DIALOGOS: on O Hill's Hapnenstance

5: I was hot on a couple of cbservetions that I've not had beforey Gbout

certain areas that this thing seems to me absolutely to lacatef&r&.un

_ ort locote in any other art
pmhlmlin a vay that]{ would in some way announce itself as semiotice=I can't
the woy Thiy daes.
think of any-¢¥Méf thing that quite does fty I might be wrong but what

st Lan
I‘m‘te‘ia thisl That several signs refer to the same o'bjecg, simultanecusly
given along with them opens a space that has a multidimensionalijty,not created

by the mirror-play of racu:sion) but by the physical=i.e. :patiei-temporal-
coincidence of sign and reference, .&nd the play of the multiple signs in the

is sve
attention of the viever(:,!e that the experiencer, viewer, auditor, reader must

scan his in order to perceive the object at all.

—_—
et .‘[.hat the person experiences K "himself" in regions of his subjectivity as
emicives
reader, elal.lditbu. viewer, listener= these different resions.became objects in
the space of the art event smong which "he" himself is also at play. So that
an teyect
in order to ‘perceiveﬁin the natural situation of having to say,What is this
?
I am locking at.scs=bgewe , the entire subject/object rzlninnshiﬂs disordered
selithin
in an utterly mnigue way by M-Mn&ng the subject into five different subjects:
the sub.je%t that is hearing the voice speak, the subject that is looking at
the image, the subject that is watching the words go by, the subJ,@q that's
correlating the imeges to the words, not rationally but spontaneocusly), -
location of the object itself that one is in the presence of is by a
Jraipe
play of my own switching my attention to those different areas of myself. And
4329 that's created spontaneoual)} nct intellectually. Ms;im:ly to be thers
o
and Sem to ask the question, What is happening, immediately creates wee
situation® in which I'm cpened into five different dimensions of my own subjec-
tivity.
s\l ¥
Q: What's interesting is that esesything —ehmws 'ghat could be said about a

certain amount of pure poetry but the way in which it is different is the

way in which this vork {s unique
que.



I mean that sounds like s statement of the tke poetics of{the work that interests us].
5: The diéference would be that in the poetry we have the poetry present to itself
as the signified of the signs, except that ...
Q: Except that it raises the question of all the other things tool...
§: It raises the question but it doesn't spoataneously generate the circumstance in
which thosexzhizgzxare issued ...
Q: Except the performance situation ...
§: Performance does, sure ... Thers's scmething at the moment of the "THIS," vhen
the "THIS" appears and you're seeing the word on the screen, right, and you have
the pyramid of the dots moving and the word "THIS" is down here [gestures to screen
bottom], and the voice says "This," so that the characteristic of the word "This" wi.ihk
is that it's immediately &e!:tic.-{#*-i:“l;gl the possibility of pointing to itself,
m‘mn that act of poémting to itsel? is split apart, since you're seeing a word
==you' r: seeing ean cbject that it's pointing to, the object itself is in motiom,

in such a way that object '
the activity of consciousness seems to be embedded in the itself, that is, the
object itself is moving around and pointing to itself ...
H: [ mean, part of theI intention there XK was that before the srnchr:m:f of "This"
on the mcreen with the speaking of the word, there are the three dm:sAo:;J the screen
for "Therefore,” but that's a two-dimensional sp=bmt sign/symbol. But then what
happens when "This" ... actually is synchroncus with the point thet makes the
vanishing point in a 3-d4 drawing, vhich makes it possible for three-dimensionality
to occur == not three-dimensionality as a picture but Texiikm it's like a symbel
at that point of what's gping on, from the past up to that point in order for it
to go happen ...
Q: Oriemtation toward the expectation of three-dimensionality; as scon as you have
a vanishing point you're oriented toward the expectation of three-dimensionality ...

H: But what I mean in this is that that only becomes like a symbol of three-

dizensionality ...

dz



the
§: The three-dimensionality is % multi-dimensicnality, and you've got a visual

image which is a symbol of three-dimensicnality, which is already at least in

four dimensiona because it's in motion and because every single cbject in it is

moving into the next pesiticn, so that the vector of a "This" vhich points is

embedded :Ln every little point along the sur;?ace of the object, moving to the

next place. The voice is pointing to itself, the =m signified of the word "This"
refers to the entire work, possibly, but ilso to thés moment, snd alsc to the

vanishing point ...

H: But then what happens after that is set up: still {t's sort of referring to
pictorial 3-D, and then blows that apart —- not being a single point of attentiod,

but all over the pla,ce 2. . t'“ cattion wson&s_],

5: I&-the actlrity,, La.rq!g % inage of the bouncing huihrbomcing ball
instead of going from word to word is bouncing Brom different kinds of activity
call it viewer

of the surjact,of the subjectivity of the viewer,for the moment. The whole

point is that he is viewer, suditor, reader, listener, all simultanecusly. And

that ball is ‘buuncin.;}m;osa different activities in free play and lcaoking for

a point of restjand you're constantly providing points of res:fand then dissolving
in the space that you've created. GSo one point of rest is, oh we're now

dealing wfth the lsnguage of perspective.

H: &Mwwmm--humg the points

of rest it's like then the vieuer/resdnr-— the whole thing— kind of leap-

sort of

frogs =nd catches op to that point mdﬁites at the point -- it's assuming

a certain amount of speed of organizing these things and alsc presupposes

certain second guessing ,{yesh)(right)

Q: Well there's always a gap happening. There sre fev points like the? "This"

where you ‘have the opportunity for there not to be a gap, by perceiving

holistically. But you must perceive holistically almost consciously.

S: But even that is going to be dissolved (right) because the "This" could

refer to 50 many different specific points within the field that you can't



even be sure it's holiatic. That's only one of its possibilities, that

it's holistie.(right)

q: 5o there's always a gap and the gap is the space in which you are constantly

questioning where the text uj{;ﬂ:i;re the image “F'Fh‘*‘, (or

where the event 15run;’|mo the person is' ({:_r"\t—; you are | se—uho the persnn .

isTrdahi.

H: Besides those things happening at the point, it's also repeating a

general cycle(that has gone on [of those words. It goes through that three timese

S5: But you're in suche:%\':k;ffterant total worlds at each point that it's

——— unpredictaik) and you've given up any hope that you're going to be

able to rest in an abiding presence of en abiding meaning . You have to surrender.

H: That's vhat is so odd about it , is that Just in terms of straight-forward

meaning , as if you read the text #if on the paper, it's very simple. It's so

M ;the text that it's no longer that text.

Q: You see, that's true of a lot of peotry, too; vhich is if you turn the

poem into a prose statement It sounds stupid (you mean if you read the words

Just in a straight line.)

S: Ymr_f;oetry, as being like Eh;::nsuage, certain aspects of your poetry

being like the language of :hii. in that your desire to determine the temporal

presentation so that the actual fleshy quality of the mind-lag from word to word

is materially part of what the poem is. That the aeration of the phruﬁ&

'ﬁ in an absolute presentational temporality is required in order for the

different kinds of meanings that the pcem has to =w#e

Q: That's vhy I had so much trouble in the T0's with vhat I was deing because
[ 5tean)

it depended 3o much m-the perfomm:e}and. you hnsod to commeonly complain that

I wasn't scoring it rfsht. that you weren't giving enough apace to the thing

that you actually were doing with it|¥. Right, that I was unwilling to score the

way poetry had asked us to score since,say, Pound and Ols;n and Duncan, to try to



give you & sense of how you should read it. Becasuse I was trying to create
8 kind of modular line in which you didn't have any particular reading imposed
upon you but the demand for it to be theres at all was that you do something

like that with it , that you give it some kind of unique space. And the only

way I could get acress that actual sense of it wvas by reeding it. "
kind
S: So the sense was that they were incomplete , tl:m;.they required socoe {ypé of
potentially

actual, not sctualization in the sense of somethinggdétWdIly in them being

brought out by an actualization, but they actually required some kind of

contextualization in order for their potentials (to emerge.) g,
Pe\-

Crse Hu)
H: MNow wouldn't that be similar to Jacksonm ?

very specifically
H Ho)ll'.'tlllll,\h his things (m more textuﬁl,f:%rrgy tell youfyhat you have f-o &ﬂ\fdﬁ

H! But as far as on the page (Cage does too) it's not really self-avident what
to do.

Q It d.‘apcnds on the poem, in some cases it is. That the event doesn't occur
in any particular slowing down of time . Normal reading time is tlln adequate
time for that because of the way he constructs lines like in the M-'
In fact, that's what's true of most poetry that succeeds in conveying itself,
its timeyself, its self in time, is that it creates a notational system which
if you know how to respond tppropria:e‘ftu that notational systez reading a lot
of poetry , then you can grasp the event . My work was different in that it
deliberately removed that and yet required it be there. 2

5: I would say that the _th*:ng that happens in all of those pdctr?ll‘hich we
easily sav as scoring , .‘-‘.“.1; really scoring at all but really we're going

in the opposite direction from scoring. Because scoring means somehow the

reel evept s its presentation and the notation is an indicaticn of scme real
temporality. What really was involved in the"scoring" of an le:n or a Creeley
pr & Duncan,is to create a textual substitue for temporality. So that

experiences of temporality, the meanings of those delays and of timing, the



<pay

meaning of the sense of timing, could be something that one could have
outh
while reading the poea it might ectually be taking place in a different

temporality depending ¥ on the particularitifes of the reader. And thon-the—&_
r—udw-m.?im: reading his own work , gives you the clue about how

to read the poe= by yourself, rather than gives a true perforsance of the poes.

gux iauawrt doing iz, =cving it cut into the other disension,by saying that

wvhat Z:L' text is is something that requires a tesporal cospletion in the

perforzance Space =

Q: Which for me stands for a consciousness completicn, that the event occurs

in the mind. That if you can create the situstion where there's a question

about how the voice is operative, then you raise the question of hov the mind

was in Baper Air

is operative.(sure) That article that I wrote on Jackson u-dx.na‘. where I made

the point that the reader who has not heard Jackson's voice is, in a sense, the

fru—u'c.bu: also the poorest. It's s curious kind of paradox that once gy

you've heard Jackson perform those poems you can live {n them in a different

way but you are at the same time kind of stuck with his version of it. And

the ultimate truth of his text is that you not be stuck with his, or WhW'=r

or any pgrscaality. Aad yet iromically, or paradexically, you really require

it , dddd ot least I did but of course that was early history, twenty years ago.

But nov aaybe the atmosphere is such that pecpie doa't need %0 hear that, they've

heard encugh of that kind of work that they are attuned %o she possiblity of that

open apace- .- =
Heretond Bosan
5: But reading HasfosdSedew's = you have a whole other level of return to vhat
Crnclgu]l

it means to resd a Jmkm&',:oen. I feel I don't know anymore. There's another
point in the comnection between your language and Gary's language vhich is
a curious twist because vhat I'm coming to feel about this work is that n"t*“ih

hy Verbal 13
whe languoge is the same a3 your langusge, that & the use of language is

dere aﬁ,



directly related to yours, det—~hhed the sense of work , what the work is, is
pushing towards another level of closure, actually. Not that it's a closure
in the sense that the mind listening to any differngk element of it closes
. rol¥iple - svbjeciwily

down, but that you're being driven by this Switisiiecidy and by scmething like
an intuition of the coherence of all the different elements,tovards I”Bruu—
ceadental -{omption of wvhat this thing is EE aéneptien th-c ywd"r
qu:.u arrive -:] Which & hermeneutfcs might arrive at, vhich vy a:sm arrive at.

-a..l.w us to dwell in nuporurila And it brings to the question of vhere,
this {3 a heavy literary question really, is the question ¥ of the kind of

—
dodntaicolathonshbo—at its symbolic “bates-content.d That i3, the point

—
in which Lmell eabadde$ in this web of relaticnships of the different
el.eauu) Zhe izages stop being images and become symbols. Because what
happens gn the literary context is that at a certain point an image i3 no
longer an image, it's no longer involved in ua:!mn qualities and the
fact that it calls up something before the mind's eye. But begins to stand
for something that the textuality itself, the wvords going by, the disc sive
character of the language,cannot say, but which the vhole vork is trying %o
get to. *And I think that something like that starts happening in torms—efe
this piece. I mean {t almost i{s a documentary, some kind of statement about
the Logos because of the particular v;mt'a Lcmoa?)ﬂ'?he Loges ia the Christ
as Word, (the vord made flesh; in the Beginning was the Logos] is the actual
'.un)s:fha sword-crossed heart, that imsge at one point. There's a crossed
sword inside a heart-shaped isage that's like- (!-:nl! really it's a cross not
a lwordl’:?a.—t of the transformational sense of Lt is that surely it's the
radiant + heart, the holy cross , you gat it NNéré there and it's in a place,
And you've got eh,e‘vufd. t’hn'a surrounded by nothing. And the whole notion
of Happenstance is m as finding these moments of sanetl;ins very =zagical

foanios *
and special about the appearance of certain mcments (Ghacsee?) (Is gbere



\ 5
|ty 7A5
a star thing called €kemea?) Well the configuaration of the star of Bethlehem

at .ghu moment of ﬁhe birth of Christ would be en instance of something called
&“‘:.’: Which means like the particular moment in history, particualr mament
in real time when there is a moment of grace. A moment vhen something
descends through the Logos or through the Holy Spirit and yiu_‘zgagit both.
You have all the sajor Christian symbols moving in e space vhich creates
wonder in relatioaship to them. That's what I would say is vhere the symbolisa
is loaded. Is that in the spece of sll this going cm, and all this trans-
formation , there's a sense of vonder in relaticmship to very specific images.
And the image is the heart-cross-light, m iminous heart, in transformation.
The descent of dove-like words, a rain of language-

H: There's also this thing which I haven't said before , There's this sortof
fairy tale in the general sense . Like, 22?:?: my heart and hope to die, and
that's :ehild.'e thing. And also I should show you this other text I wrote:
when I first shmfth!.s I eend it first and it was written to be read before
then show this and read it again and then show this sgain. And it has in it
ns:i:ks and stones will break my bones but weords will never hurt a‘;{'\mich people
are chosen befocre hand and vhen I come to this pert where that overlaps with
lying cn a bed of sticks, I pause snd they say this chorus from the sudience|
and then I continue on. When I wrote that, when I realized that quality ina
this , right before the Therefore symbol goes through those animal-like shapes
and the sound almost sounds like a musichbox. It sounds like one of those
little vind-up things. It's like it almost goes through a picture book of

'

animpls as I'm talking about the forest. '.!'!mte‘ not representationsl in the
least but there's a serpent and the snake comes across, and the serpent bites
it and then relaeases {t, and the soloman the frog comes up. And the Therefore
symbol, the top point is its eye, and then it fades. These are what was

going through my head when I made this.(right, that's interesting)

¥ g



Q:  Those are like hidden presences ( exactly, there made to be embedded
in it) It's funoy becsuse that's exactly & process that I go through (calling
in presences and hiding them and allowing them to be there without actually-)
H: It's:a vey of having my motor run. I mean these are present in my mind
that are very acutely cbjectified in my head as I'm working. That's what I'm
working on ls to try to get that so it is Just that much that, so it's not
like those came
S: I'm buzzing on two different levels of this thing . First of all what I
A prebem.

want to say is that the symbolism, obviously, is not heawy because it isa's
foregrounded as symbolism at all (let's face it the main one would be the Logos)
(the tree) The point is your attention is moving so such in this other space

fay Bt uape et
sodh 0o mare than the vords themselves taken on the page spelly out its
meaning . The images themselves don't spell it out either. 7T So that there is
this cant‘inuou: undercutting and there's actually the play between, say, Séfédd
the symbolic resonance of the"breath-tekin; image, cn the one hand, And the
attempt to create the verbal analogue. So that ydu're sﬂgﬂcmu my hcm‘ln '.."'m'aif.'
and for sure, someWhers in one's mind as one sees that one thinks ‘cmu ay
hem\\. ofs it actually part of the text? (sure, it's the only thing that's

TR -y
sung in the whole thing) Right, but, very modolied Llh—a way. I think I heard

that being said but you have to actually put your attention into that in order
to hear it say "cross my hem.‘ S0 you're getting .cmss my heart*vh!.:h is

one level of language, which is extrsmely removed from the radiance symbolisam
of this glowing phallus. It's a kind of lumincus phallus in the heart that
becomes the cross . It's just a pole of light, which comes first?

H! What happens is that it's a heart and then part of the heart curls in

and curls back out and then the cross melts down and forms itself . The

#Ayss becomes a cloaked figure, like a death flgure. Thosed are stacked like tarot
cards.



But after that happens, when I say cross my heart and hope to die , then
I come back with a regular voice and say I never dreased the likes of This.
That is probably the place on the tapes with the most cut. That may be vhy
all :ant_ coosa and stuff works, it's Just so heavy, and it goes back to the
hoslmlx;g to let you know that this is about scmething else.
8: You're oot gotng to m in Sunday school. Definitely it's cross =y
heart and hope to die, wop avay from, cut avay rm-': never dreamed. But that
has a double edge to it because on the one hand it's amng."mu is so much sore
wrklss than anything I might have dreamed in that Sunday school spue', and at
the same t.inu“don't be deceived or captured by the triviality of those images
by reducing the thing to:totn.‘l..‘lqr abstract hvtl: Which immediately starts
to return. Because as soon as you have that aquare (that's the return to the
beginning) it immediately starts to truffulate and starts to produce its
stherdad lumincus uurr:oi:{:“you try to take it away and therde s level of [inter-
sction? destructiveness?)
H: As far as vhat the images were, what I was trying to do , and that's the
word the text is saying at a certain point, at the bottom , while I'm saying

"I never dresamed the likes of this... that's beside the Point...secssssssssssssns

-
As P Lhad - xx far as the images there up to vhere the

anizals start to form the attempt was to sort of physicalize or muscle-ize ...
Yrying to hear and see how those were bouncing off, you know they had synchronocity
o0& Pavnty
Il.\a.mi. they lose it. And they're referring to each other.........

5: It's like you move from ... you try to say the point isn't this,it's the other

thing, but .h?.rpo:r??uma out to be, o.k., it's not the sacred heart , it
Logos itself that you're... I mean after you've d.eccuatru:tc? your m-.h;:ﬂ“dl
alitry .w 2ove into the heavy business of Christology.

H: Alsc during the heart part, I mean it's a very odd Juxtapositden because of

o that vhere I say, Standing In the thick of things

the line that goes

A
like sticks in mud, und then those sticks are sticks and ade on fire and those



sticks were once words, And it's sort of like the death of words as a certain
thing into snother thing. Very base.
§: I'm not going to be a stick in the mud, split the stick and find Jesus.

@ Do wg'ém a strong Christien background?
H: I don't have any Christian background at all. Sunday school B for a wiile =aybe.
§: But it's the question of using that space . (tliu:e's sozething also in the air)
H: I don't want to mske this vhat thl\is about at all. But I =ust say that

againg o3ng sach 5y mpols

o fev years ago [ may have been mmu;‘r‘— I'd just go into autcsatic . Whereas
now that questicn of negation ££/dYI or not is not the {ssue at all. (thatd vhat's
not the issue)
Q: That's why it can't beccme the issue because you're not righting it. You
would be reifying it and there'fnre it ecculd become a symbol like in the work of
JidA 'Bui'uil. for f.neunce“t:e x::nhn work of cur time, in Dostoyevsky's
sense, that the atheist is the man closest to the true beliaver, the servant of
God, because he's constantly creating God every moment by the intensity of his
icm:clum‘ Your work isn't ican;claltic, end therefore not religious in that sense.
S: But it is religious in the sense of a creation of a condition of awe.

H: Right® it's religious in that it belisves in wonder. It belleves in ...

¢ +e.in xm the miraculous ...

w

H: ... in the process of from wonder into wonder ...

Q: It's one of the traditional differences between religion and mysticism. It's

like Ezra Pound said, religion is & failed attempt to popularize art.

S: I wvas thinking of Bernard Shaw, a miracle is a something or other that instills
faith, or say vonder instead of faith. There is a definite afatement of the sens®

of the miraculous, where there is a reference to the entire thing, not to the
particular sysbols that emerge .... But you know, the i=ages are 3o positive, actually,
the continuing way that thing developes finally with the double tree that's oa the

Hrees
tsea for such a long tize ...



Q: The undergound, upperground tree.
S: ...as &mul syates ...
H: You know it's funny, I talked with Woody [Vasulka] out there [in New Mexico]
and showed him this teape, and he liked it a} all, but when we looked at it again
he said, Gary, saybe it's too positive, expecially the last part, it's too beautiful,
it's too incredible (leughter]; and I told him that it's somewhat misleading because
it's going to ocontinue ...
2 .

ight, that's not an end. You know, seeing this now for the third time it has
B a very definite harmonious close ...
H: I know, it definitely is a part ...
S: You knpw, it's a little bit like the question of Phil Glass or something — I
have to think about talking about what it is -- about art which is, well, ultimately
positive. The thing is that this is also so profoundly decentering ...
Q: Thatfs the thing, it's wpk not in danger of the things that are bad about over-
positive art. It's not that there're posttive that makes them bad, it's that we
get scared when we see things get too positive because it turns into enother attempt
to popularize art, into religion. The visicnary moment doesn't make you think of
religiond. .
S: ...This creates a ritual space, in the sense that your own being hexcmexzx is
blown apart, the location of your self is blown apart and has t¢ be healed, and
this Waxzkex performs that work, it doesn't leave you in the disturbance of that
sparagmos -- you'vw been torn apart but you've also been resurrected.
H: In a way the tree is a mek sort of gift, it's a gift
5: That's completdly the sense of the birds coming out of the tree and the words
coming out of the tree : the sense of bounty ...
H: I kndav I vas sol.ns to have the language coming down but it just

happenad that the éﬂ"“ on the character-generator distorted in a certain way

happened to look like birds. So then to decide to do that -- of course it
ctures pleturesqua,
¥as incredible-- [ decided to do that becsuse it was I#ﬂ#ﬂiﬁfﬂﬂﬂl‘lﬂﬂl}
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pleturesque. But one of the things that ultimately made me do it was
the play cn words, "The words are coming,” like the birds are coming, because
that leaves that little thing in there, and then later on after the stuff
starts to come down and the dissonant sound comes {a vhaen the tree kind of
gnarlates, there {3 a dissonant thing in there, just the soundd of the chords
is neot an ending at the very end. Scmething else could wery easily [hadebeen
there]; is aot quite fiaite.
Q: The breathtaking thing is another cne of those instances vhere if you
just sav it as straight prose, couldn't possibly work (Fourda’t be very
interestingl/f you'd get the Joke or--) You'd get the Joke but it would
seen like an easy joke on a very sentimental perception about breathtaking.
The exact thing that you've been trying to avoid in moving from pure izage
construction to more conceptual linguistically diversified fields.

You mean 7
H: Id L€ breathtaking i and of itself ...? "There s silence, silence is
always there when I see breathtaking things.”
5: Now, I think my original idea about the difference between language having
its meaning by signifieds, as opposed to having its seaning by references;
is crucial here in the difference between fidf wvhether that workd or not.
Because :r it's on the level of there are silences there, I have to think of
the meaning of those words, I get it, and that's nice... But vhen you—heue

PPR—— - 4 ing baok foreh instesd of referring

o

to their seanings and the processes of interpretation that the mind would

have to go to in order to arrive at those manings) you have the immediate visual
Srr€n
inp!-u:)l that's continucusly amplifying and changing and giving you different

word §
nuances of every aspect of = so—bwet in fHdd¢ that context

b
. strvctored 20 —m—ouo .
the words Woe no longer Are weeds—ac sker—gOrL e ~ big "s'
s

i
"s" [3], they're big "S" over little "s" wvector :h{ng:[;"‘?m‘wj

The thing ftself is an image which is also "S" over"s" so =hn:(€€en is

over 1i o

a
immediately several more dimensions to the Logos then you would have...



Q: Explain what you mean by big"S" over little"s" .
S: 0.K, the conventional French semiotic notation for signifier/signified;

Pyasisn 15 mt
mesning, that vhich is signifi 4a¢n-ur. Eafer—be things in the world S=o—te the

1 atalangencel
neln.i.n.gi of whe vam‘.sﬁ S0 you say bird.s and that goes to some place in my
mind h‘han I have stored the meaning of the word bird. a3 opposad to any
specific concrete image. & ¥f It's the concurrent streams of having & completely
smooth flow of imagery comcurrent with the stresm of language. And it's the
concurrence of those streams that sets up a totally nev relationship between
language and meaning that is unlike the relationship of language and its
text in its conventional semiotic situation.
H: There's some other stitch or something of how that's... in other words
if you hed water or whatever f{f you have the flow of imsges and the flow
of words it wouldn't be that... It's get to be more than that they're concurrent.
S: WNogno, that's a condition that you have these two f streams) then what
[9!15‘-'3&”(13
you've got is you've got the language which refers to the image stramnby
direct pointing, rether than by ségnealsnifiewy signifier/signified so that
area of meaning that one experiences is not the area of meading that one
axperiences § when cne is eeading a text. When cne is reading a text one
is !’.n\rtilved with ségwiebsediiiody signifier/signified. But here you have
simiﬂerf’aig\ified constantly being cut inte by a stream of images which
are in a défferent process of formation and which immediatly capture the
So that the vords as
possible meanings of the Words and dissolve them. They pass by in the sound
undergo a process of dissolution which i3 the patural prosess of wvords going
by, orally, because in oral language the words have to pass by. But on the
other hand you've got this other thing which is passing by which is somethigg
like the stream of meanings that would go concurreatly with...
H: But the whole last section, [ really hed to go through it. You know,
there's the whole thing, is this too incredible. Is this too This? And
finally it was Just like, fuck fit, This {s vhat happened, this is Happen-

atance,
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Q: That's it exactly. But, you see, there it's exactly the sase situation
with the level of lasguage, how do you get sway with saying "silence”aad
"breathtakisg thing" vhen I see breathtaking thisgs. The place %hat it .
occurs is totally comviacing, it's totally itself. You doa't question it at
all. It's only vhen you reflect on those words that you have a question.

So vhat actually happens is thet the word is reclaimed {n the domain of words,
in the domais of languege. It's reclaimed within i{ts ova domain by virtue

of it's presence with images. So because it has an opportunity to refer %o

a totoally constructed imsge¥ and you see both the similarity 18: ‘d process
of imaging) /B0 that you have the opportunity to say, this word refers nm{mr
siginfies now, this image but you're immediately sware that it doesn't, that
they're also just simultaneous, they're just co-present. And because your
process of attempting to attach it to an image then fails and you're put
back to :‘h- word Afddd again. Any temptation of referring it to (A) the
eliche of breathtaking things... (H: But what you Just sald (s also said vhich
vould be another instance of the breathitaking thing tco i3 where I say,” They
3it like deer in a fleld, i? ¥¥é¥ I approach tco quickly they fade Lnoo the
quick of phings.” Which is Just vhat you're talieing about.) Exactly.

3: The other poiant where they fold up into the zud of the vanishing point,
[=ean that's happened. When you come to "they fade fnto the quick of shings”
you've already had that happen 3o many times that you {deatily L% 30 completely
vith the experience of vhat's been done. (Q: It's scmething Shat nor=ally
doesn't have a concra{ reference, signifier, signified, suddenly has one.)

To say it another wvay, what I was saying sbout religica, Logos, and vhat you
were saying about the retumn of the word, and vhat you szay in the plece as
“The vords are coming,” Is basically a reconstitutiosm of the notics of 3."“""
haaum}‘; as no longer having anything to do with that which can be divided

up df/ into & linguistically mmalyzsble set of signs in a system . but zcmething



vhose owvn being is utterly dependent upon the sultiplicity of i{ts contextual
occurrence. And you create an actual field in which that is demonstrated
continuously.

Q: But it also censtructs the context itself so tift you fhave the power of
language to constantly create its own context. Not only does it not exist as
an independent analyzable system vh__oE‘u we might call language and study as
such, but you cannct study language after such an experience withdut teking
into consideration the power of language to constantly create its own context
and to be in dialogue with the context that exists in some sense ocutside of it.
It's just that you're not tezpted to go £ from that word definitely back to

a referance in the world, except toa:w\leré of the word in the world and all
of the cases wheres that word might arise again. So the reclaiming is not a
reclaiming of the word "breathtaking" because you lose it immediately after-
ward, itW mind-degraded, it goes back into the mind field.It's a cute thing
but in the notion of words fading back into the quick of things, "quick" means
"lire , that's vhat the word means. I mean when you say "stung to the. quick"
you're stung to the life source itself. Bu_t also you can'f shake the meaning
of the word as quick, something that is ?ufi\:l's. And particuldrly in this context
that pun.wllcih actually has occurred in my play a lot, a long time ago, is

You have to see its quickmess in

actually created, that doubleness of If
both senses. So again vhen it reclaims the word, it doesn't reclaim the word
in itself but the word as a generative reality. Because you don't stop with
that word and say, ah 30 glad that breathtaking is back

5: That's the meaning of the fact that "the words are cuming or by these little
ie# twig-bir Fri that are sort of coming down or coming out and that that's
what it .‘.nlelnl that the words are coming has a king of cute meaning of the
ghouls are ccding, E.T., .'{heral. not E.T., Poltergeist.

Q: But there is that eerie presencethat they appear, the words, [ mean that

the
the beings behing the words. My Tavorite non-word is that Jane Robert's word
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"oordella" which refers to the living realitybehind the language or inside
the language. Not so much behing or inside because there's no such topology

really suggested but that the existence of the 1 really depended on

its actual life, the fact that it is allve. And that's such a mysterious
thing !:o be like little beings, does that mean we now have to worry about
words having feelings the way plants have feelings: the secret life of words .
But it's the gact that you cannot put the word in a Zfp zoo without losing
its actual ability to be, to take breaths. Because that's the other thing
sbout breathtaking therelzhut you :::: yourself teking a breath a.éyou say iti
there are certain very noticeable breaths that you teke. There's cne point
l'i’vere you actually laugh a little bit , saying a cliche...

H: That whole thing, I have to say , it's not really... When I thought of
doing that part where it says "this is a song and dance, that's entertainment”
another fhlng altogether unless I did think of Lori Andersom.

5: It comes off the hand, there's = hend, therds a figure that doesn't guite
become a hand but does all the things a hand does, tight around that time.
(H: I know what you mean. A nl then there's this sort of bird-like thing
vhen I say "bats" ...) The word "silence" at the point in which it occurs

in that traach thing, cne notable thing sbout ik is that there's no silence
anywhere. The sentence stops, thergs ANy breaths but there's a lot of loud
stuff going on over there, and all kinds of stuff is going on on the screen,
so that one is _t‘arcerl instently in relationship to that silence to take that
word m as extending... The word has its reference in scme kingd
of silence that isn't the literal Kfdd/df silence f of scund-absence; but

is some kind of silence that pervades the image or some kind of silence

that represents any kind of space... (@: Again, it's not referential to a
silence that you already know.) You listen to it, because you say, oh yes
here(iU taking a breath, he means that by silence. But then there's the

silence that has been there all along coming out of these silent images.

A
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H: But that vhich happens in another part of the tape is also a direct
address to the person who has gone through this and presummably from this
incredible complex image is sort of holding their breath. Because it has
that thihg of, how far is this going to go?; first there's this tree, then
there's this house coming out, then the roots of the tree are forming this
word, I mean If¥¢ which it could go, layer and layer and layer.

8: But the point of it i{sn't simply that there are a lot of layers. [ Bf
(Q: But it's that the eveant i{s moving in all these differsat aress.)

H: Just in terms of wvhat we've talked about of words being alive and this kind
of, Just how the tape is kind of alive, what will happen, {4 fHdY say ﬂh[l‘ﬁil
L5 minutes léng. In other words, will that sort of continuos opening , you
know, like doors alzost, after you've gone through and said it & or 5 or 20
or ko, will actually have a quantitative super-effect.(S: That's the area

of pure ‘inveleigaion,l There's no way of anaver4ing that beforehand because
Ghere isn't any way of knowing that.)

Q: William Blake would have loved this medium, that's vhat he vanted to be
doing. I mean that's what the pictures in the %ext are about. He does

that, hg makes it so that at any particular point where you're looking at

a picture as though it was going to be an illustration, it doesn't work.
There's always that gep, that disjuncture, and it's comsciocusly put there
because he moved these things arcund in every edition. He would never even
have the Wlev " oach sdition be the same. He would re-do it, he wouldn't
allow it to be printed because it would make it one thing. He never wanted
the work to be one thing, that's the first thing. So his only wvay of keeping
it from being one thing was to constantly change the colors, the redationship
of the plates to the text, so that you might on page 80 of Jerusalem recall
an image on page 9 and say, Ah!, and then you go back =nd lock at tt. But

he makes you move arcund in the wvork and that's what you do here, you make

the mind move arcund in its known territory, its experienced territory,
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something already said, some image, some referential p.ouj,'niliuy. And the fact
that you have the two texts, the vocal text and the written text, approxizate
there are points vhere they cross over and they-become identical, those are
like c:d.murpoluta. .

S: There's also scmething very peculiar of heving m;tue:\am that intersect
like that that particular kind of crossing...

Q: That happens when we're doing texts like that, even the one that we
recorded called "Picture This”! There are tizes when we're saying exactly she
same sentence and there are times when you're adding scmething or something

is falling away, and you have that conjunction , the movement through. It's
really hard to get it sc that it works as well as this, I =ean this really
works.

H: Om‘tllng I noticed is that I definflely had to... I dida't want it to be
the situation where that kind of # disjuncticn with the mind going in different
directions, hlppelf because things :er& happening too fast. Ee—ebhes-uords E..d"
I also didit want to slow it down so it was like looking at something with

a =ognifying glass. There's a funny kind of speed that it had to be, in
other virds, where I's saying "this is not a song and dance.” If you listen
to that by i{tself (t's pretty slow but it had to be sort of i{nvisible that it
wasn't slowed down but that it's not that pace where... Is thers someshing
happening here whether I understand it or not or just happening fas:, you
knov, just being bombarded. I didn't vant that at all.

5: The only point in which it is bombarded is emdis at the moment ::.:'he
beginning vhere you have the 'sound of one hu.nd.. flying by on those triangles.
At that” soment there's sore going on than you can take. .rnll. that does

£3 sort of cpen up the space s0 that you're now alert for everything else
that's much =ore manageable.

Q: But you see, this is what's great , i3 that it's not a question of spped
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it's a question of total sets of right relationsdfgd and that's what's really

important to me sbout the connection with what I'm trying to do in poetry,

which is that the problem that we were discussing before about the rate

ta:k uﬁich you perceive these things. Video, for me, and doing the few

video éext: that I've done now, gives me an opportunity to settle that issue

in very particular weys. So for me it was ¥ always ¥HdY if I could resd it

then it would be the question of whether I could read it right, Brd then

there was always the question of what was right because everytime that I

would read it it would feel réght or if it did feel right it felt right or

if it didn't feel right it dida't feel right, but it was like I would have a

text that out of the five times I would read a text, two times I would read

it right. Those two times would be very & different from each other but they

would both be right.

5: I'wpe got this poem now that I read and I have a way of reading it Wery

loud and very fast and very intense, and the same poem could be read very

F1ddlf quiet.

Q: But it's a question of striking those right times, those right timings, it's
Se Tumg

like T'ai Chi, shtz.&uijf +toeedly Kairos) In T'ai Chi there's a term called

-2;1-3-,;“5 which is usually translated as rigm timimg. WNew "right timing"

doesn't mean any particular rate because Tai Chi can be done extremely slowly

or extremely fast. It can be as fast as someone W pushing you and you hitting

them, or it can be £Y so slow that you can barely perceive the movement. And

the right timing is independent of the issue of speed., So that, as much as

anything #4I else. has been the central point in my meditation about what

rhythm, time, spped, all of that is in text., which is that it doesn't matter.

Metronomes can be used. “m“{‘”“‘]

H: I remember resding Zemest talking about tuning, when things are in tune,

and really you can tune forever. In other words it's a funetion of time, it's

not fixed objects that you can set UP apy then they're identical.



It's like if you had two strings end they vere vibrating and you were
twisting cne, since they're moving in time, you can tune forever (S: You have
to continuously tune them.)
5: I have another brick in the language thecry that has to be throwm in here.
Each ¢/ word is m for its own extension, because an instance of its ’
reference is zither present of absent. (Q: okay, let's do that again but first
of all explain nﬂ;ch() M!‘ means if you use ap part of a circumstance
to stand for the whole, in some wey. (Q: figure of speech, rhetorical move)
And the significance of it is ﬁ:‘:t. ﬂn!m:v:&c(c?smlagius Tt*“Y‘“"d ¥
vheress—i® you take one cbject of the world and blow it up into & picture of
the world . The tree is a nnicum'?.m: So it stands ¢#f for all creation
vhen it's mighty anau@%ﬂ powerdful encugh a8 an image. The tree...
H: I'1l tell you something funny, locally, localized is that part of the
thing or¥nat tree definitely came out of that tree that's up on the field
st Station Hill . (S: The oak tree? Oh man I have...)
The car accident that I was in vas in the tree that was directly across from
that so everytime I go through there it's like the tree of death and the
tree of Jaire and I pass through that and think that thought everytime I drive
by there. So a lot of the impetus for sort of coming to that tree also has
to do with the real life thing
§: Well thet's how metonee works. If_‘; power is that g1 mie to locate,
it derives from located specificitys which are invested with whole experiences.
Q: That's right, you can be sure that everyone's had an experience with a
tree (S5: Yet it derives from that specific tree that occassions the possiblity
for the u?ivursal...l
H: But the reason that that tree, as a tree image, has a universality . I7 some-
one pictures a tree it's a tree that's going to be like that tree.

S: Gary, there's a plece of my forest poem that got finished just last
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wveek, a whole big part of it is about that tree in ways that have to do
with that.
H: I heard recently that there used to be two of them identical and one was

cut down,’ he locked to the right of it and there was a stump which used

odor Sturgesn
to be an almost identical tree of that tree.Do you know the
this Jewel

thing , "%rssmi.na Jewels,"? Within that story they find buried or something
and then you can do scmething with the #M‘l makes everything two of every-
thing. And then it had about these two trees that were identical. I'm sure
I'm not getting this réght lIIhtut it had scmething to do with these jewels being
able to double things or they were found by double trees.
S: That oak tree 1s one of the keys to Barrytown(H: It's like the gates.)
The other weird thing, just talking about more doubles f¥ and words because
thera ia‘;:\ltholezthing that happens there, is that just by pure accident
right across from that tree Just a little bit up, there is a building which
ok tree; The peerlt

is called "The Caks," thn has nothing what:oevor to do with Sades .
WMe 8w Orowne) mel  wanetsd Claks!
H: One thing I want to lmr.w as perceiving this tape in relation to me, is
whether ... is there a sense ofjt?;:- discovering things in the sandbox of
kangusge 4 In other words, things that you guys have probably gone through
long time ago of wetching scmeone discover things in language.
S: No, I den't think it's that. I think the significance here ... What is
happening is language is discovering itself in a totally new mode through
you. What you're doing 13 not like whet anybody else has ever done in any
significant way, in terms of language. What you're doing precisely with
iansuage is interesting as language because it's not like what people ...
(Q: but it gets support from a whole lot of other things, other efforts that
are in the air now.)

H: The thing is that, this is a whole other issue, that support and where

the sudience iz , they don't cross.
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5: Hew age, it's for new people. New people will be created. This is another
thing we haven't come around to yet. It's a serious questiocn , the serious
quastion af the dﬂlntim of the mediam, because I would say that insofar as
the d.if!ifﬂ“ of ¥M€ a medium iz interesting at ell it would only be to
circumscribe the different kinds of works which seem to be involved in these
more to do with
issues. This ﬁd.ﬁ ddéd 10 ¥é what we were saying the other day with Arakawa
and in a curicus vay with Ben [Bo@i’ts] and go forth than it does with some
other particular video work; Even video work which might use language in some
way.
Q: And with Franz Xamin.
5: Yes, with Franz.
R: Before you go back to your statement, there's the thing you say, Gary,
in the interview in Afterimagze about one o the changes you went through
at a ccrt‘nin point, which you descrobe with the pl?:ld that you want :or reach
out and touch sgmecne. ([ 5: I want to be the phone company' ‘;}:‘e(‘img;at
the ocak tree and the specificity of it in your life, it's as thdugh reaching out
to touch somecne in that sense means being touched yourself. That the condition
for that 4.0 not what is the cliche of contemporary real, getting real, being
real , it's like, vhat's his nease, Taoylor, Mead shouting u?\;::cm. Get real
Duncen! That means do scmething that I can recognize as having to do with
life now , be relevant, back to the sixties, right? But rather , the purely/
real world of the vork in which you are touched continuously b;r that connection,
So that aotion of tawil that we've all been precccupied with my years. It's
a sacTed hgmeneutienl &% talked sbout by Avicenna, as reported by Henri Corbin.
What herqeneutics_aems in that sense, as Corbin defines it, is reading 2 text
back to Lts -ma}:: ”?::saxesesis that leads the self back to its truth” --
. .unf act of that,
[H: So what we're doing is &hmx ...] ¥es, it's working our way back to essential

¢ hermeneutics, then it

s of the text. So that i the text can sustain a ¢

8£3 to be a "real” gacred text, not because it talks about the right things,



holds the right point of view, quotes the Koran, or has Xany other official religious
sanction. It's the opposite. If ftxemax the real thing can happen in a trudy suthentic
reading of the text, if you can travel back to your own truth ia relation to the truth
of the text; then the text has that miraculous quality wve have spoken of. So in

sense it's appropriate that ve're doing this in the process of the work itself, as it -
goes on tomorrov being composed, because this is a work that i{s involved vith the issue
of it%s own reality, e.g., can [ allow that beautiful image to stay?! What are the
conditions under which that {mage can stay? Part of it is just the pover of the image,
and part of it is the sustaining context that you've created thet allovs that im

to happen in this vay. Another part of it ix for you is the reference to the, & ‘r of
the oak tree vhich you have disclosed to us. This disclosure is appropriate to come out
in the ta'vil or exegesis ....

H: You kaow the cak tree will appear in "Primarily Speaking" but as it is [laughter].
Q:  Now, progably the most typical reaction to this work among the unitiated will be
to the effect of, Why doesn't this guy do something that I can relate to in =y life;
vhy is he existing in this pure reals of idea, concept, thought. For the people who
aren’'t going to get it that will be one of thett key reasons. It's like Louis

8izpsca said o =e about Blake, :una.:e'd Just been teaching at Stony Brock, "Blake's
great but [ want t0 recognize the reality shown fn a work; I don't see =y life in
Jerusales." So pecple could lock at this work and see pothing that meant anything %o
thez in ter=s of their lives as they see them, because they're not relating to the
power of the vhole text itself, in the larger sense of text.

H: Whereas for me it's a total physical experience. Recognizability seems so trxel
[irrelevant] ...

5: Video and langusge ...

H: In terms of me 03 a person, vhere this comes from, like the tree or something in
terss of the process [ go through, that it's about {deas and concepts-- but £t's adso

living, it's =e living, it's so real that it's ss recognizable %o =e as anything, it's



not an object ...
Q: It's a process ...
8: If you take the notion fundamentally, the metaphysics or the metapsychology or
whatever, I think, we all vork on, is same idea that no sgtification of the nature
of the subject or the object as such can specify the subject 5 the object. What
you basically have is & non-sublect, your self as a non-self, and its non-selfness is
of such a nature that it can only specify itself by specifying a problematic about
itself, so that if you see it as =y [metaphor of) a bouncing ball going between these
different subjects, the auditory subject, the l.isten::; subject, that's just a
momentary attempt to specify a complex behind which is the real problem of who am I
as I'm watching and who are you who're making it, that cannot be specified certainly
in terms of any one of the dimensions of which the problem -- the fact that it's
being articulated as a pmumt:mg all of the different elements to articulate
that problem, so that there {s no possible way in which what you are or your living
quality :;- the way in which the project is you can be . . .
H: Right, right [general chaster here]

[ reading from notes]
5: "Each wvord metonymic for its own extension ...." Now what I mean by the extension

possible refer Each word is metonymic
of the word is all of thet\thl:gs that it =might ki i to. one

zn instedee of its reference is either definikely present or definitely sbsebt‘.

30 thn:hthe word "silenca! at the moment that it appears you scan the field of things
that are present for a silence, and the fact that at that moment there is no silence
in the usual sense makes the Hcrdasiltmt; stand, not for one of its seamings, but for
all of them; the word jusmps out from having a single meaning to all of the different
possible things that it could mean; therefore the word becomes metonymic for its own
extension.

Q: Yes,.that's a great formulatiom, and it's related to what I was trying to say
earlier ...

S: And ic's precisely the presence of a2 reference and the vectoral relationship between
and
the sign and the reference as opposed to the reference to its signpfied ...
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The signified aspect of & word would be what could be given in a definition, some kind of
general statement about vhat the vord means, scze general description of the set of

As opposed to that,
things ...\u opposed to the word "silense" meaning the absence of sound, silence is
all of the -pﬂﬂlible things that the word could be used to point to.
@@ VYes, that is what I was saying earlier about the word taking back its original
life, that you have to see it Bs having that power, that what you get from it is that
it has that powwsy , but I like your formulaticn ...
H: There are two things that I thought of. One iz that you said about people who wont
get into the work because of vhat it's not .... I'm just wondering about the reaching
out, you know, touching and being touched -- the overall thing, especially vishal
experience of it, is a kind of ... the richness of it is perhaps there for them.
In other words, even determining on the last segment -- you know, to tree or not to tree
[1laughter] T I'm Just wondering how embedded xkl: is, if subigconsciously I wvas taking
that into consideration ...
Q: What?
H: An audience ... I mean this is the first time this has come up for mel, because you
brought it dp. Even myself in the process, I got ].cs;: ::L:he sense of a maze, thinking
and being :n&auy conscious of vhat's going on and then going through the process of
doing that, actualiaing it, and then in that process vondering how I got there and
having to retrace my steps, or else not being able to tetrace my steps and then days
later coming to it from another pathway and then realizing that's what it was, vn::e
much like a labyrinth ...
@: I've had this experience so many times ...
H: And then thinking [about others] ... 4nd I'm as close %o the work =s one can be ...
Q: Maybe! [laughter]

H: Maybe, right . . . Thinking of that person, as opposed %o

is ...

: Well, you see, that's not true in a way, because it's interesting ... I'm closer
respects

to the workii, and Chuck is too, in certain wmys than you were then. You vers closer

O



then in many ways than anycne will ever be, tham you will ever be again -- you'll never
recapture that exact matrix of relationships.
§: Sorry, but exactly in the seme sense that vhat's serious about the work i{s that it
calls into question the objectivity of the subject, it certainly calls into question
the objectivity of the work ...
Q: ...a8 ocbject...

szthi.ng as
8: ... so to talk about the vork aa*tmum we meant anything by it, when it's precisely
that ve can't mean anything by it -- you don't know what the work is. I'm sitting
there and saying thax the work is that it creates a problem, I have to deconstruct
=y ovn internal experience in order to even begin to move towards the object as a work.
Now, you, since you've made it, may not have that experience at all ...
H: Right, that's vhat I was just describing. As close as I was ... I mean it's now so
muich more firmly embedded, since I've retraced it so many times, you know, I mean in
terms of a r::ru.in one-dimensionality of ...
8 It'ultue structure ...
H: It's true structure from what happesed ...
S: There's a whole branch of mathemstics that has to do with tree-theory ...
H: There's 4nother thing I wanted %o comment on, that in certain areas there's a kind
of humor that appears first on the surface but later on it comes up that it wasn't so
zuch on the surface — this is again about whether or not scaething is intentional: thw.
first part where I say "THIS THAT AND THE OTHER THING" -- the square, the circle and
the triangle -= the reasons for choosing those, with those words -- the question is
whether I's playing with vhat somecne edle vhuld signafy by these[signs], or wvhat ir I'd
identified them in another order, it would be different but ...
§: My reading off it as it was going by each time was, Not this weorld of heavély laden
religious symbolism but abstract geometry ...
H: Say that again

S§: Not =- the total moment,the glut of meanings could reduce out as not religious

symbolism but sbstract geometry ...
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H: But remember this is in the beginning and you don't know ...

8: No, but it's that first move, you're talking about the poént in which the heart ...

H#: No, no, I'a talking sbout the very beginning of the tape, vhere you Rear the
iy sats

s: don't you go bask to it [Cary kseks up video 1o begianing of tape) *

[plays to : "This that and the other thing"

§: OK stop it there .... So what you do is you establish ...

H: It's as if I'a saying that these totally abstract things, I's playing with thez

and using these wordds as ...

§: You're setting up your vocabulary, your sultidizensional vocabulary...

H: Yes, three things ...

8: This#, that and the other thing -- and, the curve in it is that you have

this that and the other thing, square circle and triangle, but in between you have

n"co.tut:-cpmj‘. You have & transformstiBionel process that's given in there. I

mean before it becomes a triangle, it goes through a cusp or whatever,so that even

though . . . there's a kind of parcdic aspect to it. You vere pretending to set up

o univocal relationship between the word"this, that, and the other thing" and these

signs, bat at the same time you're already in a world in which the visual images are

& ing such tr 2 ions chat even that very simple attempt Lo get up a

one-to-one relationship between words and signs ...

H: But this is vhat ['s interested in terms of intenticn and the visualizing, for me,
of ... and hov in describing this, how it falls short of me going through this process
and then vhat {s there. You know, I vent very conscicusly through why "This had the
Square and the base drus, and the Cirele h;d”rhat‘, and it has to do with husor and
all thes¢ various things .... so"mi;. to ze, when I visualize the wordd {tself and
then I think of the first thing as x:- foundation, the square in relatiocaship to the
eirele, vhich one would be ...

3: There's e¢ven a sexfusl joke in there ...
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H: No, wait a mimwke second ... So, thpn,"'l.‘ha; also has a kind of... it could also be
a square. But the Circle could not as easily 'he"['his‘, because the Circle is much more
of a universal symbol, even though the Square is a symbol, the Circle is more of a
symbol ..r. plus the cymbal, the crash gymba.l, is with the Circle. This is the basedrum.
So then the Other Thing, definitely, for me, the Triangle would be the Other Thing 5
.. I mean, for everyone ...

5: For sure ...

H: There's no argument there, even though it's totally rLdiculaus [1aughter] ...

5: No, it's not r;di:ulms ... I'1l tell you what it is ... It's racial memory about
RE the history of geometry ...

H: Wait, wait, but then also the sound, you see, on the besedrum comes before This --
bonk This -- then the cymbal happens after the circle is formed, and then the Thing
happens s}wltmaously, and the sound comes out of the word "Thing,"” the sound comes

from ... ——it's this handclap, Thing— I mean the intention is to get not only a

thingy sound like thinnng [Nazalizes strongly], you know like weird or coming from a
different place, not your basic trip, but also to come out of the sound of the word
itself, the scund and the word are like this [makes sign with hand of unity]. So

in the next section
when the Friangle comes upl that part that's hard to see ... [goes to set up video]
S: [sound of drum comes on] Well, the drum is also the initiation of .. . I mean
there are so many fakes in here, in each phase, you pretend like it's going to be this
geometrical discrimination and then ...
[Tape plays: "This that and the other thing" with sounds] 5: [imitating gong-like
sound of tape| PEZEEY Dawing'
H: HNow this [laughs]-- the sound of one hand clapping in one man's mind, that's
referring “to that sound that you Just heard, in terms of my making it. And then it goes
from positive to negative, you know, after it goes acooss the screen, I mean definitely
the part that goes underneath about drumming is Just sort of like, hoo haa ...

5: Yeah, the fake is that we're now in uh multimedia sixties erpo—&T—land with

bunches of images and words geing by and nobody having thought about anything



30

[Tape plays: "Things are going to happen ... happenstance"]
H: OK, not only does the image invert, positive-negative, but the statement is & kind
of inversion of what I said ...
S8: "One man"s mind clapping in the sound of ..."
H: ...I mean as much as you can invert ... as a negative image, OK, And that is also
saying, I'm questioning whether this can be anything but something happening inside my
mind. I mean is this only something that is inside myself?
S: You mean those relatiocns? No, those relationships are all discoverable if one has
the opportunity to do what we're deing now, that is, treating it as a text and reading
it slowly ...
H: This imege here is on the screen long enough for one to read ...
S: But that's where the question of hermeneutics is important here. I've been thinking
about this all week, that at a certain point witht:;xed media question it Just comes
back to hem'neuuics. it's no different from being & text. It's no longer the physical
quality of the text that :‘s“;i."g' d‘“’h" The possibility that ocne has the cpportunity
of locking at it clesely¥MH and working out through discussion and through reflectiocn and
-h?wf;mming the experience what it's all sbodt makes it a text ...
Q &k H: Rightg right ...
5: So these things go by, and that they're embedded in there is part of the scatter of
what's going by ...
H: That's why in the end I accepted, expecially before this inverts, the speed of the amoun
of time that that was on there, was that ..., especially at the beginning of something, one':
not going to be ready to read, and so it was OK that it was ...
S: ...8loW...
H: Tt was lige a detail that was embedded in there.. It's like if you were to take in this
room and see the general things on the surface but you might not see the little pebble that's
over there, but it's there ....

8: Well, there are 3o many amezing things about 1t, because you're parcdying the beginning



of a film or & video work of art, I mean you've got an initianl presentation and then the

annoéncement of a title, a statement oBout what's going to happen, and then another ser
A

of titles, and a creation ef its sound effects of an ambiance as if that's vhat it's all

going to be adout, and all that's pdetely fake, b what's going on is completely

different. What's akx happening is that the mind {3 being prepared physicallp, the -
mind-body, to get into a space to deal with everything else that's coming on, by

giving you the optimum shatter. And the shatter is created bi‘nha fact that a demand

is being made to read something that can't be read ....

H: In that sense the last fake is the whole cross-secticn, the fake of the subject-matter.
S: Well, except that that's sustained, the problem is that yo\ac:-{ﬁeywulr out there,

it just recurrs in another facet of its owm....

Q: Well, it's good to have made the point in this way that the dialogical process

becomes integral with the work in different ways¥. The thing that we've been driving at

in the :lialosl.‘cal eriticism is that it's not eriticism that stands aside.

H: That's what I discovered by writing this thing which I should definitely show you.

In other words it was the situation of [being?] askédl to show this, I'd just finished

it, and I'd already promised this place that I was going to do a lecture, and on the

train I vrotess thing, ...... vhich then became embedded in the tape in the sense of
playing again on another level, of playing with [the fact] that this is preceding the

tape and setting certain things up that would be repeated but in a little different vy
like different angles, like those sentences, you know, the hand clapping ... . Scme of those
phrases are aven in the lecture, but they're a little different, or a phrase will come

up in a different order. And I talk about certain intentions but in a sort of embedded way,
and I don't say well this is what I did, it's totally another work. It wasxs really
interesting bacause I first read that, wvhich cbvicusly sets it up in wome wayk, but then

I showed the tape, and then I read it again, and the tape actually set up the second reading
of the lecturs in a totally differeat way, because the lecture actually becomes a work that

the tape sets up, that goes ln o little different directiom ....



