular cultural groups or societies.  

Gluckman argues that social unity comes from this kind of conflict among smaller subsections of 

the larger group.  Rather than tearing the group apart, these conflicts help to strengthen the ties 

between those with different viewpoints because they reveal the value of the larger group to 

those involved (i.e., if it is something worth fighting for, then it must have a real value for those 

involved).  Again, this theoretical concept fits well relative to the ÒintraculturalÓ (i.e., within the 

queer community) negotiations for power and identity that occur in and around pride festivals.  

The queer community, which in many Canadian publications is identified as comprising the 

LGBTTIQQ2SA (lesbian, gay, bisexual, transsexual, transgender, intersex, queer, questioning, 

2-spirited, allies) communities, has many subsections that have little in common and are 

constantly struggling for their own voice to be heard within the discourse of the movement.  It is 

through such conflicts that this community has persisted and grown stronger since the Stonewall 

riots and the rise of the modern queer rights movement.  This is not to say that the conflicts and 

divisions have not challenged the movementÕs strength and solidarity in the course of this 
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process.  Conflict theory offers opportunities for teasing out the complexities and possibilities 

that conflict around pride festivals among members of the queer community in Toronto and 

elsewhere has made manifest.   

Charles Hiroshi Garrett uses a similar theoretical angle while discussing conflict in 

Struggling to Define a Nation: American Music and the Twentieth Century (2008).  In describing 

the tremendous diversity of American society, he posits that ÔAmerican musicÕ can best be 

understood as Òa series of conflicts or clashes between diverse, and often opposing, musical 

identitiesÓ (216).  He stresses, however, that as a researcher one must always be aware of power 

relations between groups struggling to have their voices heard.  Expanding upon GarrettÕs idea, I 

examine the diverse programming choices and staging decisions at pride festivals in order to 

show how individual and group identity is created through similar Ôconflicts or clashesÕ between 

members of the queer community representing different sectors or interests of that community, 

and how contrasting power relations between these members proves vital in the outcomes of this 

struggle.    

For this dissertation, I use a hybrid theoretical model that combines elements from the 

diverse scholars, works, and approaches discussed above.  Grounded in FoucaultÕs understanding 

of power, I examine social power structures within the queer community through the lens of 

conflict and negotiation at the levels of the institution, musical performance, and 

reception/discourse.  Individuals and subgroups within the queer community employ conflict and 

negotiation (which I view as related, if not one and the same) through coordinated forms of 

protest centered on musical discourse, which can alter power structures within the community.  

Through this protest, the larger communityÕs validity and importance are both challenged and 

confirmed, while still leaving room for transformations that offer new possibilities for all 

members.   

 

1.5  Methodology 

 Research for this project involved two periods of fieldwork in Toronto.  The first of these 

occurred from May 28 to July 23, 2010, and the second was from May 31 to July 27, 2011.  

Given the unique nature of the research as an examination of a specific, annual festival that 

draws in hundreds of thousands, if not millions, of participants from across the globe, this study 

departs from more traditional ethnomusicological fieldwork in a few key areas.  Most of the 
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preparations for each pride festival take place during the spring and summer months, which does 

not fit the traditional plan for nine to twelve consecutive months of fieldwork in a specific 

location.  It is also important to note that the vast majority of people who participate in the 

summer festival do not live in Toronto, or even in Ontario for that matter.  Thus focused, 

relatively short-term research visits in two consecutive summers proved more appropriate for the 

project.14 

During each fieldwork period, I conducted interviews before, during, and after the 

festival (occurring the last week of June and first week of July) with event organizers, 

participants, and spectators.  The major interviews conducted were with Pride Toronto staff 

members, including those responsible for programming all cultural entertainment (including all 

music stages), coordinators for the 40-Plus (40 and older programming), Free Zone (substance-

free programming), and Youth committees.  In 2011, I also conducted an interview with the 

interim executive director of the organization. 

I conducted ethnographic fieldwork throughout the pride festivals, which is documented 

in nearly 2,400 photographs, over twenty hours of video footage, and extensive fieldnotes.  

While the festival itself is ten days in length, the bulk of the activities took place in the last four 

days of each festival.  During this time there were anywhere from two to ten stages/areas 

presenting continuous entertainment by over 300 musical and literary (authors, poets, actors, 

etc.) acts.  I collected information from each of these stage programs for both festivals, which 

included photos, videos, interviews, and observations.  I include a number of these photographs 

throughout this document as a way to enhance and illuminate points I have made in the text.  In 

2011, I was also approved for media clearance by Pride Toronto, which came with an official 

Media Pass that allowed me to go inside barricades at staged events and the pride parade.   

 I also spent a large amount of time conducting research in the Canadian Lesbian and Gay 

Archives (CLGA), a newly renovated archive in the heart of the Village.  This archival work 

focused primarily on two topics.  First, I examined publications of Xtra!, TorontoÕs gay and 

lesbian newspaper, to document the history of the Village and the queer rights movement in 

Toronto and Canada.  Second, I focused on TorontoÕs pride festival programs (pride guides) 

since 1982 and documented the history of TorontoÕs pride festivals, noting the musical events 

programmed at each festival.  I photographed the covers for all pride guides available at the 

                                                
14 For a similar approach to ethnomusicological fieldwork, see Hayes 2010. 
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CLGA between 1982 and 2011.  They are documented (possibly for the first time) in this 

dissertation (see Appendix A).   

 Although my research was informed by my own connection to the queer community, my 

limited exposure to pride festivals allowed me to experience much of Pride Toronto as an 

Òoutsider.Ó  As a self-identified gay man who has been ÒoutÓ for over a decade, one might 

assume that I was already very familiar with pride events before attending Pride Toronto in 2010.  

This, however, was not the case.  While I had been to a few pride events (Iowa City, Iowa, 

Tallahassee, Florida, and Washington, D.C.), I had always viewed pride festivals as rather odd 

spectacles that did not fit into my own identity as a member of the community.  My curiosity 

over what pride festivals are, why they exist, and who finds them important, led me to this 

dissertation project, which has altered my perspective on all of these items dramatically.   

 As a member of the community, I found that my insider status Ð whether or not it was 

deserved given my lack of pride experiences Ð proved helpful, if not vital, in many instances.  

Bringing up my own sexual orientation, or speaking of my partner, David, seemed to provide a 

sense of comfort and a greater willingness to talk on the part of many people I interviewed.   

There was a feeling of understanding between two people of the same community Ð the same 

culture Ð which did not require an explanation for terms such as GSAs (gay-straight alliances), 

the HRC (the Human Rights Campaign), or definitions for each of the letters in the 

LGBTTIQQ2SA acronym.  Over the course of these two summers, I feel this insider status was 

useful in gaining greater access to key events, people, and documents within the Pride Toronto 

organization, at the festival, and at the archives.15   

 

1.6  Content Overview 

 The dissertation is divided into four chapters beyond this introduction, plus a conclusion.  

Chapter Two discusses the history of the queer rights movement post-Stonewall in the United 

States, and focuses on its history in Canada after the bathhouse raids of 1981.  The evolution 

from political march to celebratory festival is discussed both in relation to the larger movement 

abroad, as well as its translation at the local level for Toronto.  This chapter draws heavily on 

research conducted at the Canadian Lesbian and Gay Archives, and includes historical 

                                                
15 See Burnim 1985, for a discussion on similar insider/outsider issues in ethnomusicological 
fieldwork 
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information about TorontoÕs pride festivals over the course of the past three decades, including 

important elements surrounding corporate sponsorships and musical entertainment.   

Chapter Three examines the selection, programming, and staging of musical artists for 

the 2010 festival.  Based largely on interviews conducted with Pride Toronto staff members and 

programming volunteers, this chapter shows how the music programming process plays a role in 

the negotiation over centrality and marginality at pride festivals for gendered and racialized 

groups.   

Chapter Four focuses on power and politics within the queer community and the pride 

event space using a case study on musical discourse surrounding the 2010 program for the black 

queer and trans community, Blockorama.  Various forms of protest by queer individuals and 

groups are discussed, showing how they can negotiate changes in larger social power structures.    

The fifth chapter discusses the strong reactions against the perceived marginalization of 

particular communities during the 2010 festival, and the actions taken by members of these 

communities to instigate change for Pride Toronto 2011.  This chapter examines how, through 

the implementation of recommendations submitted by the Community Advisory Panel (CAP) in 

spring 2011, community members were able to force the organization to change many of its 

policies and procedures in order to create a more diverse festival.   

Finally, the Conclusion describes what I learned through this research project, what 

questions still need to be pursued in future studies, and how WorldPride 2014 in Toronto may be 

a key test to see if changes implemented by Pride Toronto can affect power structures in the 

global queer community.   
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CHAPTER 2 

FROM RIOTS TO CELEBRATIONS:   

THE EMERGENCE OF AN EVER-EVOLVING CULTURAL EVENT 

 

 A vital turning point in the long history of the queer rights movement occurred during the 

1969 Stonewall riots in New York City, which is commemorated each year in marches, protests, 

and parades around the world.  In Canada, a second event occurred in 1981 that had a similar 

effect for mobilizing local queer rights activists.  This history is inextricably linked to modern 

pride festivals worldwide, and it is important in understanding the power dynamics in current 

events such as Pride Toronto.   

 This chapter details the timeline for the creation of the earliest pride marches and 

protests, both in the United States and Canada.  Using numerous historical documents found in 

the Canadian Lesbian and Gay Archives and online, this chapter highlights the importance of 

music and celebration even in the earliest gatherings, thus offering an alternative perspective 

relative to many other narratives of the queer rights movement that focus on the strictly political 

origins of these events.  Many of these documents are examined through an iconographic study 

of pride guides and an analysis of the growth in participants and entertainment.  Finally, there is 

a discussion of current problems facing queer communities that wish to organize festivals in 

cities and countries where local populations are intolerant of, or openly hostile towards, the 

movement.   

 

2.1  Stonewall 1969: The Birth of a New Civil Rights Movement 

In the early morning hours of June 28, 1969, patrons of a small bar in New York CityÕs 

Greenwich Village stood up against a police raid that had targeted the establishment because of 

the sexual orientation of the patrons.  These raids had become routine in New York City 

throughout the 1960s, where some bars and dance clubs were catering to queer patrons.  Photos 

and video footage from this time show police entering establishments and conducting mass 

arrests, pulling people out of the building and putting them into police vehicles.  The power of 

the police department in NYC had gone largely unchallenged by members of the queer 

community before this evening.  Thus the events in June 1969 at the Stonewall Inn, and the 
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ensuing days of riots and protests, were seen then, as now, as milestones in queer rights history 

(Duberman 1993).   

The Stonewall riots have been so effectively mythologized over the past four decades that 

young members of the queer community may view the event as the first moment in the history of 

queer rights worldwide.  Although this event does mark a vital shift in visibility and actions of 

the queer community, it is not where the narrative truly begins. Before the riots started on that 

day in late June of 1969, there were numerous organizations that had been working for decades 

to obtain equal rights for gay and lesbian citizens.  The Mattachine Society and the Society for 

Human Rights date back to 1950 and 1924, respectfully.  Known then as Ôhomophile 

organizations,Õ these groups often used a strategy of demonstrating in public dressed in a way 

that presented gay men and lesbians as being Òjust like everyone else,Ó often in work suits and 

dresses.  Although these demonstrations were peaceful, they were also dangerous for those 

involved, as one could lose his or her job, or even be arrested, for being gay or lesbian.16  

Although the mythology surrounding Stonewall may not be entirely accurate, it has been 

an incredibly powerful force in the movement since 1969.  As historian Martin Duberman states 

in his influential book on the riots, ÒStonewall is the emblematic event in modern lesbian and 

gay historyÓ (1993: xvii).  It has provided generations of queer youth the courage to demonstrate 

in public for equality.  Its message spread to other areas of the globe, initially to locations such as 

Canada, Australia, and Western Europe, and today to a much larger audience in almost every 

area of the world.   

Following the riots in 1969, new queer rights organizations formed across the country.  

On the one-year anniversary of the Stonewall riots, advocates in organizations such as the Gay 

Liberation Front (G.L.F.), the Gay Activists Alliance (G.A.A.), and others in New York City, 

San Francisco, and Los Angeles organized marches to commemorate the events (Williams and 

Retter 2003, 118-120). These were largely political in nature, and primarily consisted of protest 

marches and speeches.  The success of these events made them models for other cities 

throughout the 1970s.  In an article titled ÒA Happy Birthday for Gay LiberationÓ printed on 

page one of the July 2, 1970, edition of the Village Voice, Jonathan Black described New York 

CityÕs first gay liberation march: 

 

                                                
16 The documentary film Before Stonewall provides a detailed account of this time period 
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Thousands and thousands and thousands, chanting, waving, screaming Ð the outrageous 
and the outraged, splendid in their flaming colors, splendid in their delirious up-front 
birthday celebration of liberationÉ They swept up Sixth Avenue, from Sheridan Square 
to Central Park, astonishing everything in their way.  No one could quite believe it, eyes 
rolled back in heads, Sunday tourists traded incredulous looks, wondrous faces poked out 
of air-conditioned cars.  My God, are those really homosexuals?  Marching?  Up Sixth 
Avenue?17 
 

In a February 2009 segment of ÒOut at the Center,Ó a video program produced by The 

Lesbian, Gay, Bisexual, and Transgender Community Center of New York City, original 

member of the gay liberation movement Perry Brass describes these early days of the movement 

by saying,  ÒThe G.L.F. literally invented the idea of the gay community.  Before that the idea 

was just not even imagined.Ó18  The G.L.F., and other similar organizations, created 

opportunities for gay men, lesbians, and bisexual and transgender men and women to come 

together for the common cause of equal rights.  Among these opportunities were meetings, 

rallies, and in the early years, dances.  During the same segment of ÒOut at the Center,Ó panelist 

John Knoebel discusses a gay dance organized by the G.L.F. two nights before the first gay 

liberation march in 1970.  This dance was held on the campus of New York University at 

Weinstein Hall.19  References to dances are found in other locations during the earliest days of 

the gay liberation movement, including in the online history archives of Pride Toronto.  In 1972 

there is listed a festival, film night, rally, march to QueenÕs Park, and pride dance.20  These 

dances were open to all members of the gay liberation movement, regardless of their gender or 

sexual orientation.  Musical events were one tactic that gay activists used to bring a diverse 

group from the gay liberation movement together to create a more unified community.  

 Including dances with the earliest gay liberation events seems appropriate when 

understood within the context of how important the underground dance club scene had been to 

queer people in the years before the Stonewall riots.  Clubs in metropolitan areas such as New 

York City, San Francisco, and Los Angeles were usually the only locations where gay men and 

                                                
17 Reprinted in Williams & Retter 2003, 120. 
18 The Lesbian, Gay, Bisexual, and Transgender Community Center of New York City, ÒOut at 
the Center,Ó (quote taken from 10:59 in video), last accessed March 12, 2010, 
http://www.gaycenter.org/out/archive/february2009  
19 Ibid. (quote taken from 11:28 in video) 
20 Pride Toronto, ÒHistory,Ó (organized by decade), last accessed March 15, 2010, 
http://www.pridetoronto.com/about/history/   
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lesbians could find each other and safely interact out of the public eye.  At the start of the gay 

liberation movement, music had already been an important part of the social lives of gay men 

and lesbians for many years.   

 

2.2  The Toronto Bathhouse Raids of 1981: CanadaÕs Stonewall 

Organized pride events occurred intermittently in Toronto in the years following the 

Stonewall riots.  Unlike events in the United States, in the decade after Stonewall, TorontoÕs 

queer community organized yearly events throughout the summer months only in 1970, 1972-

1974, and again in 1978.  On August 1, 1970, the first ÒGay Day PicnicÓ was organized at 

HanlanÕs Point on the Toronto Islands (Media Guide 2011, 13).  It was organized by three of the 

first queer activist organizations in the city: the University of Toronto Homophile Association 

(UHTA), Toronto Gay Action Now, and the Community Homophile Association of Toronto 

(CHAT).  It was originally organized as a fundraiser to send queer activists to Ottawa for an 

anniversary march commemorating the decriminalization of homosexuality in Canada, which 

occurred in 1969.  The fact that it took place in August, with the intention of raising funds to 

mark the anniversary of decriminalization, suggests that it may have had less of a connection 

with Stonewall and more of a connection with Canadian advances in equal rights. 

The historical information available through Pride Toronto states that each year between 

1972 and 1974 there was a full Pride Week in July (1972) or August (1973 and 1974).  Listed for 

these three years are picnics on the Toronto Islands, film and theatre nights, church services, 

rallies, marches to QueenÕs Park, and in 1972 a ÒPride DanceÓ (Media Guide 2011, 13).  After 

three summers with no organized events, ÒGAYDAYS: In Celebration of Lesbians and Gay 

MenÓ was held in late August 1978 (Media Guide 2011, 12).  Rather than focusing activities in 

QueenÕs Park, Pride Day was primarily celebrated at Cawthra Park, located adjacent to the 519 

Community Centre in the Village (although a ÒPrideFairÓ was held in QueenÕs Park as well).  As 

stated in the historical timeline, Òsome speakers generated controversy by supporting 

intergenerational sex and S/M21Ó (Media Guide 2011, 12).  The controversial nature of portions 

of these pride events may foreshadow the backlash from the larger Toronto community and 

public officials in subsequent years. 

                                                
21 S/M, or S&M, refers to Sado-Masochism, which includes gaining sexual pleasure through 
giving and/or receiving pain.   
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 On February 5, 1981, Metro Toronto Police raided four bathhouses frequented by gay 

men in the city during a planned raid named ÒOperation SoapÓ.22  While this was not the first 

such raid in Toronto, it was the most severe, with 306 men arrested in one of the largest mass 

arrests in CanadaÕs history (Media Guide 2011, 12).23  The raids were incredibly violent, with 

police using crowbars and sledgehammers to destroy doors, windows, and walls in each 

establishment.  The men were brought out into the street to be processed by police, many of them 

wearing only towels.  The names of the men arrested were released by the police department and 

publicized by local media, causing a strong backlash from the queer and allied community in 

Toronto.  Compiling film footage and photographs shot on the day of the raids, as well as the 

aftermath from days and weeks afterwards, filmmaker and York University professor Nancy 

Nicol shows the public humiliation inflicted upon those arrested, and the outrage expressed by 

queer and allied Torontonians in its aftermath in her 2002 documentary, ÒStand Together.Ó24  A 

major demonstration by hundreds of people occurred at the intersection of Yonge and Wellesley 

the following day, closing down both streets. 

In interviews and informal conversations during fieldwork, members of the queer 

community in Toronto today commonly refer to the bathhouse raids of 1981 as ÒCanadaÕs 

Stonewall.Ó25  While a number of pride events discussed earlier did occur between 1970 and 

1981, annual pride festivals connected to Pride Toronto today did not begin until after the 

bathhouse raids.  After the initial riots in 1981, the two groups that were instrumental in 

organizing protests and responses to the government included Gays and Lesbians Against the 

Right Everywhere (GLARE), and Lesbians Against the Right (LAR).  Both groups were Òleft-

wing gay liberation groups dedicated to fighting the anti-gay, anti-feminist, and racist right-wing 

politics of the dayÓ (CAP Report 2011, 39).  The work done by these groups helped in the 

incorporation of ÒLesbian and Gay Pride Day Toronto,Ó the first official pride event in the city. 

 

                                                
22 Stand Together documentary film information by Nancy Nicol found here:   
http://www.yorku.ca/nnicol/standtogether.html  
23 Documentary maker, Nancy Nicol, lists the number arrested during the raid at 286.   
24 An abstract of ÒStand TogetherÓ is available at the following website: 
http://www.yorku.ca/nnicol/standtogether.html  
25 The bathhouse raids appeared to be common knowledge for queer Canadians, comparable to 
the Stonewall riots for queer Americans.  I was often asked if I was aware of these events, as 
many assumed that as an American I would have little/no knowledge of the events from 1981. 
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2.3  The Evolution of Pride Toronto: 1981-2009 

The first Lesbian and Gay Pride Day in Toronto was held in 1982, one year after the 

bathhouse raids.  According to the official program, activities were planned from 1 to 6 p.m., and 

included a parade at 4:45, an official welcome from the pride committee, political speeches, and 

performers.  This inclusion of performers is significant because it reveals that entertainment and 

music has been included in pride events since the very start in Toronto.  In fact, extensive 

research in the Canadian Lesbian and Gay Archives shows that every pride guide available 

between 1982 and 2011 lists musical entertainment as a central component of the festival.26  This 

was startling even to me as a researcher, given the current debate surrounding pride festivals 

worldwide over whether celebration or politics should be the focus for a given annual event.  

What is even more interesting is that not only are the musicians mentioned in each guide, but 

they are often given more space to provide artist and group biographies, brief descriptions of the 

style of music each performs, and other facts related to the performance.   

Each pride guide available between 1982 and 1990 lists the event as a ÒPride Day.Ó  They 

include numerous references to the AIDS epidemic that was affecting the queer community more 

than any other group at that time.  While the number of AIDS-related deaths in Toronto did not 

match those in comparable U.S. cities (most notably San Francisco and New York City, where 

the devastating impact of HIV/AIDS was most profound), the epidemic had a large impact on 

queer life in the city during this time.  Thus, beginning in the 1980s, one of the major functions 

of pride events in Toronto, the United States, and Europe was to educate the queer community on 

safe-sex practices, and to remember those members of the community who had been lost in 

previous years.   

In the mid-1980s, volunteers constructed a temporary memorial each year for the Lesbian 

and Gay Pride Day to remember those who had passed away from AIDS-related illnesses.  In 

1993, the permanent AIDS Memorial was opened in Cawthra Park, adjacent to the 519 

Community Centre in the Village.27  The memorial consists of fourteen concrete pillars arranged 

in a half circle, each one affixed with metal plates arranged by year listing the names of those 

                                                
26 The only pride guides missing from the CLGA, and otherwise unavailable for this project, are 
from 1983 and 1991. 
27The 519 Church Street Community Centre, AIDS Memorial, last accessed July 24, 2012,  
http://www.the519.org/programsservices/aidsmemorial  
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lost to AIDS-related illnesses during each year.  Family and friends often leave flowers, notes, 

and other small items on or beside these plates. 

 
 

      

Figures 2.1 and 2.2:  Portions of the AIDS Memorial in Cawthra Park 

 
 

Beginning in 1992, the Lesbian and Gay Pride Day event transformed into ÒPride Week,Ó 

with many more activities spread out over the course of (at least) seven days.28  This period also 

represents the start of a rapid acceleration of growth for TorontoÕs pride events.  Table 2.1 and 

figure 2.3 below show the estimated number of participants per year over the first fifteen years 

between 1982 and 1996 (Media Guide 2011, 11-12). 

 
 
 
 
 
 
 
 
 

                                                
28 Information from 1991 is unavailable, so it is unclear whether that year was a pride day or the 
actual start of pride weeks in Toronto.   
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Table 2.1:  The estimated number of festival participants by year, 1982-1996 

Year Participants Year Participants 

1982 2,700 1990 40,000 

1983 3,000 1991 80,000 

1984 5,000 1992 120,000 

1985 8,000 1993 150,000 

1986 10,000 1994 400,000 

1987 15,000 1995 650,000 

1988 20,000 1996 750,000 

1989 25,000 

 
 
The dramatic rise in the number of participants is seen in the figure below. 

 
 

 

Figure 2.3:  A graph of festival participants each year between 1982 and 1996 
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So why did the size of the Toronto pride festivals grow so quickly in the early to mid 1990s?  

There are a number of possible explanations for this quick growth.  For the first time in 

TorontoÕs history, City Council proclaimed ÒPride DayÓ in 1991, officially recognizing the tenth 

annual event.  This had been denied numerous times by the council and mayor of the city.  Also, 

while citing the Charter of Rights and Freedoms and the Canadian Human Rights Act, the 

Canadian Supreme Court ruled in 1992 that gay men and lesbians could not be excluded from the 

Canadian Forces.  These two positive events in the lives of the queer community are 

accompanied by two subsequent losses.  A legislative bill recognizing same-sex spousal benefits 

in Ontario failed in 1994, and a Supreme Court decision the following year also denied such 

benefits (Media Guide 2011, 11-12).  Given the range of events during this time period, it 

appears as though both positive and negative political events may have played a role in the 

expansion of the festival.   

 It should be noted that while the participant pool was expanding exponentially throughout 

the early to mid 1990s, the staged areas for musical performance were not growing at the same 

rate.  Between 1982 and 1997, there were anywhere from one to three entertainment stages listed 

in the pride guides.  They were often named based on their general location (by street or park 

name, or directional [North Stage, for example]).  There is an important change in 1997, in 

which the only stage for the festival is listed as the ÒLabatt29 Pride Stage.Ó  This is the first 

corporate sponsorship of one of the entertainment stages at Pride Toronto.  After this event in 

1997, there is a similar rapid expansion of staged entertainment that was seen in participant 

numbers in the earlier part of the decade.  See the table and figure below for the number of stages 

listed per year.30 

 
 
 
 
 
 
 

                                                
29 The Labatt Brewing Company is the largest brewer of beer in Canada.   
30 Data collected from available pride guides.  Years listed as ÒUnavailableÓ were either not 
found due to lack of pride guide for that year, or no specific stage information was listed within 
the guide.  Music stages/areas sponsored by outside parties (non-Pride Toronto) are not included 
in the numbers above.   
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Table 2.2:  The number of stages at each festival between 1982 and 2011 

Year # of Stages Year # of Stages Year # of Stages 

1982 1 1992 3 2002 7 

1983 Unavailable 1993 2 2003 Unavailable 

1984 2 1994 2 2004 8 

1985 1 1995 2 2005 7 

1986 Unavailable 1996 1 2006 8 

1987 1 1997 1 2007 8 

1988 2 1998 4 2008 8 

1989 2 1999 5 2009 8 

1990 2 2000 7 2010 10 

1991 Unavailable 2001 6 2011 6 

 
 

This data is depicted in the graph below (with no bars listed for years where information is 

unavailable): 

 
 

 

Figure 2.4:  A graph showing the number of stages at each festival: 1982-2011 
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It is probable that the first official corporate sponsorship of an entertainment stage in 

1997 relates to the fast growth in stage numbers and performers in subsequent years.  If one were 

to create a simple narrative of the messy history of Pride Toronto, it might go something like 

this:  In the 1980s, the small gathering grew steadily each year in the number of participants.  

The early to mid 1990s brought a number of political wins and losses for the queer community, 

and with the official recognition of the festival by the city of Toronto, more press and funds 

flowed into the event.  As the participant numbers grew exponentially for a number of years, this 

drew the attention of corporations, who saw an opportunity to capitalize on this expanding 

market of potential patrons at the festival itself, and throughout the year.  As more corporate 

sponsors got involved, more money was available to expand the festival and bring in more 

entertainment on an increased number of stages.  With this expansion came greater publicity and 

advertisements, which also continued to increase the number of participants until 2010 and 2011, 

when there were an estimated 1.3 million people at each yearÕs festival.   

 

2.4  Iconographic Study: Pride Guides from 1982, 1994, and 2006 

 An iconographic study of the pride guides available at the Canadian Lesbian and Gay 

Archives between 1982 and 2009 provides greater clarity of how the festival has changed over 

the course of nearly three decades.  Photographs of the front covers for all official pride guides 

between 1982 and 2011 (except for 1983 and 1991, which were not found) can be viewed in 

Appendix A.  Since space does not allow for consideration of all of the covers in this chapter, I 

have chosen three pride guides as representative samples from the three decades of the festivals 

(1980s, 1990s, and 2000s).  The guides I will consider here were published in 1982, 1994, and 

2006. They collectively provide a revealing glimpse into key issues relating to the festivalÕs 

growth and development since the 1980s, especially with regards to the importance of music, the 

shift from grassroots organization to institutional support, and the corporatization of the festival. 
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Figure 2.5:  The 1982 Lesbian and Gay Pride Day program 

 
 

To call the program for the first Lesbian and Gay Pride Day in 1982 a pride guide (seen 

in figure 2.5 above) is probably a misnomer, as it was simply one sheet of paper printed in black 

and white on both sides and folded in half.  It looks more like an elementary school music 

program than a guide for a community festival in CanadaÕs largest city, which demonstrates the 

lack of funds and grassroots nature of the event in the early years.  During a panel discussion on 

queer rights history in Canada in 2011, some who were at this early event described it more as a 

potluck among friends.31  Along with the program details showing speeches, the parade, and 

musical performances, there is also a listing of queer Toronto groups participating in the Pride 

Day preparations and details on the back page on an upcoming conference titled ÒDoing It! 

Lesbian and Gay Liberation in the Ô80s.Ó   

 The front of the 1982 program has a generic drawing of people celebrating and releasing 

balloons in what appears to be a stock image with the phrase ÒA Day of Fun and FrolicÓ written 

                                                
31 This occurred during an Official Pride Toronto Event titled ÒStonewall Riots: 30th Anniversary 
of Bath Raids in Toronto Ð Queer and Trans Human Rights in ConversationÓ on June 28, 2011 at 
the 519 Community Centre.   
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in the bottom half.  The only elements in the drawing that are specific to the queer community 

are small triangles that appear on the clothing of the people.  This symbol dates back to Nazi 

Germany when gay men and lesbians were required to wear pink triangle badges on their arms as 

an act of shame.  Later those in the queer rights movement reclaimed the pink triangle as a 

symbol of strength and unity.  The celebratory atmosphere depicted on this program contradicts 

the assertion that the early pride events were strictly political in nature.  Along with the 

entertainment listings inside, this image on the front cover shows the celebratory atmosphere of 

the event, or at least the intentions of the pride day committee for the nature of the event.  This is 

important since the 1982 program, and the other programs from the 1980s, provide a different 

narrative than one usually hears regarding the early pride events.  There is not an image of 

protesters in the streets, or someone giving a speech on the steps of City Hall.  Rather there is a 

drawing of people celebrating and enjoying themselves in a carefree manner. 

 
 

 

Figure 2.6:  The 1994 Lesbian and Gay Pride Week program 
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 The pride guide from 1994 (seen above in figure 2.6) offers insights into how the festival 

had grown over the previous twelve years, the number of community sponsorships for the event, 

and the transformation in the eventÕs overall focus and priorities.  First, this booklet is labeled a 

ÒSouvenir Program / Community Directory,Ó and is 97 pages long with a glossy cover and non-

glossy pages inside.  This presents a stark contrast to the one page program from 1982.  Within 

the document there are nearly 30 pages of advertisements and listings of local businesses and 

community groups, as well an article titled ÒThe 25 Years After Stonewall,Ó which is an 

historical account, by year, of events within the movement for equal rights in the queer 

community.  It should be noted that the number of festival participants doubled between 1993 

and 1994 to nearly 400,000, (as seen earlier in figure 2.3); thus the expansion of the program 

guide and advertisements is understandable from a marketing standpoint.   

 Like the 1982 program, the front cover of the 1994 guide is also a drawing.  This 

drawing, however, conveys a very different message than the one previously discussed.  This 

includes a close up of two people (who may be men or women) embracing and kissing one 

another.  The faces of the two individuals, who appear to be of different races, are clearly shown, 

contrasting with the faceless people from the 1982 program.  With the theme ÒThe Best is Yet to 

Come!,Ó this cover appears to advocate two items simultaneously.  First, the two people in the 

drawing can be viewed as a couple, with their love for one another being shown through a kiss.  

The cover is thus a symbol of love between two people, regardless of their genders.  Second, the 

cover may be viewed through an activist lens, showing two people openly expressing physical 

affection.  The act of kissing is seen as a symbol of protest against a hostile heteronormative 

society that does not accept such displays of affection between two people of the same gender.  

Given that this cover is from 1994, the latter interpretation is probably closer to the 

organizationÕs intent.  More importantly, the shift from Òfun and frolicÓ in 1982 to this Òin your 

faceÓ activist drawing in 1994 again contradicts the commonly stated narrative of the shift from 

politics to celebration in annual pride events in Toronto and abroad. 
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Figure 2.7:  The Official Pride Guide for Pride Toronto 2006 

 
 

 Moving ahead another twelve years, the 2006 pride guide is printed in a 57-page, full-

color magazine format with a glossy cover and glossy pages (seen in figure 2.7 above).  It was 

clearly the most expensive to produce of the three guides discussed here.  This guide contains 

numerous advertisements, including a listing of corporate sponsors.  As discussed earlier in this 

chapter, the first corporate sponsorship of an entertainment stage was in 1997, thus this program 

represents nearly a decade of growing sponsorships and numbers of participants and artists.  The 

corporate sponsors are listed above each stage, which numbered six on Saturday and eight on 

Sunday (the festivals in 1982 and 1994 had one and two stages, respectively).  This 

corporatization had clear financial implications for the organization and the festival, and can be 

seen easily in the production of this pride guide.   

 The cover for the 2006 guide has bright colors reminiscent of a carnival celebration and 

four photographs.  The use of photographs rather than drawings is an important distinction 

between the other programs discussed in this chapter.  The individuals in these photographs are 

showing their faces and pride on the front cover of the program, providing a new element of 
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activism at pride festivals.  The photographs include people in costumes, two women kissing, 

and a man dancing without a shirt.  The elements of celebration, activism, love, fun, and sex are 

all on display on this cover.  The yearÕs theme, ÒFearless,Ó is written in large letters in the middle 

of the page, as well as near the Pride Toronto logo in the top right corner.  This smaller printing 

has the letter ÒLÓ in Fearless as a raised arm with the hand in a closed fist position, holding a 

rainbow banner.  Taken together, all of these items project a carnival-like pride festival, filled 

with bright colors, dancing, and costumes.  The theme and theme logo on the front cover, 

however, also provide a sense of strength and resilience, telling participants to be ÒfearlessÓ in 

the face of adversity, and to also Òfear lessÓ as the queer community continues to gain acceptance 

and power in the larger society.   

   

2.5  Pride Toronto 2010-2011 

 
 

    

Figure 2.8:  Current Pride Toronto headquarters on Dundonald Street 

 
 

Today the organization responsible for managing all annual festival events is called Pride 

Toronto.  The headquarters for the organization is a house located at 14 Dundonald Street, 

between Yonge and Church Streets.  Its location within the Village area provides opportunities 

for members of the queer community to get involved with the organization and express 
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comments and concerns to staff members throughout the year.  These interactions help to shape 

the direction and goals of Pride Toronto.  Important goals found on many official documents 

(and on the organizationÕs website) concerning the mission, vision, and values of Pride Toronto 

are listed below:32 

 
Mission Statement: 

Pride Toronto exists to celebrate the history, courage, diversity and future of TorontoÕs 
LGBTTIQQ2SA* communities. 
 
*Lesbian, Gay, Bisexual, Transsexual, Transgender, Intersex, Queer/Questioning, 2 
Spirited, Allies 

 
Our Vision: Pride Toronto will: 

¥ Run a not-for-profit organization, committed to volunteers and staff. 
¥ Create a safe space to engage communities in the celebration of their sexuality. 
¥ Coordinate a series of pre-eminent arts and cultural events, including the annual Pride 

celebration, that empower and support our communities. 
¥ Connect with and help develop our communities, fostering essential partnerships. 
¥ Capture and build upon our organizationÕs and our communitiesÕ history. 
¥ Provide a platform for education through a significant public presence. 

 
Our Values: Pride Toronto will: 

¥ Honour Ð our past by remembering our history. 
¥ Protect Ð our future by reaching out, educating and defending our right to celebrate. 
¥ Value Diversity Ð by accepting and respecting differences and working to understand the 

diverse cultural complexities that influence identity, assumptions, behaviours, 
expectations, and beliefs. 

¥ Celebrate Ð with provocative, racy, and outrageous events. 
¥ Engage Ð the diversity of our communities to participate in events and facilitate 

community development. 
¥ Recognize Ð and acknowledge, the involvement and contributions of volunteers, staff and 

stakeholders. 
¥ Respect Ð volunteers, staff and stakeholders by creating and sustaining an environment 

where we treat each other with respect and dignity. 
¥ Sustain Ð the organization by ensuring transparency in our actions and accountability 

with, and to, our communities 
¥ Manage Ð with fiscal responsibility and foresight, ensuring the viability of the 

organization and the fulfillment of its mission. 
 

                                                
32 These are found in the CAP Report 2011, 40-41, the Media Guide 2011, 3, and on the Pride 
Toronto website: http://www.pridetoronto.com/about/mission-vision-values/  
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These goals reflect what Pride Toronto strives for each year, although many argue that the event 

falls short in some areas (as can be seen in the results of surveys and roundtable discussions 

documented in the CAP Report).  Overall, the goals are Òreflective of an organization with a 

stated commitment to inclusionÓ (CAP Report 2011, 41).   

Pride Toronto includes a board of directors, staff, coordinators, committee members, and 

festival volunteers.  The board of directors consists of up to twelve volunteers (including two co-

chairs) who are elected to the position based on their work and volunteer history within the 

community.  They are elected for a maximum three-year term at one of the regular community 

meetings.  The board consists of an executive committee (co-chairs, treasurer, secretary), as well 

as chairs for committees on community relations, finance and audit, human resources, 

governance, WorldPride 2014, board development, and membership.  The group Òmanages Pride 

Toronto and develops its strategic goalsÓ (Media Guide 2011, 2). 

Staff members run the day-to-day operations of Pride Toronto out of its headquarters 

building.  The number of staff fluctuates each year, with as many as nine permanent staff 

(Executive Director, Fundraising Director, Operations Director, Finance Manager, Arts and 

Entertainment Manager, Marketing and Communications Manager, Green Project Coordinator, 

Volunteer Program Manager, and Office Administrator) and seven seasonal staff (Technical 

Planner, Interns, Production Planner, and Site Logistics Assistants) in 2010, and as few as six 

total staff members in 2011 (Executive Director, Fundraising Director, Operations Director, Arts 

and Culture Manager, AA-Office and Site Logistics, and Communications Assistant).   

Numerous volunteer coordinators and committee members play vital roles in presenting 

Pride Toronto each summer.  The 2010 Official Pride Guide lists pride committees (with one or 

two coordinators each) for Affiliate Events, Art Direction, Beverage, Dis/Ability Resources, 

Dyke March, Family Pride, Forty Plus, Free Zone, Fundraising, Golf Day, Human Rights, 

Media, Parade, Programming, Safety and Security, Site, Street Fair, Food Vendors, Community 

Fair, Trans March, VIP Spaces, Weekend Volunteer, and Youth.  Each committee meets at 

various points throughout the spring and early summer to discuss plans for their respective 

responsibilities during the festival.   

Finally, there are an estimated 900(+) volunteers who contribute their time and efforts to 

Pride Toronto each year (Media Guide 2011, 6).  They are seen throughout the festival wearing 

official t-shirts and can do anything from handing out water bottles to parade participants, to 
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running security at an entertainment stage with a beer garden.  Although many of the volunteers 

may be less aware of what is going on behind the scenes with the board, staff, and coordinators, 

without this large group of people, the festival could not exist in its current form.   

 

2.6  Purpose(s) of Pride Today 

 Pride Toronto was not the only festival during the 1990s and the first decade of the 

twenty-first century to become established and grow at a fast rate.  Pride festivals are now 

produced in most large cities in North America, Western Europe, and Australia.  The largest 

festivals that are comparable to Pride Toronto in the United States include San Francisco Pride, 

Heritage of Pride Ð NYC Pride in New York City, Christopher Street West / LA PRIDE in Los 

Angeles, Chicago Gay and Lesbian Pride Parade and Pride Fest, and Capital Pride in 

Washington, D.C.  In Europe an analogous list would include pride festivals in Copenhagen 

(Denmark), Amsterdam (Netherlands), Stockholm (Sweden), Berlin (Germany), and London 

(United Kingdom).  Elsewhere across the globe, festivals are found in Sydney, Australia (known 

as ÒSydney Mardi GrasÓ and formerly as ÒSydney Gay and Lesbian Mardi GrasÓ), and S‹o 

Paulo, Brazil, the last of these having been recognized in the Guinness Book of World Records in 

2006 as the largest pride festival in the world at the time, with between three and four million 

participants.33  Pride festivals also occur in other world regions as diverse as eastern and southern 

Asia, Central and South America, southern Africa (South Africa), and Eastern Europe. 

 Many of the larger festivals listed above are similar to Pride Toronto in the planned 

events each year, which often include a large parade, smaller marches, street fairs, film festivals, 

staged musical and literary entertainment, art shows, and a number of political roundtable 

discussions and presentations.  For example, on the San Francisco Pride website there are a 

number of events listed under the Official Events Calendar for 2011, including a cabaret drag 

show, KidSpace events for LGBT families, LGBT Youth Prom, Queer Women of Color Film 

Festival, an art opening and reception, the 33rd Annual Pride Concert, and numerous dance club 

events catering to many subsets of the queer community (featuring house, soul, funk, Latin, and 

other styles of music).34  Many of these events take place in venues throughout the Castro 

                                                
33 S‹o Paulo Gay Pride, last accessed July 24, 2012,  http://www.gaypridebrazil.org/sao-paulo/  
34 San Francisco Pride, Official Pride Events, last accessed February 25, 2012, www.sfpride.org  
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district, historically the Ògay districtÓ of San Francisco, as well as other nearby locations in the 

city.   

 San Francisco Pride also lists over twenty community-run stages and venues with 

entertainment during the pride festival.  These include the Asian & Pacific Islander Community 

Pride Stand and Pavilion, Clean and Sober Space, Cheer San Francisco, Ghetto Disco 

Community Dance Arena, Deaf and Hard-of-Hearing Gathering Space, Elder Space, Faerie 

Freedom Village, Freewheelers Classic Car Show, HIV Pavilion, Homo Hip Hop Stage, Indie 

Oasis Stage, International Stage, Club Papi Latin Stage, Lavender Scrolls Project, Leather Alley, 

LGBT Family Collaborative Family Garden, WomenÕs Stage, Main Stage, Queer Youth Space, 

Sonic Reducer Stage, Soul of Pride, Sundance Country-Western Dance Corral, Sunday Dance 

Arena, Tantra Trance Stage, and TRANS: THRIVE Pavilion.35  These stages and programs look 

strikingly similar to those of Pride Toronto in 2010 and 2011.  Stages here are also often 

distinguished by music genre and audience, with some aimed at African-American, Latino, or 

international audiences, while others are separated by age, biological sex, or gender identity.   

 Many who have not attended pride festivals in the past may assume that music performed 

at these events is primarily political in orientation.  As a researcher I have often encountered this 

assumption during conversations with colleagues, friends, and family.  It is important to note that 

not only is this incorrect, but it is actually quite the opposite of what occurs at the vast majority 

of pride festival performances.  Fieldwork for this dissertation suggests that music at pride 

festivals is queered in three ways.  First, the lyrics can contain overt queer political activist 

themes.  These songs advocate for equal rights for members of the queer community, and/or 

discuss the struggles of this community in the past and present.  Lady GagaÕs 2011 hit single 

ÒBorn This WayÓ is an example of this type of song, as it contains specific references to the 

queer community in its lyrics.  Second, songs may be queered through an adoption of the lyrical 

message by the queer community.  Although the lyrics in these songs were not necessarily 

written about or for this group of people, the community has embraced them as anthems of their 

struggles and accomplishments.  Examples of this may include Gloria GaynorÕs ÒI Will SurviveÓ 

(1978), Diana RossÕs ÒIÕm Coming OutÓ (1980), and Cyndi LauperÕs ÒTrue ColorsÓ (1986).  

Third, songs with lyrics that have no specific connection to queer rights and politics may be 

queered through their performance at the festival.  This most often occurs where lyrics involve 

                                                
35 Ibid.   
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love interests that use gendered pronouns.  A song about loving a man is received very 

differently when sung by a man rather than by a woman.  Thus the lyrical content is queered 

through performance rather than adoption of message or activist themes.  A recent example of 

this queering through performance is R&B singer-songwriter and rapper Frank OceanÕs 2012 

song, ÒBad Religion.Ó  The song is about the unrequited love of another man.  If a female artist 

had released this song, it would have been yet another mainstream song about love.  The fact that 

Ocean is a man alters the song fundamentally, thus it is queered through the performance (or in 

this case, the performer/composer).  This was by far the most common type of queering of a 

musical performance at Pride Toronto in 2010 and 2011.   

 

2.7  The Dangers of Queer Spaces 

The queering of public spaces is not an easy, nor even legal, activity in many areas of the 

world.  In recent years, headlines have been made by pride events occurring (or being banned) in 

countries and cities that are either not supportive, or openly hostile, towards the queer 

community and the equality movement.  In some locations like Moscow, Russia, the government 

openly bans all pride activities, and denies permits to march in the streets.  2011 marked the sixth 

consecutive year that Moscow authorities banned public events by queer rights advocates.  The 

city also saw violence when a group of Russian and international advocates tried to march 

without a permit and were met by anti-gay crowds.36  According to police reports, 18 queer 

rights advocates and 14 anti-queer activists were arrested (Mobasherat 2011). 

Violence has also occurred in numerous other areas in recent years, including Split, 

Croatia, in 2011.  Many people were detained and injured when thousands of opponents 

reportedly attacked some 200 pride participants with rocks, bottles, and firecrackers.37  Riot 

police separated the two groups using iron fences.  Threats of similar violence in places like 

Poland and Serbia have ended with government officials banning pride events altogether, citing 

                                                
36U.K. Gay News, Moscow Gay Pride March Date for 2012 is Set, last accessed July 24, 2012,  
http://ukgaynews.org.uk/Archive/11/Nov/0203.htm  
37Huffington Post, Croatia Gay Pride March Disrupted by Extremists, June 11, 2011, last 
accessed July 24, 2012, http://www.huffingtonpost.com/2011/06/11/croatia-gay-pride-march-
d_n_875439.html  



 

 
46 

the need to protect public safety on both sides of the divide.38  In 2011, the Serbian interior 

ministry banned the Belgrade Pride Parade on account of alleged Òobstruction of public 

transport, endangering health, public moral or safety of individuals and properties.Ó39  Some in 

the queer community see this as giving in to the extremist groups, or a convenient cover for 

government officials who may oppose equality.40   

 In contrast to areas where pride festivals are repressed, there are a number of 

international pride events that occur on a regular basis around the world.  This list includes 

events such as Europride, a pan European pride event that occurs every year in a different 

European city.41  WorldPride is an event organized by the international LGBT rights 

organization InterPride.  It has occurred every six years since its inception in 2000 in Rome.42  

Since then it was produced in Jerusalem (2006) and London (2012).  Toronto will host 

WorldPride 2014, after which the event will take place every five years.  Finally, a similar event 

worth mentioning is the Gay Games, the worldÕs largest sporting and cultural event organized 

specifically for queer participants.  Since the first games were held in San Francisco in 1982, the 

Gay Games have occurred every four years in cities throughout North America, Europe, and 

Australia.43   

 

2.8  Conclusion 

 Since the Stonewall riots of 1969, annual gatherings of the queer community to 

commemorate the events have taken on many forms in cities around the world.  While still 

banned or ardently protested in numerous locations, pride events become more visible and gain 

strength in numbers each year.  Although some perceive a distinct evolution from political 

protests to pride celebrations over the past four decades, historical evidence shows that music 

and dance have been an integral part of the movement since its inception.  There has, however, 

                                                
38BBC News, Serbia bans gay pride parade citing violence fears, September 30, 2011, last 
accessed July 24, 2012, http://www.bbc.co.uk/news/world-europe-15134182  
39CNN World, Serb authorities prohibit gay pride parade, October 1, 2011, last accessed July 24, 
2012, http://articles.cnn.com/2011-10-01/world/world_europe_serbia-gay-pride_1_gay-pride-
parade-anti-gay-violence-police-presence?_s=PM:EUROPE  
40 Ibid.   
41For more information on Europride, see: http://www.europride.com/spip.php?rubrique1  
42 For more information on WorldPride, see InterPrideÕs website: 
http://www.interpride.org/world-pride  
43For more information on the Gay Games, see http://www.gaygames.com/  
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been a dramatic surge in the number of participants and arts events in many locations, turning 

small, local gatherings of friends and family into huge, international festivals.  Rather than 

having 500 participants with one stage, festivals today may have upwards of 500,000 participants 

and multiple stages located throughout the city.   

 As seen in the example from Toronto, it was not until after the bathhouse raids of 1981 

that the cityÕs queer community officially organized an annual pride day.  This shows that while 

Stonewall continues to be an important symbol for queer people worldwide, local events in queer 

rights history also play a vital role in mobilizing the community to fight for civil equality.  As the 

number of participants in annual gatherings grew, Toronto businesses and Canadian corporations 

took note and began sponsoring the event more directly.  The result was an influx of new staged 

entertainment, with anywhere from two to ten stages offering continuous music, dance, and 

literary arts for the festival.  While this dramatic growth and corporatization of Pride Toronto can 

be seen as a positive in many respects, it also greatly affects participation and representation of 

various groups within the queer community.  As seen later in this dissertation, these struggles for 

acceptance and space in the event are important aspects of pride festivals worldwide.   
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CHAPTER 3 

SETTING THE STAGE: AN ANALYSIS OF MUSIC 

PROGRAMMING FOR PRIDE TORONTO 2010 

 

The processes for selecting, programming, and staging musical entertainment for Pride 

Toronto, and the political issues and power structures surrounding these decisions and 

subsequent outcomes, play centrally into how music takes on a vital role in the negotiation over 

positions of centrality and marginality within the queer community.  The representation of 

subgroups on various stages and their positions within the festival space provide visual cues to 

the underlying power structures present within the Pride Toronto organization and the 

community at large.  Although the outcomes of these decisions are readily apparent for 

participants during the festival, the entire programming process begins months before the festival 

occurs, out of sight from many in the community.   

In order to gain an understanding of these outcomes, one must first examine the decision-

making processes that led to them. Before the 2010 festival I conducted interviews with Mary 

Zondanos, the Arts and Entertainment Manager and a permanent staff member of Pride Toronto 

in 2010, as well as Bryen Dunn and TK, both volunteer coordinators of the Programming Pride 

Committee.44  Among the numerous topics discussed during these interviews was this Òbehind 

the scenesÓ selection, programming, and staging of artists process.  This chapter is dedicated to 

analyzing this decision-making process because of its centrality within the discourse and protests 

after the 2010 festival.  Drawing largely upon interviews conducted with Mary, Bryen, and TK 

before and after the 2010 festival, this chapter discusses the following: the importance of music 

for the festival overall, the selection of musical artists for various programs aimed at subgroups 

of the larger community, the staging of these programs within the festival space, and the internal 

arguments over the separation of groups at various stage locations based on age, biological sex, 

gender identity, race/ethnicity, and other factors.  To highlight these issues and provide accounts 

of the outcomes of these decisions, an ethnographic case study and a brief overview of the 

musical entertainment for the 2010 festival are both included in this chapter.  The case study 

provides a description of programming on Friday (July 2) at South Stage and Central Stage, 

looking at the differences in attendance, artist selection, and aesthetic of the two programs.  A 

                                                
44 For the 2010 festival, TK was also an intern, and considered Òseasonal staff.Ó   
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map of the festival space, a photo gallery of Pride Toronto stages, and descriptions of a 

representative sample of artists also provide a more comprehensive understanding of the overall 

2010 festival aesthetic.   

 

3.1  Case Study:  Friday Night Programming 

I arrived at the Transverse program at South Stage on Friday night over an hour later than 

expected due to the Trans March starting late on Church Street.  When I got there, about 40 

people were standing in the front half of the space, which could have fit well over a thousand.  

TK had told me that this was the first year for trans programming at Pride Toronto, so I had 

hoped for a larger crowd due to the novelty of the event in relation to years past.  An Atlanta-

based group called Girlyman was performing when I arrived Ð a talented queer rock band that I 

felt sorry for given the low attendance.  The audience was largely subdued, clapping after each 

song and quietly talking to friends and acquaintances (new and old) during the performance.  The 

crowd was mostly female or trans, with a distinct alternative vibe that was different from what I 

had experienced while wandering on Church and Wellesley on my way down to South Stage 

earlier in the evening.  Many in the audience appeared to know one another, often stopping their 

conversations to go greet a person who had just arrived in the space. 

 After Girlyman came two spoken word artists, a two-spirit45 and trans man, Alec Butler, 

and a trans woman, Andrea Jenkins.  Their short performances of spiritual texts and poetry were 

very different than the preceding musical performances, and the stage area continued to slowly 

gain audience members during their 15-minute sets.  The mixing of spoken word with live 

performances and DJ sets was not seen on many stages in 2010, and doing so created a very 

different format from other programs.  While it resulted in a more intimate environment for the 

performer and audience members, it also interrupted the momentum and high-energy atmosphere 

present at many of the other stages in the district.   

During the show, a young, Asian-Canadian photographer arrived and stood next to me 

while he assembled his camera equipment.  He was from one of the large daily publications in 

Toronto, and had been sent to Pride Toronto on Friday night to get photographs of the next 

                                                
45 Two-spirit is a term used by First Nations and Native American indigenous peoples to describe 
an individual who has both male and female spirits and performs mixed gender roles in the 
community.  This group is represented in Pride TorontoÕs LGBTTIQQ2SA acronym under the 
Ò2S.Ó 
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performer on the Transverse program, Buck Angel.  Buck Angel is known internationally as a 

trans female-to-male (FtM) porn star and safe-sex advocate (see figure 3.1 below). He is 

recognizable on account of his distinctly masculine appearance Ð bald head, facial hair, tattoos, 

and muscular body Ð and the fact he has never had any genital surgery.  As an advocate and 

motivational speaker who has presented at pride events and higher education institutions 

worldwide, he has coined the phrase: ÒItÕs not whatÕs between your legs that defines you.Ó46  

Although he has done extensive advocacy work, most of the general public knows of him 

through his work in the pornography industry, where he has been successful in marketing 

himself as a man without male genitalia.   

 
 

 

Figure 3.1:  Buck Angel speaks to the crowd during the Transverse program 

 
 

Once his camera was ready to go, the photographer leaned over and asked me when Buck 

Angel was going to come on stage.  I told him around 9:15, right after the two spoken word 

artists.  He looked puzzled, and said that his boss sent him to take photos of Angel, but he had no 

idea who he was.  I told him that Buck Angel was a trans porn star (at that time I was unaware of 

                                                
46 See his website, Buck Angel Entertainment, here: http://buckangelentertainment.com/  
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his other work), to which the photographer responded with a concerned look and turned towards 

the stage.   

 This interaction was a little disturbing to me.  As this man was a photographer with one 

of the largest publications in Toronto, it seemed clear to me that his employers were looking for 

a shocking photo of a porn star to represent Pride Toronto in their publication.  This is all too 

common for queer rights marches or pride events around the world.  There may be hundreds of 

families and thousands of people dressed in everyday clothes, yet the photos included in 

mainstream publications most often include outrageously dressed drag queens or scantily clad 

dancers on parade floats.  Editors are clearly playing up the shock value to sell more 

publications, or at the least they are looking for colorful photographs that are eye-catching.  

These photographs are often accompanied by a headline that goes something like ÒGay 

Community Celebrates Pride Day,Ó thus linking the photograph with a representation of the 

identity of the entire queer community.  The inclusion of one photograph of Buck Angel to 

represent Pride Toronto that weekend appeared to be fulfilling such an essentializing agenda. 

After speaking about the importance of safe sex and being true to oneself regarding 

sexual orientation and gender identity, Buck Angel concluded his act with a strip show ending 

with him completely naked on stage.  This provocative performance in a sense subverted the 

purported message by highlighting a kind of hypersexualized aspect of pride festivals that is 

often used as a representation of a hypersexualized queer community at large.  And it is images 

of the hypersexual, rather than messages about safe sex, that tend to be picked up in media 

representations.  Awareness of the predilection for such fetishization of queer bodies, particularly 

trans bodies, was unsettling for me as I took in the event. 

The photographer was visibly uncomfortable with the setting and the performer he was 

sent to cover.  This created an odd feeling for me, wondering if he was supportive of the queer 

community in general.  And if he was not supportive, it somehow seemed like he was an intruder 

of this queer space, there to exploit the community.  It was one of the first times I had felt this 

way, as one does not often come across people at pride festivals who are there against their will, 

or who do not support equal rights (other than the occasional anti-gay protestor who sometimes 

shows up waiving signs and shouting verses from religious texts).  It felt like a violation of the 

safe space created by Pride Toronto.   
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After the set was finished, I left the South Stage to walk north on Church Street to see if 

the rest of the festival was still pretty slow in the first night of the main weekend.  I was 

surprised to find the street packed with a diverse crowd of people, music booming from 

businesses on both sides of the street, and the DJ Central programming on Central Stage filled 

body-to-body with attendees dancing to non-stop DJ house music.  There were people dancing 

together in the streets dressed in anything from everyday clothes to drag, while some were 

wearing hardly anything at all.  I could not believe that just two blocks north the scene was 

completely different from the South Stage area.  It made me feel like something was not quite 

right.  Why was this area of the festival thriving, while the area I had just come from was 

languishing?  Was it due to the program that was created, or the artists in that program?  Was the 

location of the stage in relation to the heart of the Village area an important factor?  In a way I 

felt bad for the trans community, as I wished that many of the people in the street had been down 

at the South Stage supporting that programming.  Finally, I wondered why the trans 

programming was not mixed in with the other entertainment as a way to gain more allies for the 

trans community, since the other programming on Friday night was clearly more popular with 

broader section of the queer community.  The musical programming appeared to be a key 

element in how the festival was playing out on the streets of the Village. 

 

3.2  The Importance of Music at Pride Toronto 

 Before delving into the process of musical entertainment selection and programming with 

Mary, Bryen, and TK of Pride Toronto, I began each interview by asking a simple question: Why 

is music important to Pride Toronto?  Given the rich history of protest marches, pride parades, 

and the rise of huge, celebration-focused pride festivals in Toronto, I was curious how the three 

people tasked with selecting and programming entertainment for one of the largest pride festivals 

in the world would respond to such a basic, yet vital, question.  Mary stated, 

 
Well, I think that itÕs important because it creates an experience.  ItÕs part of the 

celebratory nature of what Pride is about.  So I think that while people may attendÉ 
actually our studies show that over 50% of people who attend the festival attend because 
of the entertainment componentÉI think that any kind of celebration needs some kind of 
entertainment and music, I think, especially in regards to the content of that music, as in 
who is producing it, and whoÕs on stage, can really be a leader as far as creating an 
awareness about queer culture, and more importantly, queer rights, and the striving for 
equal rights.  So if you look at an artist like Cyndi Lauper that we have this year, sheÕs 
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not queer, but sheÕs a queer activist.  And having her perform at Pride Toronto draws so 
much attention from the world, that whatever and however issues we would like to make 
important, we get all that much more attention for it, because we have an anchor artist, 
right?   

I think musicÕs role in prides, I think, is again to contribute to an experience of 
somebody attending the festival, so they are actively being engaged by something.  So 
while we do have the parades Ð the [main] parade, the dyke march, and the trans march Ð 
we also do have these spaces where people can interact and meet each other and have 
dialogue and participate and show their support for the festival.  And [we] create 
opportunities for artists to do that, too.  For a lot of artists who perform at the festival, itÕs 
sometimes difficult for them to get these kinds of shows in other venues.  Not because 
theyÕre queer, but because itÕs hard to get a show playing for two and a half thousand 
people in Toronto.  ItÕs just not really a possibility most of the time, so I think in that way 
it sort of helps that and creates opportunities for them, and they play other prides as a 
result.   

So pride is regarded, Pride Toronto is sort of regarded as this leader in pride 
festivals across North America.  So I get a lot of phone calls from other prides all across 
North America wanting advice or wanting to help them to do x, y, z, or wanting to have 
one of our artists play over there.  So I think music plays a very large role in prides 
(Zondanos 2010). 

 

Mary brings up a number of key points in the above response to my question about 

musicÕs importance in Pride Toronto.  First, music helps in the creation of a celebratory 

atmosphere that enhances the public queer space of the festival.  As a form of entertainment, 

music provides opportunities for members of the diverse queer community to interact in a more 

intimate setting, as opposed to the large crowds found at the parade and marches. It also provides 

an important opportunity for political discourse within the festival, both among the festival 

participants and between the festival and mainstream news outlets.  As stated in her example 

about Cyndi Lauper, by choosing a well-known musical artist as the headliner, Pride Toronto can 

almost certainly count on mainstream media coverage of the event, and, more importantly, 

discourse on the pro-equality messages of LauperÕs performance.  In this way, musical discourse 

becomes a key element in disseminating messages of the queer rights movement in Canada and 

abroad.    

 When asked the same question about what role music plays at pride festivals, Bryen 

stated bluntly (with a bit of laughter), ÒThe most important role.Ó  When pressed to elaborate, he 

continued as follows:  
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I think it is actually becauseÉwithout music I donÕt think thereÕd really be Pride as it is 
known today.  After Stonewall I think it was more about politics and protesting, and 
obviously I wasnÕt there so I donÕt know if there was music and stuff, but now itÕs 
become a party atmosphere, a party atmosphere with music (Dunn 2010-A). 

 

Bryen focuses on the importance of music within a celebratory, Òparty atmosphere,Ó thus seeing 

its role primarily through the lens of entertainment.  His response links the entire concept of 

pride festivals today with music, arguing that one cannot exist without the other.  TK largely 

agreed with this aspect of his response, but went further with the important connection between 

music and the queer community: 

 
Well, itÕs really the main part of the festival.  It takes up more space than probably 
anything else.  Although the parade itself is kind of the flagship piece in the whole pride 
week, it too is just filled with nonstop music.  I mean, music has such a big part in the 
queer community anyway.  So many musical forms and musical styles have developed 
out of the queer communityÉit all just comes together in our festival.  It celebrates all of 
that.  Music -- BIG thing (TK 2010-A)! 

 

TK focuses on this strong connection between various musical styles and history and the queer 

community (as discussed in Chapter 2), arguing that there is a logical connection between this 

historical significance and the need for musical programming during pride festivals.  Although 

Mary, Bryen, and TK each had slightly different arguments as to why music is a vital component 

to Pride Toronto, all three agreed that it was integral to the festival.  Based on their responses, all 

three would argue that without the musical components, pride festivals would be essentially 

unrecognizable as such to participants today.   

 

3.3  Selection of Musical Artists 

 Accepting applications and selecting artists for the festival begins months in advance, 

often in early spring. This process is integral to the creation of identity and reflective of 

underlying power structures because the artists selected by Pride Toronto are more than just 

random entertainment for the festival Ð they are representatives of the queer community and its 

great diversity.  Thus, an artist who is queer and a member of a racial minority becomes a face 

for this subgroup within the queer community, and his or her presence (or lack of presence) in 

the festival space is an important political statement for others in that group.  Bryen explained 

that an early part of the application process for artists is to create a profile on Sonicbids, a 
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website that is similar to MySpace where musicians can post songs and biographies of the artist 

or group.  The artists are also allowed to choose a genre (country, folk, blues, disco, etc.) that 

most closely aligns with their musical style. Mary mentioned a second component of the 

application process Ð the three programmers seeking out specific artists themselves: 

 
There are other components. As we are all music nerds, we all pay a lot of attention to 
whatÕs going on, and we have a pretty good sense of who weÕd like to see at the next 
yearÕs festival.  So there are some artists who we go after, there are other artists who 
come to us. So we review everything all at once over a three or four month period, and 
then we programÉWhile I am building the artistic vision I may have an idea of what we 
are going to do, sort of in December, and then we start reviewing all the material and who 
we want where and what program they might fit into, and we kind of take it from there.  I 
mean, thereÕs always things that come up, you know?  Somebody might be in town and 
wants to play thatÕs very relevant and [is someone] we want to play, but that hardly ever 
happens. (laughs)  But usually itÕs a bit of a combination of receiving and chasing 
(Zondanos 2010). 

 

As mentioned at the end of this quote, sometimes artists are selected due to ease of scheduling 

because they will be in town during the pride weekend.  Overall, MaryÕs comments reveal the 

involvement of herself and the programming coordinators in the process, and how their opinions 

and suggestions are important in determining who is selected to perform.   

 Due to MaryÕs role as coordinator for the 2010 headlining artist, Cyndi Lauper, I asked 

her to describe the process of selecting and scheduling this well-known performer: 

 
Everybody asks me that.  Well, last year in June we got an enhancement grant 

from the government, and so I was pretty much given the task of finding a headliner Ð 
somebody who would create a surplus in tourism activity in about a weekÕs time.  ItÕs 
hard to do that because everybody plans their schedules about a year in advance, like an 
artist like Cyndi Lauper, or Kelly Roland, or whatever.  As it turned out, I managed to get 
in touch with Cyndi LauperÕs people, and I approached them about doing that show last 
year.  And it didnÕt work out for various reasons, but we kept in touch, and I have been 
very diligent and persistent and patient, and we got to a point this year where we started 
having a real conversation about having her perform at Pride.  And they worked really 
hard with us to make it happen, and as did we, and as you can imagine we are a not-for-
profit festival, so itÕs not like I can just be like, ÒYeah, IÕve got your fee.Ó  Cause I donÕt, 
right?  So we sort of have to work out those fine details.  Cyndi Lauper is a very unique 
artist.  SheÕs not like the others.  SheÕs very in tune with the community she identifies 
with best.  She does a lot to support the community.  She has a True Colors Fund that she 
just started in New York that just broke ground a month ago I think, and sheÕs been a 
tireless advocate.  Part of her contributions back to the community is that she tries to do 
one pride every year.  And it just so happens that this year she is on Celebrity Apprentice, 
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releasing a new album, doing a reality show in the fall, and we were fortunate enough to 
get the Toronto date, the only North American date in her tour, so they are making a 
special trip here for usÉ 

The process, I have to say, in comparison with other artists of her caliber, was a 
breath of fresh air.  SheÕs very true to who she is and she does things with a lot of 
integrity intact, and sheÕs got a really good team around her.  So itÕs not just her, itÕs her 
manager, her agent, her label, everybody that works with her is just so down to earth.  ItÕs 
not like they function in the regular music industry as it exists, as in, Ôyou donÕt have it, I 
donÕt want it.Õ  ItÕs totally different.  TheyÕre a diamond in the rough, I must say.  It 
wasnÕt all me, it was a lot of them.  And we just made it happen (Zondanos 2010). 

 

Although initially the idea of scheduling an artist such as Cyndi Lauper for Pride Toronto 

was suggested in order to increase tourism revenue, Lauper was, in MaryÕs opinion, a natural 

choice due to her involvement and commitment as an ally to the queer community over the span 

of multiple decades.  It should be noted that although Lauper has been deeply involved as an 

advocate for equality for the queer community, she is considered an ally to, not a member of, this 

community.  Not one person interviewed during research called her a member of the community 

(not even the Pride Toronto music programmers), but everyone acknowledged that she is a 

strong ally.  It appears that membership in the queer community is tied primarily to oneÕs sexual 

orientation or gender identity.  This means that people who are both heterosexual and 

cisgendered47 are not regarded as members of the queer community, regardless of how strong 

their advocacy for, support of, or alliance with that community may be.  Lauper, as a 

heterosexual and cisgendered individual, was thus welcomed as an ally of the community by the 

festival participants and organizers with whom I spoke in 2010 and 2011 rather than as a member 

of that community.   

Remembered primarily for her success as a pop music artist from the 1980s and early 

1990s, Lauper often competed with luminaries such as Madonna, Prince, and Michael Jackson 

during that era for airplay.  Lauper has been a long time advocate for equality for the queer 

community.  In 2007, she launched the True Colors Concert Tour with the mission to Òempower 

the gay, lesbian, bisexual, and transgender (GLBT) community to reengage and take part in the 

struggle for full equality.Ó48  The tours from 2007-2009 developed out of the concerts performed 

at gay pride festivals, and included musical artists such as Rufus Wainwright, The Dresden 

                                                
47 Term for individuals whose biological sex at birth matches their gender identity. 
48 True Colors Tour, ÒHome Page,Ó last accessed March 15, 2010,  
http://www.truecolorstour.com/   
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Dolls, The B-52s, Sarah McLachlan, and the Indigo Girls, as well as comedians Margaret Cho, 

Rosie OÕDonnell, and Wanda Sykes.  The True Colors Concert Tours have also partnered with 

non-profit groups such as the Human Rights Campaign (HRC), Parents, Families, and Friends of 

Lesbians and Gays (PFLAG), and the Matthew Shepard Foundation in an effort to promote the 

federal hate crimes bill in the United States Congress, which passed in 2009 and was signed into 

law by President Barack Obama.49 

LauperÕs performance at Pride Toronto 2010 attracted an estimated 50,000 people in 

QueenÕs Park.50  The majority of the concert included songs from LauperÕs recently released 

blues album, Memphis Blues.  It was not until the encore that she performed her popular songs 

from earlier in her career, such as ÒGirls Just Wanna Have FunÓ and ÒTime After TimeÓ.  She 

ended the concert with her signature hit, ÒTrue Colors.Ó  This song has gained near anthem status 

within the queer rights movement due primarily to its lyrical content.  The lyrics of the chorus 

transcribed below convey a message of acceptance and celebration of differences found within 

each individual: 

 
But I see your true colors 
Shining through 
I see your true colors 
And thatÕs why I love you 
So donÕt be afraid to let them show 
Your true colors 
True colors 
Are beautiful like a rainbow 

 

This message of acceptance and love for others based on (not in spite of) the aspects that make 

them different makes ÒTrue ColorsÓ easily adaptable to a movement that aims at bringing equal 

rights to a group of people differentiated by sexual orientation or gender identity. The reference 

to being beautiful Òlike a rainbowÓ in the last line of the chorus also has significance for 

members of this movement, as the rainbow flag has for decades been a symbol of gay pride 

                                                
49 Ibid. 
50 The area at QueenÕs Park was estimated to hold around 30,000 people.  According to Pride 
Toronto officials with whom I spoke, this area was at capacity, plus an estimated 20,000 people 
were outside of the gated area.   



 

 
58 

throughout the world.51  If it had been written in a different time and place, it could have been 

adopted by a number of other minority groups based on anything from race to religion.  The fact 

it was released in the mid-1980s is important when considering why it became a part of the queer 

rights movement.  Although the starting point for the movement is generally seen as the 1969 

Stonewall Riots in New York City, the 1980s saw a turning point for both the movement and the 

visibility of many in the gay community through the early years of the HIV/AIDS epidemic.   

 There is nothing inherently political in the song itself.  As seen from the chorus above, 

the lyrics are fairly generic and could represent any number of things for listeners (which is 

probably why the song was so popular when it first came out).  She never explicitly says 

anything about queer rights, but through her political activism and the adoption of the song by 

other queer activists, this song, and Lauper herself, have been politicized.  For those who might 

disagree with her on this issue, performing this song may be seen as an offensive political act, 

even though the message itself may not be offensive when taken out of this context.  Meaning in 

music is determined by the listener and can change over time based on a number of cultural and 

societal factors.   

Before the song she stated the following to the crowd: 

 
This is for pride. 
This is for wisdom. 
This is for self-respect. 
This is for freedom. 
This is for healing. 

 

Lauper played a mountain dulcimer while singing, and was accompanied by an acoustic guitar 

(the guitarist also served as a male back-up vocalist) and electric bass.  The crowd began 

cheering loudly during the opening chords in recognition of the song.  During the performance 

many people sang along, and some waved rainbow flags.  For some in attendance it was a 

particularly emotional moment, including a straight friend of mine who was in tears as she sang 

the song with Lauper and the tens of thousands of others in the crowd.  Along with the pride 

parade, it was one of the only truly unifying collective moments of the festival for those in the 

                                                
51 For a short description of the connection between the queer community and the rainbow flag 
symbol, see Sarah CorrÕs ÒA Brief History of the Rainbow FlagÓ here:  
http://www.sanfrancisco.travel/media/a-brief-history-of-the-rainbow-flag.html  
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queer community.  Near the end of the performance, Lauper suddenly slowed down and 

emphasized the line ÒSo donÕt be afraid,Ó ending the song temporarily with her fist clenched in 

the air.  The crowd cheered loudly, mimicking her with fists held in the air.  She then started 

singing the lyrics to the chorus of John LennonÕs 1971 song ÒPower to the People,Ó encouraging 

the crowd to sing along with her in a call and response form.  After going through the chorus 

three times, Lauper returned to the end of the chorus for ÒTrue Colors.Ó  Over the applause after 

the performance she stated the following: 

 
Have a great pride.  Have a great summer.  Take care of yourselves.  Be peaceful.  
Remember, non-violence.  Love yourselves.  Respect yourselves.  Take care of each 
other.  See you next time.   

 

Through her performance of ÒTrue ColorsÓ at Pride Toronto, Lauper showed how an artist can 

turn a regular performance into a political statement through the context in which the song is 

performed, what is stated before and after the performance, and other politically charged 

elements that may be included, such as the chorus to LennonÕs song.  It was an emotional and 

uplifting end to the concert.   

Many thought that choosing Lauper as the headliner for Pride Toronto 2010 was a good 

way to bring in large crowds and highlight the festivalÕs message for more people in the city, but 

not everyone in the community shared this sentiment.  Some questioned the choice of a 

headlining artist who was not only not Torontonian, but not even Canadian, and who was also 

not a member of the queer community.  BryenÕs position on the matter in our interview was 

sympathetic to this more critical view:  

 
It wouldnÕt have been my choice. ItÕs a big person.  ItÕs Cyndi Lauper.  And she fits in 
with the allying, right? É Cause I go ÒweÕve got a mainstream artist and sheÕs not even 
queer?Ó  And they go, ÒYeah, but how much does she do for the community,Ó you know?  
So, you can see both sides, but my personal focus would be [to] have a queer artist as the 
headliner for sure (Dunn 2010-A). 
 

Others with whom I spoke also argued that by featuring a mainstream pop music artist, 

the concert lost its grounding as a Pride Toronto event for many in attendance.  Some attendees 

initially may not have even known it was a Pride event, but rather just a free Cyndi Lauper 

concert in QueenÕs Park.  This argument appears to fall short due to the numerous references by 
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the stage organizers and by Lauper herself to Pride and the struggle for equality for the queer 

community throughout the evening.   

When asked about the application and scheduling process for other performers at Pride 

2010, TK went even further than Bryen or Mary in discussing the difficulties they encountered 

while trying to focus on artist diversity: 

 
ItÕs really a challenge to try and make sure we have inclusivity and diversity on all of the 
stages.  At the same time making sure Ð MaryÕs really concerned that we make sure Ð we 
have quality performers at all times. And, you want it to be good, right?  ItÕs just trying to 
reach out and find people.  ThereÕs a lot of outreach that goes on, thatÕs for sure, to try 
and diversify the stages (TK 2010-A). 

  

I asked TK to elaborate on a stage program mentioned by Mary that was particularly difficult for 

scheduling a diverse group of artists.  TK responded, 

 
ThatÕs [the] Transverse [stage].52  That was the one.  I spent three months researching 
that, and then probably another month trying to book everyone, and find everyone who 
was appropriate, and make sure we have trans guys, trans women, intersex folk, people 
from different backgrounds, two-spirited people, people of color Ð and it was tough.  And 
weÕre still getting criticized.  But you canÕt please all the people all the time, either.  And 
I recognize that.  I think weÕve put together a pretty good program.  ItÕs a nice little 
selection, given that we only had, like, five hours (TK 2010-A). 

 

The two quotes together show the difficulty of scheduling artists for each program, given the 

focus on diversity and quality.  Although Toronto is a large city, one can imagine that finding a 

person who fits within multiple categories discussed above could be a challenge.   

 Possibly the most important element in the selection of artists is their connection to the 

queer community.  This does not mean that the artists must be members of the queer community, 

although that is probably the easiest route the artist or group can take in getting past the initial 

application review stage.  When asked if being a member of the queer community mattered in 

the process, TK responded, 

 

                                                
52 Some program names include word play that involves queer terminology, such as ÒAlterna-
QueerÓ and ÒFruit Loopz.Ó  ÒTransverseÓ was chosen for the 2010 program to indicate trans-
centered programming, while Gende(R)evolution was selected for the 2011 festival to signify a 
similar program.   
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Oh it sure does.  ItÕs a big thing.  ItÕs a question on the application: whatÕs your 
connection to the queer community?  I mean, we canÕt just come out and say, Ôare you 
queer?Õ  ThatÕs just not a question that people can ask in this day and age.  But we can 
certainly ask people what their connection is, and of course, we do have input from allies 
in our festival as wellÉPeople often choose to self-identify at that point and say ÔYes, 
IÕm queer.Õ Or ÔYes, IÕm bisexual,Õ or whatever.  And then if not itÕs just a matter of 
asking that question ourselves, then well, ÔWhat is their connection to the queer 
community?Õ  Why would they want to come and play at the Pride Toronto festival?  Do 
they just want to have access to 1.5 million people?  Which a lot of folks do.  ItÕs a big 
stage.  A lot of them are big stages with thousands of people.  I think itÕs a great 
opportunity for people.  But we always ask that question with every single artist: Òwhat is 
their connection to the community?  Is there something relevant? (TK 2010-A)Ó 

 

If artists do not self-identify as members of the queer community, either because they are not, or 

do not wish to identify as such on the application form, they can still perform during Pride 

Toronto if they provide examples of how they are allied to the community, and/or have been 

involved in queer rights activism and politics in the past.  TK discussed this aspect in relation to 

the selection of Cyndi Lauper during the interview: 

 
Like certainly in the case of Cyndi Lauper, sheÕs not queer.  But thereÕs definitely a 
connection, right?  SheÕs got the foundation.  A lot of people really like her, sheÕs seen as 
an icon, and [she has] the True Colors Tour.  So thatÕs kind of a no brainer with her.  And 
with others itÕs the same kind of thing.  ItÕs like kind of look and see, have they done 
other queer events?  Have they been reaching out in that regard? And we can sort of 
make the grade then.  And then thereÕs certainly lots of people we say no to as well, 
because sometimes I just donÕt see the connection (TK 2010-A). 

 

When Bryen was asked if most of the people he selects for his staged programs are members of 

the queer community, he responded: ÒYeah, IÕd say with me personally I like to program 

exclusively that way.Ó He also mentioned that he tends to focus a lot on local artists as well, 

trying to be supportive of Toronto musicians who may struggle to find gigs throughout much of 

the year in the area.   

 

3.4  Programming and Staging of Musical Artists 

 The selection of artists is the first key step in the process because it dictates which faces 

will be seen (or not seen) on stage and who will act as representatives of their communities.  The 

next two steps of programming and staging these artists are also important because they reveal 

how communities are differentiated, which communities are given entire programs, and how the 
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commodities of time and space within the festival are allocated to these groups.  After the 

application process was completed in 2010, Mary, TK, and Bryen had the difficult task of 

programming over 300 artists at 10 different stages/areas for Friday, Saturday, and Sunday (July 

2, 3, and 4, respectively).  Many of the programs were aimed at particular subgroups within the 

queer community, often differentiated by biological sex, gender identity, age, race, or ethnicity.  

Mary explained the rationale in this way: 

 
Well, most of our stages are a general template, but there are some stages that we have 
that are for a specific community group, or showcases a specific community group and is 
open to everybody (Zondanos 2010). 

 

The programs are thus not only scheduled for the groupÕs entertainment, but are also a way to 

highlight artists from that group for the rest of the festival participants.  She later stated 

emphatically that this does not mean that members of these groups are restricted to any area, and 

will not be found in only one area: 

 
So, yeah, it definitely creates a lot of variety.  And, though, weÕre not restricted to it, 
right?  ItÕs not like the only place in the festival where people in the trans community will 
be Friday at the South Stage.  This is the misperception that is created.  ThatÕs not the 
case.  Although we have these programs that highlight certain members of the 
community, we also filter all members of the community into the more general templated 
stages (Zondanos 2010). 
 

Thus the plan is to have artists from different communities represented on all stages, and some 

communities are highlighted through programs that consist of an hour or two of entertainment, 

while others get an entire dayÕs worth of performance opportunities.     

 

3.4.1  2010 Entertainment Overview 

The outcomes of the selection, programming, and staging process of musical artists for 

Pride Toronto 2010 are complex and varied, and with over 300 performances on ten stages over 

the course of three nearly continuous days of programming, it is not possible to discuss every 

artist on every stage.  However, it is important (and possible) to gain a sense of what happened 

during the festival through a brief overview of entertainment, photos, and program/stage 

information.  To aid in the viewing of the detailed program schedule information below, refer to 

figure 3.2.  This map was created by Pride Toronto for use in the 2010 Pride Guide, and shows 
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the Village district, extending west to QueenÕs Park.  The heart of the district is at the 

intersection of Church Street and Wellesley Street East.  All stage and entertainment areas are in 

yellow and labeled with their appropriate stage/park name.  The street fair area is highlighted in 

green, with the Pride Parade, Dyke March, and Trans March routes highlighted in aqua, orange, 

and purple, respectively.  

 
 

 

Figure 3.2:  Map of the festival area for Pride Toronto 201053 

 
 
Figures 3.3 and 3.4 below include photographs and details on the 2010 stage programming, 

including the date (Friday, July 2, Saturday, July 3, and/or Sunday, July 4), schedule of staged 

entertainment, individual program names, the target audience for each program, performance 

types (solo acts, DJs, etc.), musical genres presented, and any corporate or community 

sponsorship details.  These figures provide an overview of the musical entertainment for the 

festival, and can be used as references during the following discussion on specific artists who 

performed in 2010.   

                                                
53 From Official Pride Guide 2010, p. 37  
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Program:  Transverse 
Stage:  South Stage 
Schedule:  Friday (7pm-
midnight) 
Target Audience:  Trans 
Performance Type: Solo, 
group, DJ, spoken word, 
dance 
Musical Genre(s): Pop, 
rock, hip hop, rap, 
electronic, dance remix 
Corporate Sponsors:  Bud 
Light 
 

 

Program:  DJ Central 
Stage:  Central Stage 
Schedule:  Friday (7pm-
midnight); Saturday (1pm-
midnight); Sunday (1-
11pm) 
Target Audience:  Mixed 
Performance Type:  DJ 
Musical Genre(s):  
Various dance remix styles 
Corporate Sponsors:  
OLG 

 

Program:  Dyke Day (with 
headliner Cyndi Lauper) 
Stage:  QueenÕs Park Stage 
Schedule:  Saturday (1pm-
midnight)  
Target Audience:  Lesbians 
Performance Type:  Solo, 
group, DJ 
Musical Genre(s): Rock, 
pop, punk, blues, electronic, 
acoustic 
Corporate Sponsors:  None 
(OLG for Cyndi Lauper (9-
10:30pm) 

 

Program:  Proud Voices 
Stage:  James Canning Stage 
Schedule:  Saturday (2-
8pm); Sunday (2-8pm) 
Target Audience:  
Mixed/40-plus 
Performance Type:  
Spoken word 
Musical Genre(s): NA 
Corporate Sponsors:  None 
 

 

Program:  Alterna-Queer* 
Stage:  South Stage 
(Saturday); Alexander 
Parkette (Sunday) 
Schedule:  Saturday (3pm-
midnight); Sunday (2-
11pm) 
Target Audience:  
Alternative 
Performance Type:  Solo, 
group, DJ 
Musical Genre(s):  punk, 
industrial, electro, indie, 
new wave, no wave, 
electro-pop, trip-hop, dirty 
electro, punk-rock 
Corporate Sponsors:  Bud 
Light (South Stage) 

 

Program:  Kings, Queens, 
Burlesque, oh my!! 
Stage:  Village Stage 
Schedule:  Saturday (4pm-
midnight); Sunday (4-
11pm) 
Target Audience:  Mixed 
Performance Type:  Drag, 
burlesque/boylesque, 
cabaret, DJ 
Musical Genre(s):  Variety 
of dance remix styles 
Corporate Sponsors:  VIA 
Rail Canada 
 

 

Program:  Fruit Loopz* 
Stage:  Alexander Parkette; 
Buddies in Bad Times 
Theatre 
Schedule:  Saturday (2-
10pm) 
Target Audience:  Youth 
Performance Type:  Solo, 
group, spoken word, dance, 
drag 
Musical Genre(s): Variety 
Corporate/Community 
Sponsors:  Buddies in Bad 
Times Theatre; OÕConnor: A 
Gallery; Sherbourne Health 
Centre; SOY (Supporting 
Our Youth); Xtra! 

 
Programs:  Family Pride* 
Stage:  Church Street Public 
School 
Schedule:  Saturday & 
Sunday, 11am Ð early 
evening  
Target Audience:  Families 
Performance Type:  Sing-
alongs, dance 
Musical Genre(s): Acoustic, 
guitar, violin, dance remix  
Corporate Sponsors: None 

 

Figure 3.3:  Gallery A of photographs and information from 2010 programs54 

 

                                                
54 An asterisk next to the program name signifies that the photograph is from the 2011 festival, as 
one from the 2010 festival was unavailable.  All other photos are from 2010. 
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Program:  Blockorama 
Stage:  George Hislop Park 
Schedule:  Sunday (12pm-
11pm) 
Target Audience:  Black 
queer and trans 
Performance Type:  Solo, 
group, DJ, drag 
Musical Genre(s):  Hip 
hop, rap, R&B, dance remix 
Corporate/Community 
Sponsors:  None / 
Blackness Yes! 

 

Programs:  PRISM Circuit 
Parties: WERQ!, AQUA 
PRIDE 
Stage:  Wellesley Stage 
Schedule:  Saturday (1pm-
midnight); Sunday (1-
11pm) 
Target Audience:  Circuit 
crowd (primarily men) 
Performance Type:  DJ 
Musical Genre(s): Various 
dance remix styles 
Corporate Sponsors:  TD 

 

Program:  Dirty Disco 
Stage:  South Stage 
Schedule:  Sunday (2-11pm) 
Target Audience:  Mixed 
Performance Type:  DJ, DJ 
+ vocalist 
Musical Genre(s): Various 
dance remix styles 
Corporate Sponsors:  Bud 
Light 
 

 

Programs:  All that Jazz / 
Never Can Say Goodbye: 
The Closing Segment 
Stage:  QueenÕs Park Stage 
Schedule:  Sunday (1-
11pm) 
Target Audience:  Mixed 
Performance Type:  Solo, 
group, dance, ASL, DJ 
Musical Genre(s): Jazz trio 
& quintet, dance remix, 
ballroom, pop, electronic, 
house, trance, rock  
Corporate Sponsors:  NA 

 

Program:  Free Zone 
Stage:  Paul Kane Parkette 
Schedule:  Saturday (9am-
midnight); Sunday (9am-
midnight) 
Target Audience:  Mixed / 
substance-free 
Performance Type:  Solo, 
group, dance 
Musical Genre(s):  
Acoustic, dance remix 
Corporate Sponsors: NA 

 
Figure 3.4:  Gallery B of photographs and information from 2010 programs 

 
 

As seen in figures 3.3 and 3.4 above, there was a broad range of performance types and 

musical genres represented at Pride Toronto 2010.55  DJ performances were found in nearly 

every program, and included a variety of musical styles aimed at diverse audiences.  DJ Central 

was the only program to present DJ music exclusively, although Dirty Disco and the PRISM-

                                                
55 Scheduling information provided in this brief overview of entertainment was largely found in 
the Pride Toronto 2010 Official Pride Guide.   
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sponsored circuit party events (WERQ! and AQUA PRIDE) were also DJ-centric.  FridayÕs 

lineup for DJ Central included Hector Forseca, a DJ who regularly performs throughout North 

America and has produced remixes for international pop music stars such as Lady Gaga, 

Rihanna, and BeyoncŽ.  He is credited with helping to create the ÒelectribalÓ sound, which is a 

mix of electro, tribal, and vocal house music.  Also on Friday night was Sydney Blu, the only 

female DJ/producer to have a top 10 single on the popular electronic music source, Beatport.  DJ 

Blackcat and Craig Dominic are two local black DJs who performed at both DJ Central and 

Blockorama, showing their versatility for catering to different audiences within the festival 

space.  Some of the DJ performances also included guest vocalists, such as MC Flipside 

featuring Simone Denny and DJ TK featuring Ivana Santilli on Dirty Disco at South Stage.   

 Solo and group musical performances were also found at nearly every stage at Pride 

Toronto.  These performances varied greatly between and even within programs.  For example, 

the Transverse program on Friday night included the band Girlyman, which defines itself as a Ò 

leading edge three-part harmony folk-popÓ ensemble.  Later in the program was solo performer 

Katastrophe, a FtM trans hip hop rapper and DJ with similarities in musical style and appearance 

to popular rap artist Eminem (see figure 3.5 below).  The Alterna-Queer program included more 

alternative artists with darker, grittier tones such as Crackpuppy, known as ÒTorontoÕs loudest 

rock and roll band,Ó and the Fagget Fairys, a DJ and vocals duo that incorporates Balkan styles 

into their music.   
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Figure 3.5:  Katastrophe performs on South Stage during Transverse 

 
 

 Family friendly programming was found at Family Pride with artists such as Chris 

McKhool, a Juno music award nominee who performs sing-alongs and play-alongs (with 

instruments he brings to the performance) for children and parents.  Rather than being on a stage, 

McKhool was on the ground and interacting with the audience members while he performed.  

Jazz was heard in QueenÕs Park as the massive three-hour Pride Parade was happening on Yonge 

Street.  A jazz quintet and jazz trio each performed, with the trio including upright bass player 

Jennifer Leitham.  Leitham has performed with jazz legends such as Mel Torme and Doc 

Severinsen, and famously transitioned from male to female in 2001 while a member of Doc 

SeverinsenÕs Orchestra.  Also on the QueenÕs Park Stage was the ASL artist Chase, who 

performs live choreographed sign language to pop music by artists such as Britney Spears and 

Lady Gaga (see figure 3.6 below). 

 
 



 

 
68 

 

Figure 3.6:  Chase performs with backup dancers on QueenÕs Park Stage 

 
 

 Drag queen and drag king performances played an important role in the programming for 

the 2010 festival. Drag culture has been an integral aspect of queer club culture for decades, with 

live drag performances occurring at many queer-identified clubs every night.  This connection is 

strong enough to have an entire stage dedicated to this type of performance.  The ÒKings, 

Queens, and Burlesque, Oh my!!Ó program was found on Village Stage near the Church and 

Wellesley intersection and was one of the most popular programs of the festival.  This included 

solo and group performances by artists such as Miss Conception, Daytona Bitch, Laura Landauer 

(as Celine Dion), Eddie Barnett (as Cher), King Codi (a local drag king seen in figure 3.7 

below), and the group Colour Me Dragg, a drag and burlesque ensemble of queer performers of 

color.  Cabaret, burlesque, and boylesque groups were found on this stage and others, adding to 

the sexualized nature of the festival.   
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Figure 3.7:  King Codi performs on Village Stage to a large crowd 

 
 

 Other entertainment tangentially related to musical performance included numerous 

dance troupes and spoken word artists.  Many dance performances by groups such as the Queer 

Dance Community, Hula San Village Dance Troupe, and Sapphire Dance Productions occurred 

on the Free Zone program.  Dance was popular on other programs as well, with youth groups 

performing on the Fruit Loopz stage, Rainbow Ballroom providing ballroom dance lessons in 

QueenÕs Park during the All that JazzÉ program, and Vogue Evolution, the group featured on 

the television series AmericaÕs Best Dance Crew, was the headliner for Transverse.  Spoken 

word performance was given its own area for the 2010 festival at James Canning Gardens, 

although other artists were included in programs such as Fruit Loopz and Transverse.  This 

included poetry, readings from theatrical works and novels, and other similar performances. 

 This brief description of only a fraction of the musical artists for Pride Toronto 2010 

shows the diversity of musical genres presented, often including a wide range of musical styles 

within programs (for a complete listing of 2010 entertainment by program, see Appendix B).  

Some programs were aimed at communities differentiated by traits such as gender identity 

(Transverse), age (Fruit Loopz), or race/ethnicity (Blockorama), while others were programmed 

for more diverse audiences.  At a festival of this size that presents continuous entertainment on 

different stages simultaneously for nearly two and a half days, participants (like myself) can only 
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experience a small fraction of what is offered.  My fieldwork suggests that musical performances 

at Pride Toronto 2010 were overall centered more on celebration of pride rather than on politics 

and activism. Overt queer political activism through music was largely absent, although activist 

messages were often shared from the stage before and after musical performances by the artists 

and emcees.  Related to the discussion of queer musical performance in the previous chapter, I 

suggest that the vast majority of music at the 2010 festival was primarily queered through the 

performance, not through activist messaging in the lyrics by the artist.  This stands in contrast to 

a number of queer political activist musical performances in the 2011 festival.  Also, while there 

was diversity in the artists programmed during the 2010 festival, there was only one program 

aimed specifically at persons of color (Blockorama).  This also changed in 2011, when multiple 

programs were created to cater to this portion of the larger queer community.  These important 

changes will be discussed further in Chapter 5. 

 

3.4.2  Is Separation Really Necessary? 

 During the pre-festival interview with Bryen, I questioned him on the rationale behind 

separating groups based on various traits, wondering how this might affect the building of a 

community during the festival.  Here is an extended excerpt of this portion of that interview, 

which was conducted in the Queen Street West (Queer West) district of the city (TR = author, 

BD = Bryen Dunn): 

 
TR:  Are you thinking specifically, in a line up [for example], that this artist would be 
particularly for the gay male crowd, [and] you need to follow it by one that is good for 
the lesbian crowdÉ 
 
BD:  On the same stage? 
 
TR:  Yeah, or do them in different categories? 
 
BD:  Yeah, do them on different stages.  So there is the one that TK programs, Central 
Stage, where itÕs all DJs and mostly, you know, itÕs going to be the muscle boys who go 
there.  And thatÕs just want they want, and theyÕll go and theyÕll stay the whole day.  And 
then thereÕs Dyke Day afternoon, which is all kind of women bands, and it attracts, caters 
to, lesbians.  Then thereÕs Blockorama, which caters to more black people.  Then thereÕs 
Alterna-Queer, which caters more to misfits, I guess (laughs).  I donÕt fit in anywhere.  
Drag, some people just want to go and watch drag.  TransÉ So there is, I, I think itÕs 
okay, but I would also like to see, like you, like say you have a muscle boy set, then a 
lesbian set, then a trans set, like all in one stage.  Who cares, right?  But it, right now, it is 
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separated in that way.  So if you are looking for a certain type of music you know to look 
at this stage, and hang out there. 
 
TR:  OK.  What do you think that means for building a community, if the music is 
specified towards different groups within the community?  Like you say, if we did it all 
together then people would be mixing. 
 
BD:  Yeah, yeah. 
 
TR:  I just wondered your thoughts on that.  If, even though we call ourselves this big 
community, weÕre stillÉ 
 
BD:  Segregating? 
 
TR:  Yeah. 
 
BD:  No, I agree.  ThatÕs why the closest I can see to being diverse would be my stage 
that IÕm doing, the Alterna-QueerÉI could have electro, then hip hop, then metal, then 
maybe some sort of comedy thing, and then back to straight ahead rock and roll, so it is 
like, if you go there, you canÕt really go there and say IÕm going to hear house music all 
night long, or hear lesbian folk, or just drag queens.  It is a mix, and thatÕs probably what 
I want, and this year IÕd be interested to see the trans one.  I think the trans one is going 
to be quite diverse too, so one act to the next is going to be different.  So I think it might 
cater to people that go with an open mind and just want to mix.  And a lot of the events 
that happen in this part of town, where we are now (Queen Street West) they sometimes 
refer to it as Queer WestÉ 
 
TR:  Yeah, IÕve heard of that. 
 
BD:  So itÕs here and a little down further, but all the events here are all mixed.  So itÕs 
gay, straight, black, white, male, femaleÉ itÕs just a mixed hodgepodge, whereas pride 
and I think, youÕd have to ask Mary, Mary had the same idea: Ôwhy canÕt we just make 
mixed stages?Õ  But this is the way itÕs developed.  And whether people want it, I donÕt 
know.  Like I donÕt know if we could force it on them.  Because, like the whole 
Blockorama thing had a controversy this year that their stage was being changed and they 
felt like they were being pushed out of the way and stuff, and then my thoughts are well, 
you donÕt have to go to that stage, you can go anywhere, right?  But they want a special 
area.  And dykes want a special area.  And drag queens want a special area.  (laughs)  But 
I donÕt know, to each their own I guess.  You donÕt have to go to that stage if you donÕt 
want to.  So as a community itÕs not really, ah, I see it as a little segregation in planning, 
in the way itÕs planned, but not in attending.  So not segregating the community because 
anybody is free to go wherever they want to. 
 
TR:  Do the crowds represent that in your experience?  In the past five years, if youÕre 
going to a set thatÕs primarily aimed towards lesbians, is that who youÕre going to find? 
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BD:  Yeah, and theyÕre going to have other people there, but yeah predominantly the 
larger segment of the crowd will be that.  And if you go to the DJ [stage], itÕs going to be 
all white guys with their shirts offÉ and then youÕll see a couple girls, or you know, 
maybe one black person.  ItÕs just weird. I find it strange, but thatÕs the community right 
now (Dunn 2010-A).   

 

 BryenÕs comments indicate that although he did not personally agree with the way the 

programs were scheduled on separate stages, he willingly took part in this scheduling approach 

nonetheless due to the programming committeeÕs collective perception of what the larger 

community wanted for the festival.  Although many in the community did want separate spaces 

(as discussed in greater detail below), during interviews with participants at the festival I learned 

that there were many who were not pleased with this separation of different communities and 

subsequent space allotment in the festival area.  Clearly the perception of the three entertainment 

programmers for the 2010 festival was that the larger community wanted this separation of 

entertainment venues.   

 Numerous subgroups within the queer community did ask for their own space within the 

festival.  Their rationale may have been similar to why the larger queer community asks for a 

space within TorontoÕs downtown to host a pride festival.  As discussed in earlier chapters, 

physical and discursive spaces are vital components for legitimacy within the larger group, 

whether that is the queer community, a political domain or entity (city/state/country), or the 

larger society.  Within Pride Toronto, these groups define themselves in different manners, often 

by differentiating their group from others based on the categories of biological sex, gender 

identity, and race/ethnicity.  They also separate at times by language, age (usually as either youth 

or over 40), and even the use (or lack thereof) of substances such as drugs or alcohol.   

The Free Zone is an area near the heart of the Village that is set aside as a substance-free 

space for those who want or need to distance themselves from drugs and alcohol.  Given the 

number of beer gardens, and the heavy smell of cigarette and marijuana smoke that permeates 

the festival space, this area is one of the few places available for people who are struggling to 

overcome addictions to such substances.  During interviews with the Free Zone volunteer 

program coordinators in 2011, Lydia and Dianne, the two women spoke of the importance of 

such a space.  Both coordinators argued that the Free Zone can actually save lives for those 

tempted to return to such destructive lifestyles.  There is a tent within the Free Zone space that 

holds numerous daily Alcoholics Anonymous (AA) meetings, and a small stage for dance 
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troupes and musical artists outside of the DJ house/rave music scene, that may act, in DianneÕs 

words, as a ÒtriggerÓ for those in recovery as a reminder of scenes where drugs and alcohol are 

intertwined with music (Free Zone 2011-A).   

In her book Songs in Black and Lavender (2010), musicologist Eileen Hayes discusses 

the use of space within lesbian music festivals. She describes the inclusion of a Women of Color 

tent at some of these events, which is an area created for black, Latina, Asian American, and 

Native American women.  She states, 

 
Participants describe being drawn to the tent because of the opportunities it provides to 
meet with other women of color.  Moreover, it gives them a physical and discursive space 
that is separate from the madding crowds of white womenÉAlthough festivals are 
generally thought to be lesbian-friendly places of recreation, women of color often 
experience what one black woman described as Òwhite overloadÓ (Hayes 2010, 23). 
 

In this scenario, participants wanted separate areas in which to congregate.  Here the factor was 

the ethnicity of the participants, and relates to the experiences of those at Pride Toronto who 

supported the Blockorama stage programming aimed at the black queer and trans community.56  

During an interview with Nik Redman, a member of Blackness Yes!, the organizing committee 

for Blockorama, he described the importance of such a space within Pride Toronto: 

 
Personally, as a black queer trans man who has been out for 28 years, damn right itÕs 
important and necessary that the space exists.  [It] does not mean that only one type of 
music or one type of person should be in that space. We have lovers, allies, [and] friends 
who may not identify as black queer or trans, but they are just as welcome in the space 
once they respect the fact that because of colonization, marginalization, and racism we 
have to set aside that space for our communities (Redman 2011). 
 

When asked if there is a risk of marginalization of this community if entertainment aimed at 

them is relegated to a certain area, he responded, 

 
I think that just because that space exists, it does not mean that black queer and trans 
people should be relegated to one area.  We are not talking segregation here.  I am 
forever encouraging Pride Toronto to program a variety of artists on all the stages 
(Redman 2011). 

                                                
56 Blackness Yes! and community members consistently refer to the Òblack queer and trans 
community,Ó rather than simply the Òblack queer community.Ó  Due to the specificity and 
consistency of this terminology, I have included it in the dissertation as well.   
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Clearly Nik recognizes the need for, and advocates for the inclusion of, a separate space for the 

black queer and trans community.  He relates the need for such a space to three interconnected 

issues: colonization, marginalization, and racism.  Although he does not believe that this 

community should be restricted to this one area, it is still important that the space is available for 

them.  As will be seen in the next chapter, the problem with the 2010 Blockorama programming 

was not that the space was denied.  Rather, it was the location of the space in relation to the rest 

of the festival that created issues for the black queer and trans community and its allies.   

 

3.5  Conclusion 

 The selection, programming, and staging processes for musical entertainment at Pride 

Toronto have important consequences for members of subgroups within the larger queer 

community.  Although it may be difficult to actually ÒseeÓ marginalization within a specific 

community, public festivals such as Pride Toronto provide opportunities to identify instances of 

marginalization by examining how festival resources (including money, advertisements, space, 

and time) are allocated, or not allocated, to specific groups.  Due to the prominence of musical 

entertainment at Pride Toronto, an analysis of artist selection, programming, and staging 

provides a useful lens to view instances of inequality within the queer community.   

 As seen through excerpts of interviews with the Arts and Entertainment Manager and the 

two volunteer coordinators for the 2010 Programming Pride Committee, these processes were 

often undertaken without much input from others in the community.  Artists were chosen largely 

because of their connections to the queer community and were often programmed on stages that 

were aimed at one subsection of the larger community based on biological sex, gender identity, 

age, race/ethnicity, and other factors.  Although all three of the organization members 

interviewed expressed their desire to incorporate numerous genres and artists from different 

communities on the same stage, such programming was not implemented due to a perception that 

the larger queer community wanted separate areas for different groups.  The ethnographic case 

study provided in this chapter highlighted problematic outcomes for some groups, including 

inadequate resources and advertising, as well as low attendance rates.  These outcomes created a 

sense of further marginalization within an already marginalized community for members of these 

groups.   
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CHAPTER 4 

THE ROLE OF MUSICAL DISCOURSE IN  

INTRACULTURAL POWER STRUGGLES AT PRIDE TORONTO 

 

How does one identify social power within a group of people as diverse as the queer 

community?  In what ways is power within this heterogeneous group made manifest at pride 

festivals?  And in the end, how does musical discourse play a role in reinforcing or destabilizing 

these power structures?  In this chapter, I explore power and politics in the Toronto queer 

community as viewed through three interconnected frameworks: the individual, culture, and 

society.  Rather than setting up a power binary that places the Pride Toronto organization on one 

side and the queer community on the other (which is most often the argument in TorontoÕs queer 

and mainstream press), I locate my argument within a Foucauldian theoretical model and show 

how power comes from everywhere, and can change quickly depending on who is given the 

authority to wield it.  I argue that musical discourse (which includes both the musical 

performance and the discourse surrounding that performance) is key to these shifts in power 

structures due to the primacy of musical entertainment at Pride Toronto.  Discourse related to the 

inclusion and representation of marginalized communities through music at the festival is a 

central component of this process because it is at these moments when power structures within 

the queer community are made manifest and visible for participants at the festival.   

First, I present a case study on musical programming aimed at racialized queer 

communities for Pride Toronto 2010.  This focuses on the actions taken by members of these 

communities to change the placement of the entertainment stage within the festival space, 

including protests through social media, the queer and the mainstream press, and community 

town hall meetings.  Second, I examine these actions more thoroughly on the level of the 

individual and related to larger cultural and institutional factors that greatly affect power 

relations within the queer community.  Finally, a second short case study on the inclusion of the 

controversial group Queers Against Israeli Apartheid (QuAIA) in the 2010 festival provides an 

example of how community members initiated change through similar actions and discourse that 

was, in this particular example, largely devoid of music and entertainment.   
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4.1  2010 Blockorama Staging 

After the massive three-hour parade ended on Sunday, hundreds of thousands of parade 

watchers swarmed the Village area, packing Church Street and Wellesley Street so tightly that it 

was difficult for most to move (see figure 4.1 below).  I started at the southern edge of the 

festival at the South Stage, where the crowd for Dirty Disco was filling the space that two days 

earlier had so few people for Transverse.  As I literally pushed my way north through the 

crowds, I passed thousands of people in outrageous outfits, many others in only their underwear, 

and a few wearing no clothes at all.  Some attendees were posing for pictures with those from the 

group TNT!MEN (Totally Nude Toronto Men Enjoying Nudity), who were particularly popular 

with the crowd.   

 
 

 

Figure 4.1:  The intersection of Church and Wellesley streets after the parade 

 
 
Many participants were dancing in the streets to music booming out of speakers set in the 

windows or decks of local establishments (seen in figure 4.2 below).  The DJ Central 

programming on Central Stage was completely full, with hundreds of people waiting in line to 

get into the barricaded area.  I found the same at the Village Stage, near the intersection of 

Church and Wellesley, where drag performers were entertaining thousands of people on the 

street.  Some of the audience members were standing to watch the performances, while others 

(like myself) were trying to move through the crowds to different locations.   
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Figure 4.2:  Festival participants dancing on Church Street after the parade 

 
 

It wasnÕt until I had traveled about five blocks north from where I started that the crowds 

began thinning out.  The street fair was still continuing, with booths set up by businesses, 

community groups, food vendors, and others.  I turned off of Church at Isabella Street, one block 

from the northern edge of the festival street fair (which ended at the intersection of Church and 

Charles Street East).  There were relatively few people walking in this area, which was about six 

blocks from South Stage.  I was surprised at how far north I had gone and was still within the 

festival area (although while walking on Isabella I did not feel like I was really in the festival 

area anymore, even though technically I was still in the Village).  Two-thirds of the way to the 

main thoroughfare of Yonge Street, I found the Blockorama programming at George Hislop 

Park, named after one of TorontoÕs famous early queer rights activists.  The park is long and 

narrow, extending the full length of the block between Charles and Isabella streets.  It is one of 

three similar parks (including Norman Jewison Park and James Canning Gardens) that continue 

southward two blocks to Dundonald Street.  With no barricades or security to go through (there 

was no alcohol served during the Blockorama program, thus no need for security and bag 

checks), I walked right into the park.  Its complete accessibility made the area seem somewhat 

less Òofficial.Ó  The fact that a community organization, Blackness Yes!, was in charge of 

programming also gave it a grassroots sensibility that was lacking in many other programs at the 
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festival. The programming was much faster, with easily twice the number of artists than other 

stages performing in sets as small as ten minutes each.  Below is a photo of the park space, with 

the peak of the stage tent seen in the distance.   

 
 

 

Figure 4.3:  George Hislop Park during the Blockorama 2010 program 

 
 

The small stage was set up at the far northeast corner of the park near Charles Street.  

When I arrived there were people scattered around in small groups talking in the southern half of 

the park, while the northern half was almost full with audience members watching the 

entertainment on stage.  I was immediately aware of my minority status within this group.  When 

I was there, I would estimate that probably 90% or more of the audience members were people 

of color, the vast majority of which were black.  It was by far the largest group of people from 

racial/ethnic minority communities that I had seen together at the festival.  Yet they were not 

anywhere near the rest of the festival crowds on Church Street.  They were at the northern edge 

of the Village, set aside in a long, narrow park that was not ideal for a concert space.   

Jade Elektra, a self-described Òfemale impersonator, vocalist, and mistress of 

ceremonies,Ó performed a short set during the Blockorama program.57  Elektra is a black musical 

artist originally from Florida, but in 2010 was living and performing in Toronto.  Unlike many 

drag queens, Elektra sang the songs rather than lip-syncing along to a pre-recorded track.  That 

                                                
57Jade ElektraÕs Facebook page can be accessed here: http://www.facebook.com/jade.elektra 
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evening she performed Al GreenÕs 1971 hit single ÒLetÕs Stay TogetherÓ as many in the audience 

sang along.  Her performance was relaxed and interactive, showing that she was clearly 

comfortable in the performance setting.  The song has no gendered pronouns and no lyrics aimed 

specifically at the queer community.  The performance of the song was queered through the 

gender ambiguity of both the performer and the songÕs love interest 

Although I enjoyed the performances of Elektra and others on stage, the combination of 

not knowing anyone in the area, being unfamiliar with the programming, and my own skin color 

made me feel a little out of place.  As I pulled out my notepad, digital camera, and video camera, 

I felt the eyes of a number of people around me focus on what I was doing.  Many seemed 

curious as to what I was doing, and why I was taking photos of the stage and crowd.  It was at 

this moment that I felt like I was doing something wrong.  Clearly this space had been aimed at 

the black queer and trans community, and although I am an ally of this community, I felt like I 

was now the one entering another groupÕs space and possibly taking something away from their 

experience at the event, in a similar manner to how I had felt about the photographer at the 

Transverse program on Friday evening.  

After leaving the space, I was also conflicted about my feelings towards this separate area 

for the black queer and trans community.  I could see how it would be important to carve out a 

space for a group within the chaos of the larger festival, however, its location in relation to the 

rest of the festival seemed inadequate in size and shape and, at least to me, disrespectful of its 

target community.  Many racialized queer and trans individuals had expressed their frustrations 

and concerns over the proposed change of location of the Blockorama stage prior to the event.  

After being held at the centrally located Wellesley Stage for many years, Blockorama had been 

moved first to the small parking lot of the Beer Store on Church Street in 2007, then to George 

Hislop Park in 2008.  In 2010, Pride Toronto suggested moving it once again to a smaller space 

at Alexander Parkette.  This led the organizing committee Blackness Yes! to set up a community 

meeting in April 2010 that was attended by over 200 people and brought together not only 

individuals from the racialized queer community of Toronto but also allies from other groups.  

This included, 

 
Érepresentatives from the trans community, community agencies, youth organizing, 
disability networks, human rights organizing, womenÕs groups, past Pride Toronto 
volunteers and a range of long-time activists in the LGBT communities.  The meeting 
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spotlighted the convergence of concerns and grievances that many groups and 
communities, in addition to racialized communities, have with Pride TorontoÓ(CAP 
Report 2011, 85).  

 

Blackness Yes! used this meeting to discuss these concerns and to create a coalition of groups 

with similar interests and issues regarding Pride TorontoÕs policies.  The group also used 

Facebook as a way to relay correspondences with Pride TorontoÕs staff and ask the larger 

community for suggestions on how to move forward.  It helped initiate and sustain discourse on 

the marginalization of racialized communities within the festival, a topic that had surfaced in 

previous years but had failed to gain the traction needed to create change in Pride Toronto 

policies.  The centrality of music in the discourse is important, and was brought up in an Xtra! 

article discussing the April meeting: 

 
The heated discussion around the location for Blockorama 2010 dominated the evening, 
leaving no time to discuss a further issue the Blockorama committee had hoped to bring 
up (Simpson 2010). 
 

From an ethnomusicological standpoint, it is important to note that the broader issues of 

marginalization of racialized communities and diversity in the festival overall were discussed 

and debated primarily in relation to musical entertainment and stage location.  Inclusion and 

representation of black artists within the festival space presented a catalyst for initiating dialogue 

on larger cultural and societal issues.  As one community member noted in her comments during 

the meeting: ÒI think you need to appreciate that this room isnÕt just filled because there is a 

group of angry and concerned black folks and allies about a dance space.Ó58  She points out that 

while the meeting centered on BlockoramaÕs placement within the festival space, the discourse 

surrounding the musical programming had larger implications for this marginalized community.  

Thus musical discourse was a key component in changing power relations between this group, 

Pride Toronto, and the larger queer community.   

While some members ultimately chose to boycott the festival as a way to protest this 

perceived marginalization in 2010, others continued the dialogue on this topic during and after 

the festival.  A coalition was created between racialized and gendered communities and the anti-

                                                
58 Blockorama Displaced Ð Toronto, (quote begins at 5:14 in video), last accessed July 25, 2012, 
http://www.youtube.com/watch?v=k8wXYAWu-ho  
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censorship protestors discussed later in this chapter.  During a meeting held by the Pride 

Coalition for Free Speech and Queers Against Israeli Apartheid at the 519 Community Centre on 

June 7, 2010, members of Blackness Yes! stood in solidarity with these groups.  Syrus Marcus 

Ware, local DJ, activist, and Blackness Yes! member, stated, ÒWe stand in, and have always 

stood in, solidarity with Queers Against Israeli Apartheid, but also (with) all of the other 

community groups that are continually marginalized by Pride [Toronto].Ó59  This aligning of 

sometimes disparate groups over the broad issues of inclusion and representation led to protests 

through social media, community meetings, and marches that were too visible for Pride Toronto 

and the larger queer community to ignore.  The discourse went from being confined within these 

marginalized communities to being the focus of both the queer and mainstream press outlets, 

aided in part by the censorship controversy.  Through coordinated protests surrounding musical 

entertainment, the building of coalitions between community groups, and sustained discourse 

online and in print newspapers, the process of altering long held power structures in TorontoÕs 

queer community had begun.  In the end, Pride Toronto reversed its original decision and 

allowed Blockorama to remain at George Hislop Park for the 2010 festival.  This was the first 

step towards much larger changes for this community at Pride 2011.   

 

4.2  Politics, Protest, and the Queer Individual 

How did racialized members of the queer community in Toronto use musical discourse 

surrounding inclusion and representation of artists to initiate changes in social power?  And what 

might this example teach us about shifting power structures of cultural groups in general?  To 

answer these important questions, one must first examine the issue of power on the most basic 

level: the individual.  The lives of queer individuals are inherently political.  The lives of queer 

individuals who are also members of racial, ethnic, religious, and other minority groups are 

arguably more so.  The use of the word queer is important when discussing issues surrounding 

social power.  It is a destabilizing term, both a rejection of, and a confrontation with, social 

norms.  Holding a partnerÕs hand in public, introducing him or her to others as a partner, keeping 

a partnerÕs picture on oneÕs desk at work, having a commitment ceremony or marriage Ð each of 

these common social activities is seen as a distinctly political statement when performed by a 

                                                
59 ÒQueer (Re)Movement,Ó (quote begins at 3:00 in video),  last accessed July 25, 2012, 
http://www.youtube.com/watch?v=Al3-kTXFeJ0&feature=player_embedded# 



 

 
82 

queer individual.  The lives of members of the queer community are inextricably linked to the 

politics of the day, and as such are also part of an ongoing destabilization of heteronormative 

powers within society. 

This connection between the queer community and politics is highlighted in the day-to-

day activities of many queer individuals whom I have known in my life (including myself), as 

well as those in Toronto who sat down with me for formal or informal interviews.   Many within 

this community have an intimate knowledge of current events and politics through mainstream 

and queer press, social media, and what is sometimes termed the Ògay blogosphere.Ó  Numerous 

websites focus on queer culture and queer politics, including Towleroad, Joe.My.God., Rod 2.0, 

Kenneth in the (212), and Blabbeando, to name but a few. Towleroad, for instance, is a blog run 

by Andy Towle that includes a variety of queer-focused political and cultural stories and is 

updated multiple times per day (usually multiple times per hour).  Stories posted on blogs such 

as Towleroad are often then shared within social media giants such as Facebook and Twitter, 

spreading rapidly among members of the queer community and their friends and family.  This 

was one tactic used by members of Blackness Yes! and other Toronto queer community groups 

to draw attention to Pride Toronto policies and decisions about musical entertainment before the 

2010 festival. 

This information can be used in a variety of ways, often leading to an important aspect of 

queer life: protest.  Protests for rights and freedoms have become an integral part of democratic 

life in countries around the world.  As already seen in the history of the modern queer rights 

movement discussed in previous chapters, and in the case studies discussed in this chapter, 

protests have been part of the discourse since the beginning, and continue to play an important 

role within the community. Social media and blogs can facilitate more traditional protests by 

alerting large numbers of people to the event and coordinating and solidifying a central message.  

Protests often involve public displays featuring marches, signs, banners, chanting, and music.  A 

number of Dyke March and Pride Parade entries in 2010 included loud, boisterous, live music 

performed by participants.  This included Grupo Latino Hola, a social and support group for 

queer individuals of Latin American heritage, and a University of Toronto queer student group, 

both of which performed samba music (see figures below).   
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Figures 4.4 and 4.5:  Live musical performances during the 2010 Pride Parade 

 
 
The Lady Godiva Memorial Bnad [sic], a group consisting of mostly University of Toronto 

engineering students, also marched in the parade with a variety of traditional and non-traditional 

(junk) instruments, as seen in figure 4.6 below.  These groups and others used the performance 

of live music during the march/parade as a way to both have fun and draw attention to their 

group and their cause.   

  
 

 

Figure 4.6:  The Lady Godiva Memorial Bnad [sic] performs at the 2010 Pride Parade 
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Protests can come in many different forms, however, and do not necessarily have to 

involve marching in the street with homemade signs and loud chants or music.  Within the queer 

community more recently, protests have involved numerous online petitions through groups such 

as Change.org, MoveOn.org, FreedomtoMarry.org, CourageCampaign.org, and others.  These 

petitions often protest legislation on the state or federal level, condemn schools or companies for 

anti-gay statements or actions, or ask for support for pro-equality legislation and policies around 

the country. Sharing status updates and news stories on social media websites such as Facebook 

and Twitter, and signing petitions online, may be viewed as acts of protest.  Town hall meetings 

are another type of protest that facilitates discussions within and across communities on 

important topics.  This protest action also provides an opportunity to sustain productive dialogue 

between groups and search for possible solutions.   

Members of racialized communities in Toronto used social media and town hall meetings 

to protest the actions of Pride Toronto and highlight the larger issues of perceived discrimination 

and marginalization felt by many in this group.  This protest centered on musical discourse as the 

primary means of sharing this anger and frustration with the festival organization staff and the 

larger queer community.  News outlets provided images, videos, and quotes from participants 

that aided in disseminating information to others who were not at the event.  Although racialized 

queer individuals were successful in organizing such protests in 2010, numerous cultural and 

societal power structures were working against them.    

 

4.3  Intracultural Queer Power Relations 

Intracultural power relations within the queer community are complex due to the great 

diversity of this group of people.  The ever-expanding LGBTTIQQ2SA community acronym 

highlights this diversity, along with the fact that queer individuals may be of any race, ethnicity, 

age, socioeconomic status, religion, etc.  As a community consisting of such diverse subgroups, 

there are often conflicting viewpoints on a wide range of issues among members.  This topic, 

discussed often and with great passion during my fieldwork in Toronto, frames a debate heard 

within large portions of the queer community, but not as often outside of those boundaries.  

Many festival participants and journalists focused on the domination of queer culture and social 

institutions by white gay men, to the near exclusion of other gendered and racialized portions of 
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the queer community.  This reality may suppress diverse voices within the community and 

depoliticize the discourse in order to highlight a celebratory atmosphere desired by a majority of 

this gay male subgroup.   

 The news media, magazines, television, film, and fashion have been dominated by gay 

male culture, which represents the most visible aspect of queer culture disseminated into 

mainstream society.  This often-stereotypical portrayal of gay men may include flamboyant 

mannerisms, club hopping (possibly including an active drug scene, with promiscuous sexual 

encounters), obsession over diva-driven dance music and Broadway musicals, a focus on high 

fashion and maintaining a perfect body, and numerous other aspects.  The gallery below 

highlights this element of gay culture.  It features posters that were found throughout the Village 

before Pride 2010, advertising a series of music circuit parties and other events aimed at the 

queer community.  Most show attractive, scantily clad white men as a means of attracting a 

certain crowd to the event being advertised.  One should note that the only female presence is 

that of a drag queen on the Olympus poster and that no racial minority groups are represented on 

any of the posters; thus none were aimed specifically at the gendered or racialized communities 

in Toronto. 

 
 

   
 

Figure 4.7:  Gallery of posters seen throughout the Village before the 2010 festival 

 
 

The circuit parties that took place during Pride 2010 largely reflected the lack of racial 

and gender diversity found in these advertisements.  On Saturday, July 3, the TD Wellesley 

Stage hosted one such event, which was named ÒAqua PrideÓ due to its focus on beach themes, 

water elements, and swimwear attire for participants.  The majority of performers were DJs 

spinning house music for this relatively expensive event, which cost $25 in advance or $30 at the 
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gate (Xtra! Ultimate Pride Guide 2010, 25).  The vast majority of participants were male, and 

most of this group was white (as seen in figure 4.8 below).  Although other stages that had beer 

gardens were also gated off with security, the fact that this and the other circuit parties had 

entrance fees highlighted socioeconomic issues within the festival.  Participants who did not 

purchase, or could not afford to purchase, a ticket to the party (myself included) could only look 

through the fence at those who could (most of whom were young, white, gay men).  

 
 

 

Figure 4.8:  Aqua Pride at the 2010 festival 

 
 

The portrayal of the queer community as white, gay male-centric is seen in popular 

television shows such as Will and Grace, Queer as Folk, Modern Family, and Glee.  It is also 

recognized in references to this community that permeate American culture in film, fashion, and 

advertising.  Within this framework, other large groups within the queer community are often 

marginalized, or forgotten completely.  Lesbians, bisexual men and women, trans men and 

women, and all queer individuals of color tend to have low visibility.  Not only are their faces 

missing from representations of the community, but the issues important to them are often absent 

from the discourse surrounding the queer rights movement.  This aspect was brought up during 

the April town hall meeting focused on BlockoramaÕs stage location, which included a room 
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largely filled with black queer and trans individuals discussing their concerns with a handful of 

Pride Toronto staff members, none of whom were black.   

 

4.4  Institutional Challenges for Racialized Groups 

In an op-ed titled ÒOur Groups Need More Color in The Rainbow,Ó published in the 

online edition of the popular queer rights publication The Advocate in February 2012, lawyer and 

former board member for Equality California Jimmy Nguyen discusses the need for more racial 

and ethnic diversity within LGBT organizations, particularly at the executive level:   

 
The rainbow flag, the very symbol of gay pride, represents both our aspirations and the 
diversity of our population.  Yet the top of the gay communityÕs rainbow Ð the leadership 
tier of LGBT non-profit organizations Ð is more awash in white than any other color 
(Nguyen 2012). 

 

Nguyen cites numerous troubling statistics from recent studies, such as the fact that only 4% of 

executive directors of queer rights organizations were people of color in 2008, and that only 25% 

of board members on average are members of racial minorities, both far below the 36% of the 

U.S. population who identify as racial minorities.  In addition to the lack of racial and ethnic 

diversity in these organizations, there is also a lack of gender diversity.  In 2011, leading queer 

rights organizations such the Human Rights Campaign (HRC), the Gay and Lesbian Alliance 

Against Defamation (GLAAD), the Gay, Lesbian, and Straight Education Network (GLSEN), 

and Parents, Families, and Friends of Lesbians and Gays (PFLAG), were all led by gay male 

executive directors.  While this may not be an inherently negative thing for these organizations, 

many in the queer community (men and women alike) have decried this fact and called for a 

greater diversification of these leadership positions, as well as the board of directors for these 

institutions.  

So why is this the case?  Nguyen argues that the Òelephant in the roomÓ is the fact that 

the queer community Òneeds to be more racially inclusive Ð not just in its organizational 

structures and political strategies, but in its social fabric.Ó  Here the author brings up issues of 

both institutional and cultural power structures.  According to the author, one of the most 

important reasons for advocating for diversity within social and institutional circles is to build 

alliances with other minority groups.  He mentions groups such as the NAACP and the Asian 

Pacific American Legal Center as two civil rights groups that Òhelp frame gay issues in the 
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historical context of other civil rights movements.Ó  According to this author and numerous 

others who write about sexual orientation and gender identity within racialized communities, 

these groups may also help combat prejudices within minority populations that can be Òuniquely 

harsh.Ó 

The leadership positions within Pride Toronto have received criticism over a perceived 

lack of diversity.  Through recommendations in the Community Advisory Panel (CAP) Report, 

and in personal conversations and interviews during fieldwork, it became clear to me that there 

was a perception among some in the queer community that the board and staff members of Pride 

Toronto were too male, cisgendered, and white.  This sentiment did not always match reality, as 

the Board consisted of five women and four men in 2010, with a broad mix of race and 

ethnicities represented (although, as stated in the CAP Report, no trans individual had been on 

the Board through the 2010 festival (CAP Report 2011, 63)).  But in other instances of past Pride 

Toronto boards, staffers, and volunteer coordinators, there were years where a lack of balance in 

biological sex, gender identity, and color was present.   

Although representation of diversity in positions of leadership may be important, 

fieldwork results from this research project suggests that it is certainly not the only factor that 

plays a role in how musical entertainment is selected and staged. For example, consider the 

selection of musical artists for the 2010 festival in Toronto.  For this event, the board of directors 

had a female majority that was racially diverse, the executive director was a white woman 

(Tracey Sandilands), the arts and entertainment manager was Latina (Mary Zondanos), and the 

two programming committee coordinators included a gay man heavily involved in the alternative 

queer music scene (Bryen Dunn) and a local DJ who was just beginning to transition from 

female to male (TK).  Given this configuration, one might imagine that the festival was heavily 

skewed towards the female crowd, or at least reflect a greater diversity of representations.  This, 

however, was simply not the impression of many of the participants, nor my impression of the 

event overall.  Many participants pointed out the poor placement of the Dyke Day stage in 

QueenÕs Park, which was the only stage programmed for women and also the only stage not 

located in the Village in 2010.  Although QueenÕs Park was needed to host Cyndi LauperÕs 

concert on Saturday evening (which was scheduled at the end of the Dyke Day programming), 

the extended walk from the Village and long security lines to enter the stage area due to alcohol 

and food sales deterred many from attending earlier portions of the program.   
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This suggests a more complex understanding of power relations within the Pride Toronto 

organization, and the festival as a whole.  If diversity in the leadership of the organization does 

not necessarily lead to diversity in programming and staging, what is influencing such decisions?  

Why would a diverse group of gay men, lesbians, and trans men and women allocate a majority 

of resources to young, white, gay male participants?  Interviews suggest that stages and 

entertainment aimed at this subgroup of the queer community had prime locations and time slots 

for two main reasons.  First, the majority of festival participants fit into this category (young, 

white, gay men), so it is possible that the festival was catering to their needs and wants.  Second, 

this type of entertainment has traditionally been held in this location at the heart of the Village.  

 Both potential explanations are heavily intertwined with money.  Many festival-goers are 

part of a circuit crowd that travels throughout the summer to some of the largest pride festivals in 

the world.  These tourists bring a substantial amount of money into the local economy through 

hotel stays, use of city transportation, patronage at restaurant and bars, and purchase of 

souvenirs.  It is estimated that Pride Toronto brings in over $43 million a year to the Greater 

Toronto Area (GTA) economy.60  By including beer gardens in stage areas aimed at a young, 

white, gay male crowd, the festival is able to make money to cover basic costs of running the 

festival.  Also, by placing these stages in areas at the heart of the Village, it also increases the 

foot traffic for local businesses on Church Street, as well as in the festival street fair areas on 

Church, Wellesley, and other side streets.  Therefore, if the stages close between midnight and 2 

a.m., attendees can move directly to one of the many queer establishments that have extended 

hours during the pride weekend.    

 A variety of house music was pumping out of Central Stage all weekend during the DJ 

Central programming.  Located at the heart of the Village, Central Stage was the closest festival 

music venue to the row of queer bars and establishments on Church Street.  During 2010, it was 

the most consistently populated stage, and one of four stage areas that included alcohol sales.  

Like the circuit parties discussed earlier, the participants were mostly white, gay men (as seen in 

figure 4.9 below, taken on Sunday evening).  Artists such as djChez, DJ Neill Macleod, and DJ 

                                                
60The Star, Study Shows Pride is an Ôeconomic powerhouse,Õ June 23, 2010, last accessed March 
5, 2012, http://www.thestar.com/specialsections/prideweek/article/827455--study-shows-pride-
is-an-economic-powerhouse  
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Jamal played continuous music in 45-minute sets on Sunday evening to a packed crowd, with 

many others in line waiting for admittance to the area.   

 
 

 

Figure 4.9:  A large crowd at Central Stage for the DJ Central program in 2010 

 
 

Finally, some with whom I spoke (both festival participants in Toronto and colleagues in 

the United States) have made the argument that entertainment is selected and staged in certain 

locations simply because it caters to the majority of participants (young, white, gay men).  When 

examined further, this logic creates a cyclic argument for programming: particular entertainment 

aimed primarily at one group is selected and staged because that is the largest participant group 

at the festival, and on the other hand, that group is the largest because more stages are 

programmed for them.  It is hard to break out of this cycle, particularly when corporate 

sponsorship and large amounts of money are involved.   

 Given these two hypotheses, it appears that individual diversity within leadership roles 

does not necessarily translate to diversity in programming, as many in the queer community 

suggest.  Although the underlying motivations for programming are unclear, the evidence 

suggests that financial concerns and politics play central roles in the decision-making process.  

While a diverse group with a female majority was in leadership roles in 2010, the programming 
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and staging did not fully reflect this diversity.  Rather, it appears that decisions were primarily 

made through a focus on finances and pleasing the majority of participants and business 

owners.61  This process becomes even more complex when large, corporate sponsorships begin 

playing key roles within the festival programming.   

 Due to the importance of money in scheduling musical entertainment (both in expense 

and revenue), it is logical to suspect that money also played a role in the decision-making 

process surrounding BlockoramaÕs programming in 2010.  Pride Toronto did not benefit 

financially from staging Blockorama each year because it did not include a beer garden.  It is 

possible that more time and resources were allocated to other stage venues because they did lead 

to revenue for the organization.  Corporate sponsors are also interested in sponsoring stages with 

the large crowds associated with areas that allow alcohol.  Given this interest, and the importance 

of sponsors for the festival, it is possible that programs such as Blockorama in 2010 may have 

ranked lower on the priorities list for the festival overall. 

 

4.5  The Corporatization of Social Institutions 

 As mentioned in the previous chapter, the first corporate sponsor of a Pride Toronto 

entertainment stage was the Labatt Brewing Company in 1997 (PG 1997).  Although the 1997 

Labatt Pride Stage was the first to be explicitly linked to a corporate sponsor, local businesses, 

community groups, and politicians had played key sponsorship roles in Lesbian and Gay Pride 

Day/Week events before 1997.  Even in the first guide from 1982, the small program lists 

Toronto queer rights groups that were involved in the preparations for the first official Pride Day 

(PG 1982).  Beginning in 1984, advertisements purchased by local queer rights organizations, 

businesses located within the Village area, and politicians and political parties are seen 

throughout the pride guides.  This expansion in advertisements and messages within the pride 

guides is seen in the number of pages of each guide.  For example, in 1982 the program was one 

sheet of paper folded in half, by 1984 it had 20 pages, in 1990 it was a 41-page guide with a 

                                                
61 An official Pride Toronto press release from February 2012 indicated that an upcoming 
election for new Board members was suspended due to the lack of female candidates.  Given the 
evidence from previous years, this move may be more for outward appearances of diversity, 
rather than a guarantee of diversity in programming for the 2012 festival. The press release can 
be viewed here: 
https://docs.google.com/file/d/0B47a6SEuOfj7YmMwYzFkMTUtZTg3Ny00MTU3LWE2MjItZ
jFkYzhhZTk4ZmVm/edit 
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magazine format, and in 1992 they were releasing souvenir programs that were 99-page 

booklets.  The Canadian Lesbian and Gay Archives had four souvenir programs for 1992, 1993, 

1994, and 1995.  These programs were also listed as community directories, some containing 

nearly 30 pages of advertisements and community listings of gay-friendly businesses.     

 After 1997, corporate sponsorships, specifically for entertainment stages, are found in 

nearly every pride guide.  Often they are listed within the name, such as the Air Canada Pride 

Stage North in the 2001 guide, but sometimes they are listed above each stage schedule in the 

pride guide, as in the pride guide from 2008.  Nearly every stage had a corporate sponsor listed 

above the stageÕs schedule.  In the front of each guide there is often a section listed under the 

heading ÒOur Sponsors.Ó  In the 2009 pride guide, the 32 official sponsors are divided into the 

following categories: Public Funders, Premier, Official, Contributing, Media Sponsors, and 

Travel Partners.  The diverse range of sponsors Ð from cell phone companies and banks to 

storage facilities and universities Ð are listed on banners, programs, and advertisements within 

the festival street fair and stage areas.   

 As can be seen from all of these examples, various groups, businesses, and political 

entities have sponsored pride events in Toronto since they began in 1982.  Once again it shows 

that the commonly held view that pride events used to be free from outside influence and support 

(similar to the argument that past pride events were all about politics, while today they are all 

about celebration) is misguided.  But this is not to say that the power dynamics between pride 

event coordinators and community/corporate sponsors has not changed over time in Toronto.  

Each festival includes different combinations of sponsors that provide new challenges for the 

organizing committees.  It appears that power dynamics between the queer community, local 

businesses and groups, politicians and political parties, and (eventually) large, corporate sponsors 

have always been at play in Toronto.  In 2010, these power dynamics were salient due in part to 

the Queers Against Israeli Apartheid controversy that will be discussed later in this chapter, with 

various community groups, businesses, politicians, and government bodies arguing on both sides 

of the debate. 

 All of this may be due in part to the sheer size of the queer community in Toronto.  The 

size and diversity of the community over the course of the last four decades has allowed the 

creation of multiple community groups distinguished by biological sex, sexual orientation, 

gender identity, health issues, political affiliations, age, musical interests, and other categories.  
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The larger the community is overall, the more opportunities it has to develop sub-communities to 

meet specific needs of its members.  In locations such as Toronto, this splitting into different 

factions creates new challenges for the larger community to coalesce during pride events each 

year.  In smaller cities such as Tallahassee, there are rarely enough people in the community to 

separate in such a manner. 

These constant struggles with power dynamics may also be related to the visibility of the 

queer community in the Village area.  Queer spaces, both physical and discursive, do not exist 

only during pride week in Toronto, as they often do in smaller cities around the world.  The 

Village has been a visible and recognized queer space for decades, and numerous queer 

publications have been in circulation not only in the Village, but also throughout downtown 

Toronto. Rainbow banners and street signs welcome all people to the Village area throughout the 

year, as seen in figure 4.10 below.  The recognized ownership of a space is an important topic in 

disciplines such as political science, and may be related to the power struggles found within the 

history of Pride Toronto.  As seen in the arguments laid out over the struggle for Palestinian 

statehood, obtaining a recognized space can provide legitimacy for a group of people.  Whether 

this is the creation of a new country (South Sudan in 2011, for example), the persistence of the 

trans community to fight for its own march and staged area within Pride Toronto, racialized 

community members arguing for better representation and locations for their musical 

entertainment, or QuAIA demanding a spot in the 2010 parade, claiming a space, and having that 

claim recognized in some way by a larger group, institution, or society, can have lasting effects 

for everyone involved.  The Village may be viewed in these terms in relation to power dynamics 

and sponsorships of pride events since 1982.  By having a recognized space within the city, the 

queer community may have had more opportunities to negotiate with groups, businesses, and 

political entities (and even elect queer rights activists to local government).   
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Figure 4.10:  Rainbow street sign and banner in the Village 

 
 

4.6  QuAIAÕs Role in Shifting Power Dynamics 

The shifting of power structures within TorontoÕs queer community in 2010 was also 

aided through anti-censorship protests that were similar to those performed by members of the 

racialized queer community, although the discourse was largely unrelated to music.  It involved 

the controversial events surrounding the activities of one local queer group named Queers 

Against Israeli Apartheid (QuAIA).  QuAIA is a pro-Palestinian advocacy group located in 

Toronto, with related groups found in numerous other cities and countries around the world.  The 

organization includes the following ÒBasis of UnityÓ statement on its website: 

 
Queers Against Israeli Apartheid formed to work in solidarity with queers in 

Palestine and Palestine solidarity movements around the world. Today, in response to 
increasing criticism of its occupation of Palestine, Israel is cultivating an image of itself 
as an oasis of gay tolerance in the Middle East, a practice that is called pinkwashing. As 
queers, we recognize that homophobia exists in Israel, Palestine, and across all borders. 
However, the struggle for sexual rights cannot come at the price of other rights. 

Queer Palestinians continue to face the challenge of living under occupation 
and apartheid, subject to Israeli state violence and control, regardless of liberal laws 
within Israel that allow gays to serve in the military, or recognize same sex marriage 
and adoption for Israeli citizens. QuAIA works to fight homophobia, transphobia and 
gender oppression wherever they exist.62 

                                                
62Queers Against Israeli Apartheid, Who We Are, last accessed February 20, 2012,  
http://queersagainstapartheid.org/who/  
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The ÒpinkwashingÓ mentioned in this statement is a focus for QuAIAÕs protest of Israeli policies 

regarding the Palestinian people.  The organization marched in the Pride Toronto parades in 

2008 and 2009, drawing criticism from some members of the queer community over its use of 

the term Òapartheid,Ó as well as its overall negative message concerning Israeli policies.63  Pro-

Israeli groups such as Kulanu Toronto, the cityÕs only Jewish LGBT organization, as well as 

other members of the queer community, lobbied Pride TorontoÕs Board of Directors to remove 

the group from the parade, and a documentary titled ÒReclaiming Our Pride,Ó which portrayed 

QuAIA in a negative light, was produced.64  As a result, the Board voted to disallow the use of 

the term ÒIsraeli ApartheidÓ within the festival twice, first in response to these demands from 

community members, and again on May 21, 2010, after the Toronto City Council weighed in on 

the matter, with some of its members arguing that the phrase could violate the cityÕs anti-

discrimination policy, thus threatening future city support and funding of the entire festival 

(Media Guide 2011, 9).   

 Although some in the queer community were pleased with this decision, many harshly 

condemned Pride Toronto for its actions.  Protests occurred outside the headquarters of the 

organization, numerous local and corporate sponsors pulled their support, the International 

Grand Marshals, Grand Marshal, and Honoured Dyke all decided not to participate in the 2010 

festival, and 23 Pride Toronto award winners (past and present) gave their awards back to the 

organization (Media Guide 2011, 9).  In addition to giving back their awards, a group of these 

people also presented Pride Toronto with a ÒShame AwardÓ for its actions (Hume 2010). A 

separate dyke march was also planned in the area of Queer West, called ÒTake Back the Dyke.Ó  

Although a portion of this group was protesting due to the disagreement over the ÒIsraeli 

ApartheidÓ dispute, numerous others were more upset about censorship in general.  These 

members of the community may not have necessarily agreed with QuAIAÕs cause, but were still 

outraged over the censorship of participants in a pride parade Ð an event that had originated as a 

protest march with an explicit anti-censorship agenda.  A new community group named the Pride 

Coalition for Free Speech was established in response to the censorship debates.  Group 

                                                
63 There are historical connections between the South African apartheid government and the 
Israeli government in trade and policies that, while outside the scope of this research, may 
provide insight into the use of the phrase ÒIsraeli apartheidÓ by groups such as QuAIA.   
64 For more information on this documentary, see http://reclaimingourpride.ca/  



 

 
96 

members established a website and Facebook page, and organized a large contingent to march in 

the 2010 parade with signs, shirts, stickers, and hand fans bearing the slogan ÒMy Pride Includes 

Free SpeechÓ (as seen in figure 4.11 below).     

 
 

 

Figure 4.11:  A 2010 parade participant holds an anti-censorship sign  

 
 

 In an open letter to Pride Toronto published by Xtra! on May 29, 2010, eight of the 

founding members of the Toronto Lesbian and Gay Pride Committee, as well as the hosts for the 

first event, discussed their dismay over the decision by the Board.  They stated that the decision 

set Òa very dangerous precedent for the exclusion of certain political perspectives within our 

movements and communities from Pride events.Ó65  They also wanted to remind the organization 

of the political origins of the festival, pointing out that the initiating groups for the first Toronto 

Lesbian and Gay Pride Day were focused more broadly against right-wing conservatism, 

including not only discrimination against queer individuals, but also against women, racial 

minorities, and working class individuals.   

                                                
65 Xtra!  Banning QuAIA sets Ôdangerous precedentÕ: TO Pride founders, May 29, 2010, last 
accessed February 20, 2012, http://www.xtra.ca/blog/national/post/2010/05/29/Banning-QuAIA-
sets-dangerous-precedent-Toronto-Pride-founders.aspx  
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 Many of these older members of the community had planned on attending the newly-

created 40-Plus entertainment for Pride Toronto 2010, organized by Pride committee 

coordinator, Dexter Roberts.  The 40-Plus committee was designed to provide a voice for 

participants aged 40 and older, as well as schedule entertainment for this portion of the 

community.  During an interview before the festival, Dexter expressed concerns with me based 

on the anger and frustration of his friends in this portion of the queer community over the 

censorship controversy.  In a follow-up interview after the festival, Dexter explained that many 

of his events were eventually cancelled due to lack of participants: 

 
OK, so [the QuAIA controversy] completely hijacked my programming, meaning that the 
people who are really against the ban, they were all 40-Pluses.  All people that were 
there, well I shouldnÕt say all, most were there from the beginning [of Pride events in 
Toronto].  And so what happened was my menÕs group pulled out completely.  They said 
if this is the way itÕs going to be, then we donÕt want to have anything to do with Pride.  
And then my womenÕs group also left, as wellÉIt was unfortunate, and they didnÕt blame 
me per se.  But they said just for solidarity purposes and we just donÕt agree with the 
whole [lack of] free speech thing.  So my two big signature events didnÕt happen (Roberts 
2010). 

 

According to him, the controversy took a particularly large toll on the 40-Plus programming 

because that community was more united in their opposition to Pride TorontoÕs censorship of 

QuAIA.  While in the end he was able to run a few alternative events (often combined with 

other, pre-existing events), he was frustrated by the lack of support from the organization 

regarding the 40-Plus programming, as he discussed with me later in the same interview:   

 
I didnÕt feel that I was really all that supported.  And part of it I think is the way that 
Pride Toronto is run.  IÕm not going to, like, crap on them.  But part of the thing has to do 
with funding, and what sort of talent they are able to get for the money they are able to 
offerÉ In terms of the frustrations in the way pride is set up, Mary (the Arts and 
Entertainment Manager for 2010) has a lot of power because she basically picks who will 
be where, but if youÕre not in her realm of interest, I [felt] like I was pushed off to the 
side (Roberts 2010).  

 

Here Dexter alludes to the power structure within Pride Toronto for choosing entertainment for 

the festival. 

 Media outlets were vital in getting information out to the larger community on the 

controversy.  Xtra! ran numerous stories, editorials, and advertisements on the controversy, as 
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did other Torontonian queer publications (fab, IN Toronto, etc.).  The figures below show the 

front cover of Xtra! for the June 3, 2010 edition, as well as one of the lead stories for the 

publication, which highlights the frustrations felt within the community at the time. 

 
 

 

Figures 4.12 and 4.13:  Cover (left) and story on controversy (right) in Xtra!  

 
 

Other mainstream television stations and newspapers also ran stories on the protests, 

ensuring that the larger Toronto downtown community was aware of the events.  Social media 

was incorporated to keep people updated on the latest news, with numerous Facebook users and 

groups criticizing Pride TorontoÕs actions (as well as people posting negative comments on Pride 

TorontoÕs Facebook wall).66  Finally, posters, stickers, and buttons were also used to spread 

information on the controversy, and to advertise alternative events such as the ÒTake Back the 

DykeÓ march.   

 Following the strong reactions of many within the queer community before the festival, 

Pride Toronto decided on June 23 to allow the phrase ÒIsraeli ApartheidÓ in the parade, Òas long 

                                                
66 Examples can be found on the Pride Toronto Facebook page timeline 
(www.facebook.com/PrideToronto) throughout May, June, and July 2010.   
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as no hate messaging was included and all participants agreed to sign the cityÕs anti-

discrimination policy independentlyÓ (Media Guide 2011, 9).  New grand marshals were 

selected, and the parade went ahead as planned.  QuAIA marched in the parade with a large 

contingent, spreading their messages through signs, banners, clothing, and rhythmic chants.   The 

following five chants were included at the parade: 

 
WeÕre sexy!  WeÕre hot!  Israeli ApartheidÕs not! 
Whose Pride? Our Pride!  Queers Against Apartheid! 
Stay away until it falls.  Tourists never see the wall. 
From the river to the sea, Palestine will be free. 
Viva! Viva! Palestina! 

 

Many of the chants were performed in a call and response format with one leader amplified by a 

megaphone chanting the first part (ÒWhose Pride?,Ó for example), and the rest of the group 

chanting the response (ÒOur Pride!  Queers Against Apartheid!Ó).  The parade entry was so large 

that there were many sections doing different chants through the parade route.  Figure 4.14 

below shows a gallery of photographs of the QuAIA participants in the 2010 parade. 

 
 

  

  

Figure 4.14:  Gallery of QuAIAÕs parade participants in 2010 
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During and after the QuAIA controversy in 2010, damage to Pride TorontoÕs reputation 

and authority was evident to everyone in the community, regardless of their stance on the QuAIA 

issue.  Although tourists coming to Toronto for the festival may not have been aware of the 

political turmoil, the revolt of many in the community showed the vulnerability of the 

organization, and exposed a lack of trust and willingness of the larger community to let Pride 

Toronto make such sweeping decisions.  It also showed how members of the Board, and the 

organization itself, were accountable to members of the community.  Although other elements 

also played important roles in the shifting of power between the 2010 and 2011 festivals, it is 

clear that the QuAIA controversy was a major catalyst for change in the power dynamics of 

TorontoÕs queer community.  The anti-censorship messaging used by protesters also highlighted 

issues of marginalization of other communities in musical programming, and allowed for 

sustained discourse and the building of alliances between groups.     

 

4.7  Conclusion 

 The case studies involving the Blockorama program and QuAIA controversy in 2010 

provide useful examples of how many of the individual, cultural, and societal power structures 

within the queer community relate to one another, and how together they can be used to instigate 

change.  Protest was used in the debate, and included actions taken through the following means: 

online social media, traditional media outlets such as newspapers and television, marches and 

stand-ins, community meetings and debates, and the withdrawal of both moral and financial 

support from the institution of Pride Toronto.  Beyond the individual level, protestors also used 

coalitions of community groups and social institutions to empower their causes and confront 

Pride Toronto about its policies, forcing the organizationÕs board to make difficult decisions.  

Much of this occurred under financial pressure from city government and corporate sponsors to 

act often in conflicting ways to resolve the problems.  Finally, all of these struggles were within 

a cultural discourse that focused principally on the needs and desires of young, white, gay men 

(primarily involving celebration rather than politics), forcing other gendered and racialized 

groups to fight for a voice in the debate.   

 Before these controversies it appeared as though Pride Toronto held the stronger position 

within a binary system of power between itself and the local queer community.  The organization 
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seemed unchecked in its decision-making processes, even though members of the community 

elected the board.  The Blockorama and QuAIA case studies highlight the tenuous, complex 

power structures that really existed all along.  Clearly a binary model of power is inadequate for 

examining power struggles in the queer community or other communities.  Rather, a model that 

looks at power through the overlapping lenses of the individual, culture, and society provides a 

more accurate, though messier, understanding of power relations.  Musical discourse provided 

the catalyst for such change in the Blockorama example, as members of the queer community 

organized meetings and coalitions of groups to alter policies related to musical entertainment.  

The marginalization of this community was seen in the musical programming for the festival, 

which was indicative of much larger, systemic marginalization within the queer community and 

its institutions.  Through a variety of coordinated protests, the racialized and anti-censorship 

members of the queer community were able to fracture the power structures held up in part by 

Pride Toronto.   
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CHAPTER 5 
SHIFTING POWER STRUCTURES AND THE 2011 FESTIVAL 

 

The 2010-2011 year will go down as one of the most pivotal times in the history of Pride 
Toronto.  ÐFrancisco Alvarez and Margaret Ngai, Co-Chairs, Pride Toronto 2011 (Pride 
Toronto 2011 Annual Report, 3).   

 

Rather than providing a great sense of unity for the queer community, the 2010 Pride 

Toronto festival caused much distress and turmoil for many in Toronto.  Three major crises 

developed simultaneously, which some referred to as a Òperfect stormÓ for the organization 

(CAP Report 2011, 6).  The first was a financial crisis, where the rising costs of a large festival 

that was growing exponentially were not met with similar growth in revenues.  After the 2010 

festival, the organization was over $400,000 (CAD) in debt (Pride Toronto 2011, 10).  The 

second crisis related to the controversy over censorship of groups and political messages within 

the festival parade, specifically the Queers Against Israeli Apartheid group and its supporters 

(discussed in Chapter 4).  Finally, the third crisis related to the perceived marginalization of 

subgroups within the queer community at the festival, largely dealing with staged entertainment.  

The last two crises were in actuality closely related to the first, because as the turmoil continued 

to develop over these two issues, many sponsors, and even government agencies, withdrew or 

threatened to withdraw financial and institutional support for the festival. 

 Recognizing the severity of the situation and the real possibility that Pride Toronto was at 

risk of collapsing under the weight of these problems, a number of actions were taken by the 

organization.  First, the overall budget was cut dramatically and a plan was implemented to 

eliminate the organizationÕs debt in a reasonable time frame.  Cuts included the resignations of a 

number of staff members, including the Executive Director, Tracey Sandilands, and Mary 

Zondanos, the Arts and Entertainment Manager.  Some positions were eliminated altogether, 

thus creating a smaller staff and budget for the organization.  Second, Pride Toronto created the 

Community Advisory Panel (CAP), comprised of volunteers from the larger community, which 

served by reporting to the organization on the results of a massive, multifaceted study on the 

pride festival and these important issues.  Finally, the organization used the recommendations of 

the CAP Report to implement numerous changes for the 2011 festival, which, by nearly all 
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accounts, was more successful and reflective of the diverse queer community for which it was 

organized.   

 This chapter examines the results of the CAP Report, and the subsequent changes that 

took place within Pride Toronto for the 2011 festival.  There is a focus on the important 

differences in staged entertainment between 2010 and 2011, showing greater diversity in 

programming and staging for the 2011 festival.  Examples of positive change that moves towards 

greater diversity in representations will be provided, as well as areas of concern that still require 

action by community members and the organization.  In the end, the 2011 festival provided a 

stark contrast to its 2010 counterpart in terms of power structures and relations, showing that 

through organized and targeted protests based in musical discourse, community members were 

able to alter Pride Toronto in significant ways that better reflected the diversity of the larger 

queer community. 

 

5.1  The 2011 Community Advisory Panel (CAP) Report 

 During the ongoing struggles over funding, censorship, and planning for the 2010 

festival, Pride Toronto accepted the following motion submitted by community leaders in June 

2010: 

 
Be it resolved that Pride Toronto appoint a panel of LGBTTIQQ2SA leaders and 

friends to recommend a policy to protect and advance the qualities of Pride and ensure it 
is true to its core values and principles.  

The mandate of the group would be to consult with the community to develop 
recommendations to ensure a Pride that values and promotes freedom of speech and 
individual expression, inclusiveness and respect, pluralism and diversity, equity and 
fairness, celebration, humour and fun, and to make recommendations regarding Pride 
TorontoÕs ongoing working relationship with the broader LGBTTIQQ2SA communities 
(CAP Report 2011, 30). 

 

The group that formed was later called the Community Advisory Panel, and consisted of a 

diverse group of community volunteers and leaders. The Panel was charged with completing 

three major tasks.  First, it was to conduct a consultation process to get feedback from the larger 

queer community, sponsors, and corporations involved in the festival.  Second, based on this 

feedback, the panel was to develop a strategic policy framework that would help define the 

mission, vision, and values of Pride Toronto for the future.  Third, it was to provide 
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recommendations (based on the feedback from the consultation process) for the organizationÕs 

Board of Directors in order to help plan future festivals (CAP Report 2011, 31).   

 The methodology for the consultation process included conducting six large-scale public 

meetings.  These meetings were divided into two categories: General Meetings and Community-

Specific Meetings.  The three General Meetings were open to anyone in the queer community 

and its allies, and were held at the 519 Community Centre (in the Village), the Gladstone Hotel 

(in Queer West), and in Flavelle House (on the University of Toronto campus), in order to ensure 

accessibility.  The three Community-Specific Meetings were all held at the 519 Community 

Centre, and targeted the trans community, the racialized community, and the queer womenÕs 

community (CAP Report 2011, 32).  At these meetings, participants were asked to discuss and 

consider the following issues and questions (CAP Report 2011, 33): 

 
¥ The purpose of Pride Toronto 
¥ Parade participation 
¥ Corporate involvement  
¥ Entertainment and cultural programming 
¥ Community relations 
¥ Governance structures 
¥ Why is Pride important to you? 
¥ What values would you like to see guide Pride? 
¥ What issues raised in the context statement are important to you? 
¥ What are your suggestions/creative ideas for moving Pride forward in a healthy way? 

 

The Panel also conducted numerous targeted consultations with community groups, as well as 

individual consultations with a variety of individuals and stakeholders.  According to the CAP 

Report, the response to these meetings and consultations was ÒoverwhelmingÓ (CAP Report 

2011, 33).  There was also an online survey that was distributed and completed by over 1,600 

people (CAP Report 2011, 7).  Overall, the Panel estimated that between the survey, meetings, 

and consultations, over 2,000 community members provided feedback over the nine-month 

process (CAP Report 2011, 8). 

 After a thorough analysis of the collected data, the Panel produced the Community 

Advisory Panel: Report of Recommendations to Pride Toronto (OUR PRIDE: A Community 

Effort), in February 2011.  This 155-page document (along with 72 pages of appendices), 

includes 133 recommendations for Pride Toronto in the following categories: 
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¥ Overall Recommendations 
¥ Purpose of Pride 
¥ Governance  
¥ Trans Lens 
¥ Community Relations 

o First Nations, MŽtis, Inuit Communities 
o Language Access and Pride Toronto 
o Racialized Communities and Pride Toronto 
o Accessibility and People with Disabilities 
o Age (Youth, Family, Older) 
o Business Community 
o Relationships with Other Pride Organizations 

¥ Corporate and Government Funding 
¥ Entertainment (Culture) 
¥ Marches and Parade 
¥ Dispute Resolution 
¥ Advocacy regarding Alcohol Rules 
¥ Thanks and Support to Volunteers 

 

Due to the importance of this material, the full ÒList of RecommendationsÓ section from the 

report (including all 133 recommendations and descriptions, pp. 11-27) can be found in 

Appendix C.  For the purposes of this study, the categories of Entertainment (Culture) (pp. 97-

105), Trans Lens (pp. 59-74), and Community Relations (pp. 75-92) will be highlighted and 

examined in the sections below.  Each category will have an example from the festival, showing 

how the recommendations were implemented in 2011. Before discussing these more specific 

case studies, however, the next section will give an overview of how the report affected musical 

programming on all of the stages.   

 

5.2  The ReportÕs Impact on Selection, Programming, and Staging for 2011 

 During the first interviews in June 2011 with TK (who was promoted to Arts and Culture 

Manager) and Bryen (who was, again, a programming coordinator), they stated that the CAP 

Report had had a huge impact on how they were selecting, programming, and staging artists for 

the 2011 festival.  It forced these two programmers to reach out to marginalized communities 

and work more directly with them during the programming process in order to create a festival 

that was more reflective of the diversity within the larger queer community.  This resulted in 

programming that was, in my opinion and the opinion of many others, more racially and 
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linguistically diverse.  In April 2011, Glen Brown, a well-known queer rights activist and 

member of the Toronto community for decades, was asked by the Board of Directors to step in 

and assume the role of Interim Executive Director for the 2011 festival.  The position had 

remained vacant after Tracey Sandilands stepped down after the 2010 festival.  During an 

interview I conducted with Brown in June 2011, he stressed the diversification of the festival as a 

key component to that yearÕs upcoming event: 

 
I am so thrilled to be working in a year where TK is working here, because his 

thrust is to try and make the stages represent the faces that are watching them.  And that 
hasnÕt always been the case in the past.  ThereÕs been in the past much more emphasis on 
great big headliners.  And heÕs been spending his time going out and talking to the 
various diverse communities who are part of who we are and saying who do you have?  
Who would you like to hear?  Or what would you like to hear?  And then heÕs got a 
budget.  So heÕs got probably like a million dollars worth of ideas, and a very much 
smaller budget.  And so he needs to negotiate with all of those peopleÉ 

And the end result of that is that this year there will be the most diverse 
programming that weÕve ever done.  There will be more trans programming not just 
within the trans-identified, little window, but actually everywhere you look thereÕs going 
to be more trans programming.  There will be more racialized people involved, not just in 
Blocko, which is now being much more central to our festival, itÕs not off to the side 
anymore, itÕs at the center.  But thereÕs also going to be more racialized people, different 
languages all over the festival (Brown 2011). 

 

Brown focuses not only on the greater diversity within the festival overall, but also on greater 

diversity of every stage and stage location as important aspects for the 2011 event.  All three of 

these components were important not only for TK and Bryen, but also for the individual in the 

top staff position at the organization.  Based on this interview, it appeared that Brown played a 

vital role in advocating for greater diversity at the festival from within the organization, as it was 

a major focus of his answers for much of our discussion.  Informal conversations with people in 

the Village over the summer revealed that, for many in the community, BrownÕs presence in the 

organization provided a renewed sense of trust in Pride Toronto.  As someone who had been a 

part of the community for decades and was known as a political activist, he personified the 

qualities that many were seeking in a new leader for Pride Toronto.   
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Figure 5.1:  Map of the condensed festival area for Pride Toronto 2011 

 
 

 The number of entertainment stages/areas was reduced from ten in the previous year to 

six in 2011, even though roughly the same number of artists applied and performed both years.  

The stages/areas were also consolidated in towards the center of the Village, making them easier 

to access for all participants (see figure 5.1 above).  The following musical programs were held 

over from 2010: DJ Central, Dyke Day, Alterna-Queer, Fruit Loopz, Family Pride, Dirty Disco, 

Blockorama, Free Zone, and the circuit parties WerQ! and Aqua Pride.  The trans programming 

remained at South Stage on Friday evening, but changed names from Transverse in 2010 to 

Gende(R)evolution in 2011.  Four programs from 2010 were absent in 2011, including Kings, 

Queens, and Burlesque, Oh my!, Proud Voices, All that Jazz, and Never Can Say Goodbye.  

These programs were replaced with the following in 2011:  
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¥ Franco Pride (French-language): Saturday at George Hislop Park and South Stage; 

included drag performances by Franklyne, and Miss Butterfly & Frankee Dee, vocal trio 
Les Chiclettes, and musical theatre artist, Louis-Philippe Deslauriers, among others 

¥ brOWN//out (South Asian): Saturday evening at South Stage; included dance (Limitless 
Dance), Bollywood burlesque (Masti Khor), DJs, spoken word, and pop music live 
performances 

¥ DestinAsian (East Asian): Saturday closing event at South Stage; special edition of 
popular club night featuring East Asian sounds by DJ Quinces and DJ DaVinci 

¥ Village Stage:  Saturday and Sunday near intersection of Church and Wellesley; included 
live solo and group performances, DJs, dance troupes, drag, and burlesque, with nearly 
all performances featuring members of racialized queer communities; Farsi, Turkish, and 
Spanish-language performances were featured events on this centrally located stage, 
which could have been named the ÒWorld Music StageÓ 

 

These four new programs were clearly aimed at diversifying the entertainment for 2011.  Every 

program expanded the representation of minority groups within the larger queer community, 

focusing primarily on race, ethnicity, and language.    

 While numerous programs were the same for both years, there are a number of key 

differences to highlight.  First, along with the consolidation of stages and festival area, TK and 

Bryen made the decision to not have a headlining artist for 2011 (Dunn 2011-A).  Although 

Cyndi LauperÕs concert was well-attended and brought attention to the festival in 2010, it also 

reinforced the impression of Pride Toronto as a corporatized, overspending organization that was 

largely unfocused on the local queer community.  Also, one of the most striking aspects of the 

first interview with TK in 2011 was when he said that Central Stage was originally not going to 

be a part of Pride Toronto 2011, but was included at the last second when a sponsor came 

through for the area (TK 2011-A).  This was surprising because Central StageÕs DJ Central 

program is the figurative heart of the festival, pumping out DJ dance music all weekend to an 

area primarily filled with young, white, gay men.  The fact that this stage was almost left off the 

program indicated that a major shift had occurred during the programming process.      

 Important location changes occurred with both the Dyke Day and Blockorama programs.  

Dyke Day had been located furthest from the Village in QueenÕs Park (leading into Cyndi 

LauperÕs evening concert), while Blockorama was held in George Hislop Park on the northern 

edge of the festival area in 2010.  For 2011, Dyke Day moved to South Stage on Saturday, while 

Blockorama was on Wellesley Stage (this will be discussed in depth later in the chapter).  Dyke 

Day included the well-known Canadian lesbian musical artist, Carole Pope, who drew a large 
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crowd to the stage area.  Due to the changes in the Village Stage programming from drag and 

burlesque in 2010 to world music in 2011, as well as the loss of the Proud Voices programming 

for 2011, drag, burlesque, cabaret, and spoken word were found on many stages mixed in with 

other musical entertainment, including Dyke Day, Fruit Loopz, Gende(R)evolution, and Alterna-

Queer.  Drag performance artist Jenna Syde, who describes herself as ÒTorontoÕs best and only 

punk rock drag queen,Ó67 performed at Alterna-Queer on Sunday (see figure 5.2 below).  Her 

performance was centered on politics and protesting the events of the 2010 G20 Summit in 

Toronto.68  It included signs that stated ÒActivism is Not Terrorism,Ó ÒNo Police State,Ó Wearing 

Black is Not a Crime, and ÒI Decide My Pride, Ó as well as a man dressed in black and a mask 

meant to represent those who protested the Summit.   

 
 

 

Figure 5.2:  Jenna Syde performs during the 2011 Alterna-Queer program 

 
 

There were numerous other examples of this highly politicized performance style in 

2011, with artists using the music and lyrics to promote (often queer) political activism at the 
                                                
67 Jenna SydeÕs Facebook page can be viewed here:  http://www.facebook.com/jenna.syde.3  
68 The G20 Summit in Toronto during summer 2010 included numerous acts of violence, 
vandalism, arrests, and protests by citizens over perceived police brutality.  The Summit was still 
a part of everyday discourse for many in the Village during summer 2011.   
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festival.  This included Iranian-born artist Saye Sky and trans activist Nicki Ward (both will be 

discussed later in the chapter), and brOWN//out performers LAL, a Toronto trio with members 

of Bengali, Barbadian, and Ugandan heritage (see figure 5.3 below).  They performed the song 

ÒLondon Bridge,Ó which focuses on anti-colonialist themes, as well as issues of social inequality 

and socioeconomic disparities.  The crowd for this program was very racially diverse, and, 

unexpectedly, younger than crowds at most of the other stages.   

 
 

 

Figure 5.3:  LAL performs on South Stage in 2011 

 
 

 Finally, overt queer political activism was highlighted through one of the most popular 

songs of Pride Toronto 2011, Lady GagaÕs ÒBorn this Way.Ó  More floats and other entries in the 

Pride Parade played ÒBorn this WayÓ than any other song, and it was heard often throughout the 

Village area during the festival.  This song was important to many in the queer and allied 

community when it was released because the lyrics of the bridge (included below) address the 

community directly: 
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DonÕt be a drag, just be a queen 
Whether youÕre broke or evergreen 
YouÕre black, white, beige, chola descent 
YouÕre Lebanese, youÕre orient 
Whether lifeÕs disabilities 
Left you outcast, bullied, or teased 
Rejoice and love yourself today 
ÔCause baby you were born this way 
 
No matter gay, straight, or bi 
Lesbian, transgendered life 
IÕm on the right track baby 
I was born to survive 
No matter black, white or beige 
Chola or orient made 
IÕm on the right track baby 
I was born to be brave69 

 

These lyrics mark a milestone for popular music in the explicit language used referring to the 

queer community.  No song with similar language has gained such mainstream success.  It hit 

number one on numerous charts around the world, including the Canadian Hot 100 and US 

Billboard Hot 100.  It is interesting to note that in the previous year the song heard most often at 

the festival was ÒI Gotta FeelingÓ by the Black Eyed Peas, a song (and music video) focused on 

partying and having fun.  I suspect that if ÒBorn this WayÓ had been released a year earlier it 

would have been the most popular song at the festival.  But given the politically charged 

discussions surrounding QuAIA, Blockorama, and trans programming before and after the 2010 

festival, the songÕs overt queer advocacy helped to sustain an atmosphere that was both 

celebratory and political.   

 

5.3  Entertainment (Culture) 

In the ÒEntertainment (Culture)Ó portion of the CAP Report, the Panel emphasizes the 

need for a greater focus on queer culture during the festival.  They push for more information 

and education opportunities for participants and Pride Toronto staffers to broaden their 

understanding of queer culture.  During this portion of the report, a key element is discussed 

regarding the placement of such booths or stages: 

                                                
69 Full lyrics for ÒBorn This WayÓ can be found on Lady GagaÕs website:  
http://www.ladygaga.com/news/default.aspx?nid=33476  
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A common complaint that emerged among all respondents (online and in person) was the 
physical marginalization of initiatives designed to educate and inform people about 
LGBT culture.  Put plainly, the stages and information centres were displaced by 
commercial messaging or other commercial interests and segregated at the outer 
geographical extremes of the festival (98). 

 

This argument is the same used by members of gendered and racialized communities regarding 

entertainment aimed at their subgroups within the festival area.  The Panel also focuses on 

alternative entertainment, alternative stages, and the community marketplace as areas to expand 

the information and education aspect of the festival.  It argues that the term ÒalternativeÓ has had 

a negative connotation within Pride Toronto, often meaning any type of entertainment that was 

not DJ or live band music (98).  The report points out that in 2010, the cost of entertainment was 

over $190,000 (CAD), while funds spent on Òalternative artsÓ such as literature, visual arts, 

theatre, videography, dance, film, spoken word, etc., only totaled around $8,500 (CAD).    

 Using this recommendation, TK chose to incorporate alternative arts on numerous stages 

rather than segregating them to one stage (such as the Proud Voices program during the 2010 

festival).  This resulted in stage programming such as that for Village Stage, located at the heart 

of the Village very near the intersection of Church and Wellesley Streets, which included drag 

performances, spoken word, dance troupes, DJ music, and more, on the same stage and often 

alternating different cultural groups (Indian, Iranian, Spanish, etc.).  Bryen mentioned this during 

an interview, saying it was part of the artistic vision of the 2011 festival: 

 
Yeah, the one good thing we talked about too was to make it more inclusive, and 

kind of less segregated, which I might have mentioned to you before.  I donÕt like having 
the Dyke Day, and the gay boy day, and the trans day, drag queens, whatever.  So we are 
kind of mixing it all together [on] a lot of the stages.   

So like my stage (Alterna-Queer) besides the bands, IÕm doing drag, burlesque, 
some opera, some fire display sorta thing, so itÕs a mix but the component of the thing is 
still the bands.  The original concept is still there.  And the same with the Village Stage, 
which was all drag, thatÕs going to have some live performances as well.  The Free Zone 
one that IÕm doing, that one I really mixed up (Dunn 2011-A). 

 

These changes translated into more diversity of entertainment and culture on every stage, not just 

select stages placed outside the main area of the festival.  This was also seen on many other 
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stages in a variety of programs, which had drag, dance, spoken word, and political activism 

mixed in with live performances and DJ sets.   

 The CAP ReportÕs section on Entertainment (Culture) also largely focused on the need 

for local, queer artists on stages.  Although according to TKÕs records, the 2010 festival was 93% 

local, the perception of many in the community was that too many artists from outside Toronto 

were being flown in to perform (TK 2011-A).  This could be due to the headlining artists for 

programs in recent years, as many of them were from other parts of Canada or from other 

countries (such as Cyndi Lauper in 2010).  Given the focus on this aspect in the CAP Report, TK 

said that for 2011 nearly 98% of the artists would be local, and many stages would not include a 

specific headliner (TK 2011-A).   

 

5.4  Political Activism through Musical Performance at Pride  

 One striking example of the greater diversification of stage entertainment was the 

inclusion of queer Iranian-born artist Saye Sky on the centrally located Village Stage.  Rather 

than having a focus on drag and burlesque performances, Village Stage in 2011 could have been 

labeled a ÒWorld MusicÓ program.  There was programming that showcased Indian, Iranian, 

Turkish, and Spanish musical styles, as well as samba and belly dance.  There was a mix of live 

performances, DJ sets, dance troupes, drag, and cabaret.  Most importantly, Village Stage is one 

of the busiest at the festival, and likely the busiest stage that does not contain a beer garden.  This 

means that there are no security stops, fences, or lines to see the entertainment, so many people 

stop by for a song, or a musical act, and continue on their way.  This increases the visibility of 

the artists greatly in comparison with other staged areas.   

 I first learned of Saye Sky years before her performance at Pride Toronto while writing a 

paper for a course on the music of Iran in graduate school.  Homosexuality is illegal in Iran and 

punishable by death, so I was surprised when I found a queer Iranian artist singing about equal 

rights in Farsi.  Saye Sky had released her music and lyrics online through websites such as 

Facebook (where she had a profile under this artist name) and YouTube.  At the time, I had 

found references to Canada, so I assumed (incorrectly) that she was living in Canada.  Through 

informal conversations with her during summer 2011, she informed me that she had sent lyrics 

and music to an acquaintance in Canada from Iran, where she was living in hiding.  It was this 

Canadian individual who had uploaded the material and made it available to everyone online.  It 
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was not until shortly before summer 2011 that she was able to make her way to Canada, where 

she settled in Toronto.   

 In an interview by Arsham Parsi of Neda, The Iranian Queer Magazine titled ÒAn 

Interview with Saye Sky, An Iranian Lesbian Rapper,Ó the artist describes herself in an 

interesting way.  When Parsi asks the question ÒWho is Saye Sky?,Ó rather than talking about 

herself she describes who she represents in Iranian society.  She states, 

 
Saye Sky could be that young person who has got an innocent and pure emotion but is 
unable to express it. She could be that woman who has come out to her family, and in 
order to ÒcorrectÓ her they made her get married; now she has got a child; sleeps with a 
man whom she has got no emotions for and cries in her solitude and watches the 
suppression of her emotions. Saye Sky is the woman who has been hanged because of her 
sexual orientation. She could be the university lecturer who can not talk about her beliefs. 
She could be the person who committed suicide because of repeatedly being told that this 
relationship is against religious principles and Iranian rules or she killed herself because 
of the distress that her dreams would never come true. I am a Saye (a shadow) which is 
separated from the body of these people whose share of life is as vast as the sky. When I 
think about the problems of women I feel like even if I would sing a hundred songs about 
insecurity, rape, negligence of womenÕs human rights I havenÕt even started. However, I 
am happy that I have initiated in this field for the next generations (Parsi 2009). 

 

This quote is a profound statement on how powerful her music can be.  She is giving a voice to 

all of these women who have been oppressed in different ways by others in society.  She is not 

singing only for herself and her own struggles, but also for everyone who came before her, as 

well as those who will come after her.   

 Self-described as the Òfirst lesbian rapper in Iran,Ó Saye Sky focuses much of her 

attention in the article on womenÕs rights, rather than queer rights.  When asked what tools 

should be used in the future to fight for equal rights for women, she responds, 

 
My tool is my music. With my suffering voice and thoughts which turn into lyrics I repay 
my debt to women. Women should hear the freedom to get used to it; they should 
whisper it to themselves and others and make this whisper a loud cry and make other 
women awake and conscious so that everyone can embrace freedom in their arms (Parsi 
2009). 
 

While other people can use their words and status in the community to help change hearts and 

minds, her way to contribute is through music.  The lyrics of her songs are a form of musical 
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activism that spreads a message of equality for women, gay men, lesbians, and trans men and 

women.   

Before taking the stage at Pride Toronto, Saye Sky had clearly amassed a group of fans 

waiting to see her perform.  Approximately 20 people near the front of the stage appeared to be 

of Iranian descent, although there was a diverse mix of people from nearly every demographic in 

the rest of the crowd.  As seen in figure 5.4 below, she arrived on stage wearing a shirt with the 

words ÒFREEDOM 4 LGBTQ IN IRANÓ ironed on the front and back.  She received a huge 

response from the crowd after being introduced, with the loudest cheers coming from the group 

at the front of the stage.  The set began with Saye Sky telling a story about watching television 

with her girlfriend while still in Iran.  She expressed her frustration and anger upon hearing 

President Mahmoud Ahmadinejad proclaim that Iran did not have gay men and lesbians during 

an event at Columbia University in 2007 (Cooper 2007).  She told the crowd that her songs are 

meant to begin the discussion on LGBTQ issues and problems in Iran.  Although she spoke in 

English between songs, all three that she performed were sung in Farsi. 

 
 

 

Figure 5.4:  Saye Sky performs on Village Stage in 2011 
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 The second song performed was ÒHagh Koshi (Executing Rights).Ó  The song advocates 

for equal rights and respect for trans men and women, as well as lesbians, gay men, and bisexual 

men and women.  It should be noted that, legally, Iran treats sexual orientation and gender 

identity very differently (although on a society level both topics may be seen as taboo). In 1983, 

the spiritual leader of the Iranian revolution, Ayatollah Khomeini, issued a fatwa authorizing sex 

reassignment surgeries for Òdiagnosed transsexualsÓ (Barford 2008). Since that year the Islamic 

Republic of Iran has become a leader in sex change operations worldwide, second only to 

Thailand in the number of operations performed annually.  Due to the illegality of 

homosexuality, some men and women who identify as gay or lesbian, and not as trans, opt for 

surgery as the only means possible for being with someone of the same gender.70 

Lyrics for ÒHagh Koshi (Executing Rights)Ó are provided on Saye SkyÕs Facebook 

website in both Persian and English.71  The lyrics are provided on the following page in English.  

 

                                                
70 Accounts of electing to undergo a sex change when people would rather live openly as gay or 
lesbian can be seen in the 2008 documentary, Be Like Others.  The film was also aired on BBC 
under the title Transsexual in Iran on February 25, 2008.   
71 Saye SkyÕs Facebook page can be viewed here: http://www.facebook.com/pages/Saye-
Sky/183864503984 
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Executing Rights 

 
Ha haÉlook at the faggot 
 Are you a girl or a guy, pretty? 
 
You donÕt get tired, do you?  
But I will burn you out  
Listen up if you dare  
Saye Sky breaks the idol of the impossible thought  
With pride she sings of Trans, Gay, Les and Bi 
 
A pair of teary eyes stares at the police  
Why? Cuz a trans doesnÕt have the right to exist? 
Their umbilical cords are tied with stress  
There is a person dying, hear out their fears  
What is the TransÕs fault, constantly being mocked? 
They are exhausted by the radical religious and 
conservative thought  
They donÕt have hope to see their tomorrows  
They canÕt even cry out all their sorrows  
That child has grown up suffering with misery  
Their soul feminine with a masculine body  
They have painted nails and are wearing make up, 
whatÕs it to you?  
They arenÕt a thief, and have they ever harassed you?  
Their soul is soft but their image rough  
Have you tried to understand them ever for an instant 
thought? 
 With a coarse voice she has a pixie cut 
 Everyone says they are either too fashionable or a 
lunatic thug 
 Their image is feminine with a tomboyish manner  
Parents believe madhouse is the best place for her  
Blinded they donÕt know deep inside she is a man 
 She has reached a dead end in her lifeÕs path 
 But you are the short sighted menace 
 Laughing at them with ignorance  
Let me tell you, your laughter is from pain  
ItÕs their courage that has made you go insane   
Unlike you, they are not hidden behind their figure 
and shape  
Having freedom is irrelevant with sex and age  
They are isolated from the scum society  
Walking with a formal letter in hand is their only way 
to be 
 They have to carry it with them to prevent their 
confinement  
But mysteriously a sentence to get shot creeps up on 
them  
Yes there is a crime being committed at this instance  
SsshhhhÉ its illegal to talk about Gay and Trans  
 
(Chorus:)  
Get up, the destruction of your soul and mind is 
enough  
Listen to their suffering, distress, belief and thought  
Borrow their eyes for a second  
You are so vicious that they are even afraid 
 for consolation of their burden, to ever speak up about 
their pain  

The sound of their heart beat is close to silence  
They are the captive and you are the guard  
You are happy to call yourself a human? 
They are more humane than you and I  
A believer with a free and an open mind  
Their body is different and their soul is free  
This is GodÕs present for thee  
They are hopeful but are not at ease 
 For them there is no way left other than to flee  
Never do this to a human 
 The truth will not stay hidden 
 
A circle around them  
They have become the dot of the compass  
Under pressure to deny their identity  
Making fun of them in a crowd of villains  
There is a deep pain in their cracking voices 
 They didnÕt choose to be, Trans is who they are 
 Their crime is freedom and their bodies locked up 
 Like you they want to fall in love and adore  
But they donÕt have access to the outside world 
 They are made of fences and denial surrounds them  
They exist but no one sees them 
 They have to fight and struggle just to breath 
 Is this the meaning of value for our basiji brother? 
ItÕs not civil that you live in heaven  
transforming it into hell for them 
 The denial of Lesbian, Gay and Trans,  
But the prisons are filled with Trans  
Wardens who have not seen the colour of sex and 
intimacy  
Pop LGT like popping ecstasy 
 A court with unjust and immoral judgment  
The judge has a single intention, torture and 
punishment  
That you are seditious and a menace sinner  
A disgrace of the society, shivering in the grave is the 
best you deserve  
They are bashing a human  
Making them scared of the police and agnostic of the 
common  
Oh God, are these humans or human pretenders  
Animals arenÕt even so murderous  
Instead of erasing the question 
 pay for their surgeries, you moron! 
 I havenÕt said all I wanted to say, not that IÕm scared   
There is no time but I am with you like a shadow 
Saye is your throat for shouting your wants 
 Breathe freedom with me countryman 
 
(Chorus repeated) 



The lyrics provide a powerful statement about the lives of transsexual and 

homosexual people in Iran.  The poetic nature of these rap lyrics, even in an English 

translation, is remarkable.  In the first verse she sings: 

 
What is the TransÕs fault, constantly being mocked?  
They are exhausted by the radical religious and conservative thought  
They donÕt have hope to see their tomorrows  
They canÕt even cry out all their sorrows  
 

Here she asks why transsexuals in Iran are being mocked and treated so poorly by the 

radical religious and conservative sects that run the country.  This part of the verse talks 

about the despair that is found within the transsexual community and that they have 

nowhere to express their pain.  In the second verse a similar sentiment arises when she 

sings Òthey (transsexuals) exist, but no one sees them.Ó  They are relegated to the fringes 

of society often without even an acknowledgement of their existence.  

 A common thread that comes up multiple times in this song is the stress of what 

makes someone human, and how humans should be treated.  In the chorus she sings 

Ònever do this to a human,Ó referring to the horrible ways in which the transsexual 

community is being treated.  In the second verse while singing about the people who treat 

others so poorly, she sings ÒOh God, are these humans or human pretenders; Animals 

arenÕt even so murderous.Ó  Here she turns the argument around on to the people who are 

doing these vicious acts, asking whether or not they are actually human if they can do 

such actions to another person.  This approach to the argument is one that is used by 

many people within the queer rights movement worldwide.  It is easier for people to treat 

others unequally if they feel that they are somehow Òless humanÓ than themselves.  This 

can be seen in the history of slavery throughout the world, segregation based on race in 

public schools and establishments, and here with the condemnation of homosexuals and 

transsexuals.  Saye Sky is trying to make people think about the common humanity 

shared by all people, no matter their gender identity or sexual orientation.  If people view 

others as equally human, they are more likely to view them as equally deserving of the 

same rights and responsibilities in society.   

 She sang ÒExecuting RightsÓ with a pre-recorded version of the piece playing in 

the background.  The lyrics were fast and nearly continuous throughout the song, leaving 
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little room for improvisation, interacting with the crowd, or even breathing between 

verses.  The crowd was largely quiet during the performance, although some cheers came 

from the group who appeared to understand Farsi (and who also met with the artist after 

her performance to congratulate her).  Although most in attendance probably could not 

understand the lyrics, they remained in their spots and cheered loudly at the conclusion of 

each song.  For the performance I was located in the media area at the front-left portion 

of the stage, and while waiting for it to begin I had an informal conversation with a 

straight woman on the other side of the barricade who had brought her husband and two 

children to the festival for the day.  She thought it was important for her children to 

experience the event each year, and although she did not understand Farsi (she spoke 

Spanish and English fluently), the fact that an Iranian artist was singing was motivation 

enough for her to wait over an hour so her children could see the performance (it started 

nearly one hour later than scheduled in the pride guide).   

 Saye SkyÕs performance in the heart of the Village (very near the intersection of 

Church and Wellesley), and at one of the busiest and most accessible stages at the festival 

in 2011, was seen by many participants (myself included) as an important step forward in 

the celebration of diversity and the promotion of greater political activism that was called 

for in the CAP ReportÕs recommendations for Pride Toronto.  As will be seen in the 

following sections, this theme of greater diversification also played a key role in 

programming that featured communities marginalized during the 2010 festival. 

 

5.5  The Trans Lens 

 A large portion of the CAP Report addresses the ongoing struggles of the trans 

community to acquire adequate resources and representation in programming from Pride 

Toronto (CAP Report 2011, 59-74).  Much of the argument centers on the exclusionary 

practices of the Pride Toronto organization pertaining to the trans community, which was 

highlighted in the following ten categories (CAP Report 2011, 60): 

 
1. Tokenized to attract funding and to deflect criticism 
2. Denied access to equitable allocation of funds 
3. Side-lined from the political process 
4. Discriminated from employment 
5. Denied access to services 
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6. Excluded from governance 
7. Insulted by degrading use of language 
8. Degraded by insulting portrayals and imagery 
9. Excluded from environmental mapping and priority setting 
10. Excluded from outreach and development access 

 

Many of the items relate to an exclusion of the trans community in general, whether in 

the governing structure of the organization, funding programs during the festival aimed at 

this community, or using degrading language or imagery as a representation of this 

subgroup (or not including it at all Ð something referred to as ÒerasureÓ of the community 

in the report).  According to the CAP online survey, 10.2% of the responses came from 

the trans community, thus the author(s) of this section argue that around 10% of 

organizational resources should be aimed at the trans community.72  It was shown in 

multiple instances, however, that little or no resources were used specifically for trans 

programming in previous festivals. 

 Within the survey, participants were asked to what degree they agreed with the 

following statement:  ÒThe entertainment & cultural activities that PT (Pride Toronto) 

organizes adequately reflect my specific communityÓ (CAP Report 2011, 103).  Of the 

trans respondents, only 5.9% chose ÒStrongly Agree,Ó while 30.7% chose ÒAgree,Ó and 

63.4% chose other options.  Of all the specific groups polled, the trans community had 

the lowest levels of satisfaction with Pride Toronto programming overall.  In fact, less 

than 6% of respondents strongly agreed with any of the following statements (CAP 

Report 2011, 66): 

 
¥ For the most part, Pride Toronto addresses my interests well. 
¥ Pride Toronto sufficiently consults with my specific community. 
¥ The activities of Pride Week are generally inclusive of my specific community. 

 

One item that was included in the Trans Lens portion of the report, but not in the 

other sections, was a listing of 65 short, anonymously written responses by members of 

the trans community to the surveys.  These responses provide a number of striking 

                                                
72 It is unclear whether or not this is a fair and accurate assumption on the part of the 
authors.  While 10% of the responses came from the trans community, the actual 
percentage of the Toronto queer community that identifies as trans may be far more or 
less than this number.    
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statements related to the central thesis of this dissertation.  Below are seven quotes 

selected from this list that specifically relate to the marginalization of communities 

through musical programming: 

 
¥ ÒIt felt like increasingly Pride is trying to be a circuit party or a community music 

festival without queer and trans ties.  All of that is disappointingÓ (68). 
¥ ÒPride Toronto generally applies the divide to conquer approach when pitting 

marginalized portions of our LGBT communities against one another while 
ensuring those of us who live at intersections of multiple identities are rendered 
completely invisibleÓ (68). 

¥ ÒPride Toronto doesnÕt take care of the needs of the queer Black community and 
the trans (black) community.  Pride is a fun event but it seems to cater to white 
gay men with moneyÓ (69). 

¥ ÒMy general feeling is that Pride Toronto caters primarily to white, cisgender, 
vanilla, middle-class, gay (and sometimes lesbian) peopleÓ (69). 

¥ ÒAs a Trans person, I feel our community is often misunderstood and 
marginalized, even within the larger LGBT community.  I realize Pride Toronto is 
making more of an effort to include the Trans community, and I applaud that 
effort, however at the 2010 Pride Week festivities (I attended the final weekend, 
Saturday and Sunday), I had a hard time seeing any Trans presence at allÓ (71). 

¥ ÒWhat I have observed is that gay males are markedly prioritized above lesbians, 
and transgendered persons are somewhat of an afterthoughtÓ (73).   

¥ ÒI think that Pride Toronto is still very G and L oriented, despite the ridiculously 
expanding acronym LGBTTIQQ2SA.  It seems to me that the rest of us have had 
to step up and do the work to make sure that we are included and representedÓ 
(72). 

 

Together these quotes show an emerging theme related to Pride Toronto programming 

generally: there is a perception that the organization caters primarily to white, cisgender, 

gay men, and all other people in the community have to fight to be included in the 

programming.  The final quote selected in the list above is a key element in the changing 

the actions of Pride Toronto in 2011.  Through the trans communityÕs participation in 

surveys, town hall meetings, the CAP Trans Forum (held on December 9, 2010), and by 

providing relentless pressure on the organization and its leaders, the group was able to 

make substantial changes for the 2011 festival.  Three major programming events that 

were either new, or greatly expanded, in 2011 were the trans human rights panel, the 

Trans March, and Gende(R)evolution, the trans-focused program on Friday night of the 

festival.   
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 On Monday, June 27, an official Pride Toronto event titled ÒPanel Discussion on 

Bridging Human Rights at Home and Abroad: Inclusion of Trans Rights in Law and 

LegislationÓ was held at the 519 Community Centre.  The panel consisted of six members 

selected from the local trans community, and the Pride Toronto International Grand 

Marshal for 2011, Angie Umbac.  She is a legal rights activist and President and 

Campaign Coordinator of the Rainbow Rights Project (R-Rights), a non-profit 

organization specializing in queer and trans legal issues in the Philippines.  The 

discussion within the panel participants and the audience focused on overall 

discrimination faced by members of the trans community, the fight to include trans rights 

in Canadian laws and legislation, and problems with relations between the community 

and Pride Toronto, past and present.  Although it appeared to be a successful event 

overall, there were only roughly fifty people in attendance. 

 The Trans March on Friday, July 1, was greatly expanded from the previous year, 

even though there was a bit of controversy surrounding the street location.  During the 

trans human rights panel, one of the audience members spoke of her frustration over 

having to march on Church Street rather than on the larger Yonge Street, where both the 

Dyke March and Pride Parade occur on Saturday and Sunday afternoons, respectively.  

Some in the trans community saw this as another instance of marginalization of the trans 

community by Pride Toronto.  Although the vast majority of participants in the Trans 

March walked down Church Street as planned, some broke off and marched down Yonge 

Street in defiance of Pride Toronto and the city (no permit was issued to do so).  This was 

unknown to many watching the march on Church, including myself, and was only 

revealed later through conversations with others at the festival.  The two groups marching 

were separated by a few blocks, but joined together again at South Stage, which was the 

location for the trans-focused programming for the festival.   
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Figures 5.5 and 5.6:  Kate Bornstein (left) and S. Bear Bergman (right)  

 
 
 At South Stage, the Gende(R)evolution program kicked off at 8:30 p.m., and 

included a variety of entertainment featuring members of the trans community.  There 

were drag performances, spoken word, poetry, dance, and live music.  This included 

well-known authors, activists, and performance artists such as Kate Bornstein and S. Bear 

Bergman.  One performer who mixed live music (upright bass) and spoken word was 

Nichola (Nicki) Ward, a Toronto activist who was also a panelist at the event earlier in 

the week.  Seen in figure 5.7 below, she is a prominent figure in the local trans 

community, and was a leader in the opposition to perceived marginalization by Pride 

Toronto in the previous year.   

 
 

 

Figure 5.7:  Nicki Ward performing during the Gende(R)evolution program 



 

 
124 

 
 
 The atmosphere at the trans programming stage in 2011 was very different from 

the previous year.  The space was not only better attended throughout the evening, but 

there was a general excitement among the participants that was both seen and felt by 

those in attendance.  I had employed my friend, Anthony, as an assistant cameraman for 

the event.  He had traveled from Tallahassee to Toronto specifically for the festival that 

year, and was meeting up with friends from Toronto and New York who were also 

attending the festival later in the weekend.  He helped shoot digital photos and videos of 

the performances from near the stage as I made my way through the crowd to different 

parts of the event space.   

 
 

 

Figure 5.8:  Lucas Silveira of The Cliks performing at South Stage in 2011 

 
 

The last performance slot of the night was reserved for a well-known local band 

called The Cliks.  The lead singer and guitarist, Lucas Silveira (see figure 5.8 above), is a 

trans man who is the public face of the group, while numerous other band members have 

flowed in and out over the years (primarily consisting of two or three other women (often 
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identifying as queer or lesbian, although for Pride Toronto the bass guitarist was a 

woman, and the drummer was a man).  They have toured with Cyndi Lauper as part of 

the True Colors Tour (2007/8), and with groups such as The Cult (2007/8), and the New 

York Dolls (2009).73  In 2009, one music reviewer of the album Dirty King discusses the 

issue that Silveira is a trans man, but adds that on the album his vocals sound like a 

woman is singing, thus creating a disconnect for the average listener who does not know 

his background (Homewood 2009). 

At Pride Toronto 2011, however, SilveiraÕs voice was very different than on 

previous recordings.  He had started hormone treatments in 2010, which gave him more 

masculine physical characteristics and a significantly deeper voice (TQ Nation 2010). In 

fact, I would posit that many people listening to recordings of the performance from 2011 

would assume that Silveira is a cisgendered man.  For the Pride Toronto performance, 

The Cliks performed a number of originals from their records, as well as covers.  One of 

their most popular hits is the title track from the 2009 album, Dirty King.  When the 

group began this song at the festival, there was an immediate reaction from the crowd.  

People started screaming and cheering, clearly recognizing the opening instrumental 

segment of the piece.   

 The lyrics for ÒDirty KingÓ position the singer in male gender roles, with him 

referring to himself as the listenerÕs potential boyfriend.  Below is a transcribed excerpt 

from the second verse as it was performed on stage: 

 
Hey I can be your boyfriend 
I can be your all 
And IÕll keep all your secrets 
Inside the bedroom walls 
Hey I can be so humble 
And youÕll be so na•ve 
And I can be the motor, yeah 
YouÕll be the gasoline 

 

In the official music video for ÒDirty King,Ó SilveiraÕs voice is higher and more feminine, 

thus he queers the performance by presenting two seemingly opposing gender markers 

                                                
73 More information about The Cliks and past tours can be found on their official website:  
http://www.thecliks.com/bio  
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(vocal timbre and lyrical content) simultaneously.74  Silveira also took on a male role 

with the groupÕs performance of ÒCry Me A River,Ó a 2002 hit song made famous by 

American pop star Justin Timberlake.  Here the listener is referred to as a girl, and the 

lead singer as a guy.   

Performances of ÒDirty KingÓ and ÒCry Me a RiverÓ at Pride Toronto are 

examples of one type of musical activism that is not focused necessarily on the content of 

the lyrics, rather their positioning within the context of the performance.  More 

specifically, the lyrical content is not queer-focused.  Rather, these songs are rather 

mainstream in approach, with the only change being the performerÕs position contrasting 

with cultural norms.  The songs were queered through the performance, not necessarily 

through their original composition.  

 Possibly the most interesting aspect of the night came after The Cliks had finished 

their performance, and I made my way north on Church Street towards the center of the 

Village.  When I had done this the previous year, I found the DJ Central programming at 

Central Stage to be nearly full, while the Transverse programming had much smaller 

numbers.  In 2011, the exact opposite had occurred.  There had been possibly thousands 

of audience members at the Gende(R)evolution trans programming watching The Cliks, 

while the DJ Central programming had far fewer people.  This was most likely due to a 

combination of a greater awareness of the trans programming being in its second year, 

more participants coming out to support trans programming after the tumultuous year 

between the 2010 and 2011 festivals, and the popularity of the quasi-headlining band.  

Overall, the 2011 Annual Report released by the organization states that 11% of the 

programming for Pride Toronto 2011 was comprised of trans-identified performers.  

While this number is the same as the 2010 festival, the budget for artist fees more than 

doubled for this group, increasing from 6% of the total artist fees budget in 2010 to 13% 

in 2011 (Pride Toronto 2011, 13).   

 

 

 

                                                
74 The official music video for The CliksÕ ÒDirty KingÓ can be viewed here:  
http://www.youtube.com/watch?v=2QHSr2lEK4s  
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5.6  Racialized Communities: Blockorama 2011 Ð Back on the Block 

 The responses from racialized communities to the CAP Report surveys were 

largely similar to those of the trans community.  According to the report, members of 

these communities Òexpressed tremendous dissatisfaction and feelings of alienation by 

Pride TorontoÕs lack of engagement, inclusion and responsiveness to the interest of 

racialized LGBT communitiesÓ (84).  In the ÒRacialized Communities and Pride 

TorontoÓ subsection of the report (pp. 84-87), the authors discuss two major recurring 

items from the surveys, as well as a list of concerns that need to be addressed.  The first 

of the two issues is that many in these racialized communities have given up on Pride 

Toronto due to the feeling of exclusion in the decision-making process for, and 

participation in, the festival (84).  Rather than trying to change the system, some have 

decided to boycott the festival, and the organization, altogether.   

The second is related to the entertainment programming, particularly the 

Blockorama stage program and location.  This was brought up in multiple ways in the 

concerns section, and included the following items: 

 
¥ ÒThe constant relocation of Blockorama to inadequate and inappropriate 

spacesÉÓ (85). 
¥ ÒLack of integration of racialized artists on the main stages and the ghettoization 

of racialized artists to racialized stagesÓ(85). 
¥ ÒInequitable sharing of resources to support racialized stages and events in PrideÓ 

(85). 
¥ ÒLack of effective consultation with racialized communities and when consulted it 

is indirectly through third partyÓ (86).  
¥ ÒStrong perception that Pride Toronto is no longer owned by and accountable to 

the community but is instead driven by a corporatized agenda and model, 
resulting in increasing marginalization of grassroots communities with which 
many racialized communities are linkedÓ (86). 

 

Each of these concerns relates to the first item of exclusion and marginalization of 

members of racialized communities in Toronto. Whether it is exclusion from the 

organization decision-making process, exclusion from particular stages or areas within 

the festival space, or exclusion from festival resources, members of these communities 

reported a general sense of marginalization by Pride Toronto.  And as can be seen from 

the concerns listed above, the response to surveys and town hall meetings also shows that 
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musical entertainment played a key role in revealing instances of marginalization and 

exclusion for members of these communities.  In fact, when asked on one of the CAP 

surveys how much they agree with the statement, ÒThe entertainment and cultural 

activities that Pride Toronto organizes adequately reflect my specific community,Ó only 

8.2% of racialized respondents Òstrongly agreed.Ó  Another 30.1% Òagreed,Ó while 61.7% 

stated something lower on the scale (CAP Report 2011, 104).   

 Pride Toronto 2011 brought numerous positive changes for the Blockorama stage 

programming.  After receiving the CAP ReportÕs recommendations, TK worked with Nik 

Redman, a member of Blackness Yes! and lead programming coordinator for 

Blockorama, and others in the black queer and trans community to ensure better location 

and support from the organization.  According to TK, Pride Toronto increased the base 

budget for the 2011 Blockorama programming by roughly 30%, plus an additional 

$10,000 was provided for entertainment purposes.  Overall the budget nearly tripled 

between 2010 and 2011 for the Blockorama program (TK 2011-B).  This larger budget 

represented just under 19% of the total Arts and Culture budget for 2011 (Pride Toronto 

2011, 14).  The program was also moved back to its ÒhomeÓ at the Wellesley Stage near 

the heart of the Village (located across from a metro stop in a large parking lot that holds 

between 3,000 and 4,000 people), thus the program was called ÒBlockorama 13: Back on 

the Block.Ó   

 During a written interview with Nik Redman after the 2011 festival, I asked him 

about the relationship between Blackness Yes! and Pride Toronto, as well as issues 

related to both the 2010 and 2011 festivals.  Below is a short excerpt from this interview 

(TR = myself, NR = Nik Redman): 

 
TR:  How would you describe Pride TorontoÕs relationship with Blackness 
Yes/Blockorama? 
 
NR:  HmmÉ [it] depends who [our] contacts are at Pride Toronto.  Some years 
tense, some years ignorant of who we are, some years bitter, some years tolerant.  
 
TR:  What were some of the issues that Blocko had in the 2010 pride festival? 
 
NR:  Pride Toronto wanted to move us last year to a very small [area] that would 
have been potentially dangerous.  They made the decision without any community 
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consultation.  They also blatantly took some of [our] ideas and try to make [them] 
their own Ð nothing new.  They wanted to not give us an increase in funding.   
 
TR:  Related to these issues, how did the black queer community respond? 
 
NR:  Blackness Yes! created a community meeting event so we could hear the 
various voices in our community and also that Pride Toronto folks could hear 
those voices.  People demanded the Wellesley Parking lot back and we demanded 
that the voices of other marginalized people in our communities also be heard and 
be given space at Pride. 
 
TR:  How was Blocko 2011 different?  How did people you know in the 
community react to this yearÕs programming and staging?   
 
NR:  Well, this year we did get the parking lot back but with that came the 
demand from Pride that it had to be licensed, and we pushed back saying although 
it was licensed, people did not have to show ID if they did not want to drink 
alcohol.  We also requested that food vendors be part of the space.  Pride Toronto 
made the fee $5000 for food vendors so no one could afford that and take the risk 
that they [might] be out $ 5,000 (Redman 2011). 

 

Here one can see both the frustration Nik feels at times working with Pride Toronto, as 

well as the steps taken to create change in the behavior of the organization.  Although the 

Blockorama stage programming was provided more festival resources, there were still 

issues in 2011 with food and alcohol licensing (which will be discussed later in this 

chapter). 

 The Blockorama 13: Back on the Block program went from 12 p.m. to 11 p.m. on 

Sunday, July 3, 2011.  After attending the parade (2-4:30 p.m.) and other music venues, I 

arrived outside the Wellesley Stage area at 6:30 to find a line of people extending nearly 

one half of a city block to get into the area.  Due to the alcohol licensing referred to 

above, every person had to be searched for liquids going in or out of the area.  This 

created a very different vibe than 2010, where there were no barricades, fences, or 

security for BlockoramaÕs programming.  It appeared less grassroots and more similar to 

Pride TorontoÕs programming model, something discussed in later interviews with 

attendees.   

 
 



 

 
130 

 

Figure 5.9:  The large crowd at Wellesley Stage for Blockorama 2011 

 
 
Rather than wait in line, I returned with my friend, Michelle, around 9 p.m. when 

the line was about half as long as before.  After we got through security, we joined the 

large crowd seen in figure 5.9 above.  As we listened to the DJÕs remix of Michael 

JacksonÕs ÒP.Y.T. (Pretty Young Thing),Ó I was struck by the differences between 2010 

and 2011 for this communityÕs programming.  First, the area was much larger, and given 

the estimates of how many people it can hold at capacity (between 3,500 and 4,000), it is 

possible that ten times as many people were in attendance in 2011 when compared with 

my experience in 2010.  And it was not just the number of people that had changed, but 

also the composition of the crowd.  In 2011, the crowd appeared much more racially 

diverse.  Although the majority of participants were black, there were many people who 

were not members of the black queer and trans community in attendance.  Undoubtedly 

the location made an impact on the size and diversity of the crowd, but it was not the only 

factor responsible for the apparent success of the event.  The public debates between the 

racialized communities and Pride Toronto, as seen in town hall meetings and the results 

of the CAP Report, had been publicized and broadcasted via media outlets in Toronto for 

months.  This energized many people within these communities, and their allies, to show 

support for Blockorama, and ÒproveÓ to Pride Toronto how important this programming 

was for the larger queer community.   
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5.7  Reasons to Celebrate  

 The general consensus from interviews and informal conversations with Pride 

Toronto organizers and participants during and after the 2011 festival was very positive.  

In the follow-up interview with TK in mid-July after the festival was complete, he stated: 

ÒIf you were in attendance at the festival, you were happyÓ (TK 2011-B).  He argued that 

bold choices in entertainment programming had really paid off, and that while minor 

criticism still existed in a few areas of the festival, it was a major improvement from the 

problems and frustrations experienced by various groups in previous festivals.  Free Zone 

volunteer coordinator, Dianne, agreed with TKÕs assessment of the festival overall: 

 
I know lots and lots of people.  I know them from the program (AA).  I know 
them from living here for like, 16 years, and from my activism, and because they 
have businesses on Church Street and in the neighborhood.  So yeah, everyone I 
was encountering, especially since they know I was a coordinator, have been 
congratulating me on just how great Pride was this year.  You know, that it was 
just great.  Last year was really hard for everybody because of the, um, the 
difficulties.  And this year, not so much.  So yeah, thatÕs the feedback IÕve been 
getting (Free Zone 2011-B). 

 

It appeared that members of previously marginalized communities featured in the CAP 

Report were generally pleased with the programming and results of the festival (such as 

the success of both the trans programming (Gende(R)evolution) on South Stage, and the 

black queer and trans programming (Blockorama 13: Back on the Block) on the 

Wellesley Stage).  It also seemed that the Village was busier and more diverse than 2010, 

even though the number of stages was cut dramatically (this could also be attributed to 

the concentration of events closer to the center of the Village area).   

 The Pride Toronto 2011 Annual Report confirmed many of these items from the 

organizationÕs point of view as well.  From a financial standpoint, Pride Toronto made 

great strides in 2011, turning a deficit of nearly $432,000 in 2010 into a surplus of just 

over $110,000 in 2011 (Pride Toronto 2011, 10).  The most striking aspect of this change 

is that while total revenue between 2010 and 2011 actually dropped by just under 

$750,000, total expenditure also dropped dramatically Ð by nearly $1.3 million Ð due to 

budget cuts implemented after the 2010 festival (Pride Toronto 2011, 10).  Given that the 



 

 
132 

total expenditure for the 2011 festival was just over $2.1 million, Pride Toronto staff and 

volunteers proved that it was possible to organize a successful festival while also 

simultaneously cutting their overall budget by about one third.   

 The 2011 Annual Report also includes a section on Arts and Culture that provides 

a number of important statistics regarding changes in the entertainment programming 

breakdown between 2010 and 2011 (some have already appeared throughout this 

chapter).  Two important programming items that were discussed in the CAP Report by 

many respondents focused on artist location and connection to the queer community.  

According to the 2011 Annual Report, 97% of performances in 2011 were by local artists 

(13).  Of the three percent who were not local in 2011, two were Canadian artists 

currently living in the United States, two were trans-identified, and five were in the 

Blockorama programming.  Similarly, the number of artists who identify as 

LGBTTIQQ2SA increased dramatically, from 77% in 2010 to 94% in 2011 (13).  Both of 

these numbers reflect the desires of the majority of respondents to the surveys, 

interviews, and town hall meetings conducted for the CAP Report.   

 

5.8  Persisting Causes for Concern 

Although each of these items represents a positive step forward for the 

organization, a few areas of concern still loom over the festival for the future.  Some of 

these were issues I recognized during the festival and later confirmed through interviews, 

while others that I was not aware of were brought up in interviews with organizers or 

participants.  Below are four short examples of problems that occurred for various groups 

during the 2011 festival. 

 

5.8.1  Trans Media Representation 

 During the Human Rights Panel on trans issues in 2011, panelist Nicki Ward 

expressed her continued frustration over the lack of visibility of the trans community 

within the larger queer community at Pride Toronto.  She held up the 2011 Official Pride 

Guide released by Pride Toronto and challenged the audience to find one representation 

of a trans-identified festival participant in the entire guide.  What made matters worse 

was the fact that the photo used to advertise the TransSpace on page 14 appeared to be of 
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a drag queen in a costume with heavy makeup. Ms. Ward pointed out that this lack of 

representation throughout most of the guide, and misrepresentation and characterization 

of trans women as being equivalent to drag queens, was disrespectful and unacceptable 

for the trans community.   

 Through interviews with Pride Toronto organization members, I am aware that 

the guide was organized at the last minute, and was incomplete (or incorrect in some 

instances) in its coverage of the festival events for 2011.  After interviews, it is still 

unclear who was responsible for the photos included in the guide.  The organization as a 

whole, however, is responsible for any material found in a publication that is released 

under the title of ÒOfficial Pride Toronto Pride Guide.Ó75  This lack of oversight and 

sensitivity regarding the issue of representation reveals a continuing problem for the 

organization, particularly given the amount of time and effort spent on improving 

relations with the trans community for the 2011 festival.   While trans programming for 

2011 (including the Trans March and Gende(R)evolution stage program) improved 

between 2010 and 2011, the lack of appropriate representations of trans individuals in the 

2011 pride guide reveals continuing problems in this area for the organization.   

 

5.8.2  Blockorama and Alcohol Sales 

 Not all of the participants at the Blockorama 13 program were thrilled with the 

way it turned out in 2011.  Although outwardly it appeared very successful with greater 

numbers of participants, greater diversity, and greater financial support from Pride 

Toronto, some like Akim AdŽ Larcher were concerned about the inclusion of a beer 

garden and the use of, what he termed, the ÒPride Toronto modelÓ for programming.  

Born in St. Lucia, Larcher is a queer rights activist living in Toronto who, in the past, was 

heavily involved in Stop Murder Music Canada, a coalition of organizations that 

protested music and musicians that promoted violence against the queer community.  

Much of the early work of this coalition focused on Jamaican artists such as Buju Banton 

and Elephant Man, whose song lyrics promoted extreme violence towards gay men and 

lesbians (Rau 2008). 

                                                
75 As opposed to the Xtra! Ultimate Pride Guide, which is published by Xtra! after 
receiving information from Pride Toronto about the upcoming festival.   



 

 
134 

 As a member of the black queer community in Toronto, Larcher expressed his 

concern over the beer garden at the Blockorama program in 2011 (Larcher 2011).  In its 

twelve previous years of programming, Blockorama had never been at a stage with 

alcohol sales.  Larcher questioned Pride TorontoÕs motivations for providing this space to 

Blockorama, and questioned who would be receiving the money from the sales.  During 

my follow-up interview with TK, I asked him these questions that Larcher had brought 

up.  His response was simple: Wellesley Stage is a large, expensive area, so the only 

sticking point in negotiations with Blockorama programmers was that there had to be a 

beverage garden (TK 2011-B).  In the end, they agreed to the stipulations, and had a very 

large turnout for the event.   

 Larcher also thought that BlockoramaÕs Òback to our rootsÓ branding for 2011 

was disingenuous given their programming choices.  The fact that there was a headliner, 

and that many of the artists focused on house music rather than dancehall, reggae, soca, 

calypso, and other genres usually associated with the programming, gave Larcher the 

impression that BlockoramaÕs programming committee had fallen into the Pride Toronto 

model of staging, rather than sticking with the more grassroots model from previous 

years.  One can see his point by looking at the difference between 2010 and 2011, with 

the security check points, barricades to enter the staged area, the large stage, professional 

lighting towers, and big screen television on the stage.  None of this creates an image of a 

small, community-run event.  It takes large financial commitments and numerous 

individuals to organize such an event.  Larcher wondered whether members of the black 

queer and trans community were Òselling [them]selves for a spot on the blockÓ (Larcher 

2011).   

 

5.8.3  Harassment of Black DJs at DJ Central 

 An article published by Xtra! titled ÒHip-hop group heckled at Toronto PrideÓ 

detailed a disturbing account from the DJ Central programming at Central Stage during 

the 2011 festival. The DJ collective Yes Yes YÕall were reportedly heckled by members 

of the audience who were telling the group to Ògo to BlockoramaÉ and play that music 

thereÓ after playing hip-hop on the main DJ stage at the festival (Toth 2011).  The DJ 

who was scheduled to take over after the collective, DJ Blackcat, was angered by the 
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situation, which resulted in some members of the collective walking off stage during the 

performance.  In the article Blackcat, a popular black Toronto DJ, mentioned that he was 

surprised by the incident, although he admits that racism still persists in TorontoÕs music 

scene.   

 The comments by readers of the story are surprisingly mixed, with some people 

strongly condemning the actions of the hecklers, while others arguing that it is less about 

racism and more about musical preference.  Numerous people said that they do not like 

hip-hop, and simply want house music to be on the DJ Central programming.  Chuck 

from Toronto wrote the following: 

 
Bad programming? 
Maybe the problem has less to do with racism and more about frustration with the 
swing towards "diverse" (Read: micro-cultural) programming by Pride. With 
Blockorama at Wellesley stage and Brown Out throwing down South Asian tunes 
at South, there was nowhere for those who enjoy house, electro, tribal or the 
kijillion other music styles. Let's not confuse racism with musical preferences 
(Toth 2011). 

 

Many others referred to similar comments as simply veiled racism, with one commenter 

taking on what he termed the Òhegemonic privilegeÓ of white gay men: 

 
white nightmare 
Judging from the complexion of most of these remarks, this incident proves that 
white gay men are the problem at Queer Pride. Perhaps its time for World 
Majority Queers and their trans and women allies to create a safe space that is free 
from the hegemonic privilege that erupts in hatred whenever white gay males feel 
threatened by their shrinking power. Is it time for Queer Pride to finally dewhite? 
Perhaps we need a Queers Against Toronto Apartheid next year (Toth 2011). 

 

These comments, and numerous others from this article, reveal deep divides within the 

queer community over multiculturalism and music programming at Pride Toronto.  While 

some embrace and celebrate the diversification of entertainment at the festivals each 

summer, others (albeit anonymous others in this instance) are not happy with the 

changing situation.  As seen in the comments above, some view this as white gay men 

fearing the loss of social power, while others see it as a simple preference for musical 

styles.  Does a rejection of a musical style so closely related to a cultural group equate to 
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a rejection of that culture or group of people?  Is such a rejection of music simply a 

masked form of racism that is more culturally acceptable in 2011?  By creating separate 

spaces and musical programs for various groups, is Pride Toronto inadvertently 

segregating these groups and highlighting the differences, rather than similarities, 

between cultural groups within the queer community?  These are important questions for 

the music programmers to examine for future festivals and will continue to be part of the 

discourse surrounding multiculturalism in pride festival programming worldwide.   

 

5.8.4  Who is Still Missing? 

 During follow-up interviews with TK and Bryen after the 2011 festival, I asked 

them a simple question:  After all of the work put into creating an inclusive event, who is 

still missing from the festival?  Both brought up people with disabilities as a key 

demographic that deserves much more attention in the future (TK 2011-B; Dunn 2011-

B).  Rather than dedicate an entire program to this group, Bryen suggested that in the 

future more representations of performers with disabilities could be seen on all stages, 

such as the incorporation of more ASL artists (like the artist, Chase, during the Never Say 

Goodbye program at QueenÕs Park in 2010).  Bryen also mentioned more programming 

for queer seniors, particularly moving forward as there will be an ever-growing senior 

population within this group given the fact that many queer individuals who came out 

after the Stonewall riots or bathhouse raids are now reaching retirement age.  Finally, TK 

discussed his desire to have more indigenous programming in future festivals, including 

the possibility of creating some kind of opening ceremony that would feature Canadian 

First Nations performers.  He stated that he was going to talk with representatives from 

this community to see if it is something that is wanted within the group, and if it would 

work in the festival setting.   

  

5.9  Conclusion 

 In many ways, Pride Toronto 2011 was a great success for the organization, the 

larger queer community, and the smaller marginalized communities that had been 

advocating for better representation within the festival.  After receiving the results of the 

CAP Report, Pride Toronto worked hard to implement many of the 133 recommendations 
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provided by the Panel, focusing its attention on the three major problem areas identified 

in 2010: finances, free speech, and marginalization.  In the end, the musical entertainment 

for 2011 provided a clear indication of the change in the selection, programming, and 

staging process within the organization.  There was more diversity in programming, and 

the staging allowed for greater access to diverse segments of the queer community 

through the placement of stages in the Village area.  These changes resulted in much 

greater exposure of gendered and racialized artists, including Saye Sky on Village Stage, 

Nicki Ward and The Cliks on South Stage, and numerous artists on BlockoramaÕs 

extensive line-up at Wellesley Stage.   

 There are still issues that deserve attention moving forward.  Proper 

representation of particular communities in advertisements and pride guides requires 

greater scrutiny, as well as examining which communities are still being 

underrepresented, or not represented at all, on the festival stages.  Finally, the autonomy 

of certain communities in programming stages should be addressed, and the negotiations 

over where programs are held, including whether or not they are in areas licensed for 

alcohol sales, need to be transparent and open for public debate.  In the end, the changes 

implemented in 2011 are cause for celebration for those working towards a stronger 

queer community where diverse voices are heard and respected within public discourse.  

But this celebration should not mask continuing problems that need attention in the 

future.   
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CHAPTER 6 

CONCLUSION 

 

As one of the largest events of its kind in the world, Pride Toronto offers 

researchers a unique opportunity to gain insight into the individual, cultural, and societal 

power structures of the queer community.  Pride festivals transform heteronormative 

public areas into queer spaces, allowing community members to shape their identities and 

intracultural relationships through their participation in the event.  One of the largest 

components of the festival is musical entertainment, with hundreds of artists performing 

on numerous stages located throughout the Village and beyond.  Given the importance of 

this element in the event, this dissertation suggests that one can glean insight into the 

underlying power structures of the queer community by examining musical discourse.  I 

posit that musical discourse plays a vital role in the negotiation of centrality and 

marginality between subgroups of the community within the context of the festival.   

This research suggests that an analysis of musical entertainment and discourse at 

pride festivals may reveal underlying power structures within the queer community that 

can be reified or challenged by participants during such events.  Who is represented on 

each stage, how the artists are programmed, and the physical location of the stage within 

the context of the larger festival space are not only reflections of the decision-making 

processes that led to those outcomes, but also of larger sociocultural and musicultural 

struggles within the community.  Musical discourse is not merely one avenue to explore 

these complex power dynamics.  Rather, I would suggest that this discourse is quite 

possibly the most appropriate way to examine these issues due to the importance of 

musical entertainment within the larger festival.  The organizational process for the 

festival, including the allotment of time and space for musical artists and the purposeful 

separation of subgroups within the larger queer community, provides opportunities for 

both marginalization and protest at annual pride festivals.  It also raises new questions on 

how scholars may view space in relation to center and periphery.  Does space have to be 

hierarchical at festivals?  Is the center location at a festival also the most important?  

Pride Toronto had a clear central location where the majority of participants congregated 
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throughout the festival.  Other festivals may require new ways of considering space, 

hierarchy, and centrality/marginality.   

Although progress was made in the diversification of musical entertainment at 

Pride Toronto between the 2010 and 2011 festivals, there is still more work to be done in 

this area for the organization.  Through a variety of coordinated forms of protest, 

members of gendered and racialized communities were successful in demanding changes 

in policies for the organization.  The report released by the Community Advisory Panel in 

February 2011 summarized many of these issues, and provided guidelines on how to 

address them for future events.  Combined with serious financial problems and the 

censorship controversy involving Queers Against Israeli Apartheid, this marginalization 

of subgroups within the larger community provided the catalyst for major changes in the 

relationships between community groups, Pride Toronto, and festival participants.   

This dissertation shows how the examination of pride festivals in academic 

research is useful in order to explore social power, intracultural relationships, and identity 

formation within the queer community.  Although pride festivals are the largest 

gatherings for the queer community, other events could be analyzed to seek greater 

understanding of these complex issues (including film festivals, art and literary events, 

queer music festivals, etc.).  Pride festivals are in many ways similar to other large-scale 

cultural festivals.  Future research could examine the role of musical discourse, or other 

forms of discourse, at festivals and other public gatherings, looking for connections to 

social power structures and negotiations over the centrality of various subgroups beyond 

the queer community.  The study of intragroup relations is an emerging area of inquiry in 

multiple disciplines, and this dissertation has much to offer scholars within and outside of 

ethnomusicology.   

Finally, WorldPride 2014 in Toronto has the potential to provide a wealth of 

knowledge on the effectiveness of these policy shifts.  On the world stage, the 

organization could use the event to help promote changes in the global queer community 

with regards to diversity at all levels of participation.  Scholars in numerous fields, 

including musicology, anthropology, sociology, social psychology, gender studies, and 

sexuality studies, can use this dissertation as a starting point for new research that focuses 

on this worldwide event being held in North America.   
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APPENDIX A 

PRIDE TORONTO EVENT THEMES AND GUIDES (1982-2011) 
 
 

Table A.1:  Pride Toronto Event Themes (1982-2011) 
Year Theme Year Theme 
1982 A Day of Fun and Frolic 1997 Queer By Nature 
1983 (unavailable) 1998 MegaPride 
1984 We Are Everywhere 1999 One Pride Fits All 
1985 Coming Together 2000 Heroic Past, Proud Future 
1986 Forward Together 2001 Love 
1987 Rightfully Proud 2002 Uncensored! 
1988 Viva la Difference 2003 Pride 3D: Diverse, Defiant, 

Divine 
1989 Vision 20/20: Setting Our Sights 2004 Bursting with Fruit Flavours 
1990 By All Means Necessary 2005 25 Years and Counting 
1991 Everyday, Everywhere: A New 

Decade of Pride 
2006 Fearless 

1992 Breaking the Silence 2007 Unstoppable! 
1993 Come Out 2008 Unified! 
1994 The Best is Yet to Come 2009 CanÕt Stop.  WonÕt Stop. 
1995 Remember, Celebrate, Make a 

Difference 
2010 30 Years of Pride 

1996 We Are EveryoneÕs Family 2011 Dream Big 
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Figure A.1  Gallery of Official Pride Guide Covers (1982-2011) 
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Figure A.1 continued 
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Figure A.1 continued 
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Figure A.1 continued 
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Figure A.2  Gallery of Xtra! Ultimate Pride Guides (1999-2011) 
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Figure A.2 continued  
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APPENDIX B 
ENTERTAINMENT SCHEDULES FOR  

PRIDE TORONTO 2010 AND 201176  
 

2010 Schedule 
 

Table B.1:  Friday, July 2, 2010 
South Stage Central Stage 

Program: Transverse  Program: DJ Central 
7pm Queer Idol 7pm Joee Cons 
7:30pm DJ CPI 8:30pm Simone Denny 
7:45pm Girlyman 9pm Joel Smye 
8:45pm Alec Butler 10pm Hector Fonseca 
9pm Andrea Jenkins 11pm Sydney Blu 
9:15pm Buck Angel 
9:45pm Katastrophe 
10:15pm Nolan Natasha 
10:30pm DJ CPI 
11pm Full Of GLEE 
11:30pm Vogue Evolution 
 

Table B.2:  Saturday, July 3, 2010 
QueenÕs Park Stage South Stage 

Program: Dyke Day Program:  Alterna-Queer 
1pm Kate Reid 3pm Roney & Nani 
1:45pm Hunter Valentine 3:30pm Ryan G Hinds 
2:45pm 8 Inch Betsy 4pm Coko Galore 
3:30pm Bitch 5pm StinkMitt 
4:30pm The Cliks 6pm Crackpuppy 
5:30pm Saidah Baba Talibah 7pm Woodhands 
6:30pm Ruby Jean & the Thoughtful 

Bees 
8pm  MEN 

7:30pm Dragonette 9pm Josie Cotton 
9pm Cyndi Lauper 10pm Misstress Barbara LIVE 

w/Girls On A Ducati 
10:30pm Betti Forde 11pm Fagget Fairys 
DJ between sets (1-6:30pm) Kishy La Roux DJs between sets DJ SHE-la (2:30-7pm), 

Gangbangaz (7:30-11pm) 
Village Stage Paul Kane Parkette 

Program: Drag Kings, Queens and Burlesque, On my! Program: Free Zone with the Community cafŽ  
4pm Degenderit Cabaret 9am Harm-reduction meeting 
5pm Zipperz Angels starring Farrah 

N Hyte, Heavenly Hytes, 
Nicolette Brown and Sylvia 

10am 12-step meeting 

6pm Gun Street Girls 12pm Asian Community AIDS 
Services 

6:30pm Royal Renegades 1pm Canadian Tamil Congress 
7pm Mahogany Browne 1:30pm NIA 
7:20pm Carlotta Carlisle 2pm Bold Steps Dance Studio 
7:40pm Gia 3pm |Queer Dance Community 
8pm Backdoor Boys 4pm 12-step meeting 
9pm Michel Dorion 5pm |Queer Dance Community 
9:20pm Divinesque with Special Guest 6pm Hula San Village Dance 

Troupe 
9:40pm Ivory 7pm Sapphire Dance Productions 
10pm Charm City Boys 8pm 88 days of Fortune 
11pm Michelle Ross as Diana Ross 10pm 12-step meeting 
11:30pm Special Finale 11:15pm Harm-reduction meeting 

                                                
76 Schedules found in Official Pride Guides, 2010 and 2011, and Xtra! Ultimate Pride 
Guides, 2010 and 2011.  A complete 2011 schedule as recorded by Pride Toronto was 
provided by TK.   



 

 
148 

Table B.2 continued 
James Canning Gardens Central Stage 

Program: Proud Voices Program: DJ Central 
2pm Aqsa Collective 1pm Lady Bass 
3pm Truth IsÉ 2pm DJ Dru 
3:30pm Beth Ann Fischer 3pm Yes Yes YÕall 
4pm Evalyn Parry 5pm DJ Ritu 
4:30pm Jess Dobkin 6pm Brandon Sek 
5pm OUTSPOKEN, with Christina 

Starr and Rose Cullis 
7pm Zelma Davis 

6pm Krystle Mullin 7:30pm CŽsar Murillo  
6:30pm Lex Vaughn 8:15pm Steve Rapson 
7pm Mariko Tamaki 9pm Craig Dominic 
7:30pm S Bear Bergman 9:45pm DJ Blackcat 

TD Wellesley Stage 10:30pm Lolene 
Program: WERQ! 11pm Chiclet 
1-8pm Aqua Pride: featuring a variety 

of DJs and music/dance artists 
8pm Cajjmere Wray 
9:30pm Project Dance 2 
10pm Ivana Santilli 
11pm Jully Black 

 
 
 

Table B.3:  Sunday, July 4, 2010 
Central Stage Village State 

Program:  DJ Central Program:  Drag Kings, Queens and Burlesque, Oh my! 
1pm Dj Cat  4pm Colour Me Dragg 
2pm Christopher Lee Leduc 5:15pm Eddie Barnett 
2:45pm Danny W 5:20pm Tynomi Banks 
3:30pm Nancy Rancourt 5:40pm Robyn DeCradle 
4pm Adam Smith 6pm Meet Pi 
4:45pm Xotec 7pm Cassandra 
5:30pm Jon Herbert 7:20pm Daytona Bitch 
6:15pm Sonny D 7:40pm Devine DarlinÕ 
7pm Sumation 8pm Toronto Drag Kings 
7:45pm djChez 9pm Miss Conception 
8:30pm Neill Macleod 9:20pm Lady X 
9:15pm Jamal 9:40pm Laura Landauer 
10pm Dwayne Minard, Steven Taetz, 

and Amanda Morra 
10pm Harley Hellbent & Brian 

Bedside ManorÕs Cabaret 
TD Wellesley Stage James Canning Gardens 

Program: WERQ! Program: Proud Voices 
1pm Kidd Madonny 2pm Jon Redfern 
2pm Dominic Pandolfo 2:30pm Shaun Proulx 
3pm Cory Activate 3pm Emma Donoghue 
4pm Serial Sean 3:30pm Pink Ink 
5pm Pierre Fitch 4:30pm David Bateman 
6pm Kitty Glitter 5pm Dayne Ogilvie Prize Winner 
8pm Daytona Bitch 6pm Thom Vernon 
8:30pm DJ Jeremy Khamkeo 6:30pm Vivek Shraya 
9:15pm Joee Cons 7pm S Mcdonald 
10pm Honey Dijon 7:30pm John Calabro 

South Stage Alexander Parkette 
Program: Dirty Disco Program: Alterna-Queer 
2pm Jayforce 2pm Airheart 
3pm MC Flipside & Simone Denny 3pm Adolf Glitter 
4pm The House Moguls 4pm The Torrent 
5pm DJ Trance 5pm Tomboyfriend 
6pm Robb G 6pm Se–or Kasio 
7pm DJ TK featuring Ivana Santilli 7pm Heavy Filth 
8pm Adam K & Soha 8pm People You Know 
9pm Deko-ze 9pm Diamond Rings 
10pm JELO 10pm Private Life 
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Table B.3 continued 
QueenÕs Park Stage Paul Kane Parkette 

Program(s): All that Jazz; Never Say Goodbye Program: Free Zone with Pride Lounge 
1pm Yogapalooza 9am Harm-reduction meeting 
1:30pm Rainbow Ballroom 10am 12-step meeting 
2pm John Alcorn Quintet 12pm Michael Caplan 
3pm Jennifer Leitham 12:30pm Meridith Shaw 
4pm Lea DeLaria 1pm Melissa Li 
5pm Kidstreet 2pm Michelle Mondesir 
6pm Chase 3pm Shawnee 
7pm Panic Bomber 4pm 12-step meeting 
8pm Isis 5pm eMKeh 
9pm Azari & III 6pm Jacelyn Holmes 
10pm TBA 7pm Rachel Newman 

George Hislop Park 8pm VIVIV 
Program: Blockorama, produced by Blackness Yes! 10pm 12-step meeting 
12pm Amai Kuda 11pm Harm-reduction meeting 
12:20pm CŽcile Doo-KinguŽ George Hislop Park (cont.) 
12:35pm DJ Memphis Sugar 4:50pm Syrus & Dainty Box 
1:15pm t-bone 5:10pm Tyra Monroe 
1:20pm Colour Me Dragg 5:15pm Devine 
1:35pm DJ Nik Red 5:20pm DJ Blackcat 
2:05pm Ayo Leilani 6pm Saidah Baba Talibah 
2:15pm Abstract Random 6:30pm JJ Rock 
2:25pm Troy Jackson 7:10pm III Nana 
2:35pm Craig Dominic 7:20pm House of Monroe 
3:15pm The Best There Is 7:30pm Jade Elektra 
3:20pm DJ Relentless 7:40pm Unruly Twin 
4pm Ryan G Hinds 8:20pm Dj BÕungo 
4:10pm DJ Verlia 9pm Jojoflores 

 
 
 
 
 

2011 Schedule 
 

 
Table B.4:  Friday, July 1, 2011 

South Stage Central Stage 
Program: Gende(R)evolution Program:  DJ Central 
7pm Yes Yes YÕall 7pm Luiz Clarck 
8:30-11pm S. Bear Bergman & Memphis 

Sugar 
8pm Hector Fonseca 

8:30pm Kate Bornstein 9pm Micke Hi 
9:00pm Sofonda Cox 10pm Geoff Kelleway 
9:40pm Alec Butler 11pm Sydney Blu 
9:50pm Nicki Ward 
10pm Colour Me Dragg 
10:30pm The Cliks 
11pm Linguist 
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Table B.5:  Saturday, July 2, 2011 
Paul Kane Parkette Wellesley Stage 

Program:  Free Zone Program:  WerQ! 
12pm Canadian Tamil Congress 8pm CŽsar Murillo 
12:45pm Rainbow Ballroom & Toronto 

Wranglers 
8:50pm Project Dance & Scott 

Fordham Dance 
1:30pm SwinginÕOUT 9:20pm Tynomi Banks 
2:15pm LGBT Dance 9:45pm ILL NANA/DiverseCity 

Dance Company 
3pm Queer Asian Youth 10:15pm Anjulie 
5pm STARS Ð Delisle Youth 

Services & Sapphire Dance 
Productions 

10:30pm Deborah Cox 

7pm Crackpuppy (Acoustic) 11pm Jamal 
7:30pm Michelle Mondesir Church Street Jr. Public School 
8pm Mittenz Program:  Family Pride 
8:30pm Cubadors 12pm Jennielea! 

South Stage 1pm Chris McKool 
Program:  Dyke Day Afternoon Village Stage 
1-7pm Dj Carma & Deb Pearce Program:  Village Stage 
1:10pm Elana Harte & Jacklyn Holmes 2-6pm Mike Chalut 
2pm A is For Orange Ð Tonya 

Parriag 
2pm Steve Rapson & The 

Grapefruit Colour 
2:20pm The Pushovers 3:30pm Olivya Chin 
3pm Ayo Lelani w/ Abstract 

Random 
3:45pm Devine DarlinÕ 

3:20pm Truth IsÉ 4pm Degenderit Cabaret 
3:30pm Raging Asian Women 5pm Imaaji 
4pm Amai Kuda 5:30pm Kyisha Williams 
4:20pm She King 6-11pm Dainty Box 
4:40pm Nicole Tanguay 6pm Colour Me Dragg 
5pm Random Order 7 & 7:45pm Queer Belly Dance 
5:40pm Rani Rhinestone, King Codi & 

The Cinnamon Hearts 
7:30pm Saye Sky 

6pm Carole Pope 8pm Sapphire Dance Studio 
Program: MŽnage a Trois 9pm DJ Blackcat 
7:15pm Les Chiclettes 9:30pm House of Monroe 
7:30pm Michel Dorion Central Stage 
Program:  brOWN // out Program:  DJ Central 
8-10pm Farzana Doctor 1pm SERIAL SEAN 
8pm Nino Brown 1:45pm dislexia 
8:10pm Pawan 2:30pm Maya Killtron 
8:30pm Limitless Dance 3:15pm Xenon 
8:45pm LAL 4pm Steve Rapson 
9:10pm Masti Khor 4:45pm Matty Ryce 
9:40pm Sushmita 5:15pm Lady Bass 
Program: DestinAsian 6pm Cole Stanley 
10pm DJ Quinces 6:45pm Cory Activate 
10pm DJ DaVinci 7pm Cajjmere Wray 
 8:15pm Craig Dominic 

9pm Aural 
10pm Betti Forde 
11pm Lucie Tic 
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Table B.6:  Sunday, July 3, 2011 
South Stage Central Stage 

Program:  Dirty Disco Program: DJ Central 
2-6:30pm Miss Raquel 1pm DJ Dru 
2pm Neill MacLeod & Lady 

Blacktronika 
1:45pm DJ Cat 

3pm Chiclet 2:30pm Sumation 
5pm Don Berns AKA Dr. Trance 3:15pm Danny White 
6:30-11pm Don Berns AKA Dr. Trance 4pm DJ Katey 
7pm Robb G 4:45pm Kishy Larue 
8pm Adam K & Soha 5:15pm Yes Yes YÕall 
9pm Deko-ze 6pm Nino Brown 
9:30pm Coco ÒCognacÓ Brown 6:45pm Blackcat 
10pm JELO 7:30pm leomeo 

Village Stage 8:15pm Lori J Ward 
Program:  Village Stage 9pm Cesar Murillo 
2-6pm Stylist Maha 10pm Chris Steinbach 
2pm Fawn Big Canoe Paul Kane Parkette 
2:45pm Hotmess DJs Program:  Free Zone 
3:30pm SimA 12pm NIA 
4pm Samba Elegua 1pm LGBTQ Trivia  
4:30pm Charo Batista 2pm Phil Luzi, Sandra Battaglini, 

Raffaella Diana, Martha 
Chaves, Marco Bernardi 

5pm Evaristo 3pm Bold Steps Dance Studio 
5:30pm Farra N Hyte 5pm Michael Caplan 
6-11pm Brian Bedside Manor 5:30pm Vivek Shyra 
6pm Katherine Dior 7pm The Pushovers 
6:30pm Stephanie Stephens 7:30pm She King (Acoustic) 
7pm Queer Idol 8pm Sir Clement 
7pm Harley Hellbent & Brian 

Bedside Manor 
8:30pm Jacklyn Holmes 

8pm Kinky Kabaret Alexander Parkette 
8:40pm Rakkatak Program: Alterna-Queer 
9pm LAL & Fawn Big Canoe 12-8pm Bettie Ford/House of Venus 

Wellesley Stage 12:30pm Rouge 
Program:  Blockorama 1:30pm Green Splat 
12pm DJ Nik Red 2:30pm Roni and Nani 
12:45pm DJ Syrus Ware 3:30pm Light Fires 
1:30pm DJ Carma 4pm People You Know 
2:15pm DJ TNT 4:50pm King Codi/Rani Rhinestone 
3pm DJ Craig do ic  5pm Sex Appeals 
3:45pm DJ Verlia 5:50pm Helene Ducharme 
4:30pm Lady Blacktronika 6pm Secret Trial Five 
5:15pm DJ Craig do ic 6:50pm Jena Syde 
6pm Ryan G Hinds & Kyisha 7pm Mel Sanson 
6:05pm Devine Darlin 8pm OPOPO 
6:15pm Mahogny Brown 8-11pm DJ Triple-X 
6:20pm Colour Me Dragg 8:30pm Divinesque 
6:25pm Dainty Box 9pm Candy Coated Killahz 
6:30pm Coco Lacreme 9:50pm Kitty Kerosene 
6:35pm Jade Elektra 10pm noon:30 
6:45pm ILL Nana 
7pm Amai Kuda 
7:15pm Abstract Random 
7:25pm Ayo Leilani 
7:40pm OMG Michelle 
7:55pm House of Monroe / House of 

Pink Lady 
8:10pm DJ Kani 
8:45pm Ultra Nate 
9:10pm Quentin Harris 
9:55pm Jojoflores 
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APPENDIX C 
CAP REPORT Ð LIST OF RECOMMENDATIONS 77 

 

 
 
 
 

                                                
77 From ÒCommunity Advisory Panel: Making Recommendations to Pride Toronto, Our 
Pride: A Community Effort (Report of Recommendations to Pride Toronto),Ó  February 
2011 (pp. 11-27). 
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APPENDIX D 
HUMAN SUBJECTS COMMITTEE APPROVAL 

 
Office of the Vice President For Research  
Human Subjects Committee  
P. O. Box 3062742  
Tallahassee, Florida 32306-2742  
(850) 644-8673 á FAX (850) 644-4392  
 
RE-APPROVAL MEMORANDUM  
 
Date: 04/10/2012  
 
To: Todd Rosendahl  
 
Address: Tallahassee, FL 32301 
 
Dept.: MUSIC SCHOOL  
 
From: Thomas L. Jacobson, Chair  
 
Re: Re-approval of Use of Human subjects in Research:  Spectacle, Celebration, and 
Contradiction: MusicÕs Role in the Expression of Gay Culture at TorontoÕs Pride Festival  
 
Your request to continue the research project listed above involving human subjects has been 
approved by the Human Subjects Committee. If your project has not been completed by 
04/09/2013, you must request renewed approval by the Committee.  
 
If you submitted a proposed consent form with your renewal request, the approved stamped 
consent form is attached to this re-approval notice. Only the stamped version of the consent form 
may be used in recruiting of research subjects. You are reminded that any change in protocol for 
this project must be reviewed and approved by the Committee prior to implementation of the 
proposed change in the protocol. A protocol change/amendment form is required to be submitted 
for approval by the Committee. In addition, federal regulations require that the Principal 
Investigator promptly report in writing, any unanticipated problems or adverse events involving 
risks to research subjects or others.  
 
By copy of this memorandum, the Chairman of your department and/or your major professor are 
reminded of their responsibility for being informed concerning research projects involving human 
subjects in their department. They are advised to review the protocols as often as necessary to 
insure that the project is being conducted in compliance with our institution and with DHHS 
regulations.  
 
Cc:  
HSC No. 2012.8231  
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GLOSSARY78 
 

Ally  Ð an individual who supports the queer community (or a subgroup of that 

community) and advocates for equal rights  

 

Biological Sex Ð the sex assigned to an individual at birth based on the appearance of 

genitalia 

 

Bisexual Ð a sexual and affectional orientation towards people of the same and other 

genders 

 

Cisgender (cis) Ð a gender identity that matches oneÕs biological sex given at birth (e.g. 

an individual who was born with male sex characteristics and identifies as a man) 

 

Drag king Ð a woman who dresses, and often performs, as a man for special events or 

dance/music shows; this may or may not be related to her gender identity in her everyday 

life  

 

Drag queen Ð a man who dresses, and often performs, as a woman for special events or 

dance/music shows; this may or may not be related to his gender identity in his everyday 

life 

 

FtM (F2M)  Ð Female-to-male trans individual; someone whose biological sex was 

female at birth, but who later identifies as a male 

 

Gay Ð a sexual and affectional orientation towards people of the same gender, most often 

used to describe men who are attracted to other men 

                                                
78 There are no universal definitions for many of the words included in this glossary as 
these terms and acronyms continue to be challenged by community members and society.  
The definitions listed here are based on my academic research, fieldwork in Toronto, and 
interviews with participants, and are meant to clarify how I am using each term within the 
dissertation.  
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Gendered community Ð a subgroup within the larger queer community that does not fall 

within the category of cisgendered male; includes all trans individuals and cisgendered 

women 

 

Intersex Ð a broad spectrum of individuals who exhibit primary and/or secondary sex 

characteristics that are not exclusively male or female 

 

Lesbian Ð a woman who is sexually and affectionally attracted to other women 

 

LGBT (or GLBT)  Ð Lesbian, gay, bisexual, transgender; currently the most often used 

acronym in the United States and other Western countries when discussing queer rights; 

commonly used in the phrase ÔLGBT community,Õ which is meant to describe individuals 

who fall within these categories 

 

LGBTTIQQ2SA  Ð Lesbian, gay, bisexual, transsexual, transgender, intersex, queer, 

questioning, 2-spirited, and allies; acronym used most often by Pride Toronto to represent 

the diversity of the community 

 

MtF (M2F)  Ð Male-to-female trans individual; someone whose biological sex was male 

at birth, but who later identifies as a female 

 

Queer Ð a once derogatory term that has been reclaimed by many (but not all) in the 

movement for equal rights; it may be used by individuals whose identities fall within the 

LGBTTIQQ2S group, are combinations of two or more of these, or fall outside of these 

categories but are related in some way through their sexual orientation or gender identity;  

it is a destabilizing term due to its rejection of simple binaries (male and female, 

heterosexual and homosexual, etc.), thus it is difficult to define as its usage is meant to 

question societyÕs categorization of identities 
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Queer community Ð an umbrella term that encompasses all individuals who do not 

identify as both straight and cisgendered; although some people include allies, fetishists 

(leather, BDSM, etc.), and others in this community without regard to sexual orientation 

and gender identity, the majority of festival participants, organizers, journalists, and 

others interviewed during research made a clear distinction on this matter (e.g. Cyndi 

Lauper was described as a strong ally of the queer community, but she was not viewed as 

a member of the community) 

 

Questioning Ð an individual who is unsure of his/her/their sexual orientation and/or 

gender identity 

 

Racialized community Ð a subgroup within the larger queer community that includes 

individuals who do not identify as white; broadly speaking, this includes all groups 

(Asian Canadian, African Canadian, First Nations (Native American), etc.) but it is most 

often used in discussions involving queer individuals of African descent 

  

Straight Ð a sexual and affectional orientation towards people of the opposite gender 

 

Trans Ð a broad term used to describe individuals who identify as transgender or 

transsexual 

 

Transgender Ð a gender identity that differs from oneÕs biological sex identified at birth; 

often used to describe individuals who identify as trans but have not undergone hormone 

or surgical treatment as part of the transition process 

 

Transsexual Ð often used to describe individuals who identify as trans and are pursuing 

sex reassignment hormone and surgical treatment 

 

Two-spirited (2-spirited) Ð a term used among some Native American and Canadian 

First Nations indigenous peoples to describe individuals who possess both genders and 

perform mixed gender roles within the community 
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