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The purpose of this Special Issue
of Film Culture, EXPANDED ARTS,
is bwaltold: al Lo give Lo our readers
an idea about what's going on in Lhe
avantgarde arts today, and b) Lo
serve as a sort of catalogue or index
to the work of some of the artists
invalved,

This issue started as an index Lo
the artisis working in the area of the
Expanded Cinema. Only as we went
along, our original conceplion chan-
ged and we decided bo include all
the other arts, EXPANDED ARTS -
we intend to come oul with other
issues -— will eventually include

all areas of expanded performing
arts. This issue, however, is domi=
naled by the Expanded Cinema, Ex-
panded Music, Expanded Gags and
Readymades . and some Happenings.
And not all of the artists working in
those areas are represented. Some
of them were simply too busy to get
the necessary information in Lime,
Many are missing; such-as Lucinda
Childs, Merce Cunningham, Ken
Dewey, Dywind Fahlstrom, Al Hansen,
Allan Kaprow, Claes Oldenburg .
Yionne Rainer, Robert Ravschenberg,
Ben Van Meter, Robert Whitman etc.
Mext edition should include more
Expanded Dance, more Expanded
Music, more Happenings people. In-=
complete as this first edition is; it

EAPANDED CINEMA:
A SYMPOSIUN

PANEL MEMBERS: KEN DEWEY,
HENRY GELDZAHLER, JOHN
GRUEN, 5TAN VANDERBEEK &
ROBERT WHITMAN.

Geldzahler: We're going to begin
the discussion with short state-
ments of five or six minutes by
each of the pane| members. | want
none of vou to feel nervous be -
cause we all have the intention of
aoing to see PIERROT LE FOU
which begins al 5:45. 50 we're
not going to be here for very much
longer than it takes bor each of us
Lo say what we have Lo say, The
first member of the panel to speak
will he John Green . and he's re-
cently writlen a book called The
New Bohemia, which is aboul the
intellect life of the Lower

| East Side.

Gruen: Well, |'m going to simply
read the first two pages of my

| hoak, which 12 about the topic

under consideraltion, "No one

1
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laughed when Nam June Paik saunt-

ered onto the stage in front of the
silver screen, turned his hack an

|the audience, ard lowered his pants.

| Mo one lawghs at such things in the
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lis potentially within our grasp and

somehow massage it or use it and
lgive it back Lo us, It seams to me,
!h:.:-'.'.' would I say tl

tially a very logical procedure and
1L seems Lo me a very exciting ane
and for me to simplify the issues
here | would say something to the
extreme that ; for instance, paint-
ing is dead and that just recently
we've grown out of our kind of in-
dustrial puritan backgreund and our
romantic aspects and are now quite
seriously and enthusiastically em-=
bracing our technology, it seems to
me. &nd | think that this embrace
will help and will lead to all str-
ength and | think that this is a very

seluves with their culture and teching
logy is the most important cultural
step that we are about to take. Fo-
sitively speaking, | think that step
is very close and | think that it is

a very good one, | don’t know what
more | would say as an opener, as
\an opening statement than that, |
{think I’ll rest on that.

Geldzahler: One phrase that leaked

ing is dead, "’ reminds me of a new
English book an bathroom graffit-
ti: there was, according to the fel-
low who recorded the book, in some
bathroom somewhere in America the

| Mew Bohemia. It was a serious occa- phrase 'God is Dead, signed Nietz-

sion at the East Village's Film-Ma

-sche” and right under was crossed

1is, this is essen=|And the rest of you are.a

important area, | would say that pro=
bably artists working in uniting them-

out of what Stan had to say, ‘Paint=-

Theater Arts. Now, Sl'.ldEﬂts_?
(approximately ten hands). Wnal :::ln
you study ? (inaudible responses.
JI In |.:1£:
lc1a (laughter). Like mest pecple
my work is based on rea_liy bwi
things == in part, experience ==
those things that have been -.-rr:rl.t'
ed oul in previous pieces -- ano
then, in part, on the things we
ali | suppose work on the pdoe, the
things we're not guite aware of ,Lthe
things we're groping with, What
I’m going lo say now has to do
with only that first pari, the ex-
nerience that has come clear o me
fram previous pieces. Later o, if
there's time, maybe we can get into
the other part. | have worked |
should say mostly abroad, Lo SO
extent in different parts of the
country. My background 15 l.he.:‘.er
and sculpture, | came al atime
when it was necessary Lo choose
{between the two, | mean, You hﬂl‘.‘r
IHl-.ﬁ do one or the other, you n:-:lultl!I £
really do both, Then, Very garly in
the game, | saw the Whitman hag-
pening The American Moon and was
in gne that he did on the West
Coast and | realized that you could
nerfectly well do both, And then |
| went out of theater intg the sireeis
land to a certain extent I've !'.ee_ll
working in mostly forms {hat Eake
{people on journeys or lours, exp-
aee them. |'ve been particularly in=
volved with urban situations, piet= ;
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going on ar jt
to be included

stumbled intao i,
hled into sirep:
and ... (in
Geldz

that’s true of any tapic We g
have at a symposiom and I think
what 1"d like to hear from K
TR
i5tan and Bob is.,. wel « I'think the
pirase "expanded cinema"
something
bt | think. it

54y IIE":E*“":!ETE cinema' 00 We mean
expanded in the sense of "
I:IEFI:II"_‘L'I{"S. Ei."l'_"l'lf!-: rame,
stead of :"a"'i'“i a flat sereen which

netari um come. That certainly is
expanded in one sense. Or do we

man figure with cinema with a
piece of sculpture, projecting the

want either
or to abtain

G.P.0.BOX

EXFPANDED ARTS CENTER. Those who will

listed artists and events should write fo:
EXPANDED ARTS CENTER, P.F.0.

Lo book some of the events listed
more information on listed and un-

1601, NEW YORK, N.Y.10001.

EVENTS, READYMADES.

PUZZLES, GAMES,

nas no justificatian
¢ and that's my rejat-
on b0 expanded Cinema, |'ve just
just as ['ve stum-

_Lhcmer, happenings
audibla),

: :-ll:“er: The nice thing about th
opic "Expanded Cinema’ is thay t
1aKes everybody feel like he's talk-
1g about his own work and | think

E:
hould
en and
isn't
that should pin us down,

i night be wise to cla-
ify from the Beginning: when we

where in-

£in a normal relationship to the

fat simulates the inside of a ola-

F LN)
bW

ean what Bo

hitman might do
A piece,

ich is to use the hu-

ilm cccasionally on & human body,
xpanding in the sense of adding
lements. There are several differ-
nt directions in which a phrase
ike "expanded cinema" can move

5 but | think we should try to move

plicated optical principles and elec-
tromic principles and so on, so it's
hard, and I'm satisfied, I'm happy
enough, sure. It's going to be great
ima year, '
Geldzahler: And the work you've
been doing is geared specifically to

[be shown there, so that my guestion

i5 aboul audience, .

Vanderbeek: Yes, well, | have a

lot of theories and beliefs about au-
diences and technolegy and the role
of the artist in it and | don't know
whether | wani to, you know, unrav-
el those ideas at this particular time
ar this particular moment in the can-
versation, Sure, na, I'm building...
and 1’1l make it quite specific be -
cause | think it's a problem that
we're all quite hedgy about -- you
know: where do we make a stand, in
conversation amongst us, and you ,
45 4 qroup, sitting out there, brying

e
K

"-lll'..."lu":'Er. lr'IE F.:'HI'IE'!I-'E! IE_"S I'_|j'|:-][\_l-|:'_3 a to ge‘ Ecﬂ-\;“}lhlng Efl'.;'l-l s, %0 I*m ma=
hemispheric image on a surface

xing a stand. | made a prototype
theatre which | envisioned that we
can experiment and develop, IL°s my
heliaf and it ray be my own halluci-
nataory state al the... working For me,
But | think we can develop non-verb-
al communication, and | think it's
appropriate, and as | analysed the
course of my time and my engage -
ment with my particular culture and
my lime, | think it’s not enly possi-
ble, | think it's an absolute neces-
sity. S0 when | have a little thing

that's way up in the woods, it's

GAGS, JOKES, ETC.

4
youl in a cerain context when yau
see the film, Well, now, as we mo-
ve into new areas, some film=mak-
ers == Stan Brakhage, other film-
makers; have been accutely aware
of the problems of introducing their
work inta that kind of a sikuation --
it doesn’t work, or adjustments ha=
ve Lo be made. One of the things
that's haunted this film festival is
the problem of which films can make
it in Philharmonic Hall. Which ones
can make it in those conditions, and
which ones can’t. Which enes should
be shown on the side of a boiler in
your basement, or in your loft, or
which ones you should take home
with you, There's an intimacy de -
manded by certain films which that
situation certainly doesn’t allow .
Just strictly speaking now as film-
makers == il applies to theaters it
applies obviously to painters toa |,
but the conlext becomes overwheal -
mingly important, particularly where
the whale bone, the whale material
and everything else -- is changed,
In the so called expanded cinema ,
what is emerging is a consciousness
of that context. And little by little,
methods are developed for dealing
{with it, for altering it so that it
|works favorably, Now this is a hard
|and dry application of this principle
|te a public sitvation, or to a situat-
|ion which... The gpening of the Mel
opera, the criticism of the opera
that I read was more or less as fol-

fgiven Lo you.

Whitman: ¥Yeah, But also, it means
that you could go find a place which
has a certain kind of nature, That
yau might be working with, might be
part of the image.

Vanderbeek: It seems to me, that
what we're leading ourselves around
in here, and what [ think is our cen-
tral concem is a question of involv-
grient == in either case [ think that's
what we're dealing with i this parti-
cular case, both Ken's and Bob's,
that there's an idea they can orch-
estrate an avdience. And what we're
really all saving is that art and life,
and life-and art, are really the same
thing. So that what we are trying to
do, and it's avery curious educat-
ional process -- lalking abowl soph=
isticates == we are trying bo say Lo
ourselves that listen -- it's all the
same, Let's play with it and enjoy
it. You know, we're living one life,
theoretically, and in the practical
senge, that’s what we've gol --let
us make this marriage and lel us en=
joy it and | think that’s all arists
are doing in the last five years or
ten years, that's really what they're
saving. That the whale thing when
the paintings came off the wall, you
know -= and the whole, the whole
scene, we can trace whale facets of
our cultere down to that level | mean
it's all going away from the centers.
It's all spreading out, all over,there
is a cross-referencing between all

in all those directions, There’s an
old critical saw which I’'m sure you
all know if you've read any film
eriticism and | think it probably

will'help, we hope, Lo bring the

work of these artists to a wider at-
tention. It should also inspire a few
ather artists, those who are tempo-

|of the arts, literally all of them and
{this is what it's about. | mean let’s
{say that art and life really should

|be one and let us see what happens

es that have a scale that perhaps
throw into focus what a city 15,

something of that sort, | funciion
rEﬂS-IJJ!ﬂ'J'!p' :'I.I'IGI‘::..'I'“'FEI'J‘:'-I}' in lerms

lows: The production everran the
|opera; it was over-produced. There
fwas an gver-anxiety, or over-amxi-
| ousness Lo show what the building

fifty miles from here and twenty
people or 5o can really comfortably
get inko it, of course, this is an au-
dience of twenty, really atheater

kers’ Cinemathegue, born on dark- |out and it said ‘Nietzsche is dead,
est Lafayette Street. The exposure |signed God,” As a curator of the
of Paik's bare hottom was by no Metropolitan Museumn, | think Stan

rarily stuck, to break out of the

rautines of their
JONAS MEKAS

dris.

means 3 gesture of protest. On the
contrary, this Korean experiment-
alist, a protege of avantgarde com-
poser John Cage, was offering his
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puhlic a view of what Lthe new cime=
ma is all about. He was telling them
as directly as he knew how, that
{he new cinema knows no Bounda-=

[ries. If it so chooses, the new cine-

ma can remove any image from the
soreen and place it live befare the
| audience, transforming the cinema-

and | are going to have to have a
talk about whether painting is dead
lor not. | tend Lo agree with him, The
[next speaker will be, immediately
to my right, Bob Whitman, who |
think you probably know is someone
who has been doing happenings,and
very good happenings for a long
time. He's going to have one of his
very best pieces in a show that
lopens at the Sidney Janis Gallery
an Octoher 3 called Erctic Art and
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who wants to draw in or scak up

|a physical reality. Thus, the jolt

[rear end == could, and indeed did
[eduse (e Qucience Lo resposn as

af

|

f

Il\.lll'f.' uses size Lo overwhelm, Mam
iJ'.-"lL' IF';IIk. fike arlists feom Lime
timmemarial, chose to let the mage
ilealf do the overwhelming, and he
{did so with a sort of sassy wit that
|is characteristic of the best of the
Mew Bohemian Cinema, But Paik
5ot just a film-maker. He is a
composer. He is a kinetic sculpt-
{or, He is an actor. He is a theore-
tician. In short, he is the embadi-
nent of the Combine Generation
| compuision to be latter-day Renais-
sance man of the arts. It is precise-
ly this relentless merging of creat -
ive elements that, for belter or wor-

[ground cinema. A single sentence
from a Cinematheque festival pro-
gram tells the story: ‘The programs
will explore the uses of multiple
screens, multiple projectors, mult-
|iple images, interrelated screen
farms and images, film-dance, mov-
ing slides, kinetic sculptures, hand
{held projectors, balloon screens,
video tape and video projections,
light and sound experiments.” That
is what the new cinema iz all abait,
That iz what this phase of new cine-
ma is all about,

Geldzahler: We've jusl gotten a
piece of paper which says that we
can‘t smoke on stage. So if we get
a little bit hysterical up here, we're
ot allowed te smoke, And if some-
body in the back gets a little hyster-
ical it's because we are smoking.So
something might happen a little lat-
er on. Next [°d like to introduce
Stan Vanderbeek, who's a film-
maker and visionary., whose Cinema-
drome was unveiled to part of the
public on Sunday in Rockland C'ty
and whiom | think you know . Stan...
Vanderbeek: | was grateful that we
didn't have a chance to see Pike's
FPeak the other day. (Laughter) We
have to settle for what we can. I'm
not quite sure how | would preface
this. I'm not sure even what the
exact term given to this particular
... it's just talking about interme-
dia...

Geldzahler: It's called "expanded
cinema" == for today...

lefficient (inaudible). So | think that

|l:lu:'.nt|L-r 3 as possible (laughter).
|“ve seen half a dozen of the pieces
|that are going inta it and | posed
far one of them and it's rather ex -
treme == the whole thing, Bob...
Whitman: | afso think along with

vaintings that movies (laughter) are

hat is available Lo artists -- it's
very cheap, it's easy Lo use and it's

one of the things about Films is that
people who are thinking plastically
or are involved with plastic arts
have ... (discussion with Jonas a-
bout the miked... | don't know where
| was... Anyway, what | was saying
was that people who have heen in-
volved with plastic arls have been
{sorl of, you know, looking around
(for materials so we can satisfy cert-
ain kinds of guestions or answer
certam questions and, you know,

fof Lime, space a

of the process, | work very aften
lin collaboration or with consultation
with architects, sociologists, antn=
ropologists, sculptors, musicians,
anybody... There are differant le-
vels of working the piece. There's
collaboration, which means hal
you're sharing the responsibility
completely; and there’s participat=
lion. IF 1've got a lot of energy and
am reasonably confident, then |

go throwgh the hassle of collabaor-
ating; and iF it's, you gngw, 3
shart time, and if the working con-
ditions are rough, then | just store
it aut and give instrections o to
them that way, It varies, Each piece

T
e

griginated sometime in the late
twenties or early thirties, | don‘t
know who was the first person to
say it -- that every technical step
forward is an aesthetic step back-
ward anc that sound is worse than
silence and color is worse than
black and white and vistavision is
worse than the old normal sized
rectangular screen, If that's true,
expanded cinema is really hopeless,
| don’t think it's true, | think it
sounded trie for a while in the ear-
ly  thirties... but does anybody
have anyihing to say about that?
Wanderheak: Supe. There's heen a
number of very interesting exper:=

i I
1]

has to be sorted out. The wig that
've noticed the things 1've Beetn
yolved with break down are in térmse
nd mation. The

pieces that have heen related to

bime have bheen studies of situation.
The Edinburgh thing was a study of

2 specific situation where the intent-

ion was to throw into relief a situat-
ion which was in progress, il was
stable. The piece reflected that. The

{space pieces have taken on like a

City or like an enclosure. |'ve Deen
fascinated with the possibility of
Just composing something out of a
space, just starting with that. Now
far instance you could get a Fairly
interesting evening’s performance
just out of this place. You would

hin

{kind of just something that can be

'y
Lil

know, to get the work done, to pre- |
sent it, because nobody really has |
the money to do this stuff live that
we do with films, as nice an idea
{as that is, and that's one of the
things | think about expanded cine-
ima: one of the things that's happen-
e is tnat with all these kinds of
work that’s going on, people have
just been working like crazy and
just going ahead... One of the pro-
blems is that, yvou know, one of the
problems that | think about, as far
as what 5tan mentioned about tech-
nology, 15 that even primitive film
equipment is expensive for mast
artists and once a commitment is
made it tends to bind, you know,
the particular individuals into a
certain thing, and that’s what it is
they end up doing, and | just notic-
led that people tend to continue
using certain kinds of equipment
long akter it*s really useful artist-
ically and it does have a certain
kind of influence on the aesthetic
and | really don't know what maore
Lo say either,

Geldzahler: Thank you. Ken Dewey,
to the right of Bob Whitman, who
has done happenings, most of them
outside of New York City, one not-
ably at Edinburgh, and whe has an
environment in Philharmenic Hall
right now. Ken...

Dewey: I"m going Lo shoot a little
of my time to find out something
about who it is that we're talking
to, it's a precccupation of mine, |

Vanderbeek: Expanded Cinema...
(coughs and laughter). Well, it's
overwhelming, really. Well, when
we talk about mixed media and ex-
panded cinema, we’re really just
talking about in a logical sense,
sitting in this kind of civilized room
talking about you know rational asp-
ects, rational parts of ourselves
coming out, we're really just talk-
ing about the metaphor of man who
is really multiman. | think Mr.Gruen
just mentioned the Renaissance man

p. 11

Anybody who lives in the vicinity
of Lincoln Center? Anybody that
works with their hands? What do
you do? (three hands)

Audience: Bricklayer. Pianist,
Dewey: Film=makers? (four hands)
Who have been invalved at all with
expanded cinema? (one hand),
Teachers 7 What do you teach?
Audience: American Heritage, ldeo-
logy and Goals, (laughter)

like to know a little about the other
gide of the situation. Are there any
architects here? City planners?

lit's, you know, why it's
IEEIE”, it looks like it's snapped

have to push it pretty hard, you 'c

{se, characterizes the entire under- |used very conveniently, easily . you lhave to go into Linceln Center, you

would have Lo go into the implical-
ions of why this was designed, why
am

a big ¢l
shut, why the sound comes down
like showers on you from above,
what these choices imply, whal
they suggest, what fantasies deve-
lop out of; behind the screen there
is a gigantic speaker, it's about
five feet wide, if you could see it
you'd be scared; things like that.
There's a lot a mystery just in this
room itself. You can treat it like a
musical instrument or like a light
producing instrument or some kind
of instrument. So that’s more or
less the way that the space pieces
went... Mation tended to deal with
activity and we used games wery
often. In Finland about 1200 peo-
ple played capture the flag, and
they were divided into little armies
that were led by composers, and
throughout the area in which they
were playing this game there were
distractions -~ vigual, musical,
sculptural, spatial. When the game
was completed it was redone as 4
ritual -- the game was retold in
ritualistic fashion. Then there was
a further abstraction, which was a
battle of bands, which can again
be told again. This time on the
playing field two bands played

with each other. And then we put

it into a very individual ahEtIaGE 3
ion, which was people making their
own flags, taking them into the
woods and hanging them on trees...
It was something that they could

or couldn’t do. It was the White
Nights, it was summer, it was, you
know, particularly right for that si-
tuation. The potential of this has
drawn in technigues such as cine =
ma, such as films, television, pro-
jections, simply because of neces=
sity to deal in a scale which it can
achieve. My own prejudice is agai-
nst the inclusion of technigues Fl'i'f
an effect, Either it has to function
within the piece, it has to make 3

all that iz in our culture, all that

Dewey: Who else is teaching? Yes,

meaningful relationship to what’s

SR

gne but, actiual v, | don't
yo back 0 this again. What
|#¥re talking about, Expanded Ci-
nesa, as Far as 1'm concerned, 05
realy. .. this metaphor of man, mo-
bile=an,.. what we're talking about .
15 Suddenly discovering tremendous
Aot of communication consci =
ousnese and commumication aesthe=
Lics ad communication instinct .
Either... we don't know which came
first, the dea, the reality of mov-
125, ard what motivated you into
the reality of movies. It seems to

me like it was perfectly syncroniz-
ad inthe course of Lime and events.
In the nineteenth century we deve-
lop a machine which gives us some-
thing that we can re-examine our -
selves by and it seems to me that

i atime like we are living in now
there’s no better or more important
machine developed. But it's this
communication idea that | want to
refer to and Henry's little example
of it, because ane example that |
was fascinated by was a test run
when Edizon came out with the

first phonographs and they conduct-
ed this test in Carnegie Hall and
behind the screen they had a phong-
graph of that vintage with a record-
ing made by a string quartet. They
then intercut between the two very
carefully so that the audience was
asked Lo say which was running, the
maching or the live group, and the
story is that the audience couldn’t
separate between the twa. | mean, |
don't think you'd fool our present
day audiences with that kind of test
case, Which is to say that every
new technical invention, rather
than hurt the previous state of our
aesthetic has dene the exact oppo-
site, It has geared it up, We have
just speeded up our whole sensitivi-
ties and our -~ which is what is
happening Lo us now == sense org -
ans are just expanding quite literal=
ly and we're using the term "exp-
anded cinema" as a simile to that
leffect.

:Geldzahler: Anybody care to corm-
ment? | have a technical question
about your Cinemadrome, Stan. It's
taken you a year and a half or two
years Lo set up a situation which is
either ideal or not, | wasn't there
on Sunday. Are you pleased with it?
Vanderbeek: Oh, yes, 1‘m going to
be pleased with it, Technically,it's
a very complicated task. | mean ,
Bob's paint about engaging tech -
nigue is true, | mean, if you accept
the marriage to a technigue you're
obliged to see how the gutcome of
that marriage will go and you are

meris |

of one -- I'm making it for myself.

Wancerteek: | think it's & miklufe
i}
toit, and | think when | talk about
expanded cinema, |‘m talking about

So what happens after that is to ex-

amiee again our return o the tech =

nical side of our cultwre, | mean ,
the most important medium we have
right now is light and the transfer
and storage of images by light which
15 basically television, as far as |
can see it, And so | would say Lhat
when IYm building this sort of proto=
type, I'm really only boilding a sc-
ale model of something that can be |
in effect re-done.

Geldzahler; |5 it the most import -
ant medium because it reaches the
most pecple or because it can he
used most effectively ?

f the both. | think both can he=apen

an expanded cinema that quite lite-
rally circles, you know, the world,
in one form or other, In other words,
communicalions systems thal just
aren’t peculiar == you know, they
are particular to each culture, they
are not peculiar to the total world
culture and | think that that sort of
thing is something we're coming in=
ta. | think a... | have a term for it,
I call it culture intercom, bhecause
I've got to semehow make '-:}ligil;':l|.
cleps with this process as | see b
happening. | think we have the tools
now, and the artists who are inte-
rested in these tools, to make fan-
tastically powerful audio=visual
situations, that will quite literally
transport the viewer from his state
of mind into some other state of
mind. And | think that that partic-
ular kind of transfer, that particul=

ry critical thing in our current life,
and our immediate future.

CGruen: Well, 1 was just wondering
how ready we all are for responding
as an audience to the various things
that all of you are doing. | myselt
am an ohserver of these various phe-
somena, and | think they’re perfect-
ly thrilling. On the other hand, there
is always the danger that these
things are produced for, well ==
this small "in" group. One always
fears that, you know, it's just for

could do. You see, to show all
these lifts and elevators and stuf
like that. Mow, my decision in this
situation would be to go in there
and do a piece for the building.Com-
pose an evening for that building,
oul of that building. Expanded mu-
sic, expanded cinema techniques .
Show what the building, that build-
ing - could do. What it could accom-
plish. Then, when you settle down
to do an opera, you could give
youraelf over to that opera, you
don’t have Lo prove the building.
Vanderbeek: That perhaps is the
mesSage.

Whitman; Sure, Why not, There's
i reasan why it should be enslaw -

if we make it one,

Audience: Lan involved question a-
bout how the artist is losing the
control over means of reproduction
of his work: large works are project-
ed on small tv screens, etc, and
how the wiewer i5 not getting the
message the arist puts in his work
eti)

Geldzahler: | think Bob Whitman
would like to speak on that,
Whitman: Two things are kind  of
inkeresting. One is that ve noticed
that there have been an awful lol of

i s
L

Iwrikings up until the lasl yvear or 50

abouwt so called happenings and so
on and a lot of it was by people whe
really didn't have any éxperience

el wihy il should iry Lo upstage
the opera. | think this is a large
example of something we're deal -
ing with on-a much smaller scale .

| wanted totalk about both of those
things that Ken was talking about .
Places, and the audiences. [ think
it would be very nice to have a so-
phisticated audience that also
wasn't offensive, And that's kind of
one of the problems, it%s that people
come and -- just recently ['ve had

and hadn't seen much, And a 1ol of
| work got done by guys wiho reacd
those writings and sald that's great,

| want to do that, and they starfed

gut with a whole bunch of different
ideas and wenl on theie own way and
I think that's just terrific. What
they saw was something else, Now
another thing... now | can just ment-
ian that | did a piece once that was
cort of taken away from me by a si=
tuation that was completely out of

some experience with audiences

the awdience that we're used Lo
playing for. And | find that mainly
they really want to understand ik,
and they ask themselves Lo under-
stand it, and they want to know
what does it mean. Something like
that, And it's -- they're really
trying to discover something in there
that they think should be there, in-
stead of being receptive to the work,

: . b e 2
ar kind of mental mutation, is a ve- | So that there's a big problem.] mean

| there's a tremendous amount of anx-
iety that happens in the audience. I
yau get an audience of people who
aren’t sophisticated, they take what
they get, and... just enough to be
interested in it and excited by it, or
et husiastic about it and go home
and sort of let it sit there until they
get another chance Lo have value
judgements that are based upon
their observation of these different
kinds of things. And that’s == you
kmow, that's very pleasant, that’s
nice, but it kind of leaves large

the few. And when are we, | mean,
how are we all going to be a part of
thiz? In other words, how can an
audience become educated 7 An au-
dience that loves the movies, for
pxample? An audience that goes to
Loew's Sheridan and sits there and
watches all these marvelous films?
How are they going to prepare them-
selves to the experience of "expand-
ed cinema™?

Geldzahler: 1°d like to turn that ar-
ound a little bit and ask Ken Dewey
or Bob Whitman whether they prefer
to work far an audience of sephisti-
cates or naives. Put it another way:
how much preparation, how much
education do you think an audience
needs in order to respond intuitively
or any way to your work?

Dewey: 1-- myself, | like an acci -
dental audience best. Sophisticated
audiences are very difficult to deal
with because they're bringing a tre=
mendous amount of filters and bag-
gage and stuff, In answer to John's

Sheridan for instance -- | think an

commited to it. It's taken two years
it's very hard, Like I'm almost the
Many artists are not suited to be

that good with their hands and put
together all these really quite com-

Lo build this particular structure and

least suited for it in a certain sense]

eacy way to understand what's

of justification for it is this --Hol-
lywood has created contexts in
which its films can be seen, as wit
ness by Loew's Sheridan, any one
of these palaces. This was to put

point about the movie house, Loew's

going on in expanded cinema, a kind

numbers of people sort of "cooled™
aul of the situation, and they can’t
be involved, The other problem ab-
out places and situations that Ken
was talking about -- you either ha-
ve to find a situation that's good
for the work , or that the werk can
function in, or make the situation.
Create it, or make do and kind of
force what you want, in the place
that you happen ko find when you
go there to do what you have to do.
My problem has always been that |
have a specific werk in mind that
doesn’t always fit wherever it 15

‘tfe a good idea to settle, just be-
cause a place looks a cerlain way

or has certain capabilities far what
it can do. |’'m much more interested
i what | think of as an image, that

thru the situation.
Geldzahler: There seems Lo he a

hasic difference between what you
and Ken said. Ken was saying he
wants to go and see a place, see
what its possibilities are, and con=
struct something that would expand

say that you have a world in your
head, or a vocabulary which you'd
like at some point to put together

in a certain way in whatever space

that haven’t been set up for the kind|
of work, that haven’t been part of

supposed to be. So that | don't think

| try and bring there and then | force

the situation that he finds, and you

contral and | was very upset and
disturbed and after a while | thought
well, you know, why should | be the
lone who is rigid. [t was my problem,

| seemed to be more upset than any-
body else. (It was in Washington. 1
So something is happening there and

I think it's O.K.. | mean | think it‘s
0.K. to have a problem and to have
certain things built into the nature

of the work, you know, certain poss-
ibilities and situations, and if it
goes in other directions... you know,
who's the one Lo say?...

Geldzahler; Certain works of art and
certain ideas can withstand changes
and can cue you in a different way
than perhiaps the original would have
but ...

Vanderbeek: This problem is both =
ering me too and | only sorl of perso-
nally resolved it recently because
what | concluded and came to is a
phrase that | use. | say, | think we
have entered in this organizational
period that America’s going through
right now, ten years, five years be-
hind us and five years ahead of us,
right now, is something called “ap -
proximate art’ and | think we have to
open that up because we're forming ,
we're manufacturing, we're manufact-
uring an alphabet, we’re manufactu -
ring dictionaries about our visual abi-
lity to digest material and the art -
ist's ahility to play around with it
and make new images So that our
whole culture is soaking up a tre -
mendous amount of visual stuff right
now of all kinds, the three inch tum-
my tv thing sitting out en the beach
which was meant ta be seen in a big
theater. But the pointis that he's get-
ting something from that no matier
what you know, the guy that made
that film ariginally intended, the sa-
me way that a Duerer woodcut is ent-
irely different in a sense for our pur-
poses Lo read it than Duerer’s was.
Gruen: Well, now, tonight there's
going to be a new religion, institut-
ed by Mr.Leary...

Geldzahler: With slides and visuals.
Gruen: ...and this is all part of the
scene as it were. The guestion of
LSD and the expansion of one’s hal-
lucinatory sensibilities is all part of
this same expansion of cinema. |
think we should staywith the cinema.
The question is we ourselves are
constantly demanding ,we demand ex-
pansion. We demand all of our feel-




ings, we must feel more, we should
See more, we must sense more, we
must be able to, our tactile senses
must be more acute, our visual,our

inners, our outers, everything, It

seems to me that the cinema, the ex-
panded cinema maker wishes to con-
cretize these feelings for us.Already
any artist who is in this combine ge-

neration, the dancer who wants to
produce works that are not just the

movements of bodies but a combinat-

ion of all, and the composer who
does the very same thing. In other

words, you can no longer say paint-

other things. The man here brought
up the question of what happens

this big which was meant to be 40
feet wide, Well, this illustrates the
tendency or the new relation between
the artist and the viewer. |t comes
on the viewer to make those adjust-
ments, to be sensitive to what has
been taken away, to what's missing
from the print in the book, what’s
different about what he’s seeing,the
context in which he's seeing it, It
hecomes necessary for the artist to
take some sort of leadership in de -

ing, music, movies, dance, it's out,|fining what their intentions were but

it's all finished, at least with what

is happening and what is coming up
and | think that is what is absolutely : .
fascinating and | think we happen to |got to be able to evaluate what they |playwright.

be speaking about cinema because
we have this incredible guestion an

this is the subject under discussion.

However il's not just cinema, in
fact a dancer will be a dancer and
use movies and the composer will
use == For example | went to a per-

formance where the composer decid-
ed to take actual video tape and walk
around with the film and sort of hind

lwe’re suddenly thrown into a realm
where the audience has got to know
more, they've got to know, they've

are seeing and the conditions under

d |lwhich they‘re seeing a work.

IWhitman: I'd just like to talk about
one other aspect of the kind of work
and the kind of people involved in
the work. A lot of them have been
artists, painters or sculptors or
Iwhatever. You decide to make a
painting and if it doesn’t work you
either work on it or throw it out or

the audience, They all sat and wrap-|something like that. But a lot of the

ped the tape and they were all wraj
ped up with -- Fantastic.
Geldzahler: | think we’re being bad
doclors now and declaring a patient
dead while he sLill has some life in
him. Everyone so far,including me,
has said that painting and sculpture
are dead. | would like to backtrack
and say that there is painting and
sculpture going on this year, last
year and probably next year.(Laugh-
ter) | go to Chicago to look, | go to
London to look, there are sculptors
-~ Don Judd, Bob Morris. There are

painters -- Ken Noland, Frank Stel-|{was that you thought was going to

la. There are sculptors in Californ-
ia, painters in California,in London
and so on who are perhaps expanding

their arts in the same waywe’re talk-

ing about cinema -- Perhaps the
painting 15 no longer a rectangle on
the wall but is becoming a gaeometri-
cally irregular shaped canvas, no
longer lying flat on the wall --1 saw
a show Saturday where the paintings
had eight inch structures so that they
became pretty much objects; not a
piece of sculpture but eight inches
off the wall, where you expected Lo
see it perhaps two inches off the
wall. And so with sculptors who
make largerand blanker pieces which
take up more and more of the spect-
ator’s space so you go to a sculpt-
ure show and you're pretty much for-
ced to edge your way around the
room because the piece you're inter-
ested in is taking up vour space ,
That’s expanding too but let's remem-
her that we're talking about perhaps
another kind of sculpture and paint-

- l[work that’s being done and | think

lit’s great, | think it's terrific that
lyou can go into a situation.You have
|a deadline and you said you're going
to produce and you really don’t have
la lot of opportunity to find out if it's
|going to work in that old way that you
lexpected to have that kind of judg-
‘ment made about it, you know, And
occasionally it doesn’t work, and
lit's possible to get very disturbed
lover that... It might be just some -
thing that it just doesn’t take off,
lit’s not what, it's not really what it

happen when you got it all together.
Geldzahler: But that can be for two

whenyou view something on a screen

ler creativity, | would think,

to one ratio of failure,

|Whitman: That was an analogy from
the laboratory in New Jersey. | don't
want nine to one, but | certainly
think that I’'m being a little stukfy. |
|mean, | think that would be terrific,
to be able to have that possibility.
Audience: I'd like to know if it's a
situation where the artist is throwing
lout to the audience the aesthetic .
IWhether it's good or bad. And don‘t
let me decide, let the audience de-
cide.

Audience: | think the director should
Ipass on it, with the producer, who's
lin tune with what the audience wants
and will sell,will not be any encour-
agement to the creativity of the pro-
\ducer, the actual film-maker or the

|\Vanderbeek: Then we’re talking about
traditional producers and directors .

| Somehow ; | think what we’re all im-
Iplying is that our culture is moving

land growing up,and in the same time
we dicover new artists who will work
at this stuff, we’ll find new liasons.
| The N.Y.State Council on the Arts,

and all this federal money that’s ab-
out to loom up, and Henry here who's

with Smellavision was that each
scent lingered too long, Seriously.

them after the last one,
velous joke that | heard about that
ril Fool set a very elaborate prop

joke on tv. A scientist, they went
to his laboratory, it was a sciance

‘red for this straight data and the

L Iman was EDr'It!lJ{:;in{] Lhisg experimern
where he was going to try to trans
mit smell over the air '-'-'ﬁ'-:es_ And

was fantastic construction in the

| middle of the set and they were say-|as :
ing, "Yes, you should be getting it |is a kind of homeostasis, | mean |

now, ground coffee is definitely

ple replied that they did.
Audience: You said you could not
collectively depend on what"
shown at the Festival. What ecould
or should they have shown?
Geldzahler: Well, as moderator, |
don’t know if | should leap into

that breach but | think that my point

was that the lady’s question was

one of the pillars of our society.Now
Henrycould be a terrific engineer, he |
tcould push to get all kinds of great
Ithings, and people like that in posi-
tions with money could quite literal-
ly open up -- that’s the way | see it,
this whole thing expanding. | don't
'mean just the particular idea of one
|aspect like cinema, but the whole
culture is going that way,and mixing|
up artists with money and the opport-
unity to try out ideas is where it's
all going to go.

Audience: Well, the nine to one ra-
'tio of failure only encourages great-

Vanderbeek: That's true, sure.
Audience: What are the contempora-

reasons, either because in old-fash-

| sal time or, in new terms, because |
the event IS the event plus the aud-|
ience. Because a painter,.,

Whitman: ...no, just the material
there, somehow.., there's just some-
thing not there that you expected to
be there when you got it all together,
But what | was really,|’ve been kind
of in contact with some people who
are working for a large industrial la-
boratory and the attitude there is
that if they succeed more than ten
Ipercent of the time in an experiment
they‘re considered bad scientists be-
cause it means they're not really do-
ing anything that’s hard to do or in-
teresting. So | think that’s just a
fantastic idea, to think that a giant |
industry that’s involved in producing
failures. You know, just absolutely,
and | don't see why artists cant un-
dertake the same kind of responsibi-

ry film-makers aiming at in terms of |

tilm-maker aims at pleasing the au-
dience; the "artistic" film-maker at
giving "aesthetic delight"; but |’ve
attended every film at the festival ,
and | certainly haven’t found it en-
tertaining...

Geldzahler: | don’t think you'll find |
this pane! defending the film festiv-
al in the hall up there.

Audience: I'm asking what you are
aiming at.

Vanderbeek:The focus of mative
started when a person wants to do
something, is a self-motivated th-
ing. Now compared to the statement
-- Hollywood is an engine, it's very
carefully designed and engineered,
it’s a committee ruled thing.The mo-
tive is fairly well known. | mean it's
loutlined, we all know it. They call
themselves, you know, a movie in =
dustry. Now what has happened, and

about viewing in Philharmonic Hall
and | think the panel today is talk-

ling about expanded cinema, not con-

tract ed commercial cinema,

Gruen: They should have shown
exactly what this panel was about.
They should have, really, it seems

to me, brought out Bob Whitman and
| Mr.Vanderbeek, all people who are

working in the mixed media and re-
ally have a very definite public,
Geldzahler: | saw a new film the o-
ther night and after having seen
three films here in the press-
screenings on Friday at Lincoln
Center, and they were pretty good,
| went to the Cinematheque at eight
o‘clock that night and saw a new
four hour film of Andy Warhol's,

ioned terms, of insufficient rehear- |audience response? The commercial |which was on two screens with som-

etimes three projectors going. At on
point there were three films in col-
or being projected on two screens
and it was one of the most mind -
widening experiences for me, | do
not want to say expanded. It made
me more aware of what it was pos-
sible to do with color than anything

I’d seen here and | think that if they

showed a movie like the four hour

Andy Warhol movie at the Philhar-
monic Hall it would be a public di-
saster, a commercial disaster and

aesthetically, very daring.

Gruen: It might not be such a disas-

ter. | think that people are very, |
have a feeling that everyone is sort
of hearing a lot about this business
and very few people are given the
opportunity of really seeing it in a
major public display. The events
that are scheduled at the Armory on

And there was no way of evacuating

Vanderbeek: | have to tel| you a mar|

jvery same thing. The B.B.C, for Ap-

show, so that everybody was prepa-

he ground up all kinds of things, it

s heing |do. So T

ing. Let’s not write it cff. Because

lity.

| really want to go back to the muse-|Audience: And the audience ?

um in April (Laughter).
Vanderbeek: Just a thought on that

for me. The way | had resolved it,mylis int

feeling about painting, 0.K., | say
it's dead. It isn’t really. It clears
the air for me to sayso because | ca

see,l see other courses that are hap-

pening to us but what | think hap-
pened to us and to our culture at the

moment and | said in reference Lo the
nineteenth century and romantic illu-

sions in the beginning, is that art
and the momentum and history of art

all of us who are probably over twen-

ty-five are all ground into. | mean
that art is this object which had, you
know, it was put into the ohject si-
tuation, condition. 0.K.. And | think
that that is the problem that our cul-
ture is trying to shake off. It has to
wake itself up from this inheritance
which | think we have all gotten by
a kind of real hack art training, art
background and art history and what
we're now come into is this idea

that art is not an object, that it is
an experience and as such it loses

semantic definition, it loses the mu-

seum tradition.
Geldzahler: Does Ken have anything
to say 7
(inaudible brief exchange)
Dewey: | was so intrigued with this
man’s question that | haven’t heard
what you said for the last five min -
utes... No, then what happened was
you said Art wasn’t dead and | agr-
eed with that to..,
Vanderbeek: He said painting...
Dewey: Painting. |'ve been wonder=-
ing in this past year about the phe-
nomenon that is in New York and the
apparent almost European need to
handle things in generations and to
wrap something up and bury it so
that the next thing can get on. That
seemed to work very well for Dada,
destroy in order to rebuild. For a
while it looked like we weren’t go-
ing to have to deal with that here, |
thought we were going to be free of
that limitation on ourselves, It does
seem, it has seemed recently to he
re-emerging as a process of evalua-
tion. Critics seem to be dealing with
things vis-a-vis each other, in oth-
er words Expanded Cinema is in so-
me way in opposition to traditional
cinema. Happenings are in some
form in opposition to painting. Rich-
ard Barr who produces Albee could
say in the Times that happenings
were a dead end. The playwrites
feel threatened by this area. |’'m in-
clined to think myself that that's a
luxury we can’ really afford, that
this particular preoccupation with
what sits in relation to what else.l
don’t think there’s either time or en-
ergy to go through that kind of eva-
luation. | think there’s many more
important things to be occupied with
directly related to the individual

thing Bob was saying was that there
must be some latitude in what we
think of as art in our society and the
attempts to -- you know, to fail at
those attempts.

\Whitman: And the audience. The
point is that it seems to me that it

medium there is a fantastic, you

n|for failure and attempts, and | think
that’s one of the things that makes
it really exciting as far as working
in it is concerned. Part of it is you
really don’t have the money to set
up a situation that you can bring all
those materials together and work
with them forever, you know, and
work out a piece and you don’t have
the time either because, you know,
an artist’s job really is over when
he thinks of what it is that he wants
to do and the work of it is this kind
of production that you get involved
in, so one of the things that happens
is you do what you ¢an do and that’s
all you can, you know, just to try
and undertake something that you
might think of,

Audience: In the Broadway theater
they have lots of money and lots of
time and I'm wondering if that would
be desirable for you or if this other
situation brings advantages?
Whitman: | think it has advantages
for the artist but | think it would be
nice tobe able tohave a director and
a producer who took over those res-
ponsibilities... but | think that's al-
S0 a very conventional way of look-
ing at it, | don't really know because
it's not, |‘m not sure that thinking
about that is kind of valuable.
Audience(question lost because tape
changed).

Geldzahler: What you're describing,
Yvonne, is really the old painting
galleries... where the guy finishesto
the point where he likes it well en-
ough in the studio and then trans -
ports it to the gallery and, you know,
it's like the old joke about run it up
the flag and see if anyone salutes.
| think that what's exciting about
what Bob does that what he’s doing
isn‘t completed except by the audi -
ence.

Whitman:| think, basically, as ment-
ioned before, that many people are
confused, many are with it., And |
think it’s just a question of time,
Gruen: Well, if the artist doesn’t
know what terminal success is in his
work, how is the audience supposed
to know?

Vanderbeek: | think the artist has a
goal, | think he has an idea of what
he’s aiming at --

Audience: His emphasis was on a

hit and miss enterprise --
Vanderbeek: No, | don’t believe he
was saying that. He was raising the
guestion. | think the most important

thing itself, not its relationship to

2

Audience: He was talking about nine

Audience: What happened to "Smel-

you (Laughter).

| mean it's not that recent -- it's

technically been going on about fif-
[teen years now -- a growing body of

October 13 for example, nine eve -

there's something that | would wigh

|young guys, and young women actu- |all of you to quickly buy tickets te-

eresting that in this particular [arly -= all sorts of people (laughter)
| == no, listen,The future film-makers
|know, kind of luxurious possibility |will probably be women. Statistically

they now make over fifty-five per

de. And there are over six million 8
mm cameras around the country. So
Ithat’s the workshop that's going to
produce the future artists. But | did
not make my point. | just want to
summarize -- film has heen liberated
jand the individuals that have been
working with films have discovered
this liberation. | mean, |..,
essentially make them for them-
selves. And | think that anything
that’s valuable starts from that pre -
mise. It's something that you person-
ally have a strong compulsion that
you have to do. And when it's taken
out of the realm of profit, it's just
something that you feel essential to
be done, and then that is obvious
from everything in life, breathing,
eating, loving and everything else,
Gruen: But | think that your quest-
ion as far as what you're supposed
to feel and how you're supposed to
react, | think that the new artists,
what they want | imagine is for you
to increase your sense of wonder ,
to sort of question, to be dazzled
by that which you sort of sense but
don’t quite understand. That's quite
enough | think and | have a feeling
that to stir up, you know, some of
the preconceptions, in other words,
a new kind of response... to break
the habitual response...

Geldzahler: Ken Dewey.

Dewey: Yah, Id like to say this
quickly. I'm inclined to go to Thea-
ter History in order to answer gquest-
ions of that sort. This is my train-
ing. In the thirties, Brecht present-
ed this notion of an audience which
could both think and experience si-
multaneously so they didn‘t give up
as an entertainment their thought
power. Artaud, on the other side ,
projected a totally invelving notion
of theater, a totally encompassing
one. Now my feeling is this: We’re
at the point where these two strains
are being drawn together. You want
an audience which is functioning on
all levels. You want them able to
respond tactilely, you know, all

the different senses and such. But
you also want them be able to eval-
uate perhaps what it is that they are
experiencing, and we don’t have
that. We do not have that yet. We

do not have that state of audience
yet. And many of the pieces are gro-
ping around in order to set up that
kind of situation.

lavision"?
Dewey: Well, it’s an open field for

cent of the home movies that are ma-

movies,..

cause it's going to be absolutelyfan-
tastic.

Geldzahler: |“ve never heen tg an
event at the Cinematheque where
I've seen Andy Warhol‘s films that
didn’t make me feel as if | were an
|early Christian who was doing some-
thing that we weren’t quite ready for
and had to go someplace that was
underground. Bob, the theater of
art and technology, do you want to
speak about it, at the 69th Regim-
ent Armory in October? It's going
to be a marriage of | think some 30
engineers and ten or twelve artists,
dancers, makers of happenings,com-
posers and so on and it's going to
be one of the most exciting things
that’s going to be happening. Bob
Whitman is directly involved with it,
Do you have anything you want to
say about it?

Whitman: Well, the only thing I'd
say is that actually for the artist it
is a chance to do work. One hopes
that the technology won’t be visible,
But the interesting thing about it is
that for about ten months now there
have been ten different individual
artists who have been able to stay
together and work on a project with
nothing more really than an idea, you
know, and the scientists as well,
and that’s kind of interesting that
the people involved were willing to
commit that kind of time to this
kind of project which has had many
problems as far as getting product-
ion is concerned and | dont think
you would really want to go out and
buy that kind of pain just as a way
to get a work done, so what |'m
saying, really is that the idea is
strong enough, that it's holding ev-
rything together and it’s going to
happen and what's going to happen
is just basically the work,

Gruen: Don’t miss it. It's going to
be incredible, | hope there’s a few
writers...

David Ehrenstein: (about how kids
are more advanced audience brought
up on tv commercials, mixed media
discotheques, etc)

Gruen: The ads are far more recent,
the ads are a far more recent advent
than the rest of the stuff that’s
being shown,

Geldzahler: And unfortunately those
kids who are reacting to commercials
aren’t the ones who are writing the
movie reviews for those editors.
Whitman: ... at colleges and univer-
sities where people aren’t set up
the way they are in a New York...
they’re fantastic, It's a whole com-
pletely different experience, people
are with you all the way and they
don’t ask any questions except the
kind of questions that you're inter-
ested in having asked, the kind of

Geldzahler: | think one of problems

guestions that they can answer for

nings of theater and engines~-ina. Mg

themselves, you Know, that are
just questions that | think,you know,
like ‘Geee that was funny’ or, you
\know, just like that. Th_ey’re very
happy to have the experience.
Audience: What questions are you
asking yourselves in order to exp-
and? _
Vanderbeek: | know the qm_:-stmn I
ask myself, and the direction my
own work has gone and Iwhy n: 5
gone in that direction, 5. I've en=-
t |compassed and embraced cinema he-
_ |cause it seems to me to be this en-
compassing form. It seems to he the
very perfect art form to reflect our
imm}. | use it to reflect me as much
< | can, And | think what I’m after

| make the work because | have an

coming over.” And thousands of peo-|impulse to do so.| have to doit, you

know, | don’t feel well if I’m not do-|
ling something about what | want to
nake the work and that
\completes that cycle for me, and
\what |'m really saying is that this
lhomeostasis, this filling out of all
lthe senses is what | try to do in a
work and | think in the best sense
that that's what Art and work will do
for other people.

Geldzahler; When we talk about ex-
panding cinema | think we mainly
talk about expandingin formand pre-
septation, but is there also a sub -
ject matter of the expanded cinema?
Dewey: Yah, | think | find myself
damn divided between form and cont-
lent, the form is the expanded cine-
ma, it is to some extent the materi-
als you have to work with, The cont-
lent [ find has to do with, as it alwa-
lys has with the arts, with the situ-
ation in which you are existing, the
situation with your city, your relati-
|onship to your city, one city to oth-
er cities in America. l... the things
that | myself am on the edge of now
are a conviction that this is probab-
Iy the second critical period in our
particular history and it's interest-
ing for the artist to explore ways of
articulating. There are... we're con-
fronting... we're confronted with
scale. It's possible on the West
Coast for an entire bay, the bay a-
round S5an Francisco, to begin to
fill it in before you can realize what
the impact of that would be or he-
fore it can be seen. We can make
major changes before we can proj -
ect out or articulate what the conse-
quences of those will be, The Black
Out... suddenly everybody saw New
York, they read New York, it threw
New York into relief and people said
that's sort of a happening. Well, it
was a grand one and alotof us wish |
we could pull that one off. Where |
you are able to manufacture a city
that has that kind of scale then you
have to be able simultaneously to

Jnaarmgﬂﬁmr.& methods for articulat-
fauyour relationship to that or for

dealing with that.
Audience: (guestion inaudible on

tape)
Dewey: | think the gquestions grow

out of what one is confronted with

O some exient or 'ﬁ'.'hﬂ’. 'Dr'IE'IS OWn
context is.

Vanderbeek: A little thing that hap-
pened to me during that black-out
and it really puts everything in the
right scale as far as |'m concerned.

| remember at least two and maybe
more conversations with total stran-
gers in elevator the day after it
s0... all recounting their experien-
ces, and two of those experiences
all said, one of them said we, it
happened just as | turned the toast-
er on, they all personally felt an in-
volvement and | thought that was
kind of nice. The statistic | liked
was the one revealed in The New
York Times that the birth rate nine
months later went up, boom...
Audience: Isn't there a sadistic,ma-
sochistic element in this new exp-
anding cinema, assault on the ear-
drums... etc?

Dewey: Do you feel that the transit
system is masochistic in their relat-
ion... or jet airplanes.The sound le-
vel that we live with is an accident
or a by-product of our times and if
you walked in European cities and
heard, you know, like horses going
by and kind of thing and then listen-
ed to music... Well, our sound level
happens to be different, we have dif-
ferent levels of sound so | think it's
guite natural that the composers
would begin to deal with that dyna-
mic of sound and to try God help us
to make something listenable out of
it, you know.

Audience: (a lady in the audience
complains that some of the movies
shown at the Independent Cinema se-
ries were masochistic)

Jonas Mekas: My question is for
this Lady: Which ones of the films
did you see, which ones gave you
that impression?

Lady: The one with the light...
Mekas: Oh, The Flicker, Tony Con-
rad’s Flicker. Thank you.

(Follows an involved audience dis-
cussion, all about masochism...)
Geldzahler: Stan,did you have som-
ething for the gentleman’s question?
Vanderbeek: Yes, yes. What | think,
if the work does express that quali-
ty (masochism), | mean, that’s sim-
ply a reflection on the transit autho-
rity. We're living with that so we
really ought to examine that. | want
to get back again, only because
that’s my own frame of reference,is
this, the thing I’'m trying to build.

| have a very definite attitude about
that, | mean | think you can, like a
decompression chamber, | think
things can be useful to get the way
you live out of your life in some way

e

that’s a problem about examining. |
mean, not everybody who goes in
the subway every day, really think
about the subway that much, They
do a very curious thing, they pull a
switch and shut it out because they
have to do it but if everyone really
got angry and upset about it, up
tight, then something would happen.
We would have interesting Subways.
Why aren’t artists commissioned to
take care of the subways? Why
don’t we have a subway festival...
Seriously, everybody in the neigh-
horhood could come down and attack
their own station, where they live,
and paint it, and you know make
the trains come through with things
on them and decorative things (ap-
plause in the audience),.. and go
from station to station and bands
playing... | mean, we're living

with this process which is all |'m
trying to say. We're here now. We
are living in this thing and let us
make the best of it and | think if we
all took a positive attitude towards
it we would.

Audience: (a question about how
The Loves of a Blonde is an expan-
ding film because its moral code is
outmoding the moral code of the
Hollywood film)

Gruen: Well, if you think that’s ex-
panding film, you ain’t seen nothing
yel.

Geldzahler: | think it’s getting close
to three o'clock. Ken, you want to
finish it up?

Dewey: Yes, | just, in the... in rel-
ation to what you're saying, I'm fix-
ated for sometime on the continuity
through which theater over history
has passed and I've noticed, I'm
inclined to feel that we're in a parti-
cular point which 1’1l try to demons-
trate for you, The roots it seems to
me of Greek Theater are in primiti-
ve dance, cave paintings, it grows
out of that. It's fairly clear the way
it has been concretized in the shape
of the theater and so forth, Now if
you consider that as the childhood
of theater that is a theory. The Com-
media and Shakespeare, it seems
to me, their roots are in the medie-
val and street theater respectively.
The forms that were created in the
medieval theater carried thru and be-

Wellington: Well - uh - aside from
this thing down here - it isn’t free.
It is a very controlled thing. It is
really a presentation,

Dewey: It is an environment, alm-
ost.

Wellington: It reminds me of stuff
I've worked on for World Fairs.
Dewey: Yeah - right - right.
Wellington: The Science Exhihit
at Seattle in ‘62 - but in your oth-
er stuff there is almost an element
of chance? | was wondering if your
- out of legitimate theater - which
was your background? - into an a-

|rea with an element of chance
|which, | gather, your still dealing

in with your street theater.
Dewey: Yeah, right, chance, yeah
- chance - or unpredictability -

what open forms, Now somewhere
things change in - where there's

a dialogue, in effect, between some-
thing and something else and - like
= you never know what somebody
else is going to say even though
you may know what you're going to
ask them or you may know what
the‘re interested in or something
else like that - they still surprise
you occasionally. So, | guess that’s
the way | understand rather than me-
chanical - | mean there has been a
lot of composition done on the has-
is of mechanical chance where peo-
ple throw dice or flip cards in order
to compose. Well, ['ve not done
very much of that. I've done more -
just working in the street which
provides you with a fantastic amount
of chance.

Wellington: Well - uh - what is it

in this interest - in this chance

that interests you. Let’s see, I'll
put it another way. You know any-
body who works in the arts is gene-
rally, when you put it down - at
least | know | feel that way - not he-
cause of any feeling so much of a
need to communicate - but if you
don’t work in it you don’t feel good.
In other words your doing something
that resolves - that has as much to
do with resolving something inside
yourself as it does with - uh - com-
municating. And | think it happens
to fit into communicating because
that, somehow, makes the thing

came a part of Shakespeare’s thea-
ter. Now we’re in another root point, |
we’re in another foundation point
where we’re back out in the streets,
We're back out in multiple enclos-
ure and, we're back out in a mobile !
kind of sense. And so what is occ-
uring now, it's easier to understand
and to relate to if it’s seen as a
type of ground work which will ful-
fill itself perhaps later on in some
sort of concrete form.

Geldzahler: A very optimistic note

to end on. Thank you,
(The above symposium took place

as part of the Fourth New York Film
Festival, as part of the Independent

| Cinema Series, September |966)

INTERVIEW WITH KEN DEWEY
by Fred Wellington

(September 2Ist 1966, at the 4th
Annual New York Film Festival)

Wellington: Well, you know - what
| was curious about was - you
started one place, huh, and you
ended up here with this thing. | was
curious about the interval,

Dewey: The interval, yeah. (laugh)
Strange, yeah, strange. My - my -
my whole odyssey seems to be rul-
ed by accident. Not fate, necessa-
rily, but just that possibilities come
along which - uh - | can’t resist

or can’t turn down. And - uh - they
involve this kind of spectrum of -
things that you've seen. You've re-
ally seen the two poles. That thing
at Edinburgh was really an extreme
in one direction and this was in so-
me sense maybe a completely dif-
ferent direction. The - the interim
stages are - | think that the first
thing that’s happened is like Edin-
burgh, - | was just asked to do
something and then just went ahead
and did it and later on saw where

it fit in the - fit the picture - what
it meant. After Edinburgh | was
asked a couple of times to do
things that had to do with space .
Like a building or like a city or like
something or other like that. And |
got into - uh - focusing on them and
trying to - the way at Edinburgh -
it came out of that situation, That
is = uh - bringing it out of its spa-
ce situation. Then later on | just
understood it as -- Edinburgh was
time and the Museum at Stockholm,
for instance, was space and when
we did that game - that was motion.
Wellington: The game?

Dewey: The game - the one in Fin-
land where we all played Capture
The Flag. | mean, that was like an
activity. It was based on an activ-
ity where the other was a situation
or a space, you know, that kind of
thing. And then suddenly at the end
of it | realized, well gee, it's been
very symetrical. It's been time,sp-
ace and motion, And the materials
kept changing, Sometimes it would
be people. Sometimes it would be
indoors. Sometimes it would be -
uh, uh - musicians. Sometimes it
would be dancers and then some-

so that you can re-examine it. And

times, suddenly, it was film.

work. But most people work in an a-
rea that's fairly unordered and | was
wondering what there was in this
that -

Dewey: | think | understand better
now what you're asking me, My
training, my initial training was in
a controlled area. | was trained as
a playwright which is ultimately a
controller. And the method, as a
director - the method of achieving
results was to - uh - throw out like
a blueprint the plan which controll-
ed = uh - what went on - what the
other people’s involvement was .
Well, | became fascinated fairly -
fairly early in seecing what other -
uh = methods could be used to

bind a piece together where it is
clear that - what - what you can do
is you use - if people come togeth-
er and say, "All right, what are we
going to do?" And once | used to
say, '"Well, we're going to do this
play." And then everybody under-
stands that’s what we’re going to
do. We're going to do this script or
we're going to do this idea or we're
going to play this theme. OK. And
then when a question of choice
comes up between yes and no, we
say, "Well, no, that’s not this
play. That's not this script. Or
that’s not this theme, that's some-
thing else, you know." QK. So the
choices tend to be relating to this
corner stone or to this starting
point and the control in diverse
ways - it may be open, it may be
closed, the person may be - you
know - relatively free in an inter -
pretation of it - that kind of thing.
Well, it interested me to see what
happens if you start from nothing -
in some sense - and the only thing
that holds it together is the rapport
which is generated between the
people who are working on it, see,
or between one person and the pla-
ce. In other words, say it’s this
room. Well | - | decide I'm going
to do a piece out of this room, Well
then | have to start making choices
like is this thing that | decided to
do this room or is it not this room?
Does it violate this room in some
way which | don’t want to? Does it
- it is my rep- it is my understand-
ing or my feeling for this particular
- or we're working together. You
come up with something | had no
idea about. You say, "Well, |
want to do that. This is what | feel
we should be doing at this time."
Then we get together and we has-
sel, you see, and | say, "Well,
gee, it - it, you know, it's crazy
to me what you want to do. Why?"
Or you just go ahead and you do it.
And, and, you know, it's this - s0
it’s this aspect of chance rather
than sort of mechanical chance,it’s
this aspect of a different kind of -
uh - thing holding it together, a
different - a different method, a
different methodology. And - uh -
it started out with it trying to exp-
lore collaboration, you know, in a
certain kind of way. So that | guess
that’s - | guess that’s my relation-
ship to chance. No so much the -uh
- the arbitrary -uh - chance aspects
of - um - of ah - a dice game or of
a card situation that one ordinarily
thinks of in terms of chance, I'm
not sure. | don‘t know. | don’t --
does that go around into anything?
Wellington: Yeah.

Dewey: Does that answer what you

lets put it that way - or open, some-|

were -

Wellington: No, it doesn’t answer
completely but it is a beginning. | -
I l'.:ﬂ:il you | feel very diffident about
dSKInNg any artist here directly about
his work. Like today | was in the
conference with Resnais - and |
didn’t like the picture.

Dewey: Is he here?

Wellington: Yeah, he's here, | could
not ask him the questions | wanted
to ask in that situation. |t would be
very embarassing for him and | knew
the onlyway | could get at him would
be to sit down and talk to him for
two hours and approach it indirect
So whenever | do talk to anybody
about their work | just try to appro-
ach it as indirectly as pusﬁii:n;é, be-
cause | know when you start asking
Edirect questions you generally get

| something - the guy thinks he has
i;'m say something. So I'm just trying
to beal around the bush until, you
know through my work - you feel
around and you find it and |'ve qen-
erally had better luck that -.-aay:..u"w.d
sometimes you end up on something
entirely different and then you re-
late it to what the guy is doing then.
Dewey: Then it comes out,
Wellington: Yeah. | was wonder-
ing if in the street drama if there
was an element designed for educat -
ion for the people participating in

it in a didactic sense - like psycho-
drama. J
Dewey: I'm inclined to think of it -
uh - in a more non-didactic - in oth-
Ler words, | think its value has to he
| something in it for the people just
|as there was something in Greek
Tragedy for the Greeks. In other

iy,

Iwords, it - it served a metaholic

function in some curious kind of -
way -uh - and if it was good, was
really working, it was serving a lot
of different functions. It was sort

of - was deeply engaging. The who-
le notion of a catharsis was a purg-
ing or & spiritual confrontation or a
- you Know =2 blood letting or some-
thing that - you know - opened
people up in a certain kind of

| don't think - | don't myself feel
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that - uh - |'ve arrived at anything

<l
the Greeks were achieving in terms
of people - | mean. But the point is
that -

Wellington: How about compared to
modern playwrights like - like - uh -
Becket or Chekov?

Dewey: Well, - ah - | think that
their - their impact - Chekov’s im-
pact was - obviously was - uh - in
his time very possibly approached
the emotional impact the Greeks

had... there was something deeply

linvolving for people. Becket’s ...

| has been terrifically limited

... he's
speaking to intellectuals... a highly
sophisticated audience. | think that
is not altogether his fault or his
wishes that they did... Your initial
gquestion was does it teach the peo-
nle in the street. Uh - some of the
things have caused people, just
accidental people who - to look
differently - look differently at their
city. Look again the way you do in
a black-out. Suddenly everything's
changed a little and they look. And
| think that’s of some advantage to
them and | think that clearing the
board or clearing the deck is of so-
me, you know, some (sigh),
Wellington: To me it's = it's very
curious because whenever | work
with anything - uh - the things 've
done recently have been written or
still photography. | wouldn’t put
the present film (SECRET CINEMA)
under that classification, It isn‘t
the same sort of experience. In oth-
er words, the things | had complete
control over. | sort of change and
change and change and change un-
til it sort of becomes, you know, a
very controlled thing. And | work at

it and work at it and it’s set. Some-
|times you can take the same photo-
| graph and print it two or three dif-

| ferent ways and it is just a different
thing each time. Or an article - the
same thing. Or a story - you know -
you can have three or four different
things. It is just economics you
choose one,you know,but still it

is set and to me it’s a linear thing,
it’s an organized thing and that's
what makes me happy. And | was
trying to get the difference between
this and your kind of -

Dewey: This and your kind of
thing. | think one has to think about
it in terms of - uh - where - when -
where its roots are, Now, for inst-
ance - uh - painting and - uh -
sculpture,to some extent - uh -
have always tended to be a stable

- or attempted to go to a stable
form in which the process stops at
a certain point and that - even Gio-
cometti who was taking that wond-
erful thing with... the face going

in and out of focus like a camera...
keeps moulding it back and forth...
comes up to a point then he destr-
oys it. Then he bring it back up to
a point. Then he destroys it. Even
with that, at a certain point he,you
know, he abandons and the paint -
ing then goes on through time pre-
sumably in that moment. And he has
committed himself to that moment.
Now the colors may change and the
condition in which it is shown may
change and all of these things may
change. But,essentially, he has
accepted or committed himself to
that moment. And the form - the ma-

terials he is using are - tend to -
uh - tend to make that occur. Just

as a film - | mean - a film itself is
going to change. Maybe the compo-
cition of it will change,the colors
may change, the colors will wash

out over the years. But still it is a
moment that you accept. But thea-
ter is a different thing because you
are involved with living - uh - peo-
ple and each night they arrive to

do a performance they are a day old-
er. They've,you know,been thru

a day’s more experience, the audi-
ence is ancther audience, the - uh
- whole clock has turned a little bit
and | think that what I'm doing is
more - uh - out of that situation --
out of those roots where there are -
uh - kind of perceptible changes
qoing - taking place constantly
through the thing so that the form
that | - that | have to set up in a
certain kind of way has to take

that into consideration. And has to
also be ready to change with it or
adjust to that even it it is very slow-
ly or very slightly. This down here
- uh = I'm not sure that it - that it
does what perhaps - perhaps with
the exception of the television which
allows - uh - for a recognition on
the part of the piece. And lets take
all the things |’ve added there as
heing the piece, Now, it is - there
is that capacity of the piece to ad-
just itself to each person who com-
es in there, you know,to recognize
them in a certain sense so it is con=
stantly changing. It's one, this tiny
one little aspect. The other aspect
is downstairs where the people
cross in front of the screen - um -
and, as somebody pointed out,be-
come black,their shadows are
black - and there's, you know,thru
- that's - that‘s not a very big ele-
ment but it - it allows for a certain
-uh - small aspect of the piece to
be of the moment or of that moment
- uh - of that,you know. So it is
changing - uh - very slightly. That
is -- that’s sort of in the direction
of what I’m talking about. I’'m not
at war. I'm not at war as some peo-
ple are. There is, very definitely,a
war with a form which commits it-
self to a moment. | dont at all. | -
| = in fact, |'m getting more inter-
ested in, you know,the potential
of the - like - | like using slides
for some reason where for twenty-
four seconds or for five seconds

it is one picture that doesn’t move

Wellington: This thing you were
telling me about some people com-
ing one time and not connecting
and somebody else coming and get-

thing. | know, with me,very much
depends upon my state of mind. Like
|‘“m worried about going to see the
Godard tonight and I'm so tired |
can barely think and | know I'm -
I‘m not going to be open, It's going
to have to be very good or if it's
just in the middle [’'m going to go
to sleep on him. Which is my prob-
lem, not his, you know.

Dewey: We are even probably more
dependent upon the audience than
Godard would be.

Wellington: Because - because of
your denial of certain conventions.
Dewey: Because of a situation

tent, half the piece and if it - if it
works the audience is supplying

out of themselves the other half, So
it is a kind of marriage. You know,
it's a kind of - uh - it's not - it's
not in the sense - huh - you could
- you could understand, maybe, if
you said ying-yang type of thing
where Godard is clearly, he is com-
ing on to the audience.

Wellington: Yeah.

Dewey: You know, he is laying

that audience in a certain kind of -
and they're, you know,taking it and
responding, however much, In anoth-
er kind of way we’re - we're rever-
sing that situation where we're set-
ting up a situation - a thing in
which it encourages the - the peo-
ple, our audience to - uh - to as-
sert themselves with this material
so they have to screw it or, you
know, make it, you know and - uh-
itis = | = | almost see it that way,
very often.

Wellington: Well | just - perhaps
we can talk about the thing
which your friend and colleague
Mr. Whitman did ?

Did you see it 7

Dewey: Yeah, | saw it this after-
noon. |'ve seen it twice. | saw it
this afternoon and | saw it on the
island.

Wellington: | saw it at the five-
thirty time and | was - got very lit-

hut some other element moves - like
the sound changes.

Wellington: Yeah, but that’s still
set because you change, Unless
your sound -

Dewey: Well, our sound is not - uh
- we are running two independent
cycles which are not. Like the
sounds are on a twenty-one minute
cycle and the slides are on a twen-
ty minute cycle so that they are al-
ways in a slightly different relation-
ship so that you are always getting
different, you know,combinations.

Wellington: That’s still a control-
led setup because that has -

Dewey: It has -

Wellington: It has very few varia-
bles compared to the human situat-
ion which has infinite variables
where you -

Dewey: Yeah.

Wellington: Constant -

Dewey: Yeah - yeah - Yeah - yeah
- yeah there's - there’s a limited
number of relationships. In terms
of, for practical purposes it would
take - if it really mattered - mov-
ing one thing a minute off, it would
take two cycles or for whatever
that would be - twenty times - uh -
to sort of repeat the sequence and
then the difference there would be
a slight varia - question as to
whether exactly that combination of
slides would come up again. Since
it’s all the same material that’s not
terribly important. It just is that
little bit of variability built in so

if you watch it two or three times
you are getting different relation-
ships - if you're into, you know,if
you’re into it that much. Most peo-
ple aren't.

Wellington: | was just trying to
think - how do you cri - is it fair
to talk about critically evaluating -
Dewey: Sure, sure,

Wellington: Not this work down
stairs but the other kind.

Dewey: | think you can, | think
there is an aesthetic. It is, to some
extent, a subjective aesthetic.
Wellington: What isn’t

Dewey: Yeah - it - however your
sense of context is changing. It's
perfectly possible an extremely
perceptive and sensitive person
would go through it one time, go
through the experience and get no-
thing, you know, or get very little;
and for him, aesthetically, emotion-
ally, whatever - well, let us

say aesthetically, it will be a bad
experience or a non-experience.
Thensomebodyelse who is equal-
ly or slightly less - uh - could go
through it another time and because
of the context, because of - uh - the
reaction of the people around, be-
cause of his own state of mind - uh
- suddenly, you know, it will be
terrifically provocative.

Wellington: Have you had that ex-
perience?

Dewey: Yeah, Very often. You know,
where - uh - the - the things con-
spire to come together under cert-
ain conditions which are - uh - ve-
ry special. And it has a lot to do
with the dialogue of the - uh - you
know, what-what-um-the thing |
think | would say this: the aesthe-
tic is based,to me,upon the deg-
ree of rapport - uh - which exists
within the situation between the e-
lements and the audience or the
viewer. OK. Now that’s not - that’s
not unlike Shakespearean theater or
Greek theaterand if it works,it works.

tle from it except one extraordinary
experience. That thing inflating and
- uh - the slides on it were inter-
esting. But the most interesting
thing was that shape just slowly
inflating on stage and moving then
sort of towards the audience. | lik-
ed that very much but everything
else | thought was either - uh -bad-
Iy done or - uh - just didn’t inter-
est me and | was just wondering
how you reacted ?

Dewey: Uh,

Wellington: Have you found any-

thing there?
Dewey: Yeah,

Wellington: A pattern or what?
Dewey: Yeah. Uh.

Wellington: If you want me to turn -
Dewey: No.

Wellington: -the tape off at this
point |I’d be glad to.

Dewey: No, that's OK. I'm - I'm -
I‘m not - uh-uh-well lets-1"m try-
ing - I“m trying, my - uh - | have,
you know, very strong feelings
about - uh - the different pieces
that | see and - uh-uh - | like - uh
- and | like Bob’s - uh - Bob's
work, It's - it’s among, | think his
15 the first happenings that | ever
saw - uh - and was in some on the
West Coast very early in the game.
Uh - the problem. He - he works
essentially through a slightly dif-
ferent process than | do. - Uh - he
works - uh - with an image. In oth-
er words, he brings into the situat-
ion of composing a piece a number
of - an image, a prevailing image
that he relates things to or that he
asks the people that work with him,
as far as | can understand; and his
materials conspire to deliver that -
uh - image to the audience. Now -
uh - my, | have had a very strong
feeling that - uh - under changing
situations your first necessity is to
-uh- deal with the situation in
which your - uh - your giving it.
Your giving the piece and then you
can go on to the image if your suc-
cessful at that stage. If you psych
out your situation properly, and
that can even be a piece in itself -
and that's where |‘ve stopped a
number of times is simply psych-
ing, you know, psyching out the
situation of the place. And that be-
comes the piece, that’s it, you
know. Now if you - if you go thru
that successfully, then you can go
on to -,to using or having that
place transmit your image. Now you
can bring in your image and it"ll get
through. And | felt with this that it
- uh - worked - uh - it - fairly well
in that island - out on the island -
uh - aspect - aspects of it worked.
There was a problem in scale -
things that were done were too, you
know, sort of too - too small and
too distant to some extent. There
were a couple of things that happen-
ed when he did it out there - flash-
light s going through the trees which
cut up the whole forest. There were
these lines going through the forest
you know, and it was just three
people or four people moving through
this forest, you know,away from
something and to something else,
The balloon blew up but it was so
distant that it didn’t have that im-
pact that it had down - over here.
Wellington: | thought it was the
Boig out of Peer Gynt -

Dewey: Yeah, yeah.

Wellington: the negative unconsci-

Wellington: | liked that very much

through you found that other people
were watching you being held there
which was a nice situation. And

the space was not - uh - was not ]
the light or
an area from th
Center.
our floor photograph
surrounding space an
the whole space from

wasn’t - and the elements were too

where we’re setting up, in some ex- Wellington: | see.

Dewey: | know, it was great, great,

but -

Island), the people coming in. The-
re was a nice kind of situation that |t

you passed through which held you, |its of our space sufficiently:

held you there and when you got f

here = uh - these things, for some
reason these elements didn't work.
But - uh - primarily it was because

cooperating in a - in a certain kind
of way - space. The situation wasn't

- umm-uh- too pasted on,too thin-
ly applied.

Dewey: So that | felt the rapport
was broken - uh-uh - the thing
growing up and coming out over

the audience worked because of the
kind - because of the fact that there
were, in part, people underneath
there who were getting up and going
away; or because it was this trem-
endously evocative shape growing
out of the stage.

5 NOVEMBER 1966 - STATE-
MENT BY KEN DEWEY ON HIS
OWN PIECE, A "CONTINUQUS
ENVIRONMENT" CALLED 'SEL-
MA LAST YEAR'

The comment that you (Wellington)
made in reference to Eames - that
he won’t take on an environment un-
less he can controll the whole en-
vironment - now Philharmonic Hall
and perhaps the whole Lincoln
Center complex is art object orient-
ed: that is art separated from life,
And our challenge in going into
that situation was to try and snag
people on the fly and involve them
a little in - introduce a process ori-
ented form into that situation. In
other words, catch them up with

audience really couldn’t g
shortly before the picture
started so they wel
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at the time | was in high school and
starting on college. |t was just a
ve:;f easy jump for me to make,
JM: What sffects are you trying to
creae, it any, by your show at the
Riverside Museum?
G.Sf All of our performances angd py-
hibitions have had somehow a con-
Centration which is focused in the

the

be

the place,itself,and its values,
Something immediate, something
of their own presence there at that
time. Our material was drawn from

March. This event had an extremely
curious position in the civil rights
movement. It was a fleeting moment.
The March on Washington had been
an essential ly white march. The

a black march. For a complex num-

ed Jackson, seems to stand out as
a moment at which there was real
contact. It was a fifty-fifty march.
People on it recall the innocent -
a kind of mutual affection which

ory and even shallow = but it did
grip the entire country and it was
almost classical in its development

and ultimate tragedy. Our problem
was to introduce this into the Phil-
harmonic Hall situation in such a
way that it could function as a re-
ference point for people’s current
hacklash thoughts. Bruce David-
son’s photographs first were human
portraits - almost classic in their
composition. They were not news
shots. My own sound track had
been taken with the same intention-
simply portraiture in which people
on all sides of the event said
where they were at. Terry Riley, in
in his editing,had given an unabtrus-
ive form to this. On the final day

of the show it hit me how badly |
had failed to second guess an imp-
ortant aspect of the situation. The
show was in four parts. The first
being a confrontation on side by si-
de monitors. We had news footage
from the attempted march in which
people were beaten and gassed just
outside of Selma. On the second
monitor was a close circuit TV im-
age of the people themselves. This
was a delayed image and this is
what’s important: they saw them-
selves as they had been eight se-
conds earlier. It's terrificly comp-
pelling to be able to see yourself in
this delayed mirror arrangement -
what you do coming back at you a
short time earlier.

In order to watch the news footage
people literally had to choose not
to watch themselves. It seemed ex-
tremely appropriate to the whole
Lincoln Center situation and it did
work. This part and this part alm-
ost alone caught people up in some-
thing strong enough to be provocat-
ive under the prevailing Lincoln
Center conditions.

Part two was a series of blowups of
Bruce Davidson’s photographs. Be-
cause in analyzing the space | felt
terrific weight pressing downward
upon one, we chose to counter this
by placing the photographs on the
floor. The third part had to do

with previous situations in which
the show had taken place; a church,
a shopping center - these were the
photographs that were hung on the
columns and bannisters. All of these
sections were at the Plaza level.
Part four was like the march, it-
self. You had to go down there to
be involved. Part four took place
in the basement. Bruce's photo-
graphs were projected in several dif-
ferent scales in different parts of

a gallery. There was a twenty min-
ute sound cycle running independ-
ently. This was set up as a situat-
ion where people could sit comfort-
ably and get absorbed,

The place sections were really in
the flow of festival traffic. We had
intended that it be a free area open
at all times. However, ticket taking

Ous.

procedures defeated us in that. The

the Selma-Montgomery Civil Rights |

Jackson March, which fnlluwed,waa

her of reasons Selma, which follow- |

surrounded it. Perhaps it was illus- -
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| worlc before, and since; it’s been a
| tremendous source of dissatisfaction.
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¥ viork o what other people are doing

B in the wea?

. PR go to the museums and the
¥ gdlleries and we see these works

JM: First | should like a brief in-
troduction to where [JSCO works
and when it started;that is,the his-
torical background.

GS: The first performance was in
November 1963 at the San Fran-
cisco Museum, Actuaily this was
probably the most ambitious thing
we've ever done, because we were
not aware,as we are now,of the
problems. It wasn’t until 1964

that we started thinking of ourselves
as USCO. The first performance we
did under that name was in Brandeis
in 1965,

JM: When did you settle in Wood-
stock? And who were the original
members ?

GS: It’s rather confusing because we
were in Woodstock even before we
went to San Francisco. It's been &
continuous travel back and forth, We
haven‘t all been together at one
time,

Let’s get into this whole name thing -
It seems to me that the trend towards
a traditional society in Coomarswar-
my‘s terms or McLuhan’s... that is,if
we’re going back to the role of the
traditional craftsman who did his
work and never mind who did it,fine.
| think maybe we’re some small part
of that beginning to happen. It is
happening all over. On the other hand
we do live in this world where there
is a fantastic status focus and
orientation (and | don’t want to get
into the fetishistic situation of say-
ing, No, ['m not going to tell anyone
my name ). There are some people in
the group who say,Well,no names,
no names,no names,no names, no
names. It doesn’t matter whether it's
positive face paranoia or negative
face paranoia;it's just as bad.
Anyhow Steve Durkee who is basi-
cally the painter,and the architect,
and the vision-creator and | knew
each other and had worked with each
other as early as ‘61, maybe even
'60, in the east. Then Michael
Callahan and | met when | went back
to San Francisco and worked there
in ‘62 and '63. So we worked to-
gether in California and then up in
Vancouver,where we did our second
performance, Then he came back

east in August of ‘64.Judy, my wife,
and | had made a cross-country trip
back here and performed along the
way.

The first performance in California
involved sixty-four people and about
eighteen channels of mixed media.
We really didn’t know what we were
doing. We started with a kind of a
chaos and we worked ourway slowly...
JM: Was there any thought behind

hanging and they’re hung basically
s0 that what you can do is you can
pass by, |I'm sure that very few
people make things to be passed by.
| mean, most works of art in our
society end up by being objects of
meditation, but the way they’re used
in the world is rarely as an object of
or a thing to live with. They’re hung
there or they're standing there and
there’s no place to sit, theres no

do is to go on to the next, and the
next, and the next, as if it were a
book that you had to walk through
with the works of art representing
the words, It’s pretty disillusioning.
It doesn’t matter whether it's your
show or anybody else’s show. The
first idea we had when this space
became avajlable was to try and
Create the kind of situation that we
had at home, where the church is
filled with things that we and other
Pecple,and us,in the larger sense,
have made; and we can spend time
there, | think to a certain extent we
have managed to make that happen

the gallery and look at the thing
happening. You can’t understand

what's happening from that view-
point,

ter whether the images merge or

motion gets them going.

hours or whatever. The other night |

was just totally different.
GS: Your own motion takes you out

do at this point. The integration of
the audience follows. Again, what
McLuhan talks about is the inte-

cipation of the human being in terms

says what the teenager does is from
overload. When he gets overloaded,
ne looks for myth, This ritualistic
aspect is very myth-making-- the
slides,the images become symbolic;
they become archetypes rather than

face it is anymore;it's a face,a mask.
=.|'|L'rr|:
been such a general trend toward
media mixes?

available,

been going on for at least ten years.

whole, the idea of simultaneity is

(tha
neous operations, you don’t have to

| sibility of seeing your activity as a
part of a weave.,.

| think if we can hang on for another
|decade, it's not going to be the
people marching on the streets for
peace (although | think that’s beau-

movement in society which will
make peace a possibility. Maybe a
decade is too optimistic, It seems

their twenties,and Michael is twen-
ty-onelget to be a powerful majority,
the kind of status and power play

JM: Do you mean to say that the art

art of meditation?

GS: | mean it is the end of the H'u:r—||
ary political era, in which you have
to pass throuah the whole alphabet
to aet from A Lo Z, the end of the

|with something with a reality, where

place to stay. What you're invited to |
| That’s true in the arts too.

of the
time ¢

there to look at it,stand up in

But once you're on the dance
and you're turning around,
19... Of course it doesn’t mat-

on the

on each screen, because your |words
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own there and was dancing, It
do we

Is case. That’s a completely

area for us. | don’t know how to
le it and | don’t think any of us
velop

on of all the media, The parti-
area i

tual makes a lot of sense. He

vidual. It doesn’t matter whose
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only
: But this kind of research has
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seed idea of our time. We use
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ul ), hut these ideas and this

me that when the kids (1I’'m in my |Onl

thirties now,but most of the people |most ambitious piece: it contains
sound which circulates through eight
speakers; it has neon fluorescence;
it has sixteen interlocking rhythms

n working with are basically in

from
e have now just isn't going to
ean anything anymore.
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f escape is being replaced by an
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15
era in which in order Lo get from /
Washington to Moscow you have Lo
construct a fourteen page document |
which, when it gets to Moscow, has |
obviously turned into a paranoid |
drama; it will be the era in which

at the other person on the line, in
which you can have instantaneous
transmission of information, in t
which you can process by computer |f
2 whole bunch of data and come out |

you're not dealing with the illusion
of the investment of one man’s ca-
reer against another man’s career.

For instance | feel sorry for Andy !
Warhol when | see him down at the |f
Dome. | don’t think he knows the
eventuality of what he is dealing
with. He seems to think it's the ¢
same old game of putting the serial
image of the movie actress hergine
up on the wall, that it's only being

played now with different tools,but
| don't think it's the same game at

all. | think it’s an entirely new po-

thing to do with being Andy Warhol,
what-ever-your-name-is. That's the

al the Riverside Museum and we
Managed to have it happen at the
San Francisco Museum a couple of
years ago. There's a situation in
which people stay for an hour or
two hours or three hours, rather than
Come in and go out,

At The World we came into a given
:s.itlzatinn. It was strange. You know,
It came right out of the Cinema-
theque showings. At first our
arrangement was simply to build a
Piece of equipment, a console which
controlled twenty-one slide projec-
tors. It was very interesting to us
because up till then we hadn’t been
able to afford punch-paper tape and
all kinds of equipment for our own
control. After a week, Meyerberg,
who had been up to the church,
called us and said that his arrange-
ments had fallen through, could we
make all the film and slides?1 said,
Yes. We wound up making two and
one half hours of film and fifteen
hundred slides in three weeks,

The situation was given:there are
fwtua[ly nineteen screens. Each is
individual and they are spotted
around the room. We didn‘t design
the concept. Meyerberg comes out of
antasia,whfch is, to me, kind of a
triumph in program music. The World
IS & contemporization of Fantasia;
it is another piece of contemporary
program music, because the tunes
and slides and the films all go to-
gether. It has very little to do with
the kind of work we've been doing
where we try to merge all the chan-
nels, make them yield to each other,
and go in and go out.

The surprise to us has been that it

you that pushed you to do what you

worked. Most of the press, who have

kind of loneliness | see in that
scene. | would characterize it by
saying that in our scene you see d
person approaching the other per-
son and you see people throwing
their arms around each other. The
hug is the personification. In that
scene | see a great distance between
everybody. | see the same long hair
and the same clothes and the same
tools. | see a tremendous fear too
which | don't see in our group (|
don’t mean our little group, but
throughout the country; like out in
Colorado there are kids that have
built a place called "Draff City." :
They built it with two-by-fours and
tar paper, but they are geodesic domes
not two-by-four frame houses).
JM: Do you consciously make cer-
tain colors predominate with an in-
tended meaning?

GS: You should talk to Steve Durkee
because he’s very central on that
level.

JM: Let me insert that when you
read certain books from the Kaballah
on, you find a meaning ascribed to
certain colors, the colors of aura,

etc.
GS: WE’re working with the rainbow.

We‘ve been very involved with the
diffraction grating which splits up
light into the rainbow. | worked with
the Kaballah so many years ago |
shouldn’t even say | worked with it:
it seems like a phantasy in my past,
or out of it; but when you see the
oscilloscope we use (and this is
one of the areas we really want to
get into), you'll see that in dealing
with frequency, whether it's color or
sound or the visualization of the
wave form and the multiplication of

and it's in the sweep of the audio-
oscilator and it’s in the visualiza-
tion of the wave form as phosphor

comes most apparent to me as mys-
tical reality. To try to put it into

the mystical vocabulary is the task

ding the tools - here the tape recor-
der: the voice recorded, preserved,
echoed, mirrored, magnetized - what

up in a world where the understan-
ding of it was not what we were
taught. At the time we grew up
people were just beginning to de-

the motive power and the basic
energy,in terms of fire,water,earth,
air, and ether, or electricity is an

potential. The medium mix leads us
into seeing something of what this
power or energy does.,

We were doing the pieces at the
New Theatre.According to Tim Leary
we were having some sort of simu-
lation of the psychedelic biochemi-
cal experience, and according to us
just doing what we do, but here we

of electric light and electric sound
of all this and said, "Of course,the

session is natural light,the light of
a candle or the light of a fire "

natural or is it artificial ? Of course
electricity is natural, but not to us
who were educated before electricity

up in Europe and | remember that
the telephone was a real ritual oh-

certainly was a stranger in the
house. My eleven year old daughter
takes more naturally to running our
equipment than | do.

The name of it is: Contact 1s The

greakt revelation because all the
messaqges are: "Go On,Go On,Goon,
Turn Ahead

II'Smu sign. Still this seven foot

you can pick up the phone and look |[of a classic situation like O e
|down the highway. You‘ve been im- |don’t mean that much to me ), it's his
printed for a number of years with

Go On," and is called "Contact Is
The Only Love" becomes a Stop sign.
There is a room of Sakti paintings; |
one of them is Siva; one of them is
Sukta: one of them is Siva-Sakta.

very dimly lit. But the light passes
from one to the other. Basically in

definition experience. McLuhan says
hat in media where all the details
lare visible, that is in high defini-
tion, you accept it but you don’t
really integrate with it, you don’t
really fill in. With the low defini-

i 1 | don’t think i - |t
tential and | don’t think it has any el s b
you get into it; you feed a
:;r,:urg,&li back and forth into the
images.

Much of what happens here is input
rather than output from the paintings;

tion here in the Riverside Museum
in which people could come and in-
stead of using their analytic func-
tions, simply go out. It seems to me
that’s what’s happening. You look on
those couches and people are flaked
out for an hour or two at a time. The
Museum is amazed. It is a little
Museum as you know and they don‘t
generally have shows of this nature.
They were used to getting about
five or six people an afternoon. Not
only that but they were used to get-
ting school children brought by their
teachers or a middle aged crowd:
now there is a crowd of teenagers
and people in their early twenties,
It is also obvious that a lot of it is
just word of mouth.
To get back to the nut of it: what
about the religious nature of this
experience? What about the religious
nature of the media experiences?
Its funny because the media are
being used by the orthodox religions
as a propaganda means the same
way they are being used by other
organizations of our time. When you
forget the literary content potentials
of the media and begin using them
fairly straight as an experience, |
think you begin to experience the
religious reality which resides in
the vibrational universe, in the na-
ture of light, in the stroboscopic
flash - in the sense that when
| Goethe was dying he said, "More
light! " | had used that line as a
take off point for a poem a few years
ago, All that time | had thought he
was asking for more light. Some
time later | was talking to Susan
Firestone and she said, "Qh no, he
saw more light." The light was
there.
{In that sense the question of wheth-
ler light through, which you have in
film... and 1’'ve had a lot of ques-
tions in terms of Judaism for ins-
|tance, in terms of the graven image.
|What does it mean " Thou Shalt Not
Make A Graven Image"7? But in film
you take this image and you throw
the light through it. In our perfor-
mances we had a lot of light through,
but in this show almost all of it is
light through. You also have light
on, The light which you throw on
something then reflects and bounces
back. It seems to me to be the con-
frontation between the window and
the mirror. In the end you have to
|fim‘. some hybrid of the two,because

mystery, for me, of the space-
ontinuum, It's in the rainbow

cathode ray tube that it be-

. either with the technical or

next few years, In understan-

understand about it. We grew

these things. To understand

n which art and education have

with ten or fifteen projections

& screen, He got up in the midst

good kind of light to use in a

1k that’s the whobbling pivot of
ucius: it's ambivalent; is it

our natural environment. | grew

(it isn’t now) to my father, It

One of the early pieces which
shown in San Francisco in
y ‘632 was the large octodome.

y Love., At the time it was our

n 480 flashes per minute down

to things which happen in a cycle of |in terms of understanding humanity
once per minute. It uses the highway |and understanding the possible

a metaphor. In a sense it was a irel ationsnips with God, the way is

|not either by looking in a mirror or
|by looking throuah a window, but by
|II being able to see in the window the
{mirror and in the mirror the window.
'IIT'nen the reality becomes possible.
ellow oclogon in the mind of people | The line we have been using for the

1]

and it was character-
ed at the time by the press as a

who were actually present is a Stop |last couple of years,\We Are All
sion althouah it doesn’t have any

\ﬁnt, comes ouwt of WMener Baba, We
word "Stog” on it. | was interviewed |have all been profoundly influenced
on television in front of it, and the !'l':':p" the ilf"ln:i':_;ﬂ of Meher Baba. Pnﬂ]i:'-'l.i.'ﬁ
man says, " You folks see this big |[it’s basically a media image. It's
Stop sign here.” You see the power |not his words on paper (at least |

driving |5r-;-::;;1k for myselt; his words on paper

| image, the image of his face photo-
he small red Stop sign,and a seven |graphically and the image that ['ve
oot yellow octogon which says: | seen of him on film. It is the expe-
' Turn Ahead, Go On,Go On, Go On, |rience of another human being. Then
| see his words; | read him saying,

| "] am the avatar and each of you
are also avatars: but | know it anc

bring the knowledge to you."It's not
a new message or anything, but the

n the center is a fountain with a : _
fact | I

1 i I I = 1y g H ' I'\' 'r:'
otating ii{_;h'!, column. The whole is ct that he’s alive in this world...

One of our ambitions is to go over
there and record Meher Baba on
fabing it i fi here’s no knowina who or
erms of painting it is a very low film. T.1ere§ o .~:an4 ng |
what he really is, but it's the first
sible to get a good recoraing, vis-
ually and orally of a person who has
made this claim. Next December he
is going to appear out of seclusion
for some westerners, If it is pos-

HF T ¥ I II'l".|:+ a E""E? I':'::n“
[ WIGH ey : a
ionjexpariences : : y cihle Lo raise some money Lo take

a lot of

dle it over there at that time, |
|t?:i|:l-'. it would be an invaluable doc-

ument.

It seems to me also that here’s a
nerfect potential for a multiscreen
360 degree environmental situation.
This face which causes everybody
to see someone else in him. It's the
kind of face that coulcd be you,
Jonas, or as some people who've
come into our house think, Tennes-
e Ernie Ford or Sammy Davis Jr.
or Humphrey Bogart. There was tlj.is
guy who came to our first Brandeis
performance in ‘65, Bob Dreifus.He
caw the face of Baba which we
flashed on the stage. Then he came
and asked us, "Who is this man?"
We told him. Within six months he
had left for India to see Baba, i:ie
was the one who came back with
Baba's message to America about no
| drugs. They are an illusion. It can \
cause great harm,he says. Thewhole
1act section of the performance that
we will do at Berkeley at the LSD
conference will be hased on stills
of Baba's face.

JM: How do you reconcile the fact

| that the majority of people who find
value in your show have takenLSD?
Maybe it's because they think, for
them,that’s the only way out?

GS: How to get out of this world!
The power in our civilization of the
everyday, of the mundane, 4::? the
ubiquitious is stronger than it's ever
heen. Although God knows how long
we all will still be in to them, |
think drugs are passe.We've been
working our way out of it. Qur pl_'uh~
lem today is we need more Stations
of the Cross. We need places to go,
all over. The Riverside Museum is
just a little hole in the wall.

| don’t imagine that one out of two
hundred people that come into that
room see the dancing Sakti in that
painting. It doesn’t hug us. It -.-:m:’.-:s;
that Saktis there vibrating out of
that painting. Who cares whether
they are arms and legs; they’re part
of the vibrational universe.

Michael has been working for sever-
al years on circuitry. When | met
sichael | was flashing lights.| was
using sign machinery, pure digital
on-off on-off material. It didn’t
matter whether it was once a minute
or four hundred and eighty flashes a
second. It wasn't until he came
along that | understood the whole
contemporary precccupation with
whether a phenomenon was digital
or analog, whether you had this or-
ganic continual process Curve going
an or whether you chopped every-
thing up in terms of clock time. Now
we're working mostly in terms of ;
lights with analog. The lights don't
go on and off in that room; thleg,r
pulse. They have a long continuous
pulse phenomenon going. It is a cir-
cuit which uses an element called a
triac which wasn’t on the market SiX
months ago. _
We were trying Lo creaie an environ-
ment in which people could commu-
nicate more with themselves than
with anyone else and in which there
was a period of, in John Cage’s
terms, "silence."l didn't understand
for a long time the whole idea of
ngilence,” but then it occured to me
that in music silence is simply a

that wave form, there’s some secret

rest. We're trying to create a situa-




idealism == that is to postulate her
carrying out |sodore Duncan’s rape
by dancing to the ready-made toilets
of Marcel Duchamp instead of the
neo=-primitive sculpture of lsamu
Noguchi." King's concern is to
reach outward in an attempt to pene-
trate the surrounding situation. His
terms include the investigation of
other media and an examination and
application to dance of the Way We
Live Now.His effort has been inter-
preted as destructive, sadistic, de-
signed for shock-effect, psychoana-
| lytic and vulgar. It is all and none
of these.
Sensible and coherent media-mixing.
Sounds; independent from other me- |
dia in a way which allowed each its
full identity. The relationships be-
tween the media were dignified, and
their dialectic was circumspect and
restrained -- purposeful. If there is
system to his media-mixing,it can |
We had a definite idea what we be found in their democratic rela-
wanted before we started out, and B W ; | Ol tionships. The different sounds and
we found that it did exjst. " Many ; ' B! sights did not cancel each other out,
i I i =T : # i ¥ v o1rl £
Socumentany fin-makers would ais- I e e
one ;hmmf shoot what he !iudé at King's theatrical sense is inherited
the time he is working and not rely | . from Beckett and Artaud, and his
on a preconceived script, "Thera’s & | use of the tape recorder suggests
i;:_;:j:(l:}ﬂtui.'ﬁﬂi in this, but on the other : b | {B\?Ck&}i:s "Krapp’s Last Tape."
1anc, Lhere are some things that B (Yet, by comparison, the Beckett
you can predict. We felt l!in'. there @ s almost crude. Krapp and the tape
were certain human events we i engage in dialogue. King's employ-
::m:Jc:'I find, whi?h we could put muF?n: of the tape is not so literary.
together in our film in such 3 wan L/} Of course,the Beckett is still, af-
as to demonstrate what we Wﬂ“m‘; B8l Ler six years, avantgarde theater),
Lo say about the universality of BEL At any rate, the first impression of
hL.rri"IEIH EKF}E}FFEI'IEE, even among " ~-0=0=-n=-b-r-a-j-n-
wru::fhr _El-EL}afrﬂI:ﬂer.' people: the kind @ withSuperLecture is of the subtle
of Family of Man idea that we i vet professional and cautious mix-
were developing and that we felt 8% ing of the several media -- sounds,
‘:T,::rsﬁmﬁ and valid. People say, f! film, dance and theater. The design
ell, that isn’t li inen | and I f the mixing i
verité.’ That ?5”"1 jtjfi r?t_:”cf:.:t]iir1{:' Y I't-l'I:rJ]ﬁt{ﬁ?;‘;sf!gl;%:e"?fl‘enfﬂI[;;erégjtl'j;r
really finding what’s there. You're '

| - OB oets rid of point of view in dance
predisposing your camera’s eye and
telling it what to find,” but my feel-

5 s
fil as the camera gets rid of it in the
ing is that film is a very much con-

al novel."
trolled thing. It’'s always selective.

& A word about the films presented on
the program. There are two. They

Whatever you shoot is selected by

the cameraman, and in putting it

borrow some of the style of Andy
Warhol, but in at least one sense,
together in the editing room, you're are quite different from Warhol’s.
always manipulating it whether you
think you are or not. We try to in-

_IBoth of the films presented in the
ject our own interpretation and our |

. | program were carefully programmed
: and there was no room for "accid-

own ideas into our shooting and ed- [¥?

iting both." 3

ent" in the pictorial sequence or
_ method. The final result is clearly
The directors were more concerned
with communicating their ideas than

“|seen before filming commences. In
with being "gimmicky." "The little

% this manner, they can be called sys-
. Htemic. The sequence, composition,

boy looking through the prism and

seeing a kind of rainbow world was

“|process and particularly time (4
: minutes and 10 minutes) were care-
actually photographed very simply,
We took the prism the little boy

A fully plotted before filming, as op-
held up and we photographed what he e 23 TR A -

Steinbeck’s FORGOTTEN VILL-
AGE. In collaboration with first
wife, Maya Deren, he produced
the avantgarde classic MESHES
OF THE AFTERNQOON and THE
PRIVATE LIFE OF A CAT, His
work for the United Nations has in-
cluded POWER AMONG MEN, and
he has done a television series on
Pablo Casals and Jascha Heifetz,
Mr. Thompson explained that mult-
iple screens were used at least as
early as the Paris Exposition of
1896, when the audience was sur-
rounded by 10 screens showing
films of Paris shot from a balloon
with 10 cameras. The method was
called "Cinerama" " Modern "Cine-
rama" originally employed three
projectors and single wide screen,
but TO BE ALIVE! differs in that
the three screens are utilized as
three separate pictures with divi-
sions between them, This physical
difference is the result ot the bas-
ically different concepts ofthe film-
makers.The producers of "Cinerama"
were concerned with duplicating
nature literally, while Thompson and
| Hammid were concerned with creat-
ing a new cinema reality, just as
modern painters give interpretations
of what they see and thus set up a
new reality of their own. "As a mat-
ter of fact, we rejected a great many
effects that we got which were rat -
her elaborate and tricky, because
we thought that they were distract-
ing from the story and weren’t car-
rying it forward. We wanted to com-
municate an idea. That was our first
objective. We had the possibility,
therefore, of making a montage,

and here’s the difference essential-
ly between single screen and three
screens. Whereas in a single
screen, you make a montage often
by cutting a series of single shots
very rapidly so that the mind assoc-
iates them closely with one another
in sequence, we have heen able to
have a montage across the screens
as well. You have a simultaneous
montage. That is, a montage in
space across the screens and a
montage in time, which is the mon-
tage--=-one, two, three on the same
screen in a period of time. So that
we're doing it both ways. It's al-
most like three dimensional chess."
As soon as the viewing area is
broken up into three screens, an in-
finite vari ety of uses for them can
be found. To show that people in
widely separate countries can have
a single universal experience, one
of the sequences depicted three
boys learning through trial and er-
ror. On the first screen, an Afri-
can boy is seen falling off of a
donkey, on the second an Ameri-
can boy falling off of a hike, and

loons. Cute, Anyway, despite all
this, snakes eat rats, always have,
and since they must, always will,
What |1‘m getting at is, just what
really did happen? Was it a sermon
-= or exhibitionism and sadism?
Or what? So what?

In his recorded lecture,played on
the stage at the Gate, King says:
"Dancing was about moving untjl
moving got in the way...l think the
best dance though would have na
movement because the movement
would get in the way of its being
original. | mean movement was in-
vented a long time ago already. "™
King attempted only one dance
movement during the program, but
during this grand ronde jambe he
was symbolically tied to a line,
like a string puppet,

King views the purpose and reality
of dance with an attitude similar
to the position of Artaud toward
theater. Artaud writes: ", _theater
is a disease because it is the su-
preme equilibrium which cannot be
achieved without destruction. It
invites the mind to share a delirium
iwhich exalts its energies; and we
can see, to conclude, that from the
human point of view, the action of
theater, like that of plague, is
beneficial, for, impelling men to
see themselves as they are, it
icauses the mask to fall, reveals
the lie, the slackness, baseness,
and hypocrisy of our world: it
shakes off the asphyxiating in-
ertia of matter which invades even
the clearest testimony of the sen-
se5; and in revealing to collectiv-
ities of men their dark power, their
hidden force, it invites them to
take, in the face of destiny, a su-
perior and heroic attitide they
would never have assumed with-
out it."

1. Antaud, Antonin, The Theater
and its Double, Evergreen Original,
N.Y., 1958, page 31.

ALIVE! pointed the way in which
film makers could use a diversity

of methods, Mr. Hammid said, "It's
like painting. You will find that a
whole string of painters follow each
other. Such "isms™ can be found in
films too, but I don’t think these
schools mean much in themselves.
what does mean something is the
shotographer’s individual personal
;]Erﬂﬂpﬁﬂﬂ, talent and creativity --
qualities which either produce
sgmething that moves others or else
don't. There is a tendency to be
over-theoretical about these mat-
tere. The thing to do is to take your
camera and play with it until you hit

on something. ™

in the space. There is the distance
of the viewer from the projected im-
age. There is the guality and quan-
tity of the audience. There is the
smell of the theater. There is the
smell of the man sitting in the next
seat. The screening environment can
detract from or enhance the movie.
(At a New York City 4 2nd Street
theater, there were three fistfights
and one case of the DTs during one
showing of COUNT THREE AND
PRAY, starring Van Heflin as a
preacher handy with his fists. The
movie had overflowed the screen.)
Each theater has its particular
character. The Blue Mouse is a ve-
ry free place. There are no ushers,
so the man puts his feet up on the
seat in front of him. He snores. He
coughs. He drinks wine. He talks
hack to the screen. Under a glow -
ing red light from the exit signs,the
Blue Mouse exudes an organic feel-
ing of humanity, of its migrant work-
ers and knobby old men and over-
weight Indians. And by the screen
with the stain there is a round elect-
ric clock. Time ticks away as the
Imovie reels by, And if the viewer
knows when the movie will end, he
can watch its events like rounds in
a contest,

A movie seen at the Blue Mouse is
not the same as a movie seen at Ra-
dio City Music Hall, not even the
same movie printed fresh from the
same negative, A movie shown at
the Blue Mouse at 1:28 pm is not
the same as the same movie shown
at the Blue Mouse at 5:31 pm. And
even if it were it would not look

the same to the man who sat through
bhoth shows.

No movie ever looks guite the same.
No movie ever IS quite the same. A |
movie is a thing alive, and it slow-
ly dies. In that vulnerability, of
film's materials and of our own aw-
‘areness, is the richness of the mov-
e experience. |

at the same time to film 3 host of
non-actors, it must haye been dif-
ficult to achieve the naturainess and
immediacy of the scenes. Mr. Thom-
pson explained, "We did actually
write a very careful story before we
went out. A lot of people had the
feeling that we just went
shooting at random wherever people
looked happy and then stuck it all
together. It wasn't like that at all
The African kids paddling their cﬁnF
0> wds a Case in point, That was
something we wrote into the story
here in New York in our office.

We weren't sure we could find it
and we had rather a struggle, '-.-t-'n:f
1-,-55-:& Eim-.u*. to the Southerm part of
Nigeria and looked around. We wo- |
uld always come to villages at the
wrong Lime when people were not
liable to be paddling their canges
and so on, but finally,after a good
deal of looking, there they were.

energy deposits in existence right
now that we can tap into, man}r'na—
tural resources that haye not been
depleted. And the country could last
for some time on natural resources
that are now heing wasted, The ¢
should not be cut down as they are
being cut down now. And minerals
should not be used as they are now
And the waste in human energy is L
also a fact - not only in America
but on a worldwide level.ﬂrrmricé
a wealthy country is setting up
standards throughout the world about
how to think about things, things
such as design, The American, and
consequently, the world idea of
design amounts to an addition of
something to the object which You
are considering,

GB: Instead of appreciating and
using the object itself.

RA: Yes. We're getting pretty close
to the core of my idea of design,
Buckminster Fuller thinks that ener-
gy can be reorganized effectively by
people...

GB: By the way, this is marvelous
stuff.

RA:Yes,isn'tit. Anyway, this design
idea is related to the ancient Japa-
nese structure, the boha structure,
This is the idea of using the mate-
rials of construction as design, so
that you have in essence a highly
logical structure. The equipment that
humans have for living - name|y
houses, communication, transporta-
tion, food , clothing, utilities - should
oe highly reorganized. And clothing,
by the way, would be completely un-
necessary in a society of the future,
the society that will occur,Effective

THE BLUE MQUSE AND THE
MOVIE EXPERIENCE
by Sheldon Renan

nis mat
to Nis matye work,housed its au-

dience in yipy|
Myl cubi P
them from ap; cles sheltering

ificial raip whil
um fident; s
i EJEF I:ILI 'Centity-altering acts
WENL on before tham A

a chain which
g:fér;-ﬁii?‘iir:imnt_aining different
o t-_gelgl,:a;s-j girls, Cavorting
e d in Pastic and burlap
il “nAi:u-. American teenagers ",
,,;m;h:ni:m a WEII'Hﬂ-"I in soaking wet
EaCh.ﬂtiwasheu themselves and
el ?:; w':uth and Iwithm:t soap;
in the n“.i;:c.llu;ﬁ;?ﬂ&u ot el
: LNe | f |

?o th;‘:; part of the mi;:ﬂ::“:;gfr_l‘iﬂ
:Ijml fmjrﬂlnt while others witness-
ar,sli-. rom “Ne back; a gir| wearing
o ;ﬂi:;:i;rimt tress wandered into
el JEClion beam ang found , to

SEWiiderment, that 5 film image
Efeii::; ' 2 solid color dresg was

project t to t

and ono her person 3 1 SN
For ITHE NIGHT TIME SKY,in last
years (1965) New York Th;:ater L
Rally, Whitman began |

/ wWith an idea
of a ~h?e?te; work "with itself as its
own subject’

I '

Using wnat he helie
Svie ! | Deleyes
st have been the first theatrical

rih il e 2in oes down,

- > WNE stars come out, and
;{EDNE 'Magine what the constella-
tions are".* Aydian ce members
er?tering krirough a tunne| enduwx;d
'.-.|th_ Mixed noises of a crowd, band
music,and a steamship whiﬁt[e,
were ?res_zaed with a movie and their
OWn shadow-image cast ontg the
screen as they made their way in-
to a large, dome-like space. Once
there, the spectators observed
thru::ygh skylight holes in the cei ling
the images and events taking place
above them. A man in a lab coat
w_nfk&d ?1*-. an instrument panel; a
9iri peeled off her skin to become
a blue person,and later repeated
timla-:: to be transformed into a
yellow-skinned, silver-haired
"star," The last scene, one of the
mursr:'e force in happenings, was
F:f : ilm projected onto the cei ling
in :?_,ge close-up 5510'..':ir1t_1 Lhrnugh
4 giass bottom toilet somegne de-
fecating and urinating into it and
‘-Jgn several flushings of it. Of this
prece Whitman says, "l thought of
people thinking things, digesting
ulmr,:e.‘etméng them,a work fer-
tilizing something. The awdience,
fertilized by the experience, leav-
ing, taking the experience of the
Work out into the street with them.'®
Wha we begin to see in looking at
severdl of Whitman’s works is that
he iz intrigued by tuming the mech-
anics of a subject or a medium in-

ere continually

oisily interplay, this time more complex,

is established between real and
reflected images. Two girls in
cone-shaped aluminum foil dresses
walk around a square muslin com-
pound, all the while aiming flash-
lights through its translucent walls
at themselves, operational objects
(a movie projector, poles, wires,
etc.), or into mirrors above them so
that reflections are cast onto the
audience. Two other movie projec-
Lors are directed into the central
action space producing a dynamic
Criss-crossing of images (the girls,
colored lights, and the projector
beams) and image surfaces (the
film picture and flashlight shadows
cast on the muslin and the reflec-
tions in the mirrors). Man‘s wander-
ing through a labyrinth of illusion-
istic levels is, by approximation,
brought before our very eyes.
Whitman, who made a film in 1962
concentrating solely on a person
rolling about in bed for twenty
minutes, believes that motion pic-
tures magnify and give a new reality
to the objects seen. Long duration |
shots provide the viewer with a
special kind of "comprehending de-
tachment, "so that the object can
take on a "mystical significance,a
chance for it to begin to breathe."
His view is not unlike, in its rev-
erence for the object, that of Fer-
nand Leger; and there is little doubt
that he would welcome the advances
Whitman has made to his thesis that
"motion pictures should concentrate
on bringing out the values of the
object" and that various attention-
focusing devices, including "enor-
mous enlargement, ™ can give the
object "a personality it never had
hefore. "6
About the use of film in general,
Whitman feels that, "even though
it has its own artificial limits,
that is, it is not a natural phenom-
lenon like cold air, it can be used
to bring out a ghost-like record of
an actual event. Films represent the
ghosts of actuality, something like
the memory of things past. In addi-
tion, movie projection can become
an image in itself, and therein have
a trememdous impact. For instance,
in the "untitled" piece both the
Flashlight beams and the shafts of
light from the movie projectors act
as spiritual-sexual metaphors. It
becomes most obvious when the
girls walk around with the flash-
lights attached to their ankles so
that the beam shines directly up

solved by engineers is how to build
more housing on these limited funds
rather than where to find space,
This floating sphere scheme goes
an incredible distance away from
solving this important problem.lt is
neither economical nor efficient,
Therefore much fewer of such
housing could be built than today,
1. Heavy and costly ship and harbor
construction techniques would be re-
quired to overcome stresses imposed
by sea waves, which are about 10
times higher than those imposed on
land based buildings by wind.

2. Continuous sway would shorten
considerably the life of all connec-
tions to public utilities (water,
sewage disposal, electricity,tele-
phone etc.) Operating utility plants
in each building nevertheless would
be as efficient as manufacturing
bricks in a home owen.

3. Sea water would corrode severely
practically any building material
(steel, aluminum,plastics, wood,
elastomers etc.) unless all surfaces
hoth above and below water were
painted at frequent intervals. (re-
quiring the building to be hoisted
out of the water for each painting.)
4. Sphere does not employsurfacing
material efficiently, since all such
materials are produced by continuous
roller or extrusion process into
rectangular shapes. Nor does a
sphere cover habitational space
efficiently, since humans still need
about 8 feet of headroom, no more,
no less, The sphere is all, more or
less than 8 feet, never constant,
Interior subunits and subspaces for
the same two reasons are also rec-
tangular ( cabinets, beds, kitchen
equipment etc.). A rectangle can
not be fitted into a circle without
wasted triangular spaces,

This scheme, if inspired by LSD,
should be the best argument why
engineers should not take LSD.

a= = = = o

action prepared to evade the first
misfortune and the second (but not
both at once). You must prepare to
determine instantly which of the
two misfortunes befalls you, and to
react appropriately. After you have
mastered pairs of misfortunes, you
go on to triples of misfortunes, and
so forth,
All the games are for a large room
with no animals or distracting
sounds present,
A,
Walk across the lighted room from
one corner to the diagonally oppo-
site one,

1. You are suddenly upside down,
resting on the top of your head on
the floor. You must get down with-
out breaking your neck.

2. The floor disappears just behind
you, leaving you on a precipice. At
the same time, your field of vision
shifts so that you see behind your-
self. Even though you see the pre-
cipice "beyond" you, you must con-
tinue to move forward so as not to
fall off.

3. Invisible conical weights fall
around you with their points down,
each whistling as it falls, You must
evade them by ear in order not to be
stabbed. (Walk softly and fast.)

4, The room is suddenly filled with
water. You have to control your lungs
and swim to the top. (Wear clothes
suitable for swimming.)

E.

Lie on your back on a pallet in the
darkened room, with a pillow on
| your face, so that it is slightly dif-
| ficult to breathe.
| 1. The pillow’s weight increases
rapidly, but not instantly,to seve-
| ral hundred pounds. You must get it
| off your head or get out from under
| it before it crushes you,
2. The pillow adheres to your skin
with a force greater than your skin's
cohesion, and begins to rise. You
must rise with it in such a way that
your skin is not torn,
C.

Sit in a plain,small, straight chair,
on the edge of the seat,hands han-
ging at the sides of the seat, feet
together in front of the chair, ina
lighted part of the room facing an
unlighted part, for thirty seconds at
a time.

1. You are suddenly in dark empty
space in a three-dimensional lattice
of gleaming wires. You adhere to
your chair as it it were part of you.
With your hands holding onto the
seat,you can move yourself and the
chair forward by pushing the seat
forward with your hands; you can
move backward by pulling backward;
yvou can move up by pulling up on

the seat; and so on. The lattice is
formed in such a way that in order

shopping bags w oot
changing their seats
and :rwk?.-.rardly as possible; aﬂd:
lone man tried to put the make 0
one shopper after another. e
As Artaud has mentioned, the I
ater (movies) and art in g&nera” 3
provides man with a npguble, A
way of looking at himself for W

he stands for; and here, moving
from Oldenburg via the analytica
radiation. The radiation is invisible,|attitude of Artaud, a meﬂnizﬁs
but the BYesS you are seeing through {:ughl. to he noted to the ['IILIFHET ;
become sensitive to it. At the same |film-watching scenés which ap
time,the other mind loses its know- |pear in the movies ﬂf‘le.anf"“ﬁx_
ledge of language. In order to save |Godard. The cinema, with Itsvzﬂ
your body , under the other’s blind ceptional powers nf_repmiiur.;h st
contral, from blundering into a ra- |and verisimilitude, 1S art s oa
diation beam,you have to non-ver- | "distancing" mirror of reality. 3
bally communicate to the other mind | Cocteau, among others, was a;]t 5
by every means from vocal cries to |tely aware of this, and it is r:i :
touch, and get your-body /his-mind |mere coincidence that he use e
out of the radiation trap.When it is |mirror as an instrumental metap

: - : h
out, you will both be restored to in making his statement in bﬂtheusa
normal . "The Blood of a Poet and Orp

AB. But Godard’s mirror is not GOCZ
Stay awake for thirty seconds at a |teau’s more literal one. Qadar e
time. Use a timer with an alarm. characters are always going to 2
1. Each suddenly has the other’s movies. By this he says thﬂ;'m:ﬁr-
entire present consciousness in ad- |cannot and will not escape his i)
dition to his own, from perceptions |ror. Godard’s characters ex_pane
to memories, ideologies, ambitions, |ence life and art which are inde
and everything else--threatening close together (in just the ‘Hﬂ}’h
both with psychological shock. Rauschenberg has suggﬁﬁh’fd they
The couple must spend the thirty should be fused). In an existen-
seconds in a state that will mini- tial world man draws sustenanﬂv_ﬁ
mize the risk of shock,consistent  |from his mirror. It is his nﬂﬂh”i
with staying awake.They must take |nourishment because Sei!‘-aware
up positions such that their senso- [ness is his only redemption. Ma”
ry perceptions are as nearly iden- |can only be responsible if he 1S
tical as possible. They must empty |self-aware, and he can only be ;
their minds. Beforehand, each must | self-aware if he is willing to loo 3
discuss with the other the aspects |at a reflection of himself and gues
of the other’s attitude to the world |tion it. Godard’s strongest ﬂhar;
which each most fears having im- acters (Anna in "Vivre Sa Vie, _
nosed on his consciousness, Patricia in "Breathless", F‘_‘aﬂi in
2. Each suddenly relives the other’s | "Contempt, " and Charlntt!‘rlm
most intense past feelings of de- "Married Woman') are ambivalent,
pression and suicidal impulses, In |shifting from surface to ‘S:Uffa"-"'e i
other words, if five years ago the a hall of mirrors, searching for @
other attempted suicide because he |way.

failed out of college,you suddenly | The concept of an ambivalent play
have the consciousness that "you" |as embodied in the mirr{:rFErTjiH'ﬂE‘_ ;
have just failed out of college,are |metaphor is helpful to have in min L
totally worthless, and should des- |when looking at the "theater pleces
troy yourself, Presumably the other |of Robert Whitman. On the same
has since learned to live with his nights as the Qldenburg event at
past disasters, but you do not have |Film-maker’s Cinematheque (@
the defenses he has since built up. |third presentation was given by
Vou are overwhelmed with a despair | Robert Rauschenbera}, Whitman
which the other felt in the past,and |introduced a new work called _
which is incongruous with the rest |PRUNE FLAT. In the spring; 1."
of your consciousness, In summary, |was coupled with an as yet untitled
both of you risk shock and suicidal |piece and both were performed reg-
impulses. Beforehand, of course, ularly on weekends May 20th
each must tell the other of his worst | through August 21st. The setting
past suicidal or depressed episode; | up of a work to run for three months
and discuss anything else that may |is already a distinguishing charac-
minimize the risk of shock. teristic of what Whitman's concep-
AC. tion of a happening is. He repre- sice ot in order to arrive at an ex-
Observe each other’s eyes for thirty |sents an opposite pole to those who |tensie and intricate play of imag-

seconds at a time. hold the view that happenings are to |2ry mong various levels of illu-
1. Whenever the other person blinks, it J ' e o

Bridge theaters in NYC. We are wor-
king now in 8mm. Qur present show
has music by the Time Sighters, an
all-Exchange space music group;
three projectors, one TV ,one light
machine, electronic percussion,two
tape recorders, flutes, electric
guitar,electric violin and cello,two
microphones, amplifiers, one piano,
one set of drums,and people playing
and attending to the various com-
ponents. This form will change as
new films,instruments,people,ideas
and feelings enter the Exchange.We
will be sponsoring activities outside
the medium synthesis field as well.
All that is held in common by the
members of the Exchange is a desire
to open up themselves and others,
through meditation on the forms we
are making,to what Mickey was tal-
king about when he said, "l don't
know what it was,but it sure was
There." We want you to share in it.
o

Transportation costs outside NYC
must be provided.We prefer to use
our own equipment with the excep-
tion of piano and possibly projec-
tors.Size of performing area not too
important.Cost: $200. per evening.
For further information contact
Victor Alonse 220 Ave. A; Dan
Clark 328 E. 9 ST; Bill Gamble
142 Fulton St.; all NYC.
Mesmerizing maniacs of the
mindless mind!

rather than complete the step,in or-
der not to be crushed,

3. The consciousness of each of
you suddenly becomes located in
the other’s body and becomes hooked
into the other's receptors and mus-
cles. At the same time,your body,
which you see from outside and
which is under the other’s control,
becomes surrounded by slowly mo-
ving beams of tissue-destroying

The Blue Mouse Theater in Port -
land, Oregon, shows nine films a
week, Three at a time. From ten in
the morning to one in the morning .
Sixty cents a person, (Twelve
cents an hour.)
There is a slight stain across the
screen in the Blue Mouse. And the
pictures that play over it are scarr-
ed with a steady rain of scratches
worn into the film. Age-cracks
flash by like brittle lightning. Che-
mical deterioration turns mouldy
once gorgeous technicolor, Crude
splices make characters jerk, dia-
logue disappear. The framing slips
and Kirk Douglas poses heroic in
the sunset with his feet standing on
his head,
Critics do not go to the Blue Mouse.
Critics assume that, unlike the per-
forming of a play or the dancing of
adance, a film is the same from
seaing to seeing. Critics write of
films as if each had a content fixed
and immutable. ("l have only to see
a film once, " assures a famous
commentator on films.) This is be-
cause the content with which cri-
tics usually deal is "official" cont-
ent: stories to be told, moral mess-
ages meant, revealed attitudes of
the times.
These things, however, mean little
to the man in the Blue Mouse, As
the late Robert Warshow pointed out
when a man watches a movie he
thinks with his eyes. And the man in
the Blue Mouse becomes "turned
on" to the movie not simply by the
story it is telling, but by the whole
Sensuous movie experience,
Unlike a book with print which
must be read, unlike a tv set with
small jittery screen which must be
scrutinized, unlike a theatrical play
with limited scope and stilted reali- |
ty, a movie communicates directly
to Lthe man in the Blue Mouse, A
movie surrounds him with light,with
movement, with sound. It floods his
senses, and as he sits in his dark
seat, he is literally turned on. He
hecomes receptive to and affected
by the total environment of the mo-
vie,
A film never exists purely by itself. |
It always exists in certain, quite
variable conditions that, in turn,
make quite variable its effect. The
content of the film for the man in
the Blue Mouse, what he appre - |
hends, is the sum total of all the
impressions he gets in the act of ex-
neriencing the film. Or to put it an-
cther way, the movie experience is
the complete content of the movie,
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ROBERTS BLOSSOM
"FILMSTAGE"

Roberts Blossom, a Broadway actor
and off-Broadway playwright, was
one of the original experimenters in
the intermedia techniques of the new
American theatre which is develop-
ing in New York City.

The Blossom Filmstage Co. works
were performed this past season in
the Expanded Cinema Festival of
the New York Film-makers’ Cinema-
theque, along with similar experi-
ments by Stan Vanderbeek, USCO,
Robert Rauschenberg, Andy Warhol,
and Robert Whitman. Beverly
Schmidt, the principal dancer of the
Blossom Filmstage Co., was dance
coordinator for the off-Broadway
Bridge Theatre in New York, and
was for a number of years a soloist
with the Alwin Nikolais Dance The-
atre Company. Filmstage has also
performed at the Living Theatre,
Second City, York Theatre, among
others.

The fee for performance is adjusta-
ble, according to the financial bud-
get of the university or college.
Minimum fee for one performance:

$ 350,

Performance hall should be rectan-
gular and preferably a proscenium.
"Filmstage is a combination of live
acting and/or dancing and simul-
taneous or alternating screen action
that adds up to a new way of per-
ceiving in the theatre (swiftly,
deeply, concisely). It is for the eye
and the ear, two separate receptors
(as has been forgotten in Western
theatre.). It massages the brain
(and other centers) through separa-
ting the visual and sonic and re-
combining them in more fresh and
complex ways than dialogue theatre
is able to do. Its structure is more
compositional { as in music or paint-
ing) than dramatic. Its effect varies:
startling, thought-provoking/serene-
their skirts, Similarly, an implica- |ly lovely,” organically refreshing.” |3 program | would prefer to show my
of entrance and exit of the body is | Roberts Blossom films and possibly discuss my work,
specified in some of the other im- \Eul | would be willing to share the
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ED EMSHWILLER BODY WORKS
"Body Works" involves 4 dancers,
three portable 8mm projectors, two
1é&mm projectors,three portable
screens, one fragmentation mirror &
support, five projectionists,

A series of fragmented images play
upon walls and ceiling, gradually
coalesce into abstract animated

film sequence on stage. A single
figure is assaulted by target images,
caressed by giant projected hands,
whipped with slashes of red. The
projector plays up and down the
figure defining it as a stick figure ;
a body of bone, nerves and blood
vessels; a fully clothed woman; a
duncer in white duplicating the
figure on stage. The projector pans
back and forth revealing other dan-
cers. Three projectors play back and
forth revealing and transforming the
dancers in their action as the action
moves toward its climax.

“"Body Works" is half an hour long.
It is being expanded with additional
elements and will probably run 40-
45 minutes eventually. To complete

essary.

Now Maciunas’ idea of design in-
volves the square structure; my idea
involves the circular, geodesic
structure -- a geodesic sphere, not
dome. The housing of the future will
consist of hydraulic housing, not
housing on earth but housing on
water. We’ll have a water cushion to
support the housing structure. And
all shorelines will be points of food
distribution; food will be cultivated
inland, conveyance units will take
it to the shoreline, and it will be
gistributed by hydraulic food con-
veying units to the dwelling units...
This is how the planet can survive,
with effective housing and food dis-
tribution. And also, some of the new
food will come from the ocean.

And it doesn’t matter what size
these housing units are; they can
begin small, but people will live in
them because they are so perfect.
They are completely airconditioned.
The top is transparent so that the
sunlight can come through, and the
bottom is transparent so that you
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TO BE ALIVE!
AND THE MULTI-SCREEN FILM
by Maxine Haleff

TRIPTAPE: AN INTERVIEW WITH
RICHARD ALDCROFT
by Gordon Ball

Note: {1} The following is a provi=-
sional draft,which will be rewritten
after further experiment and discus-
sion. (2) It is obviously not an ex-
ample of my political culture. In
fact, | don't know what it is, but at
the moment [‘m passing it off as a
psychological investigation.

MOCK RISK GAMES -

A Psychological Exploration
{June 1961 -1966)

by Henry Flynt

Suppose you stand in front of a
swinging door with a nail sticking
out of it pointing at your face; and

suppose you are prepared to jump
back if the door suddenly opens in

Gordon Ball: When did you invent
the machine?

Richard Aldecroft: in ’59,

GB: Ana what’s happened in the
seven years between then and now?
RA: Well, | mean | had the idea, |
conceived of it seven years ago.
GB: And what were you doing at the
time ?

RA: Photography -- it developed out
of photography. | built an enlarger,
and, as a matter of fact, one of the
first machines happened to come
about on an enlarger stage when | put
film in a transparent container.

GB: Do these showings on St.Mark’s
Place represent the first ones that

"Simply to be alive is a great joy."
That’s the timeless theme of the
triple screen production by directors
Francis Thompson and Alexander
Hammid. When TO BE ALIVE! won
the Academy Award for the best
short documentary of 1965, the
multi-screen film, once a freak of
the film world, was recognized as

a new and effective motion picture
form by the "Industry" which is gen-
|erally synonymous with the Holly-
wood establishment. The film,
which is noted for a poetic simpli-
city of approach is a major contri-
|‘:.n.lti-::u:1 in transforming a technique

Jlposed to the Warhol style, which,
v though it may be planned, is not
-2 systemized. Like Warhol’s early
N ,f! works, these films make use of
.-* static pictorial images and limited
camera movement.
4l The technically polished movies

was looking at through the prism, |t &3 Altef D, A 8
was just as represented in the film. [t A I S ¥

We felt that the prism symbolized &
the child’s imagination and 5L:g;f,-5t--[

ages; you have the gigantic close- program with another intermedia
ups of a mouth, nostrils,and eyes, artist.
1 & n " i a - % "

the girl inside a plastic bag caus- Since the images are projected on
ing feathers to circulate in the air

BURNING LOOPS
Louis Brigante is one of the EL‘.HETS'I\
and founders of Film Culture maga-

The elements which affect the w.-iEWu\mm a medium for creative expres-

er can be devided into four areas.
These are original content, physic-
al changes made in the particular
print of the original content, quali-
ties of the projection of the print,
and the environment of the experi -
encing of the projection. Actual af-
fective elements are, of course, in-
numerable. A few examples follow.
Original content is what, know -

ingly or unknowingly, the film mak-
er put into the film. This means the
story, the moral, the photographic
qualities, the spectacle of light, of
movement, of sound. This includes
the millimeter of the film, as a
print in 35mm projects differently

sion. For, as D.W. Griffith showed
early in film history with his inno-
vations that became part of filmic
vocabulary, it has never heen tech-
nology, but the way in which it is
used that gives film the power to
make an artistic statement,

A great favorite at the New York
World’s Fair where it was featured
in the Johnson’s Wax exhibit, it
will be kept permanently "alive" to
the public by its sponsor who is
constructing a replica of the fair's
Golden Rondelle theater at their
headquarters in Racine, Wisconsin.
The pavillion, a golden disc sus-
pended 25 feet over a reflecting

than one in |&mm, 8mm, or 70mm.
Then each print, after it is made
from an original negative, has its
own adventure of physical change.
From the first time it is projected
the print begins to fade slowly. It
becomes scratched by dirty project-
or gates, making jumpy little lines
on the screen. There can be tiny
cracks, like smashed safety glass,
resulting from age. Chemical deter-
ioration of the print causes blotch-
es, muddy colors, one loop to im-
press a ghost image on the loop
wound next to it. Burns from the
projection lamp leave nasty brown
scorches on single frames. Footage
can be lost in splicing, in censor-
ship, in transit (to somebody who
cuts it out for his own collection).
Or it can be replaced in the wrong
place. All of these things can chan-
ge what a film looks like. They can
maim & beautiful film, or they can
make a boring film interesting. They
can add a visual texture. They can
add a sense of documentary reality.
They can rob a film of its clarity.
Inevitably they turn the unblemish-
ed and naive young print into a scr-
atched and worldly old one.
How a film looks depends as well on
how it is projected. It may be proj-
ected at the wrong speed, or with
bad light. It may not be entirely pro-
jected at all. (CITIZEN KAME was
shown at Yale up until the last two
minutes, when a power failure left
the audience wondering what "Rose-
bud " meant.) There can be bad
change-overs from one projector to
the other. There can be loss of fo-
cus, and loss of framing., There can
be different kinds of screens and
different sizes of screens, and scr-
eens with sags and screens with
stains.
The environment of the experienc-
ing of the projection of the shadows
that make a movie is as important
as any other part of the movie exp-
erience, There are, to begin with,
all the subjective factors, such as
how much the viewer paid, what he
feels about life and about film, what
he had for dinner. There is the kind
of space the theater has. There is

pool will be a companion piece to
the world-famous factory and office
buildings designed by architect
Frank Lloyd Wright.

One of the values of a world’s fair
film is that it need not be restricted
to any particular form, but since
there are no theaters now that can
show the film with the triple screen
method, it now has been converted
to 70mm.for theatrical use. How-
ever, the two directors are contin-
uing their experiments with multiple
screens in their production for Expo
‘67, the next World‘s Fair at Mon-
treal, Canada. This one will be for
Canadian National Railways-
COMICOQ. "International expositions
are wonderful opportunities to try
new techniques, because exhibitors
are willing to invest money into un-
usual projects. A fair is a singular
occasion. The film and its theater
is made only for that purpose. It
doesn’t have to adhere to any stan-
dards and doesn’t have to be used
anywhere else, " explains Alexander
Hammid.

Special equipment, a special aud-
ience attitude, and above all a
special working philosophy for the
film-maker goes into utilizing the
multi-screen technigue. TQO BE
ALIVE! demonstrated the power

of the method, and a key to the
film’s strength lies in the views

of the two directors. Like their pro-
duction, they have ideas which are
both extremely simple and very
complex. Francis Thompson’s film
N.Y., N.Y. won a blue ribbon at the
Cannes Film Festival in 1958, At
this time, he was experimenting
with using distorting lenses to man-
ipulate and control the photograph-
ic image as a painter does. "Some
people say that was a painter’'s ap-
proach, not a film-maker’s. 1'd say
anything’s all right, as long as it
works. " His first triple screen film
was ATOM, produced for the Atom-
ic Energy Commission and sent
around the world as a demonstration
of the peaceful uses of atomic en-
ergy. Alexander Hammid, a docu-
mentary film-maker with a great
feeling for people of all kinds is

we have sometimes put three images

One reason for the heightened real-

ething quite different from the single
screen on which the director con-
trols your viewing completely, There

cause it is closer to the natural
situation in which you can roll your
eyes around and look at different
things over a wide area,"

Because the directors used three

on a third, an ltalian boy falling
out of a rowboal. Thus, the idea
is illustrated by comparison. A
sequence which in an ordinary film
would consist of a long shot,
medium shot, and then a closeup
can be projected on three screens
simultaneously, instead of in the
usual time relationship. "We love
this method, because we can say a
lot more using less viewing time
than we can with one screen, In the
pottery sequence, we show the be-
ginning, middle and end o f one pro-
cess (the making of a bowl) all at
once, and it's done. You've seen it,
and we find that the eye can take it
in."

The pictures on each screen can be
used in counterpoint to one another
or as a single panoramic view shot
with three synchronized cameras.
“It's necessary, however, to have
the images related to one another,
both in idea or content and visual-
ly-esthetically. In our experiments

on the screen which we found to be
very confusing and badly related,
so we rejected them, It's a matter
of working with great care in the
cutting room. Several illustrations
from the fugue-like recapitulation
at the end of the film show how the
shots were arranged across the
three screens,

Left
American
boy look-
ing throu-
gh prism,

Middle Right
Italian boy  Nigerian
ringing chur- boy expl-
ch bells. oring jun-

gle.

Same

Part of pan- Same

gramic view

of laughing,

dancing peo-
ple.

Birds in
sky.

Italian boy Birds in
ringing chur- sky.

ch bells.

Because of their width, the three
screens are very effective in gain-
ing audience attention. They almost
seem to envelop the viewer. Mr.
Thompson said, "l think that it's

a very powerful image by repeating
it three times on the screens or you
can envelop people, as you say, the
way we did with the wild ride of the
three kids going down the highway,"

ity is that, "you begin to have som-

he nails your eye onto that single
screen, but with three screens, you

Therefore, you feel much more that

was no special equipment for this.

a stick fastened in the air, so the
poor thing couldn’t go anywhere ex-
cept where we |et it go,"
In editing, they used a special ma-
chine in which three images were
locked together mechanically, It was
a slower process than working with
one image, because the three pic-
tures had to be kept in synchroniza-
tion. The chief editors were Theo
Kamecke and Richard Adams. Music
was composed by Gene Forrell.
The nEarratiun was written by the

oet Edward Fi 1 -
are suddenly given a greater choice. ?t:,r we like inFl;llﬂf‘it Iits:n::ns‘tat?; il:

1 superimpose somethin i
you are in the actual scene, be- isn't tr:.ﬂng to tell. It‘g tai:f:a:rieu::'ilzgi
the image. It’s a part of it, and this
ability to put into words some of the
meaning that emerges from the pic-
ture, Edward Field had to a great
extent. It’s rather rare "

to life. Other ideas were Woven inke

to both the astronomer and the ar
tist. We thought this boy might fave
turned out to be either of these men,
as a grownup, "

tion, discussing the camera rig,
which he designed. The two side
cameras swivel around the center
camera, which is always in one
position. "The purpose is to have
the cameras aligned so that the
images coincide precisely, no mat-
ter what lens is being used. Unlike
Cinerama, which always utilizes
the same focal length lens, we can
photograph with the full range,
from telephoto to wide angle." Ask-
ed how he got unusual effects like
the scene where a small boy climbs
the stairs to a church tower, as the
image on both side screens tilt in-
ward, he explained that this hag-
pened automatically. "The three
lenses cover a very wide angle,
close to that of a fish-eye lens.As
long as you aim a fish-eye lens
straight at the horizon, the horizon
remains straight, but the minute you
begin to tilt up or down,the fish-eye
begins to curve it. The three cam-
eras produce a similar effect. The
middle one aims straight, and the
left and right ones aim slightly to
each side. As you tilt up or down,
the side cameras produce the effect
you see. Things begin to bend on
the sides." About a scene in which
a large centipede walked slowly
across all three screens, he com-
mented, "The centipede was some-
thing we came upon just by accident
It was a huge thing about five or six
inches long, and was tough to keep
in focus. One drawback of the three

cus very well,because all three
lenses would have to change focus
in exact synchronization." There

"Finally, we put the centipede on

the amount of non-projected light

4

credited with such films as John

35 mm. Arriflex cameras operating

When asked if he thought TO BE

ed the imaginative child’s approach |

it too. We thought it related rover 7 @

Mr. Hammid continued the conversa-
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INOTIONS ON A NEW DANCE

| PROGRAM

by Gregory Battcock

| The work of Kenneth King is very
much in the mainstream of art now.

1 {His first purpose is not unlike the
cameras is that you can't follow fo- |first purpose of the new "primary"

and "minimal" painters and sculp-
tors who are so very much aware of
the immediate past, in their case
abstract-expressionism, as well as
the present environment.

Today’s systemic artists are attem-
pting to recreate the environment in
which their art must exist. In so do-
ing, they present the minimal es-
sentials of art. King, for instance,
has all but removed traditional (mod-
ern) dance from his dance program,
He has accepted the essentially in-
tellectual nature of art today, and
his device of playing a recording of
his own lecture on the dance as a
major part of a "dance performance"
emphasizes this. His dance is about
dance (movement) only. He says in
his lecture: "Film and TV comple=-
tely re-circuited the 19th century
concept of modern theater. It was
René Clair in 1924 with his bril-
liantly telepathic movie Entr‘acte
who actually re-circuited modern
theater. |f Martha Graham had pro-
grammed Entr‘acte she might never

had come down to 19th century

¥ by Jeff Norwalk have been the sub-

® film, a boa constrictor in an aquar-

i ﬂreacti{:n to this film has been hos-

\@% I tile. One wonders how this same

Ig:-uhlh: would react if the rat had

Pl been diseased, splotchy, ugly and
black, or if the snake were instead,

direalistic terms, how does this pub-

| lunnoticed. (And what about Ausch-

ject of great controversy. In one

lium eats a (fluffy, furry, clean,

Iscientific document that viewed the
incident with detachment and with-
out apparent comment. The public

an American Eagle. Or, put in more

lic react to the killing of a dirty,
Iunshauem yellow, suspected Viet-

Marine. It’'s almost as though the
figurative cruelty of Euripides and
Sophocles (among others) have gone

witz?) And this same public is soon
to watch the Vietnamese war LIVE
on its television screens. Qur hor-
ror and disgust is obviously mis-
directed. The manipulators of the
culture have succeeded, once again,
in eluding effective moral condem-
nation, as they have so often, Ev-
en the most alert and sensitive find
great difficulty in directing protest
toward that which ought to be re-
pudiated.

King did not offer "cruelty" as the
New York Times critic suggested,
but instead, provided a legitimate
and vital challenge to the current
and frightfully distorted value struc-
ture. It is, however, right that we
should mis-read his efforts, and

it is the very possibility of error and
difficulty in right interpretation that
make King’'s work art. Art is thus
viewed,existentially, as subver-
sion (of the immediate predicament).
Kina's dissatisfaction with dance
and his resultant protest and provo-
cation (as in this program) is a part
of the epoch that has produced de-
monstrations at City and Berkeley,
the turn toward positive application
of "Black Power" by the devoted
and militant in the civil rights
struggle, the dissatisfaction and
criticism on all levels by the "take-
over" generation, and the provoca-
tions by the Provos.

King's protest is directed not only
against "dance" but equally against
our current sleep-walker’s state,

in which response to known tex-
tures and traditional images comes
neatly and automatically -- but
come much less readily to the new,
complex aesthetic. One of the films
showed a dead, disemboweled rat
(with a flower) -- the guts of the
rat spilling out of its stomach. Ev-
eryone shudders. Later, King stuffs
a huge rat shape with pretty bal-

have been open to the public?
RA: No, actually, the first time was

| at the New Theatre in June *65. For
two or three programs. Not the ma-

chine I'm using now, but one with an
asymmetrical picture.

GB: What did you call it then?

RA: Oh yeah, it was the analog pro-
jector. You know, the Infinity Ma-

chine is really the best name for it.

GB: And so how did these showings
at the New Theatre turn out?
RA: Well, it ran during three pro-

grams, for a few minutes in each. |

used it with Gerd’s program; it ran
continuously as the slides were
changing... It was pretty interesting,
constantly changing and contrasting.
GB: What do you consider to be the
most effective ways of using the ma-
chine?

RA: Of course one machine by itself
is effective, but |'d like to put a
group of them together just to see
how it would work, you know. One
thing that would be very beautiful
would be to use many asymmetrical
pictures, to draw them together. You
could make an environment that way
-- to have say a screening of nine
asymmetrical pictures all joined at
the edges in a grid.

Oh yeah, the perfect structure, as |
imagine it, could consist of a do-
decahedron with twelve sides and
eleven projectors with eleven rear
screens with a mirror... for the
twelfth screen. Yes, to fill every
screen with an evolving picture
could be a wild, beautiful thing.
GB: Yes, it would be.But to go back
to your "public” career,what happen-
ed after the New Theatre showings ?
RA: Oh, lots of things. | ran into Tim
over at the Dom after one of his be-
nefits... And I've shown it to lots of
people in their homes on a noncom-
mercial basis.

GB: Do you plan on working with
Leary this winter?

RA: No,we really haven’t determined
that yet. He wants to take the ma-
chines to Millbrook right now and
program them. Mayhe it will inevita-
bly be used in some of his programs,
You know, Tim is saying that LSD
is good for everyone, and | think
that’s true. But | don’t think he
places enough importance on what
can really be done with LSD. | mean
he says LSD is good, society is
wrong, and the best thing to do

is to move out of society, to drop
out of it, But | think that society
needs to be changed by the people
who take LSD. Technologists need
to take LSD and direct their con-
sciousness into a program of reor-
ganization,

Many things -~ transportation, com-
munication --can be reorganized.
GB: Transportation?

RA: Yeah. The idea of energy con-
servation is something that America
should consider. There are many

can see the ocean. Rain water is
used, and, more important, evapora-
tion and condensation of sea water.
In a sixty-fool sphere there would
be a cistern, a water-gathering and
storage unit, The heavy machinery,
the air conditioning and the genera-
tors are in the base of the unit; it's
anchored by them.

Weather control is important, The
unit is anchored and should be able
to withstand 200m.p.h, winds,
should they ever come. ( But on the
other hand, maybe we shouldn’t
worry about weather control. A high
wind is a beautiful thing, if you
don’t have to worry about your buil-
dings falling down.) But seriously,
the essential thing is control of the
weather, because once you're in
your air-conditioned dwelling unit,
free from the destructive forces of
the weather, you can even grow your
own crops -- fruits and vegetables
growing all year ‘round, enough food
to feed all the people living in that
unit. A self-contained living unit.
People can live on, in the daylight
level in perfect comfort. And in the
large ones you could have nuclear
generators of electricity; even in the
small ones you could have a stat 3
nuclear generator. Theyre small
enough now --they could fit into a
station wagon.

GB: And you think this can all come
about from heightened consciousness
through LSD?

RA: Yes, that’s right. LSD can put
the technologists onto the problem
of human survival, and that's how it
will be answered. The only way.
GB: But what’s going to make these
technologists want to turn on in the
first place?

RA: Through doing things like lis-
tening to this tape, through turning
on to what technology can do to
design.

GE:But how are you going to arouse
their initial interest?

RA: Through effective communica-
tion. It can begin with the Under-
ground Press Syndicate.

GB: But EVO and its cousins aren't
really mass media in the way that
the establishment press is.

RA: But they can communicate in-
formation, nevertheless. The Ameri-
cas, this new continent, should be
made an international monument
right away, and housing should be-
gin on the ocean. And the under-
ground news should distribute in-
formation about this. Allen Katzman
is already familiar with this idea.

Editors note:

The cause of housing shortage in
U.S.A. is not lack of space but lack
of funds. All the spaces presently
occupied by millions of slum buil-
dings could be utilized for new con-
struction rather than leaving them
as architectural cemeteries.

THEREFORE, the problem to be
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your face. You are deliberately tak-
ing arisk on the assumption that

you can protect vourself, Let us
call such a situation a "risk game ",
Then a mock risk game is a risk
game such that the misfortune which
you risk is contrary to the course of
nature, a freak misfortune; and thus
your preparation to evade it is cor-
respondingly superficial.

|f the direction of gravity reverses
and you fall on the ceiling, that is
a freak misfortune, If you don't want
to risk this misfortune, then you
will anchor yourself to the floor in
some way. But if you stand free so
that you can fall,and yet try to pre-
pare so that if you do fall,you will
fall in such a way that you won’t be
hurt ,then that is a mock risk game.
It technicians could actually effect
or simulate gravity reversal in the
room,then the risk game would be a
real one. But | am not concerned
with real risk games. | am interes-
ted in dealing with gravity reversal
in an everyday environment, where
everything tells you it can’t possi-
bly happen. Your "preparation” for
the fall is thus superficial, because
you still have the involuntary con-
viction that it can’t possibly
happen,

Mock risk games constitute a new
area of human behavior, because
they arent something pecple have
done before, you don‘t know what
they will be like until you try them,
and it took a very special effort to
devise them, They have a tremen-
dous advantage over other activities
of comparable sianificance, because
they can be produced in the privacy
of your own room without special
equipment. Let us explore this new
psychological effect; and let us
wait to ask what use mock risk
games have until we are more fami-
liar with them,

Instructions for a variety of mock
risk games follow. For each game,
there is a physical action to be per-
formed in a physical setting. Then
there is a list of freak misfortunes
which you risk by performing the
action, and which you must be pre-
pared to evade.The point is not to
hallucinate the misfortune, or even
to fear it, but rather to be prepared
to evade it. First you work with
each misfortune separately, For ex-
ample, you walk across a room,
prepared to react self-protectingly
if you are suddenly upside down,
resting on the top of your head on
the floor. In preparing for this risk,
you should clear the path of objects
that might hurt you if you fell on
them; you should wear clothes suit-
able for falling; and you should try
standing on your head, taking your
hands off the floor and falling,to
get a feeling for how to fall without
getting hurt, After you have mas-
tered the preparation for each mis-
fortune separately, you perform the

to move from one cell to the next,
you always have to turn to some ex-

tent. In the distance, fire springs up
on the segments of the lattice. The
fire spreads toward you, and you
must flee it, steering your way
through the lattice,

2. The chair is suddenly out from
underyou and sitting on you with its
legs straddling your lap and legs.
Your weight has to be on your feet
so that you won't take a hard fall.,
3. The direction of gravity reverses
and the chair remains anchored to
the floor. You have to hold on to the
seat in order not to fall on the
ceiling.

4. The floor vanishes, leaving the
chair supported by four long stilts
no thicker than the chair's legs. The
chair simply rests on the stilts
without being attached to them.Your
weight must rest on the chair in
such a way that you don‘t upset it.
D.

Get on your hands and knees on the
pallet in the darkened room,

1. A vast plane opens up to one
side of you, an extension of the
plane of the pallet. From the distan-
ce,giant steel spheres come rolling
toward the wall on the other side of
you,and crash against it. You must
evade them.

2. Your body is split in half at the
waist by a high, foot-thick wall.,
Your legs and lower torso are on one
side,and your upper torso,arms,and
head are on the other side. Matter
normally exchanged between the two
halves of your body continues to be
exchanged through the wall by tele-
kinesis. It is as if you are a foot
longer at the waist. In order to re-
unite your body, you must first stand
up, bent forward. There are depres-
sions in the wall on the same side
as your feet. You have to climb the
wall,putting your feet in the depre-
ssions and balancing yourself. You
will be reunited when you reach the
top and your waist passes above
the wall,

Mock Risk Games for Couples

AR

Face each other at a distance and
walk toward each other.

1. The other’s head flies off and
hurtles at you like a cannonball. It
can swerve up or down,so that you
will be hit unless you jump aside.
The time you have to jump is about
the same no matter what your dis-
tance from the other is,because the
head accelerates rapidly.

2. Just as the other is putting his
foot down to make a step,he sud-
denly becomes so large that his
foot is descending right over your
head. At the same time,the mental
commands of each of you to your
muscles begin to be transmitted to
the other’s muscles rather than your
own,and to be executed by his mus-
cles rather than by yours.Thus,you

or when you are aware that you
blink, at that moment your rib cage
may slide into your lower torso, and
you must vielently pull in your sto-
mach and even press below your
ribs with your hands to prevent this.
To minimize the number of moments
when this may happen, you should
either avoid blinking or else con-
centrate on the other’s eyes to the
extent that you forget your own.

2. Through his eyes,the other com-
municates a powerful hypnotic sug-
gestion to you to stop your heart
from beating.You must resist the
suggestion,

THE IMAGES OF ROBERT
WHITMAN

oy Toby Mussman

In many ways the new movie theater
performances in New York are the
purest realizations of McLuhan’s
theory that art adapts a new med-
ium as soon as it has fallen out of
front-line usage as a conduit of in-
formation. After a technological
advance has been thoroughly ab-
sorbed by its immediate function,
it becomes an artistic tool, e.q.
the flourescent light bulb for the
likes of Dan Flavin. Similarly
film, after the Lumiére brothers
mined out its initial newsreel
pu:ssibilities, hecame Georges
Melies’s fantastic new toy.
Peaple like Andy Warhol, Robert
Whitman, Stan Vanderbeek, Ken
Dewey, the USCO Group, and
others have created a sensation

in the last year with their movie
environments and performances
using multiple projectors and
lighting systems. Their efforts re-
present a digging into and ultima-
tely an expansion of the mechanics
of the film medium and its accom-
panying atmosphere. Like some
mad alchemist in the projection
booth conjuring up visions with
his magic shaft of light exploring
an old, womb-like hall, they are
finding new dimensions of that
fantasy world we have all known
as "the Movies,"

Last December Claes Qldenburg
constructed a literal replication

of the experience of watching
movies in & happening performance,
called "Moviehouse, " at the
Film-maker's Cinematheque. Qld-
enburgsimulated, in his ironic

and sublimely surreal manner, an
audience sitting through a late
afternoon film, A doctor, wearing
an opticon, juggied tennis balls in
front of the projection screen; a
young girl played intermittantly a
refrain from a music-lesson son-
ata; short-skirted usherettes pro-
hibited people from smoking and
administered pop corn; some mem-
bers of the audience wore Mickey

must jerk "your"/"his" foot aside,

Mouse caps; women laden with

be exercises in impermanence (he
calls his works "theater piecesiio
make explicit this distinctiom)
During the 1959-60 season when
happenings came on the scene in
full force, at least two very dif-
ferent possibilities became evident
to some of the younger artists.

Al the Reuben Gallery, Allan
Kaprow did "18 Happenings in 6
Parts, " which impressed Whitman
as presenting a more "intellectual
or Cageian" approach as compared
to certain possibilities of a piece
done two months later by Red Groo-
ms, "The Burning Building.” Of it
Whitman says, "That performance of
Red’s was so flamboyant and beau-
tiful. It had a great influence on
everyone at the time. It convinced
many people, who perhaps were un-
decided about happenings as a
medium, of the expressive power
available to them", 1

Whitman did his first work, SMALL
CANMNON, later in the same year,
already using movie projection
combined with painted and constr-
ucted objects to make what he ter-
ms an "expressionistic" producti-
on. From the beqginning his inten-
tion has been to create a theater
experience which is at total vari-
ance with more traditional verbal
heater. In this light his aesthetic
comes proximate to Artaud’s vision
of a theater "that is addressed

irst to all of our senses" and a-
bides by "the visual language of
objects, movements, attitudes,
and gestures™,

To realize this vision Whitman
posed the following question, "How
do you paint cold air?" It is an old
question, but happenings provided
a new solution. What Whitman saw
was that he could work directly
with the sense impressions of a
hysical thing like cold air or a
movie projection beam, They
could, in fact, become the sug-
gestive elements,the raw materi-
als, of the images he constructed.
Whitman’s second piece, THE
AMERICAN MOON ,done in late
1960,introduced several of his
now characteristic motifs, Specta-
tors were seated in a complex of
tunnels radiating out from a central
oval and were alternately present-
ed with film projections, harsh,
random noises, animated object
constructions of colored paper, bur-
lap, or transparent,and performers
involved in a variety of bizarre ac-
tivities intended to present a total
contradiction of our normally under-
stood physical laws.

In April 1961 Whitman did MOUTH
and in 1963 FLOWER and MOUTH
among others, all of which contri-
bute to his tendency to build an in-
terior,womb-like space as an ac-
tion center for both audience and
performers. WATER, which Whitman

jion, PRUNE FLAT opens with a

b eaid=d close-up of a movie pro-
r;ev_gr mechanism in operation, a
Sequence which as Whitman says,
acts as a clue" to what follows.
Next we see full-screen images of
individual fruits and vegetables
being sliced open and out of which
pour such disconcerting items as
small stee| balls, feathers, or sim-
ply insides of a persimmon. The
slicing of the fruits indicates that
what is inside the outer surface of
things is not what one would neces-
sarily expect. What is revealed to
us is a labyrinthian world of sur-
prise and mystery behind the exter-
ior that objects ordinarily present.,
In the main, PRUNE FLAT consists
of aplay of images (foliage, land-
stapes,and cityscapes) projected
0N a screen and onto girls who move
about the stage dressed in plain
vfhite frocks and caps. In this way,
the girls become a living, moving
sCreen and are given the option of
!I}F-'iﬁg absorbed into whatever is he-
NG projected, or moving about in
order to contradict or oppose it, One
of the girls finds an isolated image
of herself being projected onto a
shadowed portion of the screen in
the midst of the foliage, etc. While
U"‘f projected image shows the girl
90ing through a variety of clothes-
changing and modeling acts, the
actual girl onto which the image
'S being cast imitates her. The
physical ambivalence confronting
the audience s astonishing. Are we
S€eing, at any given moment, the
actual girl standing there or her
ilm image ? Whitman has set up a
ramework whereby an ecstatic,
transcendent fusion of the image
and the actual ig achieved through
a lapsing of time. At one moment

current of an electric fan 1= Wum-
inated by the film projection light,
and the operation film with its

| sound track instructing medical stu-

dents how to cut their way into the
hody. " -
This brings us to a consideration

of just how Whitman works out a
satisfactory flow between the se-
parate images. He is concerned
with being able to present a "sense
of order which develops out of the
oractical nature of the situation
(image)." This means being acutely
responsive to whatever associations
the particular image elicits in its
own right, or as Whitman says, "the
image itself" will tell him how it
can best be treated. His responsive-
ness and willinaness to work di-
rectly with the concrete nate of

an individual image or object lie
significantly parallel to the atti-
tude Robert Rauschenberg has ex-
pressed so eloguently in painting.
Above all Whitman is aware that
his performances use time and that
interrelationships depend in large
measure on the demands of an in-
dividual image’s duration and where
accordingly it best fits into the
articulation of the whole piece. His
conscious intention is to work

with time as though it were a plas-
tic element. As he has said, "Time
for me is something material...it
can be used in the same way as
paint, or plaster, or any other ma-
terial....it can describe other na-
tural events..... If | am making an
object, and | want to find the story
of that object, one way to do it is
to see what people do when they
are involved with it.... The images
make real the experiences of the
time. "

the girl on stage and her projected
E;’“ﬂﬂe Seem to be one, in the next
‘€Y are clearly uncoordinated, and
ﬂ|l4..!r'ﬂall'u"&|jf they may be somewhe-
re in between,
Hfzra we have cinema as a hall of
Mirrors and pointing to life’s multi-
ple Ja.].rers of illusion which, like
the girl of different colored skins
in THE NIGHT TIME SKY, Whit-
man peels back one by one before
our eves. For someone who believes
that I:[ae world one finds before his
€yes is a literal and unchanging one,
Whitman is indeed the devil‘s advo-
-:ate.. He has reworked to his own
special purpose the il lusionist’s
paradox that as sS00n as man tears
a‘-’-’al-’l one curtain of illusion to get
ﬁt a "truth, "he will find that that
truth" can alse be seen as a fa-
cade for still another. Whitman’s
work reveals life as a hall of mir-
rors with each of the separate pan-
els reflecting a new color and
design,
This metaphor is made even clearer
by another analoay in Whitman’s

marks as an important breakthrough

"untitled" piece where again an

Footnotes:

1. Mr. Whitman’s comments are
taken from an interview conducted
with him by the author June 21,
1966. Unless otherwise indica-
ted, all terms and descriptions ap-
pearing in quotes were taken from
that interview.

2. The Theater and Its Double

by Antonin Artaud,Grove Press Inc.
N.¥Y. 1958, Pages 38 and 44.

3. Happenings by Michael Kirby,
E.P. Dutton and Co., N.Y. 1965
Pages 172-183.

4, The "Happenings" issue of the
Tulane Drama Review, Winter
1965 carried Whitman’s descrip-
tion of the performance.
hEOpRcito L

6. From an article by Leger entitled
"A New Realism - The Object, "
which first appeared in The Little
Review, Winter 19 26.

7. This Comment was distributed
to the audience as an introduction
before the performance of Whitman’s
latest piece, MIDSUMMER, which
on August 26-27 was given in a

| the film-maker, although it should

.ltdanv::n‘:r':'. the auditorium or theater
should not be so deep that those in

back cannot easily see details. |
would say that the maximum good
viewing distance would be about
120 feet.

"Body Works" has been shown at
the Film-Makers’ Cinematheque,
autumn 1965, Films have been
shown in numerous film festivals,
Museums, Universities, etc. (see
Film-Makers’ Coop. Catalogue ),
The price of the program,
approximately, $500.-

zine. His experience in film-making
includes work on Storm de Hirsch's
| feature film"Goodbye in the Mirror"
( of which he was assistant direc-
tor),"Hallelujah the Hills", "Guns of
the Trees",and several short films
including "Day at the Roman Flea
Market. " He was formerly editor and
publisher of Intro Bulletin,a literary
newspaper of the arts, and has
translated a number of books from
the Italian including Italo Calvino’s
Fables, Giambattista Basile's 18th |
century Italian classic, || Pentame-
rone,and most recently Michelangelo
Antonioni’s Screenplays.
In "Burning Loops, " Hand-painted
film loops run through a controlled
(by Louis Brigante) 16mm projec-
tor at variable speeds,allowing
stopping at individual frames which
are permitted to burn at will,projec-
ting a melting colored image as the
paint is slowly but inevitably con-
sumed by the heat from the projector
lamp. The projector, preferably an
Ampro model, must be operated by

ROBERT FELDMAN

| Robert Feldman is a former Califor-
nia combo pianist whose work in
films and mixed media was origi-
nally inspired by his discovery of
slave laws passed by Southern
colonies prohibiting Negroes from
playing drums and other musical in-
struments. His recognition of the
drums’ communicative function of
uniting slaves who lacked a common
language is shown in his first film,
"The Language of Escape.”

His program,which is geared to film
appreciation,uses his own works in
the course of a lecture which stres-
ses photography,editing,and struc-
ture and other elements of film,
Some of his teaching technigues are
showing the same film with two dif-
ferent sound tracks; showing the
same footage edited into two dif-
ferent versions; use of drawings and
live music,

He has performed at the San Fran-
cisco Jewish Community Center,
Intersection{a San Francisco cof-
fee house),and the Park Theatre in
El Sobrante.,

His performance needs include a
$50 minimum fee,one 1 bmm pro-
jector, one microphone,and one
record player, Audience discussion
is encouraged for a two-way ex-
change.

THE LANGUAGE OF ESCAPE,
which won First Prize in the Na-
tional Scenario Competition spon-
sored by Film Comment magazine,
uses talking drums, spirituals, code
words,and a dramatic reading of the
film script. Among his other works
are

PLAYMATES OF THE WIND,

a study of birds in flight.

CHAOQS: traffic in a mad quest for
speed. One of three U.S.films shown
at the 3rd International Week of 16
Millimeter Films, Evian, France.
3834 OPAL STREET,about a rec-
reational center for the blind.Shown
in the 2nd International Peace Film
Festival, Los Alamos,New Mexico.
THE MATTRESS: a discarded mat-
tres, its past and potential. Second
Prize, 4th Annual Film-maker’s
Eestival , Foothill College; shown on
TV station KCET, Los Angeles.
HEY, STOP THAT! - a cinematic
slap at the military. Shown on TV

be provided by the customer.
Running time can be from twenty to
sixty minutes.

Performance fee:applythrough Coop.
BURNING LOOPS has been perfor-
med at the New York Film-makers’
Cinematheque.,

—

JACKIE CASSEN/RUDI STERN
Creators of the Qriginal
Psychedelic Celebrations Nos.1 & 2
{ Death of the Mind and

The Reincarnation of Jesus Christ)
Exclusive Representation:

ELAN ASSOCIATES, LTD.

234 W 44th Street, New York,
N.Y.10036 (212)Wl 7-5410

CLARK & OTHERS

CLEAR CENTRAL EXCHANGE

1.

We exist not horizontally,sequen-
tially, chronologically, but as always
vertically on many levels, a weight-
less fall,walking in space our
image, Art achieves the impossible,
Qur art a step-down off the whirli-
gig,a plug-in to everlasting.A span
of meditation through techniques of
endlessly chain-reacting, harmessed
explosives annihilating. Tension
equals flow,| equal nothing. It
moves through me, it moves me, Art
as renewal. The moment of creation,
chaos taking form,dissolving, re-
forming. Black nothing yielding life
vanishing the eternal song.

2.

Now (October 11,1966) Clear
Central Exchange contains three
people who are filmmaker-musicians.
As an unnamed group,when we pre-
cented medium synthesis shows at
the Forum Cafe in NYC, it contained
ten or eleven people.The above-
mentioned three have shown films

field near Easthampton, Long |sland.

extensively at the Cinematheque and|station KPIX.




DOG SYMPHONY

Dogs are admitted to audience.
Orchestra is equipped with dog whis-
tles inaudible to humans. Upon 5ig-
nal from conductor whistles are

blown and dogs begin to bark.

MECHANICAL ORCHESTRA ¢

self playing, motor operated reeds,

whistles, horns,vialins,bells and S 0
dynamically variable and continy-

ous tone or tones for any length of

time. Up to 24 instruments. M I

POLICE, 19561

H."KFEST INH]HMA"[]N g}:}?;:?Et?Isiit?rgﬁhehind 2 pianos

FLUXFESTS,P.0.BOX 180 |opposite each other clash them to-
NEW YORK, N.Y. 10013 gether several times with depressed

pedals.

CHOICE 8, 1966
Performer enters with a violin case,
removes a violin and a saw from the
case, saws the violin in half, re-
places the violin pieces and saw in
the case, bows down and exits,

INTRODUCTION TO DIAGRAM

GESTURES, 1964 The diagram g the right categorizes

F‘erfurmF.-fﬁ disguised as police Lst performer positions a table on and describec o
push audience to stage. fhalshace: Zndisetfarmer ositions 'UES planometrically the

=i ; Ll : : developmen : ne :
SMILE, 1961 £ §Feaceontle table, prd peors performing ;,f;.?fn’;jgfnﬁ'twmden
5 performers walk about smiling. mer takes the suitcase off the table. cribes movements ”""ErJ::ﬁ; If_. {:ﬁ-s_
2 bl Ll 1 -
STRIKE, 1962

4th. performer takes the table off :
- A viduals and ther .
0 therefore should not be
After audience is admitted and

th =

e taken as a catalogue of names,
seated, a member of actors’ union |CHOICE, 1964 Eh]:_::em or the Fluxus group, none
gives a 3 minute talk on low wages 4 identical objects are placed on the Dtrelrs El_FE_C':IIT.pI.EtE‘ By the next
and announces a 3 hour strike., stage. 3 performers enter, choose in edition it is hoped this diagram can
ORINK 1. 1962 - succession one of the objects and be expanded to include more articks.

: d then exit. The last object remains.

While other pieces are being per- — "

’:}:E,’Ifzﬂm'r”e”"ﬁ!ELJQQEEtEd additions
formed one performer in a corner of |TANGO, 1964 welcome, Tha grﬂunirzza;jf:fa:;:,l be
stage gets himself drunk and starts |Audience is invited to dance a tango artists was determined in most :
FALLING EVENT, 1963 being a Hfﬁﬂﬂ_ﬂﬁ. GHDEET_; _'1::]&4 = WASHROOM 1962

cases from statements of th i
I , I p LE] | [ ;lrtfﬁtﬂ
— é LL-et sgiTril;If”?a:?“ from a hight. DRINK I, 1962 Local national anthem or other ap= |themselyes When such statements
. LELY

propriate tune, supervised by “”'; were unobtainable, their work was
formed attendant is sung or played | studied to provide clyes, S

in washroom, B . Ecm_tm-.re_rs.sal subjects such as sen-
EVEN T: 10 1962 sationalism or pseudotechnology
One perll‘urmer on a dark stage, with W;:Tqba“d on careful observations
his back to audience strikes 10 EE_NQPJ !]e_rfwff‘-girmf.‘_‘ﬁ rather than
matches at uniform intervals. |G.:,E"r.-a.;'.' Dfﬁ‘m”’”"i in public or
Another performer rings bell 10 e buﬂt D:” Pants to expose own
times at same or different intervals. +L0Mm, or urinating in public,
e — - —————| @ny such acts are considered by any
EVENT: 13

1962 dictionary definition exhibitionistic.
Behind curtain slit on left release
13 black helium filled balloons.

Throwing oneself into water or cov-
: ering self with cream etc.,ete.,can
Behind slit on right drop 13 white | be considered ag masochistic acts. |
balls (or eggs). B e Exj‘"‘m-:':“ of preoccupation with sex
E-‘u" ENT FDE_;.';&IMM]NG POOL ﬁ;H.}“_;E,mfrﬂiD,'f alre to0 numerious IS
Score. |t All these stratagems are
e intended to arouse strong emotional
SUBWAY EVENT 1962 response from the audience (and at-
Performer enters station with token |tention from the press of coursel,
and guarter. He uses token for turn= | which may be a main motivation for
stile, leaves by nearest exit and | such stratagems, Pseudotechnology
buys one token at booth. or "engineering" (in quotes) has

. STRI;:ET CAR VARIATION E{EF.:H uFrliuefi from the _fact thnt_ar—
Any number of performers in a gueue L":ﬁ‘flla“;““k G2l aﬂﬂ”'ﬂi_iEEhiHEm
enter bus one by one, pay fare, exit }ér;;-ﬂge 2 :iﬂder%tam':[‘@. S
immediately and rejoin the tail end ir E«E ko er: UF“a technician (TV
of the queue to continue performance !;EE‘ ':ic"?” or the like) ra't_her.than

o iy ko, - Of an engineer or scientist who

spends many years studying his

1962 specialty (just like artists spending
Performer drives a car to filling sta-| many years on producing art), Such

DIAGRAM

e
=]
Chinese Red Guards

EXPANDED ARTS

=3
—

\\—

|
via Henry Flynt

1364

Pieces listed on this flux-page rep-
resent about half of the fluxus reper-
tory.Most descriptions of pieces are
abbreviated. Some pieces not fully
described list the availability of a
score. By score is meant any descrip-
tion of a piece fuller than one given.
Any of the pieces can be performed |cHOICE 9, 1966
anytime,anyplace and by anyone, |Two performers fight among them-
without any payment to fluxus provi- | selves with two violins as if they
ded the following conditions are met: |\ere swords, axes or bats.

1. if fluxus compositions outnumber GHOICE 10, 1966 S

numerically or exceed in duration S x
other compositions in any concert, 4 performers are divided into l'l-"-'ﬂ_ SPANISH CARD PIECE FOR
teams. They draw lots for one violin. OBJECTS, 1959

POLITICAL-DIDACTIC
ANTI-BOURGEOIS
POPULAR ART

/,LHenrj.r Flynt

Action Against
Cultural Imperialism
Henry Flynt

George Maciunas

BY ZANTINE
ICONOCLASM

POLITICAL

\CULTURE

REALISM &
DIDACTIC

ART

SOCIALIST

ANTI-ART
& BREND
Henry Flynt

S/

CARD-PIECE FOR VOICE, 1959

gongs, all playing predeterminate,
See special rate schedule.

|

ANTI-ART &
FUNCTIONALISM
V. Mayakowsky
New LEF (1928)

PIECE FOR FLUXORCHESTRA PAPER PIECE
24 performers seated among au- Im s caf .
| | - provisat

dience perform, react as if they are | 1 1% == ekt el thh_ ;mper._
part of the audience. Scores. ' | NN ’ KJOVERTURE

- : - - — Many containers within each other

- i TF - final container i i

survey ceiling on lintel |dle_anc. waiting audience. i s “r.ma“m'

exit by hether door SNOWSTORM NO.2 SEPTET (FROM "LEMONS™) FLUXVERSION Il
ST A great quantity of paper flakes or | 7 kettles, each equipped with dif- Parachute or very large sheet is
;LU}{UE PIECE FEE}R G.M. ‘ crushed expanded white polystyrene | ferent whistle in nozzle is fitted suspended over audience.Performers
events are advertised at 2 neigh- | ;s 4umped from a rooftop during a | over nozzle with balloon. As water cut all supports simultaneously,
boring locations. Audience is windy summer day. is boiled balloons inflate while letting the sheet Tall over audience.
brought in by two separated entries ]

- — — - whistles play. Three perform
into same hall, each audience CONFRONTATION NO.1 shoot at !;all‘imns ".'inI lji;rt;r;.:rzr
separated by a curtain. Each participant wearing a paper | darts or bows and arrows.
For F]E"rfﬂrmﬂnﬂ-ﬁ curtain is raised. cap tries to knock off with wood or S{}LE‘J_ S ol ——
— toy sword the cap of another while DANCE (FROM "LEMONS™)
E[ECtE' FtGE BEN FEATThElRSDT : defending himself with own sword | Dancer lays down and secures leg
a;:;;la?ﬁq F:;H;]ﬁevg}lais]sti?ﬁ :_gc;:: eft, | against same attempts of his op- or legs to rope from a pulley, then
ight. ist f |
ponents. hoists self b free end f 0
Play all old favorite classics. i el

—— | CONFRONTATION NO.2 TRAFFIC LIGHT
CLOTHESPIN SF‘EING | Take a train ride without buying a | Performer(s) wait on red light, cross
Performers attach inconspicuously | ticket. street or stage on green iirjht_

spring type clothespins to various |———— — — : et
; 17 variations are performed such as:

— | Keep silent all day long.
-- : locating pin of bass over location of

via George Maciunas

One performer seated at a table on
Performer(s) drinks as much and as |stage gives orders such as "get up”
quickly as possible. "run", "jump" etc. to 20 performers
' —— | sitting among the audience.

Audience is free to join performers,

EXPEDITION, 1964
Vary voluminous but light package
or packages are carried by perfor-
mers from stage through audience to
exit or through crowded streets,
— | street cars, etc.

SUPFPER, 1965
Curtain is raised and a large table
set with food, drink and flowers is
displayed on the stage. 10 well
dressed performers carrying instru-
ments enter, bow down, seat them-
selves behind the table and lay
T '?{iclwn their instruments. 2 waiters

| begin to serve food and wine, Per-
| formers begin to eat,drink and talk.
After a few minutes audience can
also be offered food and drink.

the whole concert must be called

and advertised as FLUXCONCERT. | The winning team plays the violin
A series of such concerts and while the other team Lries Lo get

events must be calledaF LUXFEST, | hold of it.
2. if fluxus compositions do not ex- ~paicE 12 1966

ceed non-fluxus compositions,each |+ 4. 0 of nerformers compete

such fluxus composition must be against each other b hi
y pushing a

Such credits to fluxus may be omit-
ted at a cost of $50 for each piece |FLUXVARIATION I

announced or performed. A piano or any other musical in-
Fluxconcerts, street fluxevents, strument is hitched to t".-"i'l.':l hu_rsFT'S,
fluxsport tournaments, fluxtelevision Eleph?_mts_:ar trelt-:t::;-rs pgi]gng it in
programs or entire fluxfests may be |opposilte directions until it breaks
also arranged by the fluxus collec- |in two.
tive for a fee of Sli;i per performer CHOICE 15, 1966
per day and on condition: Performer performs in succession
1. travel costs of fluxus performer(s) the follow g
orsingle supervisor s reimbirsed |1 nails down reat cover of a pian;
JiTY ; 2.plays a tended low note;
2. large equipment such as pianos, =P a.ykg' \;EF{:E:‘ b ! h_m"r.” ’[
ladders, sporting equipment,tubas 3. strikes the keys with his fists al-| MOTOR VEHICLE SUNDOWN
s e;tcpare SUpplled ; * [ternating 4 low note strikes with 4 |(EVENT), 1960
; e igh note strikes;
3. local performers (may be inexpe- 2“31;;@ ';;wrr: tﬁ- ke board cover Score
fenced b withinsumets for |5 i the e f th iana wit ow| TME- TABLE EVENT, 1961
T IF o . - notes and lets it drop; ;_{:ccur !F:.T arai ;;a;.r s:iatrn_ »
LAt || 6. kicks at the opposite end of piano| time-table Is oblained. A table
1. Joe Jones auto-orchestra renta S ; time indication is interpreted in
with high notes; !
minutes and seconds ( 7:16 equal -

charges are - $5 per instrument or .
: 7. opens both covers of the piano : :
$100 for entire orchestra of 25 e e ling, for example, 7 minutes and 16

INDUSTRIAL
PRODUCT &
DESIGN

FLUXVERSION |
Concert programs are flown down as SH G‘v'-'.;ER . 1 .;} 62
aliders or thrown as paper balls. :

Alloco
I--—-— Eric Andersen

Avo
|7 Lawrence Baldwin
Gianfranco Baruchello
Jeft Berner
. Robert Bozzi
‘ — George Brecht
I— Ken Friedman
| Albert M. Fine
Bob Grimes
Lee Heflin
|||  Hi Red Center
||| —Joe Jones
| Per Kirkeby
| Milan Knizak
—| - Shigeko Kubota
——— (George Maciunas
= ] Mosset
—||-James Riddle
1 |—Ehiekc=- Shiomi
|| Paul Sharits
\|  Greg Sharits
| David E. Thompson
- Ben Vautier
L— Robert M. Watts

Score,

DRIFP MUSIC (DRIP EVENT),1959
For single or multiple performance,
A source of dripping water and an
empty vessel are arranged so that
the water falls into the vessel,
Second version: Dripping.

FLUXVERSION |
First performer on a tall ladder pours
water from a pitcher very slowly
down into the bell of a french horn
or tuba held in playing position by
the second performer at floor level.,
COMB MUSIC (COMB EVENT),
1959, Score,

TIME-TABLE MUSIC, 1959
Score,

e ——

Joshua Rifkin
Peter Schickele

A performer seats himself on stage

holding an end of a fire hose and

does nothing, Upon hearing the au-

dience make its first complaint he

shouts "GO!" and soaks the audi-

ence with water from the hose.

TELEPHONE, 1962

With a telephone placed on stage

and monitored to a loudspeaker:

1) call the police and talk as long
as possible

2) call the president of the country

3) call the local newspaper with
false news.

THE OTHERS, 1962
Various people such as blind beg-

FUNCTIONALISM
& RATIONALSIM

BAUHAUS

GAMES &
PUZZLES

MUSIC FOR TWO PLAYERS |,
1963

2 performers stand at precise dis-
tances from each other for precise
durations. Score,

BOUNDARY MUSIC, 1963
Performers make the faintest pos-
sible sounds.

STAR PIECE, 1963
Obscure star with cigarette smoke,
reflect it in water etc. gars, tramps, bums, drunkards,etc.
11 variations. Score. are}irwited to a meeting they know
== < —— | nothing about, and led to stage b e RO S T
EVENT FOR THE MIDNIGHT, 1963 | ay of back entrance. When 2\l are | PIANO CONGERTO FOR PAIK
0:00 one light assebled on stage curtain is raised. [NO.2, 1965
0:04 fw,_ﬁ_ tones = e — | Orchestra members seat themselves
0:05 smile THEY, 1962 ) and wait for the pianist. Pianist ar-
EVENT FOR THE gg;i:(;n' S?;Ia;uﬁ:?r:}‘:ﬂllﬂlgggt;i rives, bows and walks to the piano,
LATE AFTERNOON, 1963 bo [iyat fin g P bhut upon rr:achmg fianc, he jumps
=L imprisoned in a cage for 48 : o b i
Suspend a violin with a long rope. |hours on stage for audience to watch| or.he Stage and runs to the exit.
i et : - e Orchestra members must try their
FLUXVERSION | MAKE FACES, 1962 best to run after him, catch and tion to inflate right front tire, He knowledge among these artists at
Violin is suspended with rope or 20 performers grimase and make drag him back to the piano. Pianist |continues to inflate until tire blows |hest represent understanding wiring
rihbon inserted t.hrﬂ“gh F:'U”E}" at top Ulﬂgar gestures untill audience ex- must try his best to L:EE‘F]' away from aut.He 'El"lﬂﬂgEE“m and drives home., d]ﬂqramsj I:u“':til:l” of hasic elec-
and secured to floor. Performer in presses protest, the piano. When pianist is finally If car is a newer model he drives  [tronic components, mechanism of
samurai armor positions himself T T !]I’ﬂlfl]"'lt to the piano, li';l]'lES are home on blown out tire, ?EiEEZr-:C motors, simple engines,de-
WET, 1962 turned off. E'-a'ﬂlf'H!EHES 15;&2 terminate structures and the like.

Performers throw wet objects to the Infortunately the |
him releasing violin which falls on |audience, ORCHESTRA PIECE NO.4, 1965 | 2 inch ribbon is stretched across L-r Erhﬁf e ter?hrmm-w il
| ] 2 it - _ On the stage are displayed only tate nr e lreet and i han oot most of the artists employing that

to his helmeted head. NOTHING., 1962 : Stede i es ol i term is of the radio sh '
_— I . instruments, stands and empty seats. |——— i e racio shop variety.
EVENT FOR THE MIDDAY IN Performers do nothing. Performers appear, one by one, very |DUET FOR TUBA 1963 | Collaboration with engineers can a-
THE SUNLIGHT, 1963 SALE, 1962 slowly and silently. Performers en- | Tuba is prepared to dispense EI:} ee | chieve only a level of sophistication
Performer opens and shuts eyes F}Erfﬂrr;Ers sell the theatre tering from left should go to far from one spit valve and cream from C;Jf.fre_ht?[:ﬂe:z E:g,_r the artist since
at very precise intervals. Score. s ' right and vice versa. Conductor en- another, [‘.]..:.HIE‘,TQ' ”E\":J ideas or concepts

= L= - RUN, 1963 ters last and just as slowly. The C/S TRACE, 1963 will be altected or rather limited by
f""mﬁ:DE PIECE NO. 1,_19&:3 A performer runs about, around and |whole entry should last 10 minutes. | A canon is fired at symbol. h'? oun past and recent technical-
Stand on sandy beach I.H”'h back to |through the audience till completely Upon completion of the entry the L . scientilic knowledge rather than the
the sea. Hold a mirror in front of S haiierad! lights are turned off, C/S TRACE, 1963 uncommunicated knowledge of the
face and look into it. Step back to DA L i 2

MYSTERY FOOD, 1963 e A canon is fired at cymbal. Stiiel
the sea and enter into the water. Y5 D, CONCERTO FOR AUDIENCE (2] the collaborating engineer mean-
: Performer eats a meal that can not C/T TRACE, 1963

BY AUDIENCE, 1965 . S
be identified by anyone. An object is fired from canon and

Audience is invited to enter the i T

APPLES, 1963 stage, take an instrument provided |cought in bell of tuba. | tific knowledge to the artist without

4 nerformers eat 4 apples. for them, seat 'r.he:‘nagh-e&‘. AT F/H TRACE, 1963 Qivim jim a four year university
oh chestra seats and play for three French horn is filled in advanes with houree on related subjects,

s " i o : . . ; . |

r.1rl'iEF|'.¢5. !F ﬂlldrﬁr'ICE Lﬂes I"II'_'I't FES snllall ﬂhjects Dr fl”|d “.-ICEII :_\..:-'_..arjr:.:-l.

balls, ping-pong balls, mu, water,

pond to the invitation, instruments
E_hc'“m be distributed to them, small animals,etc.). Performer then
3 PIECES FOR AUDIENCE, 1964 |enters stage,and bows to audience
FLUXVERSION | 1. change places tipping the bell so the objects cas-
Performer paints a movie screen 2. talk together cade out toward the audience.

with nonreflective black paint while |3. give something to your neighbour

a favorite movie is being shown. AUDIENCE PIECE NO.1, 1%&4 { Foucault Pendulum) cal. Influences upon various move-

FLUXVERSION II Audience is locked up in theatre, | A very heavy pendulum, suspended |ments is indicated by the source of

An orchestra, a quartet or soloist, |Piece ends when they find a wayout.| PY steel wire from a high dome Is Iiiiience and the sitength of tnis

dressed in white, plays a favorite | arin = permitted to swing over a concave | influence (varying thicknesses of

i aprae E-‘illm I?'HEE S AUDIENCE PIECE NO. 2, 1964 layer of fine sand on the floor, in- |connecting links). Ancther vertical

washable nainz rains down over per- Ll Leaung E.:,lﬂEEd' A .the exit | scribing thus rotation of swing column indicates outlets, or major

e S e S Sea e e leaflets are dlﬂlrlalllted saying: according to rotation of the earth. | organizations, events,publications
. ’ "Ben hopes you enjoyed the play,"

; : or institutions associated with the
music stands,slowly turning all TRACE FOR ORCHESTRA, 1965 s i
frontwhite intc black: AUDIENCE PIECE NO. 3, 1964 particular movement or group. Lines

An announcer asks audience to

Scores made from flash paper are leading in and out of each persons
MEETING, 1963 follow a guide who leads them to

burned on music stands. name indicate various changes in
. | ati >
4 people who have never met are another theater to watch an ordinary the persons associations or chrono
invited on stage to talk to each play or movie.

logical continuity of his work within
; . |other for 20 minutes or more.
WIND MUSIC, 1963 Raise wind. AUDIENCE PIECE NO.4, 1964

any particular movement or group.
WIND MUSIC, FLUXVERSION | VERBS, 1963 After audience seats themselves,

Thus within Fluxus group there are
2 | : 4 such categories: 1) individuals
Scores are blown away from stands | C ﬂ;“'“}rg enact various verbs from | performers proceed to clean theater
a book of verbs. very thoroughly: wash floor, vacuum

active in similar activities prior to
formation of Fluxus collective,then
chairs and curtain, white wash the
stage, change light bulbs etc.

gaqs,jokes, hoaxes,
Charlie Chaplin,
SPIKE JONES,

VAUDEVILLE
Hoffman etc.

— Henry Flynt - =

e

[

— S —

\—George Brecht
|| George Maciunas—

rBen Vautier ——
I|| Robert Watts —

‘ Dick Higgins

CONCEPT
ART

-
,.:E‘\"‘“'F

I

Fluxfests mass-produced objects,films,publications,events.

Alison Knowles —
|| | Benjamin Patterson
||| Nam June Paik —
Henry Flynt—\| Tomas Schmit ——
[ George Brecht!| Emmett Williams —
| Ben "'.I"allti-E:r—mJ
Walter De Maria !

Ray Johnson
ﬁ\
=\
A

Robert Morris
—— 8, ——
My

Simone Morris
' La Monte Young . o
o

DIRECTION SYMPHONY NO.1,1962

CONCERTO FOR SOLO PIANO =
Arrange to observe a sign indicating | Through a hole,
direction of travel.
FLUXVERSION I.

AND PERFORMER
Travel in the indicated direction,

_ _ performance on a map, attaching
PE‘rfﬂ'rmE‘r removes 4 dlffﬂ'fﬂnt item ':[ﬂthes[]iﬂﬁ on 5|_|-'i|'|,g5 and ri:ﬂ[lfr'l[_,"
from himself for each of the 88 them, agitating strings with comb,
L notes (top hat, tie, shoelaces, pen, | corrugated board, feather duster or
Travel in another direction, Performers position themselves hankerchief, etc.) chain, eating edibles from peqg box
5 | behind a full size photo of another —_— = nosting a letter throuigh the F hl.-..llﬂ"ll
instruments per evening. s T L —|seconds).This determines the dura- INSTRUCTION orchestra and insert arms through ICE CREAM PIECjEr 1966 etc.,-ﬂc. etc | !

CHOICE 16, 1966 Performer buys an ice cream cone m il

2. Flux-film package containing tion of the event. Turn_un a radio. At the first sound, |holes cut in photo at shoulders of
24 films, Lhr.40min, $60 per show. | A piano is lifted by means of a == turn it off. photographic musicians. Performers and then (a) eats it himself, or
3. Scores - 25 cents each except: |windlass at least 2 metres and then | MALLARD MILK, 1961 NG-SMOK[NG EW_EFT.I} | may hold instruments in conven- (b) gives it to a stranger,or
Music for everyman - $5 dropped. This is repeated until the SE':”_E_' Arrange to observe a NO SMOKING tional way and attempt to play an (c) waits till it completely melts,
Piece for Fluxorchestra - $4 piano or floor is destroyed. INCIDENTAL MUSIC, 1961 sign. "™ old faverite. In case of wind instru- | then eats the cone,or (d) on finish-

MUSIC FOR EVERYMAN, 1961

( Methodology rather than a score)

Various marking techniques such as
animal footprints,scores of other
composers,rain drops etc. may be

r-‘luza-lafEML sdup?r:riisu;*-;}[nr r:nerFurlr;]Iers. CHOICE 18, 1966 Five Piano Pieces, smoking ments, holes !nnst bn_a u_:ut at mouths
IE‘E« ?:‘:;rke Saan gaﬁcfzk:;ngglﬁlif{ Performers show the audience to | @ny number playable successively or [no smoking ofptotogiaplic musIclens.
’ g = - simultaneously, in any order and 3 MPHONY NO. 2, 1962

eles, Boulder (Col.),Nice (France) | themselves by way of mirrors. T e FIVE EVENTS Sy g

g ’ combination, with one another and eating with ( turning)
used on a grid of two coordinates:
time scale and sound categories
systematized into inanimate sounds

( gaseous, liquid, semiliguid, solid)

Prague (Czechoslovakia), Copen-  [CONCERTO NO. 3, 1966 with other pieces. b
hagen (Denmark), Okayama & Tokyo Upon signal from the conductor, 1 etween two breaths FLUXVERSION |

and animate sounds. (about 160
cateqories ). Schematic score.

(Japan). Travel costs may be cal- | each orchestra section performs in The piano seat is tilted on its base sleep Thick score books are positioned on
culated from ﬂﬂl.l:! of thEISE cities, unison one of the fﬂ”ﬂ'l."q"il'lg actions; and brgught to rest against a part of wet hand music stands in front of orchestra
nearest to the city having a fluxfest |turn their heads from side to side, the piano. several words < members. As soon as conductor
pErEDTaHEE. stand up or sit down, open or close |2 PIANO PIECE, 1962 begins to turn the pages of his book,

TRIO FOR BASS SORDUNE,QOLD
SCORE,MOUTH & ETUIS, 1962
Score,

via Brecht

NATURAL
EVENTS non art
and horderline art
preoccupation with
insignificances.

:|
THEATRE

AITKU
STYL

monomorphic
structure

1

:

NEQ-HAIKU

Stanley Brouwn
——\Walter De Maria
\ Bici Hendricks
Geoff Hendricks
Juan Hidalgo
Ray Johnson
EE— Arthur Kgpcke
— Takehisa Kosugi
————— Robert Morris
— - Yokolino
Tomas Schmit
Emmett Williams
La Meonte Young

POND, for 4, 8 or 12 performers.
Performer voices repetitive sounds
after a jumping mechanical frog
S enters his zone on a charted floor,
Score,

—e

Yoko Ono

T under suspended violin, draws his
sword and cuts the rope in front of

MARCEL DUCHAMP

The ready-made

their mouths, turn around, move Wooden blocks. A single block is |avase of flowers on (to) a piang | Orchestra members start turning
their arms or legs, blow their noses, | placed inside the piano. A block is ——_|theirs. The books are leafed either

look at their watches,scratch them- |placed upon this block, then a third |ORGAN PIECE, 1962 at a different rate or same rate of
selyes at various EPU'tS* upon the SEEDI'IC'-, and so EGI‘[I'I,; organ SPEEﬂ; but 3"-'-'3.:;."5 to the last page.

CHOICE 1, 1966 singly, until at least one block falls |S0LO FOR WIND INSTRUMENT, |SYMPHONY NO. 3, 1964
Upon signal from the conducter, from the column. 1962 at three

each orchestra section performs in gimmg R o ( putting it down) from the tree
n & . ; r 1 ] 1 " R Py i b
unison one of the following actions: a FLUTE SOLO, 1962 2Ifnlg;;[.t

tie or untie their neckties, unbutton * : .
: Three dried peas or beans are drop- |disassembling on the floar

or button up their shirt sleeves, :
roll up or roll down their sleeves, ped, one after another, onto the key- assembling the yellow ball
in the water

comb their hair, brush their clothes, |Poard. Each such seed remaining on | SAXOPHONE SOLO, 1962
Each movement should accelerate | the keyboard is attached to the key |{rympet FLUXVERSION | Con the floor)
Orchestra members sit down on the

in tempo and stop suddenly. or keys nearest it with a single FLUXVERSION |
very forward edge of the chair and

T ME';".GDEIAM = piece of pressure-sensitive tape, 2 | :

5. e piece is announced. Performer

RAINBOW NO.1 FOR ORCHESTRA | GEORGE MACIUNAS NO.1, 1966 |The piano seat is suitably arranged, | enters stage with an instrument hold instruments in ready position.

Sﬂ{ip bubbles are blown out from Performer wearing bowler hat seats |and the performer seats himself. case, places it on a stand, opens | Upon signal from the conductor all

various wind instruments,while con-| himself behind a tahle on which a it and pulls out a trumpet, realizes |players slide forward and fall off

ductor breakes the escaping bubbles | metronome ( set to Andante or 60) |WORD EVENT, 1961 the mistake, puts it quickly back |their chairs in unison and smoothly.
FLUXVERSION Il (in the water)

Equal number of wind instrument

with his baton. Variation: conductor |and a nebulizer is placed.Following Exit in the case and exits.
players seat themselves opposite

John Cage
Philip Corner
Lucia Dlugozewski

JOHN CAGE
concretism
indeterminism

bruitism

John Cage

Giuseppe Chiari
Philip Corner
Lucia Dlugozewski
Toshi Ichiyanagi
Pierre Mercure
Terry Riley
James Tenney
David Tudor

— La Monte Young

—

MIRROR PIECE NO. 2, 1966
- - Orchestra members spread their in-
90" ANGLES, 1966 struments on the floor. Each walks
STREET OR FIELD VERSION backwards through instruments
& performers (4 male, 4 female) in trying not to step on them, guiding
| sweal suits and tennis shoes; each themselves by hand held mirror.
carrying one sports object (a basket
ball, a football, tennis racket etc.)
begin walking or running at any de-
‘| sired speed from one location, tur-
ning left or right at right angles
when hearing "left" or "right" in-
structions given by alternated male
or female voice over loudspeaker or
-| megaphone, Female performers res-
pond only to female voice, male
performers to male voice. Event
ends either when performers return
to original location or move heyond
and washed. 1962 reach of instructions.

HOMAGE 'I:ID RICHARD MAXFIELD Score for gym version.
Master tape of any composition by
Richard Maxfield is erased as it is

being rewound after its performance, er LI_H/III"
—_ e L

HOMAGE TO WALTER DE MARIA

All the large constructions of Walter SANITAS NO. 2

area by most difficult route: through | gark auditorium and then try to find

windows, fire escapes, via crowded |{hose objects with flashlights.

subway, bus etc. and then returned | —-—

HOTEL EVENT to him by samirciute. 1962 SANITAS NO.13

A hotel room is set up as a clinic  |IN MEMORIAM JﬂgZT:L?;E;T};E;H:E;'5 telaid to
where various measurments are taken | TO ADRIANO OLIVETTI i sl :

taken of each visitor such as: head |Each performer chooses any number | SANITAS NQ, 22
volume, mouth capacity, shoe and from a used adding machine paper Performer reads aloud an entire
fﬂflil' dTFfergm:e, finger st;eggth, roll. Performer performs whenever newspaper, advertisements and all.
saliva production, extended tongue |his number appears in a row. Each E

length, inflated cheek width, etc. row indicate.fieat of metronome, SANITAS NO.35

Visitors to event must also per- Possible actions to perform on E‘._Iank sheraets are handed to 1_;he au-
form various feats before comming |each appearance of the number: dience without any explanations.

to the room, 1. bowler hats lifted or lowered, o> minutes waiting.

7 2. mouth, lip, tongue sounds, g
STREET CLEANING EVENT - . SANITAS NO. 7 |
Performers dressed in white coats 3. opening, closing umbrellas,etc. | A bus carries the audience a good

FOR A DRUMMER (for Eric) 1966 |like laboratory technicians clean a |1962 PIANO PIECES distance, deposits them in a deso-
Drum on something you have never |designated area of sidewalk very 1. piano is moved to performing area late location and returns empty.
drummed on before. thoroughly with various devices not | 2. piano is tuned
; : : : ; SANITAS NO.151
Drum with something you have never |usually used in street cleaning, 3. with a stick of keyboard length, | 250 nails are hammered.
drummed with before, such as dental picks, toothbrushes, all keys are sounded together
FLUXVARIATION |

steel wool, cotton balls with al- 4, a dog or cat (or both) are placed
FLUXVERSION | All piano keys of a chromatic scale

Performer drums with drum sticks or cohol, etc. inside piano and an old classic lod d

drum brushes over the surface of wet| STREET CAR EVENT played _ LU 2
mud or thick alue until brushes or | A continuous string with various 5.tl1[rie h’?hﬁt SHilgs are stretched SANITAS NO.165

sticks get stuck and can’t be lifted. | everyday objects attached to it at 6 wit 1';“”'”"3_‘ kefll" till they burst
FLUXVERSION II! intervals is laid out on street from .one piano is placed on top of

: , : another
Performer drums with sticks over a [moving street car. AL ‘
leaking feather pillow making the 7. piano is placed upside down and

: a vase of flowers placed over it
e 8. picture of piano is drawn

il oy 5 H - - -
a stphisticated technical and scien-| E\Richard Maxfield

FIRST PERFORMANCE ~ |SOLO FOR SICK MAN,1962
Performer enters, bows then exits. |gpecified sounds of various medi-

Tl"liﬁ- iS r‘EﬂEatEd once fﬂr every one EHtiﬂﬂS after a score.
present in the awdience.

=| Terry Riley
-

f\\\

Merce Cunningham - e
Ann Halprin
Alwin Nikolais

MONOCHROME FOR Y. KLEIN,
1963

Performer paints a very large white
panel black.

Gaesgories are ordered on the verti-
cal scale to some degree within a
spectrum of artificiality. Thus most
"artistic" or cultural or serious are
at the bottom and least so at the top
ending with anti-art at the very top.
EVENT FOR GUGGENHEIM,1963 | The horizontal scale is chronologi-

- SOLO FOR IMPORTANT MAN
ICE TRICK telegram is sent to the place per-
Pass one pound piece of ice among | forming this event.

audience until it melts while playing — e

a recording of fire sounds or actually| DUET FOR FULL BOTTLE AND
a fire on stage, WINE GLASS, 1962

EALL Various specified sounds (dripping,
argling, sipping, rinsing etc, ) are
Throw things that are difficult to Seaton s BRI g

performed. Score.
throw because of their light weight, Y ——
e==". HOMAGE TO LA MONTE YOUNG

Lines previously drawn as perform-
ance of Compositions 1961 by La
Monte Young are erased, scraped

MIRROR PIECE NO. 3, 1966
Performers seat themselves around
a large mirror on the floor of a dark
stage. Vessel filled with water
stands in middle of mirror. Perfor-
mers stand and sit at random inter-
vals with flashlight pointing to the
mirror. Water can be drunk,

5HJ'-"JZJEI"'-"'._Ir F*I-EEE NO.l, 1963
Make shadows.

SHADOW PIECE NO. 2, 1964
Score.

SHADOW PIECE NO. 3, 1966
Performers eat various fruits behind
a white screen. A light projects
their shadows on the screen.

Eating sounds may be amplified.

simultaneity
indeterminism

FUTURIST
THEATRE
bruitism

concretism

Lucinda Childs
Trisha Brown
David Gordon
Alex Hay
Deborah Hay
Kenneth King
Aileen Passloff
Steve Paxton
Yvonne Rainer
Robert Rauschenberg
Elaine Summers
Jimmy Waring

Robert Whitman

Balanchine

]

BAROQUE

MIMICRY

E-P-.LL-ET

M. Graham

J.Robbins
KINESTHETIC THEATRE

cuts bubbles with samurai sword. the metronome beat he alternately FLUXVERSION | SOLO FOR VIOLIN. VIOLA

RAINEOW NO.2 FOR ORCHESTRA salutes With_hﬂ'"'"'ler h‘:"*’- and sprays Audience is instructed to leave the CELLO OR CONTRABA 1962 4
A totally inexperienced orchestra | W1 throat with nebulizer. theatre. polishing . = Gpwa?;ﬂﬁeiligetﬁj T:::Itgr:::?:t: r

plays a 7 note major scale vari- IN MEMORIAM TO [ '
, TEA EVENT STRING QUARTET. 1942 and a toy sail boat is placed on the
gUSTnSLLIEnES: GEORGE MACIUNAS NO.2, 1966 | reparing haki e G20 water. Performers blow their wind
Performers position themselves in a shaking hands
EXIT NO.1 s F’F_ ¢ VES 1N 4 | empty vessel instruments, preferably playing a
Audience passes vestibule that has |3€™'G!rC!€- FIrst periormer operates 3 PIANO PIECES, 1962 popular tune, towards the sail of
: a perfume nebulizer, second -throat | FLUXVERSION | standin il b ing i
been covered with upwardly pro- nebulizer, third - fertili Distill tea in a still Lanaing the sail boat pushing it to the op-
truding nails, except for a few areas| " . "’ ”L‘ Ider LsSN SRIAvEL, : sitting posing group which tries to blow it
in the shape of footprints. O e s SRIaYEL TWO DURATIONS walking away from themselves. Piece ends
They operate their equipment toward — ¢
EXIT NO.2 : red when boat reaches edge of the pan.
: _ : the audience after a score or pre- PIANO PIECE
Vestibule filled with streched rope green Center = e
ente SYMPHONY NO.4, 1964

3 determined pattern.
at knee height, ,
EXIT NO.3 FLUXVERSION | I ELIRATONIEVENTS S DANCEMUSIC Record.
gunshot SYMPHONY NO.5, 1966

Vestibule floor covered with foam Equal number of performers wearing empty vessel
rubber impregnated with soap suds. |gas masks seat themsel i E heari

q p g emselves opposite empty vessel CONCERT FOR CLARINET, 1962 i” Esgjgi;earmg
nearby =

EXIT NO.4 each other. A balloon is placed be-
Vestibule floor covered with mirrors. | tween the two groups. Performers TWO VEHICLE EVENTS, 1961 [Il after hearing
opperate various sprayers such as: |start FLUXVERSION | D
Clarinet is suspended by a string SYMPHONYINO o 21306

EXIT NO.5
perfume nebulizer, deodorizer, stop h ONY 0.
tied to its center so that it holds a the music of dreams

Vestibule floor covered with wood
blocks of various shapes. disinfectant, insecticide,paint or

any other sprayer in pressurized or IQEEE TELEPHONE EVENTS, horizontal position about & inches BRI
above performers mouth. Performer

EXIT NO.6&6
Vestibule ceiling lowered to a height| hand pumped containers. Sprayers
When the telephone rings, it is Withott tising Aie Rarde ohcil
I t ' ingi i
allowed to continue ringing, until attempt to play a note, He should

of 2 feet from the floor. are operated toward the balloon,
it stops. L
it stops do this either by swinging the reed

EXIT NO.7 which each group should try to push
Vestibule floor sloped upward and | away from themselves. Piece ends
When the telephone rings, the end down or jumping up to it and
" - £ 1 Il
receiver is |ifted, then replaced. catching the reed with his mouth.

downward about 300, when balloon reaches one group.
EXIT NO.8 A PIECE FOR CHIEKO SHIOMI fion. the tal ings, it i
. zur: en the telephone rings, it is FLUXVARIATION 1]
swered, t 1 AL :
A clarinet is positioned upright on

Vestibule floor covered with infla- 9
ted balloons bursting on contact, 1966 ) .
Performer lets the following objects
THREE LAMP EVENTS, 1961 the floor. Performer with a fishing
1. a cigarette from horizontally out-|©"- off. pole, sitting at a distance of a few

fall from his hand in succession:

simultaneily

—

Experiments in Art & Technology, Inc.

Theatre and "Engineering" series

OPTICS

f
Judson Church dance performances

COLLAGE
JUNK ART
CONCRETISM

indeterminism

ELECTRONICS

¢

Richard Aldcroft
Victor Alonso
Cassen & Stern
Dan Clark

Louis Brigante
Ed Emshwiller
Bill Gamble

Bob Goldstein
Michael Hirsh
Piero Heliczer
Takahiro limura
Ken Jacobs

Mo Group

Once Group
Christian Sidenius
Don Snyder
Aldo Tambellini
Thompson & Hammid
USCO Group
Ben Van Meter
Stan Vanderbeek
Andy Warhol
Weegee

Robert Whitman

multiple screen projections:
Charles Eames

Harry Smith

Thompson & Hammid

Stan Vanderbeek

subject slides on same subject:
Brion Gysin

by wind from a strong fan in wings

as orchestra tries to hold them,
_ e As many performers as possible jam
WIND MUSIC NO. 2, 1966 themselves into a bathtub,

Several performers operate fans s .

BATHTUB, 1963

SPECTACLES
"nseudotechnology”

WALT DISNEY

P

INTERNATIONAL

EXPOSITIONS
WORLD FAIRS

s—]

sadism,

,5ex, etc.

N.Y. Film-makers’ Cinematheque

"Expanded Cinema" Series
Film Culture Magazine

Second version: dream

EVENT SCORE
Arrange or discover an event.
Score and then realize it.

ENSATIONALISM
preoccupation with:

exhibitionism
perversion

-

ROMAN CIRCUS |

WAGNERISM

whole art"
[ EXPRESSIONISM

stretched arm, standing posture; THREE AQUEOUS EVENTS,1961 of the clarinet,

3. a hat from vertically outstretched | ;.
arm, standing posture; :n:ter ggggEET FOR ORCHESTRA,

4. a glass of water from horizon- | cteam :

tally outstretched arm,standing on a (exchianging)

5. an kirmail envelope from verti- [opening a closed window Orchestra members exchanae thei
cally outstretched arm, standing on |closing an open window cirirants gEel

ACTION PAINTING

use of junk

-

Audience is seated on mis-numbered
seats, then are asked to correct the
mistake by switching about, (first
row to last, etc.)

PIANO PIECE NO.1, 1962

DQUE MULTI-MEDIA SPECTACLE

Allan Kaprow
Claes Oldenburg
Jim Dine

Robert Whitman
Al Hansen
Ken Dewey

LEﬁE

becoming active within fluxus and
still active up to the present day,
AUDIENCE PIECE NO.5. 1964 ﬁ_::nl:.a George Brecht and Ben Vautier
towards suspended objects such as |PUSH, 1963 ;iﬂpﬁtﬂﬁarz i;?mhe sold betwemrﬂ & 2;:;2'iﬁif?;?ti’awj[ﬂ?l;flljmg
hnltl&a,_rad'rug, bells, etc. making |10 to 20 performers try yo push il ’Eha: T pls?;?:;nzfgzvr:;; I3 and still active within Fluxus.
them swing. ) eac_b;lc:tgher Fricmfu stage nonviolently started and will end at 12PM, yet 3) individuals active independently
DISAPPEARING MUSIC uni . are el at o time will the audience be ad- of Fluxus but presently associated
FOR FACE, 1964 HENS, 1963 mitted. LG ) Individusls Active
Change gradually from smile to no |3 hens are released and then cought. SONGOF UNGERTAIN LENGTH i} EECHEGUKUS STGE Uhe tormasion
smﬂeg g 2 ne en o9 | AUDIENCE PIECE NO.6, 1964  |Performer balances bottle on own of the collective but having since
S e ' LESS50N, 1963 The stage is transformed into a re- |head and walks about singing or then detached themselves. (Higgins,
FLASH PIECE, 1966 Like a classroom teacher, with a freshment area. After curtain is speaking until bottle falls. 1960 Patterson,Paik, Schmit, Williams,
A record player on dark stage turns |blackboard, performer gives a lesson|rajsed, the audience is invited to |[————— ———| Flynt etc.) Some of them have even
with a stuffed bird on it, while other |to other performers or audience on | come on stage to eat and dance. ESEFEEEE PEEE?RMER AND piw;lb_lfshed own statements confirming
performers blow soap bubbles and  [subjects such as: geography, latin, = = _ . |their exodus.
another flashes on photo flashlights |grammar etc, AUDIENCE PIECE NO.7, 1965 IPerformer waits for audible reaction | George Maciunas
or flashes on stage lights = The audience is requested to enter |from audience which he immitates.
= : CURTAIN I, 1963 the stage one by one and sign a 1062 Sy .
BALANCE POEM, 1966 After the usual 3 rings or knocks, |large book placed on the table, FOR LA MGNTF YOUNG, @{.[@
Audience writes on cards of various |the curtain does not go up. Rings or | after which they are led away one |Performer asks if La Monte Young _ ANS, W I\
size provided to them an object or knocks are repeated 10 times, 20 | by one into the street. This is con- |is in the audience. 1962
material and its quantity,(2 gallons times, 100, 11':?[}0 times for 2 tinued till all l‘t_ﬂ".l'E left the theatre. 10 ARRANGEMENTS FOR
of wine, 4 elephants etc.) On stage hours, but curtain never goes up. Those led outside should not be 5 PERFORMERS
cards ﬂf equal weight are balanced |cyRrTAIN 11, 1963 permitted to return. Leader rings bell, performers move,
and their contents announced. A noisy performance takes place be-| AUDIENCE PIECE NO.8, 1965 |leader rings bell second time, all
hind a closed curtain. Curtain is The audience is told that the next |freeze saying a single word, 1962
raised only for a bow. piece is presented in a special B SONG FOR 5 PERFORMERS
| WILL BE BACK IN 10 MINUTES | €@ They are led away in small = 1phonetic poem group performance.
1963 groups by ushers through back exits |1942  score.

CHURCH PROCESSION

HAPPENINGS

Ken Dewey

CHOICE 1, 1966
Performer enters the stage with a
tied parcel, places it on a table,

a stool or top of a step ladder.

FLUXVERSION |
Performer lets the following fall:
1. spittle from prostrate position;

THREE BROOM EVENTS
broom

sweeping
broom sweepings

FLUXVERSION I|

scores,
FLUXVERSION [1i

Orchestra members exchange their

Performer drums over a drum with 2
ends of slightly leaking water hoses.

FLUXVERSION IV
Performer drums over a drum with

9. "piano piece no.9 " is written and
sign shown to audience

10. piano is whitewashed

11. piano is washed and waxed.
12, piano is removed,

Performer places various objects
such as: large chess pieces, or
squeecking rubber toys,or rubber
balls, ping-pong balls,glass vases,
or wood blocks, concrete blocks,

Performer positions on stage a pos-
ter announcing: "l will be back in
10 minutes" and goes across the
street to have a cup of coffee.

to the street and left there,

AUDIENCE PIECE NO.9, 1965
Each member of the audience is led
individually into an antechamber

TAG, 1962
Group piece. Score.

COUNTING SONGS, NOS.1 TO 6

Dick Higgins e

Nam June Paik

/

NEOD-BAROQUE THEATRE

7

|

Oyvind Fahlstrom
— Dick Higgins
—Michael Kirby
— Bengt af Klintberg
—Qnce Group

opens it and takes out a whipped
cream cake with 10 candles. He
lights the candles, blows them out,
removes the candles, picks up the
cake, shows it to the audience and
flings it into his own face.

CHOICE 3, 1966
Performer enters stage with a crash
helmet and positions himself at the

The orchestra is divided into two rolled newspapers until the rolls
teamsf winds and strings, sitting in |disintearate.

opposing rows. Wind instruments FLUXVERSION V

must be prepared to be able to shoot | performer dribbles a ping pong ball
out peas. This can be accomplished |between ahand held racket and drum
by inserting a long narrow tube into skin.

wind instruments, String instruments | FLUXVERSION VI

are strung with rubber bands which |performer drums with mallets or

are used to shoot out papermissiles,|hammers ona helmet worn by another
Performers must hit a performer of performer.

opposite team with a missile, A per- | FLUXVERSION VII

former hit 3 times must exit, Mis- Performer drums with drum brushes

siles are exchanged until all are meide a vessel filled with cream
placed back a red slide is projected. | gone. Conductor acts as referee, until cream is thick.

2. ear wax from supine position;
3. mouthfull of water from kneeling THREE YELLOW EVENTS, 1961

position; I yellow yellow yellow

4, hat worn on the head from back- |l vellow
wardly inclined standing position; loud
5. dandruff from forwardly inclined (11l red

standing position;
6. trousers from standing position. FLUK?ERS.IDN | ;

3 yellow slides are projected on a
MUSIC PIECE FOR screen. Pause. One yellow slide is
furthest distance from a piano. He |ERIC DIETMAN, 1966 projected and then the projector
then dashes with lowered head to- |QOrchestra members cover their in- |falls down on the floor as the slide

ward the piano crashing into it with |struments with bandage or adhesive |is removed. After the projector is
his helmeted head. tape.

|

"Avant-Garde" Festivals
Something Else Press

where they are asked to undress Audience is countedby various

and then led individually into a methods, 1962

dark the.e!tre. Those who refuse can LITANY AND RESPONSE 1 & 2

ways as possible, have their money returned. When |20 icas or voices and accom-
all the audience is seated naked in paniment, 1962 , score.

BEN‘S STRIP TEASE, 1964 the auditorium, a huge pile of their

A naked performer enters an entirely | clothing is illuminated on the stage. |A GERMAN CHAMBER OPERA

' 8 MARIAS
RADIO, 1961 darkened stage, Light turns on for AUDIENCE PIECE NO.10, 1965 FOR 3

Performers and audience listen to a |a fraction of a section. A | hidden f 2 | 0pera for 38 performers in the style
play over the radio. T N announcer wetl Moaen Trom VIEW o 5 church litany. 1962, score.
[

of the audience observes with bin-
THEFT, 1961 A real hold up is enacted in the oculars all who enter the theatre AN OPERA
Theft is announced and audience theatre. As much loot as possible

and describes minutely each through |Opera for voices and percussion.
searched. is stolen and taken away by thieves,|public address system, 1962, score,

—Nam June Paik
Carolee Schneemann
—Wolf Vostell
Andy Warhol

LOOK, 1964
Performer looks at an object (piano
for instance ) in as many different

all only for sensory EFFECT.

PHANTASTIC ART

|

Annual

Where pauses are called, violin is opens the lid sharply letting the

mistreated by scratching the floor objects slide down to the audience.

with it, dropping pebbles through f S
ZYKLUS FOR WATER PAILS

Water pails or bottles are placed
along perimeter of a circle. Perform-
er inside circle picks the only filled
vessel and pours into one on right,

simultaneity
indeterminism

hole, pulling out pegs etc. Score.

bricks, arranging them all in very
SOLO FOR VIOLIN, 1962 orecise manner, When lid is full or u
Old classic is performed on a violin. | satisfactorily arranged, performer

PIECE FOR CONDUCTOR, 1965
DUET FOR BRASS INSTRUMENTS| Conductor steps over podium and

Rubber glove is placed over bell and | takes a conventional bow. He re-
tucked inside. Air is blowed until mains bowed while tying shoelaces, | then picks one just filled and pours
glove emerges from bell and is in- |scratching ankles,rolling and un- | into next one on right, etc. till all
flated. Variation: with inflatable leg.l rolling legs of his trousers, etc.etc. | water is spilled or evaporated.

| Robert Filliou
Brion Gysin

Dick Higgins
Jackson Mac Low
Emmett Williams

Robert Blossom
Gerard Malanga
Angus Mac Lise

VERSAILLES SUPER-MULTI-MEDIA SPECTACLES
Simultaneous presentation of polymorphic mixed media:
kinetic sculpture ( fountain water play and fireworks),

kinesthetic theatre (equestrian events and ballet),
auditory events { music, explosions and recitations),

culinary events etc. etc...

mixed media neo-baroque happening
&)




BOB GOLDSTEIN LIGHTWORKS

Bob Goldstein is a young songwriter

whose biggest hit, "Washington
Square,”" enabled him to obtain the
elaborate hi-fi system, lighting
equipment, automatic slide projec-
tors and movie projectors which he
uses in his Lightworks. The site of
the earliest Lightworks sessions
was his own studio-apartment on
New York’s Christopher Street , where
such people as Mike Nichols,
Eugenia Sheppard were in frequent
attendance.This summer Lightworks
received the public at L‘Qursin in
Southampton,according to the Sat-
urday Evening Post, "his shows
were the hit of the season.”
Lightworks, which also gave the
first multimedia fashion show,is
preparing for a road tour. Its program
offerings are guite open and varied,
and can include the performance of
special projects on request. One of
its most popular reqular features is
a satirical review which parodies
everything from pop music to great
dictators.
Lightworks, which includes 4-5
neople in its production,requests a
minimum performance fee of $800,
although this fee is subject to ad-
justment. It requires an auditorium
with a floor area minimum size of
30’x40’,ceilings at least 12%high,
and electrical outlets of 220 volts
and 100 amps.
"Instead of having all the media
going haphazardly, Goldstein prog-
rams his effects to keep emotional
time to the music,so that when ‘My
World is Empty Without You’ was
on,the movies and slides were pro-
jecting images of lamenting women
on two screens. ATechnicolormovie
of a go-go dance scene was being
projected on a third screen; some-
thing called a light organ was chan-
ging colors and becoming brighter or
dimmer according to the mood of the
music; and overhead a rotating crys-
tal ball, of the sort one used to see
years ago at summer-resort dance
halls,was showering multicolored

hecame an ex-patriate in Paris and
not sure from which country. Then
from watching movies he became
aware of his Polish blood,ancestry,
and started thinking arabesque

Brando,Byzantium. He made his
first 8mm film, THE AUTUMN
FEAST,in Brighton, England,cen-
ter of art nouveau, birthplace of

| Aubrey Beardsley. Also a place
where they get more inches of sun-
light than anywhere else in England
per annum, That was 1960. He then
came back when the film-maker’s
coop. was starting at the Charles
Theatre, the golden age of the Char-
les Theatre. Heliczer loves Suomi

| and Africa,is still interested in
whatmakes girls different from boys.

BICI HENDRICKS
BLACK THUMB PRESS:

| SUBWAY SERIES, 1966

1. Write "number two" on a subway
wall or poster.

2. Stand in plastic packages on a
subway platform during morning rush
hour.

3. Flood the subway with Coca-Cola.
MAIL EVENT, 1965

| Send water letters.

CLOVERLEAF EVENT

Spend a whole afternoon driving a-
round the cloverleaf of a major ar-
tery.

SKY EVENT

Lie on your back in a green place
that is pleasant and quiet; dig sky.
'\WATER EVENT

Soil water. Water soil.

BECOME INVISIBLE

a) by hiding

b) by divesting yourself of all dis-
tinguishing marks

¢) by going away

d) by sinking through the floor

e) by becoming someone else

f) by concentrating so hard on some
ohject or idea that you cease to be
aware of your physical presence

g) by distracting everybody else
from your physical presence

h) by ceasing to exist

GEOFF HENDRICKS

| BLACK THUMB PRESS:

CONSTRUCTION, 1965

1. Take a 1 2-foot 2x4.

2. Measure off your own height.

3. Cut. 4. Measure off your wife's
or girl friend’s height,

5. Cut. 6. Nail together.

7. Place upright or horizontal.

TWO YEAR PIECE, 1965

1. Write down 5 questions a day

for 365 days.

2. During the following year: answer
5 questions a day,or think about the

polonaises and Levi Strauss, Marlon

MICHAEL HIRSH

A show consisting of 35mm slides,
16 and 8mm movies and planned
events to be projected on rock and
roll dancers at a discotheque or
school (projection tips will be in-
cluded ).

His equipment includes two slide

1&6mm movie projector,one 8mm
movie projector,

The show lasts as long as the dis-
cotheque is open or the dance con-
tinues,and can be put on without an
m.c. ( but Mr. Hirsh's presence is
preferable).

Minimum fee: $50.

He has performed at:
Massachussetts Institute of Tech-
nology - AN EVENING OF ORAL
AND NASAL DREAMS with Saul
Levine, Richard Turner,lvan Cohn,
and Bill Sarill.

Antioch College - one media mix
designed around a lecture by Pro-
fessor A, Everett on Rimbaud.

| Film-makers’ Cinematheque, New
York City - COLOR SUCK, with
Richard Patton and Richard Turner.
Boris’ Discotheque, Toronto, Canada
- projection onto rockand roll dan-
cers.

TAKAHIKO IIMURA

Mr. limura is an experimentor in the
arts whose films have won him re-
cognition as Japan's leading inde-
pendent motion picture maker.

His intermedia offerings consist of
three programs:

SMOKING MAY BE HAZARDOUS
TO YOUR HEALTH, a thirty minute
show which involves the projection
of smoke. Three to five men (one
smoker) are involved,and three to
five 8mm projectors,two tape recor-
ders,and some dry ice are needed.
Minimum fee: $80,

PLAY MAH-JONG, a one=hour show
that involves six men (four players).
Equipment consists of one Mah-Jong
set three big { 2'x 5") mirrors, one
16mm projector,one microphone and
speaker with amplifier. $100.

NO NOH PLAY, or SUPER NOH
PLAY, a 30-minute production

nolka dots all over everything,”
- The Saturday Evening Post

questions you have difficulty ans-
wering,or select 1 question a day
from last year's list and ask it on 5
different occasions to 5 different
people.

DAYTIME EVENT

Stencil stars on the vault of a R.R.
underpass or in a subway tunnel.
NIGHTTIME EVENT

Stencil clouds on the vault of aR.R.
underpass or in a subway tunnel.

DICK HIGGINS

Dick Higgins was born in England
and raised in New England. At the
age of six he wrote his first music;
at nine he wrote his first plays. In
1957 he left his studies at Yale
and fled to New York,where he
studied composition with John Cage
and Henry Cowell. In 1960 he was
graduated from Columbia with a B.S.
in English; in 1961 he was gradu-
ated from the Manhattan School of
Printing.

which involves one Noh player,three
Bmm projectors ,two portable

SMOKING MAY BE HAZARDOUS
TO YOUR HEALTH has been per-
formed at Sogetsu Hall and the Mo-
dern Art Center in Tokyo; PLAY
MAH JONG and NO NOH PLAY at
the Modern Art Center,

Mr. limura’s films include ONAN

( Special Prize, Brussels Interna-
tional Experimental Film Festival,
1964 ),A DANCE PARTY IN THE
KINGDOM OF LILLIPUT, LOVE,

| SAW THE SHADOW, THE MAS-
SEUR, ROSE COLORED DANCE,
SAKAGAMA (Upsidedown), DE
SADE, and DA DA ‘62, and has
been shown at the Film-makers’
Cinematheque in New York City. He
was a participant in the Harvard In-
ternational Seminar,1966. (See the
Film-Makers’ Coop Catalogue.)

nrojectors ( preferably Carousel),one

TAKEHISA KOSUGI

Takehisa Kosugi was born in Tokyo
1938. In 1961 he co-founded the
"Group Ongaku" performing action
music and events. In 1962 ha ara-
duated Tokyo University majoring
in musicology. Since then he I1a'§
performed own compositions in
several concerts in Tokyo. Some of
his compositions were alsg perfor-
med in Europe during Fluxfests.
Since 1965 he is residing in New
York City where he has performed
own compositions in several con-
certs at Cinematheque,Judson Hall
Judson Church, Asia House elc. ’

ANIMA 7, a slow anthology
Performer chooses one action which
would usually be completed in
short Lime and extends it to a time

| value of his choosing. For example,
taking half an hour to take off his
jacket.

TENDER MUSIC

Performer manipulates an object by
tipping it over,tipping it i}{l{;krglt‘i;-
ting it,slanting it back, tipping over
the slanted object or slanting an
object that has been tipped over.
He can perform with any number of
objects,in any :iirectiﬁ:-,ar,:t:gniin{j
to any score,timetable or other
timing system,but always keeping

| distance from the ohjects,

| FOR MR. M

| Performer inserts a rolled-up sheet
of paper into own throat and then
pushes the roll out of the throat
without dropping it and in again
without swallowing it.

FOR MR. M

Performer inserts a rolled-up sheet
of paper into own throat and then
pushes the roll without using his
hands out of the throat and in again
without swallowing or dropping it.
He repeats this several times.

has undergone several revisions Lo
add new material and intensify its
visual effects.

| am willing to introduce the show

| and answer questions after".-.-ar{;_ls.but
even 50 this is probably insufficient
fgr a full evening program. | have no

ohsessiv _
der of the program. Film IS ;]rn:?l‘.:nahll.r
the easiest filler, but another Ex—f
panded cinema" item would .-nakg for
2 more interesting evening. For film,
| personally would recommend
Emswhiller’s RELATIVITY.

No special auditorium is needed,
BUT: as my projectors have a short
focal length | have to set up my
equipment rather close to 1]1-; screen
| This usually means in the middle of
mast auditoriums. In the past this
has nresented no problems. A table
lor 5:'*.'aI[ platform {which | provide)
lis placed in the center aisle (if
there is one) or over Lwo of three
gpats in mid-auditorium. | repeat,
this is no problem and in the past
has caused no problems (i.e.viola-
tions of fire regulations).In addition,
| need a power source Lo midpoint in
auditorium, i.e. a sufficiently long
extension cord. And finally it is
highly preferable if a sound system
ar side speakers are available
\which can be plugged into my tape
recorder by means of the standard

| phono-jack. If this is not available,
| will provide my own external
speakers.

All equipment for my show | bring
myself to each performance. | can
also bring a screen, if the audience
lic below about 35 or so in number
|am3 if the customer cannct provide
one. | have no assistants and no
performers,and can carry all equip-
|ment in my V-W bus.

Minimum fee: $100

What we saw was a lively,if garter-
snakeless, kaleidoscope of colorful
pattemns created entirely by the use

of hand-painted slides.The most ex-|rica, Marisa Berenson, Kenneth Lane,
|citing effects were achieved with

what Mr.Lawder calls "sandwiches"
- an amalgam of such substances as
lipstick, fingernail polish,butter,

A widening opening in the screen is
being cut by T.Kosugi. :

FILM & FILM NO.4 |
Film without film. (c.f. the still} |
MICRO 1

A live microphone is wrapped with

screens, and one taperecorder.$100,

a very large sheet of paper into a

ORGANIC MUSIC

have something breathed for a nur-
ber of times,

INSTRUMENTAL MUSIC .
talist is cut on a large sheet of
paper by another performer.

OTHER PRINCIPAL WORKS:
Anima 1 & 2, Anthology 8, Malika 3,
Malika Dance, Manodharma concert,
Manodharma G, Eardrum event, Music
for Theatre, Micro 1, Music G, South
1 to 3,Chironomy 1.

Each concert lasts about 2 hours
and includes about 7 compositions.
Each concert requires 4 performers,
a 1 bmm projector, a screen, tape
recorder and a sound amplification
system with a microphone,

tight bundle. It is kept in such con- |,
dition for another 5 minutes._ .

and Unguentine pressed together
hetween two glass slides. Upon be-
ing heated by the lamp of the pro-
jector,the contents of the sandwich
begin to melt, at different rates,
throwing a constantly changing im-
age on the screen. ...He has a va-
gue idea of how each sandwich will
look on the screen, he says,but a
lot of "accident" is involved. "For

linstance, | know that butter will

turn brown,and the more volatile
substances will bubble with a ner-

lvous twitching, while lipstick, say,
i*.'.-iII give a bubbly-mud rhythm...

But I’m just as curious as the audi-
‘nce to see how the combination
“ill turn out."

i ~arker

Mo &I e

Performers breathe by themselveso | Siundish Lawder’s piece, THE
MARCH OF THE GARTER SNAKES,
effectively demonstrated that a slide
can produce kinetic experiences. He
Shadow or outline of an instrumen- |began with something that could he
icalled an old fashioned slide,and
lended with a "moving slide."
| motion was produced by inserting
drops of color paint between two
pieces of glass, After a few seconds,
from the heat of the projector, the
paint began to melt,to spread, to
\travel, producing unpredictable and
Loften beautiful... patterns strikingly
|effective as "abstract cinema.”

The

onas Mekas, Village Voice
was originally a painter,and wor-

ike;f as well in other media(graphics,
| sculpture,photography) , and for

o lwhich | w me silly li rizes
Minimum fee per concert: $100.00 [which | won some silly little prize
ltoo inconsequential to list here,
{ Among film honors | suppose you

e preference for the remain-

sitions with Vanguard. There is no
way to describe his music though
some magazines have attempted to
classify him under such headings
as "Hindu-American" but he defies
any category by including them all.
In his own words, "my music is so
personal it’s universal" His book,
"Autobiography of a World Saviour’
has been just published by Jonas
Press.

A full evening show alone or toge-
ther with Eben Siven, Ronna Page,
Jonas Mekas, light,images, voice,
human presence.

BY GERARD MALANGA AND
ANDY WARHOL

Gerard Malanga is a young poet
Superstar in Andy Warhol's Velvet
Underground. As a teenager he ap-
peared regularly on Alan Fried’s Big
Beat TV show until it closed with
the payola scandal of 1960. It was

introduced the "Gobble" for Ed
Sanders’ Fugs; he is Sanders’
"Playboy of the Month.,"

SCREEN TEST POEMS stars Bob
Dylan, Baby Jane Holzer, Denis
Deegan,Barbara Rubin,Piero Helic-
zer,Daniel Cassidy,Jr., Paul Ame-

Edie Sedgwick, Debbie Caen,John
Palmer,Billy Linich, Harry Fainlight
Randy Borscheidt, Harold Steven-
son,John Cale, Mary Woronov,
Benedetta Barzini. The cast of film
portraits are subject to addition.
The nature of the program is to
bring together the lives of many
celebrities and personalities through
the combined medias of poetry and
film. For every screen portrait that

aloud, and the film (or films) is pro-
jected behind the reader, who may he
the poet Gerard Malanga or one of
his associates.

The screen tests take up three
1200 foot reels,each approximately
forty-five minutes projected at
silent speed.They are not projected
simultaneousiy. The first reel begins
about five minutes after the first
reel,and the third reel is projected
about five to ten to any number of
minutes after the second reel to fill
up a combined one hundred to one
hundred and twenty-five minutes
reading time. The reading finished 5
minutes after the last reel runs out.
No special auditorium is needed,al-
though three 1 6mm movie projectors
are needed (including take-up reels
for each one) and a microphone for
the reader. It would take at least 2
to 3 of the members of Malanga’s
entourage to work the projectors in
various fashions of hand-held tech-
niques at various points during the
reading. Minimum fee: $500.00
The world premiere of SCREEN
TEST POEMS was performed at
Cornell University and reviewed in
The Cornell Daily Sun.

he, along with Baby Jane Holzer,who

appears on the screen a poem is read

ONCE GROUP

The Once Group is a performing en-
semble of composers, artists, film
makers and architects that has evol-
ved during the past several years
from the contemporary performance-
arts activities of the Dramatic Arts
Center in Ann Arbor, Michigan.
Though the ONCE Festival of Con-
temporary Music (1961-1965) is
perhaps the hest known of these ac-
tivities,the collaborative produc-
tions of the Once Group include

' |also the light-sculpture and Space

Theatre innovations of Milton Cohen
and Harold Borkin, the films of
George Manupelli, the TRUCK
Theater events of Mary Ashley, and
the musical compositions of the
Cooperative Studio for Electronic
Music, established by the compos-
ers Robert Ashley and Gordon
Mumma,

The Once Group presents original
compositions of theatrical scope
using amplified sound,film, light,
dance, sculpture and speech.Various
works are based on theater-con-
struction events,choreographed
movements simultaneous with film
projection and sound, group impro-
visation, sound-environments, and
extensive audience participation.
The repertoire exploits the perfor-
mance environment with great variety
and is adaptable to unusual per-
formance situations. Each program
is especially designed to its occa-
sion to create a continuous,evol-
ving theater event,

Technical requirements for the pro-
duction of any particular program
can vary according to the resources
available, Certain works employ a
minimum of stage properties and
theatrical equipment.Qther works in-
volve elaborate stage-constructions,
lighting and sound equipment, and
assistant performers rehearsed on
location. Instructions and technical
diagrams for the preparation of these
productions will be furnished upon
request. In addition, the Once Group
welcomes collaboration with the
sponsoring organization in develop-
ing new performance projects to ex-
ploit unusual performance environ-
ments.

The Once Group generally asks
€100 per person, plus travel,plus
lodging, and expects the place at
which they performs to supply certain
materials and equipment that cannot
easily be transported - speakers,
amplifiers,projectors - and props
such as ping-pong tables, bowling
balls,etc. Generally there are bet-
ween 7-10 persons involved and
the fee ordinarily applies to single
performances. However, the group has
heen known to work for less and to
run more than one night for the same
price.

Mary Ashley, Robert Ashley, Ann
Borkin, Harold Borkin, Caroline
Cohen, Milton Cohen, George Manu-
pelli, Gordon Mumma, Jackie Mumma,
Anne Wehrer, Joseph Wehrer,

ted at Judson Gallery N.Y.C., own
works performed at "International
Avant-Garde Festival" N.Y.C.,
participated in "lst Symposium in
Auto-Destructive Art", London,
published in Aug. issue of Art &
Artist magazine - an article "Ins-
tructive Auto-Destructive Art",
Presently on a concert tour in
Europe.

ANTHONY COX

1962 Composition published in
"An Anthology" NYC.
Co-produced Cannes Film Festival
award winning documentary film
TEAM, TEAM, TEAM.
Co-produced T.V. series OMNIBUS
1964 Showed films at "High Red
Center Two Minute Film Festival™
Tokyo, Japan,.

1966 Produced mixed media envi-
ronment STONE, at Judson Gallery

JEFF PERKINS

1964 Works performed at "East-
Nest Center Music Festival" Univ.
of Hawaii,

1966 Films shown at Cinematheque
NYC, May.

Composed and realized filmic ele-
ments in STONE mixed media event
presented at Judson Gallery, NYC.
Works performed at " International
Avant-Garde Festival" NYC.

Program no. 1l

EVENT-chair events...street events
sunrise events...sword events...
thread events...touchevents & others
IN-STRUCTURE - "something that
emerged from instruction and not yet
quite emerged... not quite structured
never quite structured... like an un-
finnished church with a sky ceiling.”
Yoko Ono.

TACTICS - verbal tactics... orches-
tral tactics... gutteral tactics...
assault tactics... many more tactics
from Tony Cox.

FILMS,LOOPS N SLIDES - sky,
tree & fly projections... no-film...
cloud films... element films from
Jeff Perkins.

There are several variables in this
program and that which is mentioned
15 only a word=hint of what might be
performed... the spectrum of varia-
tion expands in relation to thelength
of the program... the possibilities of
various performance locations also
expands in relation to the length of
the program.,.the duration of a one
night program would be approxima-
tely 3 to 4 hours and would for most
part be confined to one location...
preferably a concert hall or audito-
rium,.. for a one-night program
works by each artist would be per-
formed by the artists with some help
from the audience... the program
would be in three parts:
EVENT,LECTURE,DISCUSSION.
Also available would be a three day
concert series and a 5 day concert
series... within these programs there
is a great deal of room for variation
hoth in terms of the concerts of the
pieces performed and the various
locations in which they might be
performed. There may be a time when
several pieces are being performed
simultaneously... some known about
and attended, others known about
hut not attended... and still others
that might neither be known about
nor attended...

"Event". must not he confused with
"Happening" which differs sharply
in method, As a rule, "Happenings”™
are well rehearsed beforehand and
in that way remain closely tied to
theatrical traditions (inspite of all
the action that goes on,one seems
to be held in check so-to-speak and
very little freedom is allowed the

Program No. 2

THE STONE

Mixed media environment

Eye Bags - Yoko Ono

Sound forms - Anthony Cox,Yoko
Ono, Jeff Perkins

Film message - Jeff Perkins
Lighting - Anthony Cox
Questionaire - Yoko Ono

Technical assistance-Ludwig Lanko
A room nine feet square and six feet
high constructed out of wood with
paper walls and ceiling. (Portable
aluminum structure is now in the
process of being constructed.) In the
center of the room almost to the
walls a white square platform made
out of a material that is not too hard.
On the platform there is a floor plan
drawn in black. On one or two walls
of the room a film may be projected
by rear screen projection,The entire
room may be lighted to a high inten-
sity by a lighting system above the
ceiling of the room.., the lighting
cycle runs from complete darkness
to its highest intensity via reostat..

continuous and constant cycle. Con- |

tained within the room in each cor-
ner are speakers connected to a
four channel tape system. All me-
chanical elements operate simulta-
neously.The sound is a pair of tape
loops that are played continuously
at a constant level. A film loop is
projected continuously.

The audience upon arrival in the gal-
lery is asked to fill out a question-
aire and answer a written quiz. They
are then asked Lo remove their shoes,
enclose themselves in a large black
bag which is provided,after which
they may enter the room. They are
told that once inside the room they
may remove their clothes inside the
bag if they wish to do so.They must
remain inside the bag during the
time that they remain inside the
room. The bags are made of a mate-
rial light enough to be seen through
from the inside but cannot be seen
into from the outside. Each member
of the audience may remain inside
the structure as long as he wishes
to. The room capacity is about 7
persons at time.

"People went on cutting the parts
they do not like of me... finally only
the stone remained of me that was
in me but they were still not satis-
fied and wanted to know what it's
like in the stone". Yoko Ono.

"A means to look away" a.c.

Arrangements for installation of the
environment should be made by mail
directly to Jeff Perkins, 99 2nd
Ave.New York,N.Y.10003.
Portage and traveling expenses
would be assumed by the institution,
gallery or private party... arrange-
ments for installation space (at
least 50ft. by 30ft) should also be
made well ahead of time... the en-
vironment would be available from
1 week to a month.

1 wesk - $500.00

2 weeks - s200.00

2 weeks - $1000,00

4 weeks - $1200.00

TERRY RILEY

24 6 Grand St N.Y.,N.Y.10002,
CA 6-6827

Composer - performer, will present
solo or ensemble concert of live and
electronic music which includes the
use of tape as an extension of live
performance. Tapes and scores of
the composer’s work may be rented
or purchased directly from him. A
catalogue is available upon request.

adapted mainly from Bonino Gallery
exhibition and further experiments,
2. Introduction of metaphysics to
cinema,aiming to deepen the onto-
logical meaning of monotony.
“Paik’s program was perfectly de-
signed,constructed and executed.
There was an almost classical sim-
plicity and purity about it."

Jonas Mekas.

"Humanity, He (Paik) is a criminal
who converses (cf. Duchamp). Tech-

philosophy. Image of utter collapse.”
John Cage,

"Paik is not just a film-maker.He is
a composer. He is a kinetic sculptor.
He is an actor. He is a theoretician.
In short,he is the embodiment of the
Combine Generation compulsion to
be a latter-day Renaissance man of
the arts,a man who controls his en-

clucks, Paper and guantities of
cloth, ladders,costumes. Slides.
Complex juxtaposition of high-keyed
imagery. 45 minutes.

PARTITIONS, 1963

For five performers in an environment
of shelves,closets,cupboards. Alum-
inum sheeting,mirrors,gloss papers,
strings of lights,color film, Ambig-
uous focus on figures in enclosures;
shifting spatial domains. Costumes,
masks, About 40 minutes,

nology ,optical art, music,physics, |BANANA HANDS or

DIVISIONS AND RUBBLE, 1962
Creation of the world of the senses:
water, fire, mud , snow, wind. Twelve
performers;ape suits,barrels, masks,
draperies, hoses,ropes,trapeze,old
films. Sound: "Roll Qut the Barrel,"
circus,rock ‘n’ roll,screams,wind,
dialogue. About 1 hour 30 min.
MEAT JOY, 1964-5

vironment and the world through the

merging of the arts." John Gruen. |
lpaner,;mint; fresh chickens, fish and

A celebration of flesh.Nine perfor-
mers. Quantities of plastic sheeting,

sausages. Sound: rock ‘n’ roll,
French-English notes on process of
the piece, Paris street noises. 1 hr.
40 min.

WATER LIGHT/WATER NEEDLE,
1966, Multi-dimensional space:
ten performers on horizontal ropes
and pulleys.Floating plastic objects,

¢ Flickering lights,hand-held lights.

| Sound created by teams working un-
seen, Indoors or outdoors, audience
seated in "nesting material." 1hr.

1 10 min,

| SEARCHLIGHT, 1966-/7

| An infinite number of images to be

| discovered by movement of the au-

| dience through a labyrinth land-

| scape which includes a mansion,
1 |akes, lily ponds,burnt-out building,
"M shale pit,woods, fields, fire pits,

|
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Nam June Paik was born in Korea,
in 1932, Graduated from University
of Tokyo in 1956, |ater studied at
Univ. of Munich, Freiburg Conser-
vatory and Univ. of Cologne. Since
1958 has done experime work
in the Sudio for Electronic Music
of Radio Cologne. Since 1959 had
many one-man shows and perfor-
mances in Germany, Sweden, Den-
mark, Norway , Holland ,Japan, France
and United States.

=1
fiieti

Published compositions & essays:
“"Bagatelles Americaines",in De-
collage No.1,1962.

"Exposition of Music",in Decollage
No.3,1962.

"New Onthology of Music™, in
Fluxus A, 1962,

"Sinfonie for 20 Rooms",in An An=-
thology, 1963.

"Fluxus Island Map",in Decollage
1963.

"Read Music",in Kalender, 1963,

|"Experimental Television",

in Fluxus-V TRE no.4,1963.
"I Admire Monkey",in Decollage.
"New Onthology of Music",

in Sogetzu Journal, Tokyo,1963.
"Half Time",in Decollage, 1964,
"Read Music",in Sogetzu Journal.
"New Onthology of Music",in
Kikan, Tokyo,1964.

" Autobiography",in Kalender, 1965
"Sinfonie No.5", Rohwolt Verlag
"Pensee 65",Hansen & Hansen V.

 dol| houses. Images realized by per-

formers upon discovery.Motorcycles,

| boats, horses,.Film and various elec-
B tronic sound sources.Incorporates
f some material from "Water Light/
S \Vater Needle" as performed at the
# Havemyer estate, May 1966.
B (Adaptable to various landscapes.
I process.)

I LOOSELEAF, 1963, an eating

piece and THE QUEEN’S DOG, ‘65
| are stark and do not incorporate in-
termedia.

GHOST REV, 1965

Live Interference Patterns for USCO.
Destruction and transformation of

by live performance.

W. CHRISTIAN SIDENIUS

LUMIA

Lumia offers the artist the elements
tof time and light - now the artist can
develop his image in time and space
The images distort ,develop,move,
diminish and combine. The pallet of
Lumia varies in chroma, saturation,
intensity. Freed from the static can-
vas, the viewer accompanies the ar-

a new vision.

|A Lumia performance is essentially
theatrical.On a large screen, 10 by
16, abstract and non-objective
images are projected from a battery
of sophisticated projection instru-
ments. The images are entirely con-
trolled by the performer and react to
his will. The performances are made
up of a dozen or so seqguences, last-
ing from one to ten minutes, The se-
guences are accompanied by sound
or music from an array of speakers;
the effect is the encircling of the
audience by moving sound. Some of
the sequences combine with a dance
The performance fills about two
hours. As of the present time, our
performances are limited to our

srojected imagery (films and slides) |

tist on a voyage of discovery toward

four years but they are not fitting
my conceptions. But | definitely see
possibilities in them for film pro-
duction.,

Christian Sidenius

R.R.1,Box 224,Sandy Hook,
Conn.06482, Tel.1-203-426-
Tel. 1-203-426-4579

ACK SMITH
IFFIQEHEﬁRSﬂL FOR THE DESTRUC-
TION OF ATLANTIS
(see the description and text of the
niece in Film Culture No.40) _
Available to cnllege5,ur1iver55’tt%‘5
and groups without fee. Jack Smith
himself will find time to come and
play the Red Lobster if travel ex-
penses are paid.

e ——

MICHAEL SNOW

WHITE LEADER is an attempt to
use film and T.V. techniques and
qualities in live performance.Rever-
sal. Not Expanded Cinema it 15 IE:r:r
panded Collage or Contracted Cin-
ema. In the Science Dept. of Art
Treble,Bass and Volume for exam= |
ole are separately manipulable
quantities which in Living are more
than merged. Categorization-Detach-
ment? Zoom, Fade In Fade Out,
Focus, Framing,Voice and Speaker
are shown separated. Under a cam=

| ouflage of commercialism the iro=
|nies of these Distances laugh at

the coexistance of Art and Ego.
White Leader is a sad Rerun of New
Puns. Tapes and Films being the
fuel of Memory Machines how many
miles is it from "getting it right" to
"gatting it wrong"?

One Performer, Tapes,Lights pre=
ferably on Stage. 10min. £30.00

JOSE RODRIGUEZ-SOLTERO
QUATRIPTYCH-RINON is a one-
hour program. While 8 and 1 6mm
copies of "Rinon" and " Hawaii "are
being projected on the screen at
different speeds (one at 5 frames

24 ), a woman is standing,dressed
|in white,and holding a candle.A
tape of her voice is played reciting
Walt Whitman's "Laws of Creation"
from Leaves of Grass. Indian music
( superimposed voices) is played,
some incense is burning in the cen-
ter of the stage: Rinon is or be-
comes the true kidney | wanted to
create,

Four loops,of which two are prints
of the others - namely of myself and
a friend - are projected for approxi-
mately thirty minutes,while the
friend is sitting facing me on stage
‘land silently speaking ( from tapes

meaning of the experience of the
loops and the multi-experiences

per second and the others at 16 and |

you hear a long conversation) on the

grid patterns) create an intense
spectral solarized after-image and
yolume space modulations, which
give NeW and direct meaning to con-
cepts of spatially extended ohjects
and negative space. Experimenta-
tion in basic harmonic resonances
and volume frequency pulsation
patterns reveal fundamental vibra-
tory structures (through amplified
deamplification processes) on new
sound implosion levels,

We believe that the renaissance of
new aesthetic perceptions nresages
man’slqrt?-.-aim; dawareness and his in-
creasingly urgent need for self-
knowledge and unity. We further be- |
lieve that through the exploration
and direction implicit in our imagery
a direct means of comprenending
our contemporary society and m;-
pressing life experience
enabling man to

b

| Al

| i

di
th

blin develop his highest |of
aspiration in more intimate accord
with the organic whole;cosmos.
Project Spectra-mach incorporates
a group of associates specializina
in numerous fields. | )
DON SNYDER -

| Audio-Visual Coordinator

ALLEN NEFF - Architect
ANGUS MACLISE - Composer
RENE JAEGER -

Electronic Coordinator

DR. RALPH METZNER -
iF‘S}'EhEIIE-{iiE.".

DIANE RUBUFFQ - Dancer
Spectra-mach 1 might best be des-
cribed as an exploration through a
new aesthetic technoloay of man’s
internal essense. It is an experimen
tal program devoted as such to the
extension of mans psychedelic per-
ceptions and psychic orientation to
v irndnment .

Spectra-mach 1 utilizes an inter-

| fo
fi

| I
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Weddings. Or project it on a sheet

g+ D
media vocabulary to expand con-
sciousness and is an attempt to dis-
cover and develop a new aesthetic

1961, 1 was just about to lose

faith in my theory of random some-
times-free-associative images and
junk the whole project. Then | took
imescaline and knew instantly that |
was right. The months of self-doubt
and idle play came to an end, and |
completed the film in the following

'the soundtrack (originally stereo
tapes) | could do anything with the
pictures. Anything. All that was
lacking was a third inaredient ~the
mind of a viewer. Someone else’s
head could inscribe a complete 360
degrees - filling in other free asso-

Conscious of this effect on the au-

will evolve;|pate, why couldn’t 17 | put a series

screaming back at my own sound-
track. But now time has passed...
ve grown tired... and Ed Emshwil-

VITY which proves beyond a doubt
how the free image with continuity
sound can spur one’s imagination.
I“ve changed ,but TYTULTPennant
hasn’t. It can still be used as a

dance or rock and roll or Black
Masses or Donkey Baseball Games
or poetry readings or Womanless

and give the audience rotten toma-

toes to throw at the screen - which
is set on fire during the closing

| seconds. Or the audience is told to
yell back their own answers to the

questions.

care. | just want to sit back and

0 weeks,
| became clear: with continuity on

ations that | had purposely left out, of

ence, | decided to intensify it. If of

e audience was going to partici-

guestions on the soundtrack and,
r two years, performed with the

Im =running insanely about theaters of

r has made the beautiful RELATI-

appening. You can combine it with

o whatever you want with it.| don’t

Li

semantic,

Spectra-mach 1 endeavors to sti-
mulate a feedback within the audi-
jence through multi-media techno-
logy, thereby synthesizing a "ges-
tait™ and releasing suppressed
emotional energies.

Spectra=mach 1 utilizes a multidi-
mensional variable surface volume
screen, kinetic film slide patterns
and a pnases neutral core audio
drone operating within volume-fre-
guency modulations,Robot viny|

| clad movers perform on the fringes
of perception creating and recrea-
ting aspects of the variable volume
screen. Multiple polarization pro-
jections induce a fluxing mosaic of
intense solarized after images in-
terweaving and dissolving with the
everexpanding stage;this penetra-
tion inio all parts of the theatre |
| gives sew meaning to the "spatial- |
|y exfandad" object and fourth di-

which can be gathered to arrive at
an - well, it becomes unexplainsiia
verbally.

If the place is small and a large
screen could cover one wall it would
be perfect.

Only two actors are needed if
tants in projection and sound are
available,

Four 1 6mm projectors with variable

as515-

taperecorder are needed.
$80 would be enough to give a per-
formance.

Ithe Gate Theatre’s New Vision
|Festival in September 1966. .
"PINEAPPLE MASS requires a large
empty hall with no chairs. A theater
can easily be converted by covering
seats with plywood.

speed, two 8mm projectors with va- |
riable speed,and one stereophonic | yeh e 1 1age
|consisting of the multidimensional |

|
rfisicnality . II
| 7o FO=-100min.
Equipment: four 1 &mm projectors;
two 4-track tape recorders; 4 ARIII |
type speakers plus amplifier; two
strobe units; 4 slide projectors.
!Stag:e: normal stage and projection
| booth (60 Amp.power supply min.)
Min.crew: 5, min.fee: $650.00

RHOMBUS ‘66
A psychedelic multi-media collage

kinetic screen; expanded cinema; a

Ipolarized film mobius; dissolving

Quatriptych-Rinon was premiered at |moire slide overlays; dance feed-

back; stroboscopic permutations;

tcombined with an audio vibratory

implosion structure to produce...

in four elemental rhythms, rituals of
\fire; water; air; and earth.

|Air... Images derive from the per-

People will stand and forexactly one i”’“m““”S and oscillations rippling

hour they will witness a mass dedi- |@ winter wind driven umbrella; syn-

fl

L

similarly phantastic changes and it
seemed that the things on stage
were directly, physically connected
with their fingertips,their face
movements,with their very flesh
and it went deeper,through their
flesh to their souls: every light
change,every trembling motion that
took place on stage was produced
directly by their very hodies by this |
phantastic action-reaction.

- Jonas Mekas, Village Voice

MOON-DIAL is a collaboration hy
Schmidt, Aldo Tambellini and
Laurence Cook,who provided dance, |
"wisuals" and sound respectively. |
The piece belongs to the "theatre

hining media with galactic inten- |
sity. Sound is a battery of wash-tub
percussionism. Live action is Miss
Schmidt on stage in ritual splendor

and figure consists of black and
white films and slide projections
which,at their simplest are static
geometric shapes (huge white ring
on black void, horizontal or vertical
shafts of light): at their most com-
| plex,are rapidly shifting images in
| kaleidoscopic array,or like cinders
and tar paper in cataclysmic up-
heaval.

painted ,drawn or reproduced
ges onto the screen to dazzling op-

effects" engendered by some idea |
assaulting the senses by com-

vibrating head-piece (small flat

Calderlike shapes attached to wires |
sprouting from head) and a plastic
dress studded with large silver cir-
cles. Visual counterpart of sound

Pauline Oliveros,Charles Boone,
Gerald Shapiro, Richard Felciano,
Warner Jepson, Robert Basart and

| Gerhard Samuel, Works by these and

other composers are available,

For information write:

Tape Music Center, Mills College,
Oakland, Cal. 94613

"We are All One"
USCO is a group of poets, artists

Village Voice

Several tendencies, almost ap-
proaching the coherence of "Schools
Several tendencies, almost approach-
ing the coherence of "Schools" can
be identified within the underground,
though no film maker remains con-
stantly rooted in one or the other,
To begin with,there are the abstrac-|

onists,who can be split into two

groups based on the sources of their|
imagery. The first, made up of Robert
| Breer, Storm de Hirsch and Aldo
| Tambellini,among many others,

ashes an exhaustible variety of
ima-

cal effect; the result is much like

Op art.

Douglas M.Davis,

| The National Observer

Aldo Tambellini,who paints exclu-
sively in black and white, is now

painting directly on 1 6mm film and
the abstract,arresting result is en-

titled BLACK 1S.

- New York World Telegram

. - |BLACK ZERO
| Materials to be supplied:

|1 Lé&mm projector,can be silent
|1 tape recorder

| Members of performing group for
Iwhich transportation would have to

[

|
ALDO TAMBELLINI: BLACK ZERO II

Aldo Tambellini describes his Black
Zero as a Space-Light-Sound event,
Except for two strong energizing .

| poems by Calvin C. Hernton, it con-

sists of abstract visual and auditory |

stimuli - it is theatre of the senses. |1 assistant to be trained in one re-

| was impressed by much of it. The

| hasic method involves harsh con-

trasts between light and dark {(white
and black), noise and silence. A

be supplied: myself, my assistant,

1 musician, Minimum fee for 1 per
formance: 51 /5,00

MOON-DIAL

Materials to be supplied:

1 1é&mm projector,can be silent

1 tape recorder

hearsal. Members of the performing

have to be supplied: myself and 1

group for which transportation would |
|

| dancer. Minimum fee for 1 perfor-

bright beam of light shines into the |mance: $120.00

eyes out of the blackness,amhig- |
uous figurations materialize sec-
tionally in various areas of the
stage and dissolve into others or
two at once phasing irregularly in
and out of focus, The eyes can't
cope with the data and the sense of
space goes vague; meanwhile wild
sounds have deadened the sense of
time. It made me high.,."?

Michael Smith,Village Voice

| MONSTER DEMON ,an excerpt
from BLACK ZEROQ

Materials to be supplied:

1 lé&mm projector,can be silent

|1 tape recorder
Miembers of the performing group for

which transportation would have to

be supplied: myself and 1 assistant.|that the different rooms

Minimum fee for 1 performance:

$100.00

3 Mkt

land engineers who live together

{and work with mixed media,
According to Marshall McLuhan:
F..in the electronic age whose

I media substitute all-at-onceness

| for one-thing-at-a-timeness, the

| movement of information at approx-
| imately the speed of light has be-

come by far the largest industry in
the world...Patterns of human asso-
iation based on slower media have
hecome overnight not only irrele-
vant and obsclete, but a threat to
continued existence ang sanity.’

Electronic technology offers ident-
ically risky, rewarding illusions
and realities to the experimental
arts and sciences. Research is the
method, creative instinct and in-
tuition provide the objective, the
subject may be viewed as transmis-
sion/reception, stimulus/perception,

| revelation/divine geometry, in the

| focus of human being.
WE ARE ALL OMNE is a journey of
| this being, riding and fighting the

| waves from birth through love’s

:f:mﬂyr, searching living currents,

I sampling peaks of illumination,

| holding on and letting go the ex-
iperience of time-space death, find-
| ing potential rebirth in the consci-
ousness WE ARE ALL ONE.

This literal and symbolic voyage is

| explored by our presentation in a

ling films, slides, oscilloscope,
| stroboscope, sound in a programmed
| experience.
|WE ARE ALL ONE will run about
|‘-]D minutes to two hours. It will use
|up to four L o6mm and two Bmm pro-
| jectors, four carousels, strobes and
Inl.'.'i*_-'ll'.i_:_ ugnt units, light projection
- |machines....and several sound chan-
nels. We have most of this equip-
ment and, since | presume we wil
| play at mostly larger places (like
| schools) we can see what equipment
| we will need from the individua
school.
| We plan to travel in two vehicles--
a VW microbus anc a car--and Lo
|take about five people for the per-
| formances. As for prices, we would
| want about $600 for a one night
| performance and $1000 for two
We would like to hit a

nlaces as possible within the same

niahts.
area to cut down the total amount of
travel involived,..

There is no special au

| necessary (half the tun

litorium size
s the effect
have on the
nature of the show), and besides,
| the ideal room for a mix has yet to
' be built.

The show has been performed at

cated to the Hawaiian fruit, pineap- |chronized and simultaneously devel-
ple. Two dancers and four assistants oped in solarized shadow dance on

He is married to Alison Knowles,
the painter-printer.

\could mention | was a jury member
at the 3rd Experimental Film Fes-

0 Film-makers’ Cinematheque,
H® MO Crandeis, Rhode Island School of

QECIO

The foyerwas dark.Garbed in black, [§
a qirl tiptoed through a side entran- |

PIERO HELICZER
Piero Heliczer was born in Rome in
1937. It was the hottest and longest
day of the year, midsummer’s eve,
June 20th,and nearly died.From the
ages of four to six he was a child
star with the title ‘Il Piccolo Tucci.*
Educated by English nuns he knew
English by the age of nine. From six
to eight years of age he was in the
underground fighting the Germans -
"| mean - hiding from the Germans.'
After the war he was offered a role
in SHOE SHINE but his mother did
not want him to act with dirty kids
from the streets,in neo-realismo
style. He became a poet after lear-
ning the alphabet and reading pinoc-
chio. From the ages of nine to six-
teen he was a scientist,having pro-
mised his father to become one. Was
always interested in science, sex
and religion. Wanted to find out how
boys were different from girls.Came
to America at the age of ten,same
age as Columbus’ cabin boy. Got a
hundred in the biology regents, and
a hundred in the English regents at
Forest Hills High School, Became a
poet again in the golden age of
Harvard when the whole drama thing
started in Cambridge and the folk-
singing. But he was the only one to
wear a beard at that time, Before it
became ivy league fashion and be-
fore the beat generation. Heliczer

EF.N
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His program offerings include:
STACKED DECK, 1958 (a pre-
happening,the first electronic opera);
DESIGN PLAYS,1960(a theater

' |piece with projections);
'ITHE TART, 1962 (a happening

with projections );

GRAPHIS SERIES, 1958 (a formal
series with projections );innumerable
environmental Happenings.

: |He says, he can easily fill any

amount of time from half a second to
a week-long festival ,depending on
resources offered. He is primarily
interested in the performance envi-
ronment,and so prefers first to be
told: a) when and where the perfor-
mance will be; b) under what kind of
auspices; ¢) how much rehearsal
time is available; d) how many col-
laborators. Based on this informa-
tion he can offer specific pieces.

He says, he never carries more than
he can take in a suitcase,but usu-
ally needs one or two tape recorders,
some klieg lights,slides and motion
picture projectors, etc, - it depends
on the piece. He travels alone or
with his wife or a friend, and pre-
fers to collaborate with well-dis-
ciplined people that he has never
met before. He normally needs about
28 hours of rehearsal time for a
complex piece; less for a simpler
one. $200 minimum.

He has performed in New York at
the 92nd Street YNHA, Cooper
Union, AG Gallery, Fluxhall, Car-
negie Hall and others; at various
Eurgpean Fluxus Festivals (Wies-
baden, Dusseldorf, Copenhagen ,etc);
in London,Amsterdam, Paris, Stock-
holm, and Kayseri, Turkey. Many of
his pieces have been performed
elsewhere - Tokyo, Toronto,Buenos
Aires,Berlin,

He was involved in the early days
of Happenings and was the first to
apply the word Intermedia to
Happenings.

KENNETH KING
M-0-0-N-B-R=-A=1-N

WITH SUPER LECTURE

is my first attempt to use film in a
theater medium. (1 am not dancing
in front of it or anything of the like;
the medium is so strong that it
should stand alone.)

It is an hour long. It requiresa 1 &6mm
projector for two film sequences ap-
prox. 9 minutes in length (the first
i5 3 min. and the second & min.),
Also two tape recorders.
CAMOULFLAGE is about 14 min.
(solo) and BLOW-0UT (originally a
duet but usually performed as a solo
is 23 minutes.The only equipment
for these works is a tape recorder,
also speaker system.
CUP/SAUCER/TWO DANCERS/
RADIO, my first work in NYC, was
filmed by Jonas Mekas... an ideal
program would include it and moon-
brain etc.

THE CONSUMER should provide an
experienced lighting person,and a
sound system to handle a tape re-
corder(s),

| would ask for transportation for
two people and $ 200 aperformance,
i.e. for the first performance and
$100 for each consecutive perfor-
mance. It is necessary for me to
bring a stage manager for cueing up,
lugging equipment.

S.D. LAWDER

THE MARCH OF THE GARTER
SNAKES

Sound by S.D.Lawder and Kurt
Forster. S.D.Lawder is a former
painter and is presently an art his-
torian at Yale,where he teaches
Yale's first course on the " History
and Art of the Cinema,"”

The March of the Garter Snakes is

minutes duration. It is basically a
multi-slide show plus special
effects and recorded sound. Two
projectors and many different types
of slides are used - photographic
images (single and multiple,realis-
tic and abstract), painted images
executed directly on the slide glass,
collages of objects and film sand-
wiched between the slide glass,

ing,plus several additional types of
slides quite beyond any simple ver-
bal description.What appears on the
screen is a rapidly changing sound-
image of brilliant light and color,
Some slides are made to change
color and design; others become
physically alive as their images
move, twitch, flow, and bubble over
the screen; others explode. The
March of the Garter Snakes explores
a wide variety of new techniques
and special visual effects, It was

Kenneth King

originally assembled in 1960 and

a projected sound-image show of 30

various combinations of the forego-

Itival at Rhode Island School of De-
Isign. 5.D. Lawder

| The March of the Garter Snakes has
| been shown at Yale University

| (sponsored by the Yale Film Society,
11962); Munich (sponsored by the

| Deutsches Institut fur Film und
Fernsehen,1965); Paris (private
showing for staff members of the
Cinematheque Frangaise,1965);
New York (at Film-makers’ Cinema-
theque,two showings in 1965);and
Boston (at Winterfest Arts Festival,
1966); plus numerous private
showinas,mostly in New Haven,but

also in Germany.
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GROUP NO, Norman Berg & others
"Group No" includes artists, film
makers,poets, musicians,engineers,
and an optician working together in
mixed media experiments.

The Group’s project will include
working with light, sound,and olfac-
tory methods to induce a feed-back
program to audiences.

What we are interested in is a revo-
lution in communications by using
the media in different ways. Pre-
paring the audience to "feed-back"
in @ non=justifying,non-condemning
situation is the basis for the first
part of the Events (the Theme is

':':'. Understanding).The second part is
B of a socio-political nature that uses

MEL LYMAN .
Me] Lyman,uncaiist,instrumentalrst,

has been gaining a rather unique re-
putation for closing folk music con=
certs on the east coast with harmo-
nica solos. For two years a member
of the famous Jim Kweskin Jug

Band and making numerous appear-
ances on national television he is
now making personal appearances

former. He has recorded for Van-
guard and Prestige and is soon to

release an album of his own compo=

in clubs and concerts as a solo per-

factual elements in our society in
such a way that it causes multivari-
ous meanings where there might
have been only a limited conditional
meaning. ( Feed-back)

We are also preparing mixed media
"Childrens Events" which are simi-
lar only in feed-back.These events
are for adults too - if they have a
child like mind.

We are using live musicians (five),
tape recordings, eight and sixteen
mm film,new light machine (that
never repeats the same images)and
various electronic equipment. Four
people can handle these events,
with the optional addition of live
musicians.” $150 per performance.

_ ; [
Kittyhawk (an antigravity piece for
audience ) by Mary Ashley,

The ONCE GROUP, Robert Ashley,
Coordinator, 1009 Granger Ave.,
Ann Arbor, Michigan 48104

YOKO ONO, ANTHONY COX AND
JEFF PERKINS

YOKO ONO

In 1961 she founded ® Chambers
street concerts" N.Y.C.,participated
in a joint concert with T. Mayuzumi
and T. lchiyanagi, participated in
"Contemporary Music Festival" in
Montreal, presented own works at
Carnegie Recital Hall.

In 196 2: participated in a group
concert at Living Theatre, N.Y.C.,
published in "An Anthology", per-
formed own works at Sogetsu Art
Center Concert Hall, toured Japan
with John Cage, David Tudor and
Toshi Ichiyanaagi.

In 1963: her works performed in
Tokyo,Cologne, Stockholm, N.Y.C.
In 1964 : published GRAPEFRUIT,
a collection of her compositions
from 1960 to 1964, presented a
3 day concert series of own works
at Yamaichi Hall and Nanzenji
Temple, Kyoto,Japan.

In 1965: presented own works at
Carnegie Recital Hall,and rooftop.
In 1966: contributed elements to
STONE mixed media event presen-

audience ). An event on the other
hand suggests something (an idea)
to the audience and allows that
audience to move in whatever direc-
tion one might choose to move in-
dependent of the artist and eventu-
ally independent of the suggestion
itself.

A stringless cello is brought onto
the stage. The performer seats him-
self with the cello as if to play (of
course he can’t since there are no
strings). After about 5 minutes he
leaves the stage with the cello.

Mo technical equipment need be pro-
vided for a one night concert perfor-
mance but in the case of a 3 or 5
day concert series, the following
equipment will be required:

1 16mm movie projector

1 8mm movie projector

5 carousel type 35mm slide projec-
tor.

Money event:

1 evening concert performance
Charges:

1 evening concert $300.00

3 day concert series $600.00

5 day concert series $900,00
The above doesn’t include travel ex-
penses,.. arrangement for lodaing,
rental of concert hall and other pos-
sible performance locations should
be made immediately after an invi-
tation has been accepted by the
artists.,

NAM JUNE PAIK

ZEN FOR FILM,1962-4, realized
by fluxus, 30min. rental: $10
FILMS made in cooperation with
Jud Yalkut:

ELECTRONIC MOON,1966,
color, sound, 1 Omin. ,rental: $20
CINEMA METAPHYSIQUE NO.1
1966,b.&w., sound, Smin.rental:$6
MISSA OF ZEN, 1966

bié& w. , sound-on-tape, 10min.
reptal: 510

STUDY FOR MISSA OF ZEN, 1966
b.& w.,silent, 3min.,rental: $3
RHAPSODY IN BLACK ET NOIRE,
1966,b. &w.sound-on-tape,1 Omin.
rental: $20

BEATLE ELECTRONIQUE, 1966,
B.& w. ,sound, Smin.,rental: $10
BATMAN ELECTRONIQUE, 1966,
golor, sound-on-tape, 3iin.,

rental: $5

FABLES ELECTRONIQUES,1965
color, sound, 1 2min. rental: $16
VIDEO TAPE STUDIES

with Charlotte Moorman, Takehisa
Kosugi,etc.

FILM FOR CLOSED EYES,
I__I'_t:;‘icuoperatiun with Brion Gysin,
For information and rental write:
Nam June Paik, 359 Canal Street
New York, N.Y.10013

Objectives:

',ljr.,:'iﬂtudy of electronic images com-

posed by purely electronic means

ctly on cathode ray screen,

CAROLEE SCHNEEMANN
KINETIC THEATER

(with or as Intermedia)

Kinetic Theater consists of the
following program choices:
LATERAL SPLAY, 1963

For twelve to fifteen performers.
Three to five minutes or repeated
throughout an evening of otherworks,
A study in fast,violent,expulsive
energy. Sound: varying patterns of
running and falling.With or without
slide projections of the running
figures projected all over the per-
formance and audience area.
NEWSPAPER EVENT, 1962
For eight performers using benches,
stools,and a pile of newspapers
four feet high. A work of evolving
relationships between performers
and materials: concentrated and
spontaneous. Ten minutes. Sound:

speech and paper noises. Revolving
levels of lights.

NOISE BODIES, 1965

A duet. The performers are covered
with sound-producing debris - a
moving assemblage from which
sounds are developed - movement
being determined by the process of
sound making. Shadow projections
from the self-lit performers.15-20
minutes,

CHROMELQDEON, 1963

Six actors and dancers. Carousel

music Bach and wolf howls,chicken

theatre here in Sandy Hook,Connec-
ticut. The projection equipment is so
monstrously complex as to make it
unfeasible for touring.We therefore
prefer to show only to those people
that can come to this theatre. A
possibility would be a drastically
reduced performance,using only a

However, this winter | will be heay-
ily involved in the construction of
new instruments and | doubt whether
1/ll have time for much else. Part of
the coming winter’s work will be the
construction of a more portable pro-
jection battery.

would be to induce a few pilgrims to
come and breath the fresh air of
Connecticut and in the process wit-
ness a performance of my work. We
have abandoned attempts to collect
an admission fee...

From all that | have been able to

largest and most complex system of
Lumia projection equipment.

... | have four projectors that were
built for the Guggenheim Museum
and were a rather expensive attempt
at mobile color image projection.
They are admirably sited for explo-

tion... | have been trying to think of
what to do with them for the last

few of the more portable instruments.

| will be very pleased to be included
in the catalog,even if the only result

discover, | seem to now possess the

ration in hand painted movie produc-

will be included,as well as four
8mm projectors and two 16mm pro-
jectors.

The theater should be white, com-
pletely if possible, Props are one
table and one pineapple.

Pineapple Mass was presented on
Thanksgiving Day 1966 at the Gate
Theater during its Black Christmas
month,

EL PECADO ORIGINAL was shown
at the San Francisco Arts Festival,
1964, and won Grand prize in the
International Suncoast Film Festi-
val in Florida, 1965.

JEROVI was shown at the AnnArbor
Film Festival, 1965 and was a
prize winner at the Suncoast Inter-
national Film Festival, 1965.

SPECTRA-MACH 1 SNYDER ETC.
On behalf of Spectra-Mach Associ-
ates | would like to inform you of
our forthcoming tour to the various
Universities and Colleges through-
out the United States.
Spectra-Mach 1, an audio-visual
collage had its early beginnings as
part of the "Psychedelic Explora-
tions" presented at the New Theater
in New York City by the Castalia
Foundation in June of 1965, It was
later expanded into a feature length
program and presented at the Film-
maker's Cinematheque as part of
their Expanded Cinema Festival on
Lafayette Street. It subsequently
was repeated by request as a week
long program at the Cinematheque’s
41st St.Theater,Dec.7-12,1965.
Spectra-Mach 1 might best be des-
cribed as an exploration through a
new aesthetic technology of man's
internal perceptions. The use of a
variable multi-dimensional screen
(a fluxing mosaic of 2 and 3 di-
mensional surfaces and volumes)
synchronized with projections

of dissolving and polarizing moire

twin rear projection kinetic screens.
Earth... Hi-con neg-pos film silou-
ettes of human gestures communi-
icate an idealized world symboloagy
lin ultra motion. Whirling flicker
spheres alternate with doomsday
underslides to intensify the terrors
of the inknown subterranean,

Fire... Perforating the variable
louvre screen with energy, beamed
by its pulsing novas, the revolving
‘wheel of shimmering seedlight is
blazing. Within this everchanging
matrix a shape arises, almost appar-
ent through hissing gasses. The
phoneix is reborn; resplendent, be-
jeweled and radiant; dimensionally
delineated by sense blow moire erup-
tions.

Water... Below the heavens and a-
bove the earth, turbulent liquids
flow, congeal and dissolve on a
countoured dynamic screen, immer-
sing plasticised degravitised scuba
dancers in refracted film bubbles
and illuminating stygian depths with
the phosphorescent diadems of neon
projections. Multiplex electronified
bouys amplify the watery vastnesses
Min. no. persons - 3

Equipment necessary - three 8mm
projectors; one 16mm projector; one
16mm special polarized projector;
4 slide projectors; one strobe.

Time = 90 min,

Stage space - sufficient room for
rear projectors plus projection booth
Price = $400.00

Note: This program can be split up
into the various segments and offer-

ed as 20 min. "spots™, at $150.00
per segment,

BHOB STEWART
DO-IT-YOURSELF HAPPENINGKIT
(or THE YEAR THE UNIVERSE
LOST THE PENNANT,1961)
When | was working on "The Year
the Universe Lost the Pennant™ in

ce, shining a flashlight through a

ceiling,then on the walls.

She knelt in a corner as if to make

an offering and plugged the wire
into the socket. A tape-recorded

| voice was heard,

"| monster demon... one day a mil-

lion psychiatrists will drop dead...

your sons are all punks..."

to the theatre. A loud,shrill noise
came from the rear. Lights flick-
ered in the front.Then the sound of
a dentist’s drill gone berserk.Then
hlack and white circles rotated on
a screen. And so it went for one
hour and a half of BLACK ZERO...
New York World-Telegram

The piece fell into that category
which is known (by now) as "Inter-
media" - in this case,dance plus
slides,plus movies,plus sound,plus
costumes. It was one of those few
cases where everything seemed to
work perfectly. The Schmidt-Tam-
bellini piece had a classic perfec-
tion about it. The flashes and
glimpses of light and slides and the
dancer,all together, produced an
aesthetically unified performance,
It was often a breathtakingly
beautiful performance.But that’s not
what | really wanted to write about,
this time. It's something else.In the
middle of the performance,during
one of its most culminating pas-
sages,| turned, for a moment,around
and looked where the slides and
projections were set behind the au-
dience’s backs and | saw this amaz-
ing,almost phantastic thing hap-
pening. | saw both Tambellinis im-
mersed in a deep dance trance of
their own,moving, with hand-held
projectors and slides, shaking and
trembling,no more conscious of
themselves. And when | looked at
their faces,they were going through

coil of wire. Shadows danced on the =

The mystified audience was led in-
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rea " Design, U. of California, Harvard,

* MIT, San Francisco Museum. A

s re | ated show of our work, while not

| using films, was shown at the Ri-
verside Museum, May-June '66.
"The USCO group, in particular,

“# shifts effortlessly from multi-chan-

O B D
HOLe.®

THE TAPE MUSIC CENTER
The Tape Music Center at Mills

Tape Music Center)is currently
sharing a Rockefeller Foundation
Grant with the Mills Performing

qualified people,and a visual stu-
dio,in which electronic applicatior
of visual media are explored, is

| available to artists. Studio directo

is Anthony Martin. Charles Boone
is Performing Group and Tape
Music Center coordinator.

A nine program concert series in
1966-67 is presented by the two
groups,and tours are planned by
each of them.Tape Music Center
concerts include electronic music
hoth recorded and played "live™ -
visual projections,films and hap-
penings. "
Classes in studio operation ana in
alectronics for composers and art-

Coast composers,is maintained in

tronic music system designed by
Donald Buchla, studio engineer.

I . -.J_'-'i i _'Ejm

Group. Two electronic music studios
are available to composers and other

is Pauline Qliveros, Visual director

ists are offered at Mills by the Tape
Music Center. A library of tapes and
scores,with specialization in West

the Center.The main electronic stu-

dio is built around the modular elec-

Among the composers currently wor-
king at the Tape Music Center are

I nel audio hookups to woven rugs,

_l A @ from "proving out’ Marshall Mc
J

Luhan’s theories on media to pro-
4 jecting Hindu philosophies, Their
art is concerned both with turning
in on ‘devine geometry’ and show-
ing people ‘in a concentrated way
| what's going on around them all the

College ( formerly the SanFrancisco | time’...USCO also puts on a road

| show, called WE ARE ALL ONE,
that has been performed all over the
country... The show has some ins-
nired moments when all the audio=
1..rFEI.JEl| equipment combines to create
a sensory overload that makes some
viewers feel they are having L5D-
type hallucinations...”

r |Life

" This is American film pioneering
that will revolutionize American film
making,just as our early film makers
invented the art which we have to-
day and which is a one-cell forerun-
ner to what we're going to have
shortly...”

&6 Leo Shull, Show Business

- | " ..instantaneously | was overwhel-
med by a quick series of visual and
| aural images...Details from Heiron-
ymous Bosch and Peter E.rgilrghel
paintings flashed on the slide scre-
ens ,repeating themselves, six,
eight,a dozen times. There were
gﬂhlins,mnnsterﬁ,grnt&sques.,the
war wounded, infinitely bigger than
their canvas selves. The crowd be:—
low swayed together with the music.
Some continued to sing: ‘A Time for
War and a Time for Peace.’ Corpses,
witches and dwarfs covered the
walls, and strobe lights played over
the floor...a cooperative organization
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made up of photographers, painters,

poets and engineers...seem fully
aware of the potential threat that
lies in the sophisticated manipula-
tion of ‘total environment’ ideas.”
Robert Kotlowiz, Harper’s

" ..The whole thing rather wonder-
fully abstracts the racy experience

of the freeway and the superhighway

...0ver everything is a technologi-
cal perfection, a gloss and clarity
of statement, which are all too rare

in that sort of thing and are extreme-

ly refreshing to find..."
Alfred Frankenstein,
San Francisco Chronicle

" Hubbub was an accumulation,not

only of the senses that create the
present, but of past and present,
all to be experienced simultaneous-
ly. One’s life is accumulated and
experienced in the same way..."
B.Larabee, Blockprint (RISD)
" The total effect, however, is
stunning, almost to the point of
physical impact upon the audience
...the accomplishment is something
of a monument to the creative im-
agination of an artist using the
electronic devices of this, our
scientific age..."
B.F.S., Providence Journal
" USCO is exploring new fields,
doing what McLuhan sees as the
artist’s new task: ‘probe, investi-
gate, discover! ., "
Lil Picard, East Village Other
" .its light-up paintings, frenetic
machines and high decibel noises
add up to a kind of programmed pan-
demonium that seems accurately to
reflect the urban U.S. milieu.,.."
Grace Glueck, New York Times
" It has no audience, only partici-
pants. It is an exhausting melange
of lights and colors and music and
movement,and it seems absolutely
eternal..."
Sally Kempton, Village Voice
" ..l feel | am witnessing the begin-
nings of new religions, that | find
myself in religious, mystical en-
vironments where the ceremonials
and music and body movements and
the symbolism of lights and colors
are being discovered and explored...
this sensuous sea of color, motion
and light that seems to surround us
completely and we swim in it al-
most bodily and it is like going
through the most fantastic dream...
USCO is going after it in a more
conscious way. They have arrived
somewhere, and gained a certain
peace, certain insights, and now
they are beginning to meditate..."
Jonas Mekas, Village Voice
"Goethe's last words were suppos-
edly, ‘more light.” For years it
seemed to us these words expressed
mortal desire and need. Later came
the realization (180 degrees out

Goethe’s revelation was the pure
white light of the classic mystic ex-
perience, lllumination is a way, yoga,
discipline, search, discovery, the
making of each thing in light. Light
on the mirror, light through the win-
dow, reflection, projection or what-
ever method we hind to fulfill our
desires or to reveal the inner vision,
USCO is a group of people who work
together--poets, film-makers, ar-
tists, engineers. As has always
been the case in traditional socie-
ties the work can remain anonymous.
‘we are all one,’ says USCQO, “beal-
ing the tribal drum of our new elec-
tronic environment. In a world of si-
multaneous operations, you don’t
have to be first to be on top."
USCO, Kunst-Licht-Kunst
catalogue, Stedelijk van Abbemus-
eum, Eindhoven, Holland.

"By the way...our tabernacle, here at
the church where we live and work.
eum, Eindhoven, Holland.

"By the way...our tabernacle, here at

the church where we live and work, P,

is open to the public every Sunday
from noon to eight pm. 35 miles
north of New York City off exit 11
of Palisades Parkway, first left af-
ter exiting, next right on Rt. 45,
right on Rt. 202, 2 miles turn left
on Main St. (Garnerville), 5 blocks
turn right just before small bridge
on Church St. We are in the church
on Church St." UsCo

STAN VAN DER BEEK

A lecture screening is the basic
package,with two hours or so of
films available which | bring with
me and talk about as well as talk
about the general film scene,new
ideas and approaches in visual com-
munication,and very often conclude
such a lecture screening by a small
seminar type of meeting with inter-
ested parties who want to ask more
specific gquestions about technique
and mechanics.

This basic lecture package does not
include a performance of multi
media,or my movie mural techniques;
it does include all my film works,
finished and new works in progress..
this package starts at $300 plus
all travel expenses.

My particular audience is thecollege
and university film society,| have
given lectures and multi media per-
formances at the following:
Philharmonic Hall Lincoln Center
(with Merce Cunningham and John
Cage, summer of 1965)

Museum of Modern Art,N.Y.C,
(winter of 1966)

Literarischer Colloquium of Berlin...
winter 1966

Including lecture screenings in
Amsterdam, Munich,Copenhagen,
Stockholm,Vienna, London, Prague
(as a tour during the winter of
1966)
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Visual Arts; Cornell University;

State College; M.1.T.; Harvard;
Ilinois Institute of Technology

ce, and intermedia;

sible party who is organizing the
performance at the school, this

with the audio-visual head of the
school ) student volunteers to help
set up and run the show... | bring
with me all the image and visual

etc... and make use of the existing

tems of the school...

The extent of the performance de-
pends on the kind and number of
pieces of projection equipment a-

is a minimum of gear needed:
three 1 6mm projectors... all with

standby bulbs... the kind of lenses
should be checked so they give a

large image at whatever the length
of the throw of the hall happens to
be. One of these projectors should

projection method.

ferably Kodak Carousels one glass
slide projector,
one overhead projector,

plitier system...
This is my minimum list of equip-
ment... all projectors should have

all should have ample extension
cords... if there is more eguipment
available it can be made use of,

ator for each piece of equipment, or
eight people , however that number

can operate more than one piece of
gear.

is not important,provided it is not
too large a hall...

trical system is available for con-
sultation and help in case the cir-
cuit breakers open.

ing and show some of my regular
films... my fee for a multi-media

screening is (starts at) $400 plus
included the two dancers each get
$100 plus travel expenses...

The titles for the multi-media per-
formances are as follows:

VISION I11l... a mixed-media movie

seven min.long.

Charles Eames, Moscow, 1959,

-

.

FEEDBACK NUMBER ONE...
newsreels of the everywhere day,

approximately ten minutes,
PANELS FOR THE WALLS OF
THE WORLD... a movie mural, the
same structure as above, but with
different image material, special

a documentary historical nature...
approximately eight minutes.

A DAM RIB BED... a movie mural,
based on the gender question, In

dream life... slides films...
approximately 15 minutes,

from the dance performed by Bob
Morris... three views of the same
dance... approximately 10 min,

using two performers,with slides

as they perform in the foreground...
A MISCELLANY SINCE 1962:

till the Spring of 1965,
Winning the Grand Prize at the In-

New York University; School of the

Bradley University (lowa); Florida

(Chicago); Institute of Contemporary
Art ( Boston ); Philadelphia College
of Art; numerous smaller schools, art
galleries, and theatres in New York.
As regards a multi-media performan-

| need students or help at the thea-
tre, but do not have to bring any one
with me with the exception of dan-

cers,if the dance piece is performed.
To do a multi-media performance at
a university for example, | need very
close cooperation with some respon-

means generally very detailed cor-
respondence worked out about time,
and place,equipment which is very
important (generally full cooperation

material , soundtracks, color filters,

projection devices that belong to the

school... as well as the sound sys-

vailable at the school,the following

the brightest bulbs possible,all with

have a loudspeaker so that sound on
film can be reproduced in the normal

three 35mm slide projectors... pre-

one eight mm projector or a tape re-
corder that plays into the house am-

the largest bulbs that they can use,

In such a multi-media performance,
| generally include a lecture screen-
movie mural performance, lecture and

travel expenses. If the dance film is

mural, begun in 1957, using three-
screen film-movie projection...with
slides and art work... approximately

Knokke,January 1964 ( prize of

1962 for SCIENCE FRICTION.
1963 for SUMMITRY.

1st Prize in animation, Mid West
Film Festival,Chicago... 1954,

Festival, California... 1964
Participant in the traveling Film

1964, participant in the London

cisco Film Festival... 1964,

| am in my third year of teaching
Animation at Columbia University.
Since 1962 | have completed,..
SUMMIT (Summitry) a 15 minute
35mm color film.
BREATHDEATH, a 15min. 35mm
hlack and white film.

Since receiving the Ford Grant in
the Spring, | have undertaken the

completion (editing and adding
sound J.

PHENOMENON.. an abstract study
of Moire patterns 10 min,
FLUIDS.. an abstract study of
liquids 10min.

FACESCAPES.. a photo animated
collage.. 15 minutes

THE HUMAN FACE IS A MONU-

10 min.
IF YOU SAY S0... a photo-graphis
painting... 15min.

study, for loop projection. 5 min.

action of highway scenes, 15 min.

Publications,printed reviews,audio

and televized:

Saturday Evening Post, Sept.1963

Horizons, November 1962,
Cavalier, January, 1964

Variety, January 15, 1964

Time, April 3, 1964

N.B.C. "Dialogue", 1962

WNDT "Art of the Film", 1964
WBIA radio (hr. interview) Nov,1964
After three years of work, | have
designed and built my own house
and studio in Stony Point, New York,
however it generally takes one oper-|Our departure from NYC was
hastened by the condemnation of our
house by the city for a city project.

can be made smaller, if some people |We officially gave up our old house

n September, and moved into our

new one(a large parabolic shell
The size or shape of the auditorium |spanning 36 feet, of corrugated
steel). | am now working on my new
studio,which is made of a 31 foot
The room must carry a considerable |diameter dome; my dome studio will

amount of current ( which also means
phase shift) that at this last moment |that someone familiar with the elec-

also serve as an experimental space
cinema stage; with provision for a

stage for summer events in a nearby
field.My long range plan is to insti-

gate a center for research into new
forms and technigues, incorporating

cinema (all aspects of visual media
really) graphics,stage,light,dance,

sound and music...

Painting is dead;

We are on the verge... of a new

world, a new sense of art and life
and technology... when artist shall
deal with the world as a work of art..
and art and life shall again become
the same process.When man’s senses

shall expand ,reach out,in doing so

to touch all men in the world...
Art and life must do this,now and
quickly... it is a process that is al-

ready under way... The world is

a movie mural,newsreels of dreams,

animated films,slides,collages,etc.

drawings prepared as slides,films of

question of sexus plexus... dayglow

SIGNT... a three-screen film,made

SPHERICAL SPACE...a film dance,

and films projected over the walls of
the stage and on the dancers... with
slides and films made of the dancers

Winning the Ford Foundation Grant
for creative film work (a fellowship
of $10,000,. to do three short ani-
mated films) in the Spring of 1964

ternational Film Competition,spon-
sored by the Belgian Government at

hanging by a thread... made of verbs

and nouns...
| see that certain films,made in a

certain way, and presented in a cer-
tain way... will help us and be used

as a technigue to understand our
OWn Senses...

To make some sense of the senses...

(the “technique of the senses’) that
motion pictures ¢an be made that
will provide us with some isometric
exercise of vision, to strengthen
the view of oneself by oneself... of

the community of man and of our in-

terrelationships... in the best sense

of the word to help us ‘realize’ our-

selves... Man has one great tool
that can do that now in motion pic-
tures... But we must research and
explore with this tool,poets and

artists must get to work, learn it and

use it... | would like to ask if any-
one is interested in my project
that | can be helped with money, or
material... by materials | mean

audio-visual equipment, in usable or

fjunk’ condition... 8mm,16mm,
35mm motion picture film (with
images) of any length... and in any
condition, 35mm slides or trans-
parencies of any slides (the bigger
the better and any kind of image
material,ald picture magazines,en-
gravings,glass slides, photographs,

photostats...anything with a picture,

If you contact me | will try to make

$1200.)formy film BREATHDEATH.
"| have exhibited myselfin Europe").
1st Prize in animation,Oberhausen..

1st Prize in animation, Mannheim...

1st Prize in animation, Ganyon Film

Exposition of New American Cinema
Film Festival... 1963, participant

in the Lincoln Center Film Festival
1963, participant in the San Fran-

following film projects. All are films
that | have shot and are in stages of

MENT.. a photo animated collage...

NIGHT EATING..a painted animated
CARBOP.. a non=-animated film, live

DANCE OF THE LOONEY SPOONS
16mm live and animated film, 7 min.

all the necessary arrangements...
of such sources and haye ‘| eads’
for them,, 77

| urge you to help me in this way..

about this project, contact me c/0
CULTURE INTER-COM,

Stan Vanderbeek

and pick-ups... or perhaps you know

if you are interested in more details

49 W45 St. (Rm.1204) pL7-4424

FILM FOR CLOSED EYES,

In cooperation with Brion Gysin,
For information and rental write:
Jud Yalkut,7 St.Marks Place,
New York,10003, N.Y. or

ANDY WARHOL,

The Velvet Underground and Nico
THE PLASTIC INEVITABLE |
Apply to: The Factory,

231 E.47th 5t., New York,N.Y.
Warhol's brutal assemblage - non-

rates with menace, cynicism, and

brutalized, helpless - you're in any
ind of horror you want to imagine,
from police state to mad house.
Eventually the reverberations in
your ears stop. But what do you do
with what you still hear in your
brain? The flowers of evil are in

tic Inevitable,
- Chicago Daily News
Screeching rock 'n roll - reminded

lin in the decadent 30’s.
- Los Angeles Magazine

to mori,the marvelous deathlike

head. - Art News

Not since the Titanic ran into that
iceberg has there been such a col-
lision as when Andy Warhols Ex-
ploding Plastic Inevitable burst
upon the audience at The Trip,

- Los Angeles Times

stop horror show. He has indeed put
Fugether a total environment, but it
IS an assemblage that actually vib-

viewers of nothing so much as Ber-

Nico,astonishing -the macabre face
- 50 beautifully resembles a memen-

voice coming from the lovely hlonde

perversion.To experience it is Lo be

full bloom with the Exploding Plas-

LA MONTE YOUNG &

MARIAN ZAZEELA

TAPE RENTALS:

For performance in non-collabora-

only.

Original Masters rentals for concert
performances: $200. up.

Original Masters rentals for radio or
TV broadcast: $400. up

Duplicate Editions Series Copies
rentals for concert performances:
£100. up

WEEGEE

Weegee is the famous still and mo-
tion picture photographer who is
best known for his film WEEGEE’S
NEW YORK and as being the origi-
nator of NAKED CITY. He has alsg

returned from a five-year stay
abroad ,working with such things as

"My show is around 2 hours long,
Always an IN PERSON show.. | am
the best part of the show. My audi-

read about me in LIFE..LOQK ete.
photo magazines,amateur photogra-
phers and just people who want to
be entertained. | start the show with
slides ,with pictures from my book
NAKED CITY which was the inspi-
ration for the film of the sams tjtle
and also the television series, then
my famous film on CONEY |SLAND,
then other films using my cyeci?
technique.. KALEIDOSCOR ec.
then my UNDERGROUND FIM
'THE IDIOT BOX’ a satirical study
of television,then my latest

A COLOR BOX that creates colors
and designs which | throw on live
models.. also films of dancers with
the colors on the dancers. Then a
question and answer session.| have
put on my show all over the world.
America... England, Scotland even
in Russia. My work is in the per-
manent collection at the Museum of
Modern Art, NYC. I will go out of
town.. | will need a slide projector,
a 1 6mm movie projector,any size of
theatre will do.. hall. My fee will
be around One Hundred Dollars, My
show is half reality and half fantasy’

JUD YALKUT

In cooperation with Nam June Paik
Objectives:

1. Study of electronic images com-
posed by purely electronic means
directly on cathode ray screen, a-
dapted mainly from Bonino Gallery
exhibition and further experiments.
2. Introduction of metaphysics to
cinema,aiming to deepen the ontolo-
gical meaning of monotony.
ELECTRONIC MOON,1966
1é&mm,color and black & white,
sound, Rental: $20, 10 minutes.
CINEMA METAPHYSIQUE NO.1
1966, 16mm,black&white,sound,
5 minutes. Rental: $6

MISSA OF ZEN,1966
16mm,black & white, sound-on-
tape, 10 minutes. Rental: $10
STUDY FOR MISSA OF ZEN,
1966,16mm,black & white, silent,
2 minutes, Rental: $3

RHAPSODY IN BLACK ET NOIRE,
1966,16mm,black & white, sound-
on-tape,10 min. Rental: §20
BEATLE ELECTRONIQUE, 1966
16mm,black & white,sound, 5 min.
Rental: $10

BATMAN ELECTRONIQUE,1966
16mm;, color, sound-on-tape, 3 min.
Rental: $5

FABLES ELECTRONIQUES,
1965-6,16mm,color, sound,

12 minutes. Rental: $16

worked on productions in Hollywood,
London, and Paris,and has recently

DR.STRANGELOVE and British TV,

ence is half & half, people who have

VIDEO TAPE STUDIES

Duplicate Editions Series Copies

I rentals for radio or TV broadcast:
$200. up

Tapes are available for sale, how-
ever, the composer retains all per-
formance and broadcast rights which
may be rented at the above rates.
Original Masters sales: $500. up.
Duplicate Editions Series Copies
sales: $300. up.

(Double these prices if tapes are
handled by a gallery at the time of
sale.)

LECTURES: $200. and up.
LECTURES WITH TAPED EXAM-
PLES: $200. plus tape rental fees,
and up.

TAPE AND SLIDE PERFORMANCE
WITH APPEARANCE OF THE
ARTISTS: $1000, plus tape rental
fees.

LIVE PERFORMANCE: sound &
light - La Monte Young & Marian
Zazeela: $4000.

LIVE PERFORMANCE:sound & light
La Monte Young & Marian Zazeela:
S4u00,

LIVE PERFORMANCE: Theatre of
Eternal Music Company:

with La Monte Young, Marian
Zazeela, Tony Conrad, Terry Riley,
Sound Engineer, Projectionist, Pro-
perty and Stage Manager: $8750 -
$10,000,

SQUND ENVIRONMENT :

The design of a continuous sound
composition for installation in
homes, offices ,galleries, classrooms,

spheres, airplanes, spaceships, etc.
$1000. and up, plus cost of equip-
ment and installation.

None of the fees include any neces-
sary travel expenses which are ad-
ditional.

Pgis already determined by notation in

g 'Composition 1960 no.5"(8VI 60)

CONDITIONS FOR LIVE PERFOR-
MANCE: We must have one full
week on location to set up equip-
ment and make level adjustments,
and several days on location after
the concert period to disassemble
the equipment.|Including the week of
setting up and several days disas-
sembling, the company is willing to
he on location for one month and
will concertize regularly during the
interim period. The performers will
appear live for three hours each day
(four to seven days per week) and
(depending upon equipment availa-
hle) electronic sound may be con-
tinuous throughout the entire con-
cert period.

However, one and two night engage-
ments are available at the same
prices, and still require a week to
set up and several days to disassem-
hle. Professional security arrange-
ments must be provided on a 24
hour basis to protect the equipment
which may not be moved for the du-
ration of the concert period. Depen-
ding upon the characteristics of the
equipment used at the time of the
performance, it may be necessary
that it take place in an area at |east

30 x 80 feet.

All of the above information is sub-
ject to change or revision without

notice.

ltive, composer-controlled situations

swimming pools, ocean liners,bathy- course of performance in which case

WORKS OF INDETERMINATE
DURATION

"The Second Dream of the High-
Tension Line Stepdown Transfor-
mer" from "The Four Dreams of
China" to Marian (day of the un-
quiet grave - smoke of the shore.
10-11XIl 62)

"Composition 196l no. 29"(31X1161)
"Death Chant" (23 X11 61)
"Composition|96] no. 28"(18X1161)
"Composition 96l no. 27"(5 X1l 61)
"Composition1961 no. 26" (22 X1 61)
"Composition |96l no.25"(9 XI 61)
"Composition |96l no.24"(27 X 61)
"Composition 196l no.23"(14 X 61)
"Composition 1961l no.22"(1 X &61)
"Composition 196l no.21"(181X 61)
"Composition |96l no. 20" (5 I1X &61)
"Composition 96l no.19"(23VIII &])
"Composition |96l no. 18" (1 0VIII 6D
"Composition|96Ino, 1 7"(28VII&61)
"Composition 196l no.16"(15VII&1)
"Composition196l no.15"(2 VIl 61)
"Composition 1961 no.14"(19V| 61)
"Composition|96l no.13"(6 VI 61)
"Composition|96lno.12"(24 V 61)
"Compositionl96l no,11"(11 V 61)
"Composition 96l no.10"(28 |V 61)
"Composition|96] no.9" (15 IV 61)
"Composition|961 no.8" (2 IV 61)
"Composition|96l no.7"(20 1ll 61)
"Compositionl96l no.&" (7 11l 61)
"Composition196l no.5" (22 1l 61)
"Composition 196l no.4" (9 1l 61)
"Compositionl96élno.3" (27 | 61)
"Compositionl96lno.2" (14 | 61)
"Composition|96lno.1" (1 | 61)
"Composition|960 no.15"

(9:05 A.M., 25 XIlI 60)

"Piano Piece for David Tudor no.3"
(8:31 A.M.,12 XI 60, rejected by
the composer 9:57 A.M.,12 X| 60)
"Composition 1960n0.10" (X 60)
"Composition 1960 no.9" (X 60)
"Composition 1960 no. 7" (VII 60)
"Composition 1960 no.&" (2VII 60)
"Composition 1960 n0.4" (3VI 60)
"Composition 1960 n0.3"(14 V 60)
"Composition 1960 n0.2" (5 V 60)
arabic numeral (any integer) (IV 60)
to H.F.

"Poem for Chairs, Tables, Benches
etc." (21 | 60) (when the duration

is improvised)

For WORKS OF INDETERMINATE
DURATION the fee is calibrated to
the duration of the performance
which, for the purposes of determin-
ing fee, shall be measured from the
heginning of the initial sound to the
termination of the last sound. The
durations of the rests which precede
the initial sound and or follow the
terminating sound are not to be in-
cluded within the duration of the
work when determining fee but all
rests within one setting which fol-
low the initial sound and precede

the terminating sound may be coun-
ted toward the duration of the per-
formance. For each new setting a

new fee is payable,
CONCERT

duration of performance fep
7 minutes or less $150
over 7 minutes to 15 minutes $125
over 15 min. to 30 min. $100
over 30 min. to 45 min. Ly
over 45 min. to 60 min, $ 50
over 60 min. to 24 hours £25
each additional 24 hrs. or less$ 25
All above fees payable in advance
except when the duration is not de-
termined beforehand but, rather,im-
provised and determined during the

a minimum of $ 25 or the fee for the
maximum duration to be performed

is payable in advance and the bal-
ance payab le immediately after per-
formance.

RADIO BROADCAST

All fees double that of Concert fees.

WORKS OF DETERMINED DURA-
TION (works in which the duration

the score or through a method des-
cribed in the score)

"Composition 1960 no.13"(9X160)
“"Piano Piece for Terry Riley no.1"
(2:10A.M.,8 XI 60)

"Piano Piece for David Tudor no.2"
(X 60)

"Piano Piece for David Tudor no.1"
(X 60)

"Lecture 1960" or any excerpt(s)
therefrom

"Poem for Chairs, Tables, Benches,
etc." (21 | 60)

Nfision" (12 XI 59)

"Study Il for Piano" (3 |1X 59)
"Study Il for Piano" (unfinished
score available for performance,
begun 59)

"Study | for Piano" (18 | 59)

"Trio for Strings" (5 |1X 58)

"for guitar” (21 VI 58)

"for brass" (27 VI 57)

nfariations for Alto Flute, Bassoon,
Harp and String Trio" (11 1l 57)
"Five Small Pieces for String Quar-
tet" (2 XI 56)

For works in which the duration is
already determined by notation in
the score

CONCERT FEE

$£50 per performance payable in ad-
vance.

RADIO BROADCAST FEE

£100 per performance payable in
advance,

"Composition 1965 $50."(VIIl £5)
This work is in a special category.
It must be performed by the compo-
ser and one or more other performers.
The fee for the first performance was
$50.,and future fees will be higher
according to a progression to be de-
termined by the composer. The title
changes to correspond to each new
fee.

Copies of those scores which are in
complete form are available from

the composer at $10 and up.

MOVIE JOURNALS BY

_{

as they appeared in
the Village Voice

Subject: Expanded Cinema.

FEB. 6, 1964

Is our eye dying? Or we just
do not know how to look and sece
any longer? The experiences of
LSD show that the eye can ex-
pand itself, see more than we
usually do. But then, as Eill Bur-
roughs says (I quote from mem-
ory), "“Whatever can be done
chemically can be done other
ways."

There are many ways of free-
ing the eye. It comes more to
removing various psychological
blocks than to really changing
the eye. We never really look at

the screen directly: we are sep- |
| sound

araled by a misty ocean of our
inhibitions and  “knowledge.”
Experiments which Brion Gysin
15 doing in Paris with his “flick-
¢r machine” (read Olympia
magazine) show that without the
help of drugs, with a light flicker
teven wilh your eyes closed) you
can see colors and visions you
were not able to see before and
the memory of which (as with
LSD) remains after the “experi-
ment."" A series of blocks has
been removed. As Professor Os-
ter, who is
experiments
(again from
i5 inhibited.

conducting similar
in Brooklyn, says
memory): "“"The eye

In some cultures
some less. We do not
properly use the moire patterns
of the retinp, because we think
it is not praetical. Our practical
culture has reduced our vision.”
sSalvador Dali believes that “the
Gréeek and Arab artists had this
training of the eye, of releasing
the inhibitions of the eye, I:Juh:
after the burning of the library
of Alexandria, the education of
the eye was gradually neglect-
e

We say the single-frame tech-
nique in  Markopoulos's film
“Twice a Man' bothers our eye.
People have told me, after see-
ing Robert Breer's film
“Blazes" or after Stan Brakhage
films, that they have headaches.
Which is wvery possible. Others
among us, those who have been
watching these films more oflen.
feel that the movements are too
slow—we could take much
more. Our eyve has expanded,
our eve reaclions have
ened. We have learned
little bit betler.

But still our eyes are so limit-
ed! Some people can still see |
sprites and pixies. I saw an item
in a recent issue of the New
York Times about a woman in
Lordon who can read colors with
her lingers. Brion Gysin writes:
‘What is art? What iz color?

more. in

sl

quick-
o see A

cinema: “‘Suddenly, I can't look
at the ordinary cinema any long-
er, even when it is signed by
Godard.” Yes. But mostly even
critics are blind, We have a
number of talented men and wo-
men creating a new  cinema,
opening new visions—but we
need critics and an audience ca-
pable of seeing these visions. We
néed an audience that is willing
to educate, to éxpand their eyes.
A new cinema needs new eyes
to see it. That's what il's all
about.

FEB. 27, 1964

“Fantaslic
Elaine
sénted
Judson

¥

Gardens,’ the
Summers evening pre-
three times last week at
Memorial Church; com-
bined a number of experiments
that have been going on during
the past few yvears with mulliple
participation of
live One of the earlier
and most memorable ex-
weriences in this area was Rob-
evening at the
Theatre three years ago,
where he attempled to combine
personal appéarance on
with movies, slides, and
tapes. There was one
his program, I don't
remember by whom, in which a
number of boxes were stacked
on slage, simultancously with
the sounds, which, all together.
created an unusual surreal au-
dio-visual-spatial experience.
There have been many other
experiments in alan

projectors and
actors,
still
rts Elossom's

Lving

his
stage

piece  on

this area.
Vanderbeek did zome weird and
effective at the AG
three years
the Maidman
using multiple
projection and multiple screens
Other allempts. more limited in
scope, have been tried at Judson
Chureh.

had shows

things
(Fluxus) Gallery
and, later, at
Playvhouse,

LR

Iolas and Wise Galleries
which, 1n

Wi e

One Wway ot

anatheér, connected  wilh
the exploration of

One could

movenment and

lizht. see a very el-
fective use of slides and movies
m kobert Whilman's happening
‘Flower.™
Entire Presencee

dont wntend here

plete historical re-

Anyvway, I
Lo Five a con
on the subject—I
to o back Ifar
What 1
Church last Wednesday was by
far the most succeszful and most
attempt o lhe
possible combinations ol
film and live action Lo create an
aesthetic sSpecifical-
v, sec here a huge
ballet-happening. often involving
the enlire audicnce and using
the entire presence of the church
itzelf, ils walls, its columns, bal-
COnNIes, Mirrors wers dis
tributed which the audience USed
to cateh the beams of light criss.
the church. When one
at the audience, il

gseemed to be dancing oo, going

wiotld
the
Judson

;.a-rl.";_
have into

NS, Saw  at

ambitious usp

LRSS I":_‘.'

h".'\.""l!'!"ll:'!l-!'i".

one could

cetling.

Crossing
looked

through a variety of flattering.
hands moyv-
if they were

floating movements.

irn the alr as

ing

and [eollowing the light

chasing

beams, in a strange rvitual of

S
¥ 1
HETL,

What is wvision? These old gues-
tions demand new answers
when, in the light of the Dream |
Machine (flicker machine), one
sees all of ancient and modern
abstract art with eves closed.'

Writes Stan
“*Metaphors on Vision'): “‘Ima-
gine an eye unruled by man-
made laws of perspeclive, an
unprejudiced by composi-
tional logic, an eye which does
not -respond to the name of
everything but which must know
each new object encountered in
life through an adventure of
perceplion. How many colors
are there in a field of grass to
the crawling baby unaware of
Green? How many rainbows can
hght creale for the
eye?

Brakhage ({in

ey

untutored
‘Blaze of Glory'

Writes Jan Sommerville (in
Olympia): “I have made a sim-
ple flicker machine: a slolted
cardboard ecylinder which turns
on a gramophone at 78 rpm with
a light bulb inside. You look at
it with your eyes shut and the
flicker plays over your eyelids.
Visions start with a kaleidoscope
of colors on a plane in front of
the eyes and gradually become
more complex and beautiful,
breaking like surf on a shore un-
tii whole patterns of color are

| or

pounding to get in. After a while
the visions were permanently he-
hind my eyes, and I was in the
middle of the whole scene with
limitless patterns being generat-
ed around me. There was an al-
most unbearable feeling of spa-
tial movement for a while, but it
was well worth getting through,
for I found that when it stopped
I was high above earth in a uni-
versal blaze of glory. Afterwards
[ found that my perception of
the world around me had in-
creased very notably. All con-
ceptions of being dragged or
tired had dropped away. . . .”
All these loose thoughts con-
cern the new film language that
is developing, a new way of see-
ing the world. Louis Marcorelles,
one of the editors of Cahiers du
Cinema, wrote me a week ago,

talking about the new American

There were screens at  bolh
ends of the auditorium and three
four projectors, the
images being projected at wvari-

singly or In

witl

ous fimes, chorus.
the church, the ceiling, and the
columns, and on and around the
dancers and the audience. Su-
perimpositions were crealed
right there by throwing fwo and
three images one upon the other.,
or around each other; and there
Lhe screens, the walls of
was a man working a hand-held
projector like an image-gun or a
light-brush, swinging it the way

on 0t

felt like, in images of color

black-and-white,

he
and changing
their size and background.
Split Sercens
Fantastic effects were
duced by using a split screen, a
screen made of several dangling
strips of white material which
moved and separated, and there
were human figures appearing
through the partings, moving in-
to and out of the screen, sub-
merging, disappearing inlo it
participating in it, so that at
times one didn't know or

[b! )=

Knew
only vaguely what was tne pho-
tocraph and what was the real
live presence. Actions of images
overlapped or repcated or ex-
tended actions of dancers and
people—tha same figures, often,
appearing on the screen as in
the dance arena or around the
balcony. Ete,

All this worked as an artistic
unity—at least there was a con-
scious attempt toward it, and it
often succeeded—and it had
nothing to do with merely tech-
nical trickery. What that experi-
ence really was isn't easy lo de-
scribe. One thing I can say, it
had little in common with the
experiences of Cinerama or Dis-
ney's Circorama, where one is
either too conscious of the tech-
nique, where there is always a
circus feeling (which is an ex-
perience too), or just simply a
huge and overwheiming physical
involygment in a visual sensa-
tion. Here, though, there -was a
more spiritual use—or perhaps,
more correctly, an altempt fto
achieve or reach more subtle
levels or areas or depths of au-

dip-visual experience, beyond
the simply (or just mere) physi-
cal sensations and involvements:
there was an attempt here made
to produce an aesthelic, soul ex-
perience consisting of a wvariety
of feclings, motions, and
lions. 1t came close to an audio-
vistial - spatial
moved us and
strange and beautiful ways,
ways.
WAYS,
amazement and glhimpses of not

symphony Lhas
involved us in
e
brgfone

Imever I.""'.;:l!_']'il_".‘1l'l_'|i;

gomething Uhat contained

yeb familiar beauty.

JUNE 25,1964

There
things happening in cinema.
the strangest thing
igs really nollhung
it.

First the static im-
age of a train pulling into a sta-
tion (if we begin there). Then
there were filmed plays. Then
there were stories and slapsiick
fantasies. Then

are very  strange
Ao
12 1thal thepe

strange about

there was

the poels

did away wilh the representation-
al image itself. The camera now
picks up glimpses, fragments of
objects and people, and creates

fleeting impressions, of both ob-
jects and actions, in the manner

of action painters. A new
itnalized realily of molion and
light is created on the secreen,
as in the work of Brakhage or
Jerry Joffen. In “Dog Star Man™
Brakhage abandons
itself. He
film in
black
frames
ory Markepoulos in

frame

the

plants bits of color

the very middle of a

- white frame, his

- A

become mosaics, Greg-
troduces. sin-
zle-frame  ediling. Commercial
TV introduces subliminal, repeat-
ed single-frame The

flash-and-ghimpse realily that we

images.

gee through the windows of cars
and
visual experience,

jels has become our daily
Our eve is un-
dergoing physical changes. Gysh
is creating visionary images

1.]E|._‘

You have heard about

T
1MAChne.

dream

truction of the screen, aboutl the |

experiments can sce even
at the New York World's Famw:
multiple screens and mulliple im-
ages. xou
and hand-held
tiple screens,
live and secreen action at Judson
Church during “EFantasiic
CGardens’” evening.
have been especially
even had a glimpse of the WOk
of Harry Smith, the greatest wiz-
ard working in animaled cinema
Melies—his multiple im-
glides and his
cabalistic CInen.

Film stock itself
L8 lnuia (and I am not talking
about the images on Lape). Brak-
hage made “‘Mothlight” without
a camera. He just pasted moth
wings and {flowers on a clear
strip of film and ran it through
the printing machine. Storm De
Hirsch pot rid even of the film:
she made her film *“‘Divinations,”
at least two-thirds of it, on 16MM
tape, by punching, carving, and
painting on it, by working on it
with tiny instruments that she
carried out from a surgical oOp-
eration roon.

Naomi Levine painted and
scratched and put so many
things on her movie that it can-
not be printed, although it runs
through the projector. It will re-
main the only copy: no prints
will be made. The same is true
of EBarbara Rubin's movie A
Christmas on Earth"—il too will
remain in its ovriginal. It 1s the
same as in painting: no repro-
duction can ever recreate the or-
iginal. The film-makers are no
longer interested in making doz-
ens of second copies. They feel
that the original strip is the only
true film and no print can ever
match the original, Markopoulos,
Ken Jacobs, Jack Smith do not
even edit wilth work prints: they
work directly with their originals
(and it is not only a question
of money).

Going still fivther:

Naum Palk, Peter Kubelka,
George DMaciunas have made
movies where they did away with
the image itself, where the light
becomes the image. HKubelka's
white light films have given me
my strongest visual experiences.

Going still further: Reports
have reached me that Gysin and
Ealch and PBarbara Piccole in
London or Amsterdam or some-
where—it doesn't malter where
—pot rid of film, projectors, and
cameras: they are working with
smokes and vapors. Dali is work-
ing on contact lenses which will
throw color images on our retina
while we sleep.

P
_'.'.!'.-,

have seen mulliple
1“:'1.?_]'"-;'1*.'::-'. mul-
and the fusion of
the
Those wWho

Huwislryy I i 1]
LRt n.:'- Nave

since
apes,

magic,

projectors,
space

haz reached

Absolute Cinema
It is from here that we are
only one step from the absolute
cinema, cinema of our mind.
For what is cinema really if

" not images, dreams, and visions?

We take one more step, and we
give up all movies and we he-
come movies: we sit on a Per-
sian or Chinese rug smoking one
dream matter or another and we
watch the smoke and we watch
the images and dreams and fan-

‘:_-'-t;'-.étasim that are taking place right

there in our eye's mind: we are

emo- |

seeks ils own mvsleries

| FAIR- —""Tn Be

did |
away with plots and continuities
and stories. The poels of the '60s |

spir-

| 7

the des- |

each of

and time

the true cineasts, us;

crossing space
memory
of
for thousands
ands of years.

Tins 18 all real!

eI the as it has

and thous-

people,

been

There are no

linvits to man's dreams.  fantae-

has noth-

technical mnova-

sies, desires, visions. It

to do with

ing

tions: it has to do with the hound-

less spirit of man which ecan

be confined to prescribed
images: it

ey Of

of any matl

rrames, orv
an’
and

and ils

dream  imposed it,

| own dreams.

AN INTERYIEW with Naomi

Levine:
Sheila Bick—"Do, you want

NaomiT™”

M0

he in the movie,

Naomi Levine

movie,

JULY 9, 1964
MOVIES AT THE
Alive'

Alexander

WORLD'S

{Johnson

Pavilion), by
mid and Francis Thompson., Us-

¢a  three screens, separated by

narrow partitions (no Intention

o merze the three

ot

“lel o]yl Images phologra Ehé‘.-'-{l

|-\.]

Jeople can ne happy everyvwhere,

and cdi to demonsivate that
Iclea,
Tlowers:

“*looking’

an original samiling
maore
children; hap-
py. In New York, in Africa, even

Commentator quack-

quile
faces; children;

people

in France!
ing all the time, selling happin-
ess. Filmically, a few bits of ef-
be seen, &
Cxper-

feclive editing can

seconds of kinehe

Moral

world is cute,

ey

ience, of 1the movie: the

(1B M

Pavilion), by Charles Eames; an

“Information Machine”
audio-visnal lesson on how infor-
collected
teaches

mation is  being ‘hy
and machinesi: it

absolutely nothing. Uses at least

1ern
Bix molion
oL = five slide projeclors, an
wir or f LRt 1'g, and
appearing now
lefl,

picture projectors,
a live announcer
on the right, now on the
now in front of us. A very busy
performance confused, OVer-
crowded, perfectly unfunctional,
and, I would dare say, silly.
Lasting Ihnpression

the Moon and Beyond”
(KLM FPawvihion},
duction. Images projected on a

of

ST
CInerania  pro-

round “plantetarium’ ceiling
quite huge dimensions. The form-
ing of the galaxies is shown; a
few man-made vehicles cross the
skies, Nothing much happens, no
great informalion is given, how -
ever, the wisual-kinetic exper-
ience Iz overwhelming., From
have =cen at the Faijr

show

o1

what 1
(moviewise), this 18
that leaves a lasting impression.
“"From Here to There' (Unit-
Aivlines Pavilion), by Saul
Bass. People saying goodbye;
smiling: kisses; more
plane off; the
expands from normal to
cinemascope; aenral shots of riv-
[ deserts; the plane
landsg; more Kisses; more habies

=

babics
kisses; taking

SCreen
ficlds,
samiling.: A few stock shols beau-
tiful in themselves, Bass likes Lo
divide hiz images with lines, hor-
izentally and vertically, in Lhree,
in six, Moral of the
movie: travel by air 1s cule.
(IKodak
Bass
Moo

In nmne.
“The Searching' Eye"
Pavilion), another Saul
“experimental’”
stock shots on an expanding
gcreen, More  flowers, birds,
time-lapse pholography a la Dis-
ney (blossoms opening). Two or

three beaultiful shois.

“Wonderful World of Chemis-
try” i DuPont Pavilion), directed
by Michael Brown for Eilhot and
Uger. The story of DuPont pro-
ducts, screens  on
wheels: the screens slide off and
on stage according to the needs.
Combines live (fashion
ﬂ|'||'|_ BIRNORNCeEL) HI'IH. -
tors on screen (perfect timingi;

ITIoVie :

[Tzeg three

actors

maodels

In|'u_1'r-r1n:'-: used: also slides and
lighting (brilliant job).
Live aclors conversing with ac-
tora on scren (perfect timing);
a rose is passed by one of the

effects

live models on stage to a model
on screen who in turn passes It
lo another live model and who
in turn passes it to the third mo-
del on the A per-
fectly timed, slick advertisement,
the most perfect from the six I
have seen so far, with no anl
pretensions, pure Madison Ave-
nue. (Haven't seen yet the Cir-
sereens around the au-
the USA Pavilion

sCreens’’

third seredcn,

corama
ditorium-
travel
show. )

and

through the

Small Wonders

movie thealres
themselves were more effective
than the movies, Johnson thea-
tre is a small wonder: a falten-
ed egg in the alr, sitling on six
light celumns in a pool of water;
a theatre that looks like for 00
but which seats 500. IBM thea-
tre is another small wonder.
Multiple screens and multiple
projectors have been used much
more effectively by Kenneth An-
gerr Stan VanDerBeek, Harry
Smith, Roberts Blossom, Elaine
Summers (not talking about Ao-
el Gance): nevertheless, a trip
to the Fair is worthwhile—thera
are a few moments of kinetic ex-
perience (like the KLM show)
that cannot be produced unless

As a  rule,

this iz the yitimate cin- |

| body’'s doing it now; th

Hani- |

ITEIAECS COIl- |

| & show, the only

whole

| sitions

more interesting that way,

not so intense in checking

there is big ‘money behind it.

and | Sheer bigness someétimes is part

of the quality and the content of
the experience, and is ‘beautiful,
I noticed a great number

Fair. But if
the

one could tear down
pavillions one could plant
more Lrees and make mora place
for water—I figured. All the
youth of New Yaork could come
then and make love th“ape,

AUG. 27, 1964

‘"Laterna Maglea” ope: od in
Prague almost four years ago.
For its time it was an advanced
experiment combining stage and
cinema. By the
reached New York, its value had
become purely historical. Every-
e World's

full of “Lalerna JMa-
hows. Elaine Summers'

show early

time

Fair iz

1o e
IS

L
L=
and

like most
other “‘firsts""—like Cinerama or
*Three D'"—has

LW I'!'::‘.':"::'wf'.:i.'ll an ar.

“Laterna Magica,"

more to do with
Even s
excitement in
comes in the
A roller skal-

. T oy gy " P
rma Magica

“*Late
last fivé minutes,
er on
such iz the Impression) along a
sereen (a street filmed
The

image is

SLréel On
a fast runping: car).

n (sireell

flashed againszt the roller spkater
he swings his legs and
left

ever

on h'_:i;t"
jumps right and
cars. but
pol, really), and the
ne of an
sy

1
thie

xck-breaking
SLreel-—amn
fect matehed l.:".':i:-.' h_‘.' the {‘:LI'.'-_‘-'
the Coney Is-

rides,

rama shols of

r-COoasienr
Mainly About Grecn

a 12-minute film by

Ingreen,™
Nathanial Dorsky, was screetied
Washington Square Gal-
hard to
but I
abouk

at the
lery last weekend., Ib's
tell what it's all about,
mainiy
beéautiful
are glimpses of
images that are rec-
ognizable, tha esthetic ex-

perience is created by the flow

would =sav it
ereen, It is made of
greens. rhers
figures, of
but
and play of superimpositions,
The superimposition is coming
to cinema. It hasn't been
used effectively since the early
days of Man Ray and Watson.
The work of Brakhage remained
a lonely giant. In
thae superimposition
permanently with
Fon Riee's “Chumlum,” with
Jerry Joffen, Earbara Rubin's
YOhristmas on Barth,” Carl Lian-
“Devil Is Dead,”
Thera is A
[im-

hack

the work of
MMoew York,

came back

der's
Dorsky’'s “Ingreen.'’
school of younger
makers working with superimpo-
Dove Lederberg, Abboll
Meader, even Bruce Baillie. One-

image cinema has become {00
slow forr the guick eyes of some

of the new Erak-

firm-makers,
hage has done his work.

I got s0 bored with “Laterna
Magica™ that I walked cut of it
long before it reached midway.
atler swallowing one Gorky at
the Russian Tea Room, I decid-
ed to go back o what I
was The looked
mauch Alcohol made my
mind and my eves (on an emply

oo
missing. show

better,

stomach) go blank al moments
there were blank spols in my

| consciousness, split-second gaps,

a0 that I missed

show, Tha

parts of the
became much

My
were
what
was going on. Life became more
“interesting.”” That's why Chek-
hov characters
from boredom.

More About

I remember another time when
I watched "Marienbad' and “L-
‘Avventura™ coped with pot.
There, just the opposile oceurred.
My perception was Increased, I
could see more than usually. The
movies became tedious. A shot
of 10 seconds scemed to last 10
minutes,

The small point I am making
here is this: The cinema of su-
perimpositions is created by peo-
ple whose perceplion—hby what-
ever process—has ben expand-
ed,

Blow

congciousnass and my eyes

alwavs drink

Carem

miensified (Brakhage is op-
posed o the use of drugs for the
expansion of the mind and the
eyve's consciousness). Their im-
ages are loaded with double and
triple superimpositions. Things
must happen fast, many things.
Lines, colors, figures, one on top
of another, combinations and pos-
sibilities, to keep the eyve work-
ing. All this is too much for an
untrained evye, but there iz no
end te how much a quick eye
Can Ree,

S0 here we have these two ex-
tremes: the slow and the quick,
Andy Warhel and Stan Brak-
hage. There are many faces to
cinema.

JUNE 3, 1965

Since I sadly remain the lonely
historian of the new cinema, I
should report here on the wvar-
fous uses of movies at the re-
cently concluded Firat Theatre
Rally: New York, organized by
Steva Paxton and Alan Solomon,

of |
trees and plenty of water at the |

| fill it
tha show |

that took place in a huge tela-
vision studio on Broadway and

81st Street.

One striking use of cinema Wad
seen in Carolyn Brown's dance
“Balloon,”” with Barbara
aleve Paxton (per

piece

Lloyd and

| formed May 11 to 13). In the

back of the studio was a balloon
approximately 20 by 20 feet,
around which and in front of

g d i
' whirh the dancers mod ed, The

immense balloon served as 2

sereen on which images (newsd
reels, ete.) were projected. A
weather balloon was used, and
I was told it took three days 1o
from a Vvacuuil

with air

cleaner.

On the same program, in his
piece “Spring Training,” Bob
Rauschenberg used a portable
sereen tied down to the back of
a dancer on which slides Were
projected.

Tent Happening
For Fobert Whitman's happen-
| ing ““The Night Time Sky" (May
14-18) the studio was transformed
There were
there in
took

tent.
and
happenings

into a
openings
which

huge
hera
certain

stage I3 moving (at least |

and now

| place. The audience had to lean

or lie down on the ground and
| look up or uppish. Upon the en-
trance side of the tent and upon
the entering audience were pro-
jected images—mostly harbor
images, ships, people, with har-
bor and crowd noises on a sound-

| of embarking on a journey an an
Other images welc
projected inside the tent. One
series consisted of factory im-
ages, furnaces, in color. On the
top of the ftent (inside) were
reflected colored jewela—
| elongated, hallucinatory shapes.
| At various times, as the people
lay down and watched the “sky,”
the canvas tent was illuminated
blue and green from outside, The
television lighting facilitiez
served hera perfectly. The
feeling was lyrical, guiet, poetic.
The climax of the evening was 2
projection from the center on the
“gpround” into ‘the tent's inner
peak (dome) of a man sitting’ on
tha toilet and unconcernedly
going about his crap business,
pulling his pants off, relieving
himself, pulling his panis on,
flushing the water, washing the
crap down. Everything was seén
ag from inside the teilet (under
a glass, really), so that the whole
| messy and unesthetic (at least
until now) and erappy business
was performed right on the
audience's heads. By some, this
was taken as a critical comment
| on what has happened to the
happening theatre in
Others giggled or laughed, some
comfortably, some not.

| ocr~= liner.

Tha most amazing use of
CINeIma, however, wWas in
“Shower' (May 24-28), another
piece by Robert Whitman. The
plece 13 just what the title says:
there i3 a shower box and thera
iz a girl In {t, naked naturally,
taking the shower. The whole
thing i1s so beautiful and so real
that people kept coming back
and peeking into the shower box

The amazing effect was achiaved
by projecting a color film of the
girl taking a shower onto the
back of

tha other side of which wmaler
was running down. It is really a
further extension of what Andy
Warhol started with hiz “‘Sleep”
movie. And it contradicts and
dismisses (for good) the ntate-
ments that the real thing, or
something that looks like real,
can not be beautiful or can not
be art. It Is the old nonsense of
the estheticians. Whitman has
used plenty of ingenuity in build-

ing this simple box and getting
the amazing tri-dimensional ef-
fect (probably becausa of the
haziness and thickness of the
glass). The end result is amazing
and it pushes c¢inema into
another field of unexplored and
new possibilities.

There was another plece,
really a fragment of a pilece,
from May 24 to 28 as part of
Tony Holder's “Lighiwelght”
(unless I am confusing the
pieces), which provided a very
strong kinetic experience. A
dancer moved around in & small
circle in complete darkness, but
with & apotlight flickering on and
off, with dark and light flashes
at possibly one-third of a second
intervals, so that in split-second
gaps the motions of the dancer
weren't seen and when we saw
him next, after another fraction
of darkness, his rands and the
position of the body were slightly
changed. The impression created
was llke ® normally phuto-
graphed (24 frames per second)
movie projected at elght frames
per second—sort of staccaw

movemeants, a kinetle experiance
of strange powaer,

Expanded Clnema

Latet this summer the Cinema-
theque {8 organizing a huge sur-
vey of the varlous new uses of
cinema. The leading artists of
these new uses of clnema (ex-
panded cinema) will take part.
As I have said quite ofter b "ire:

clnema i3 only beginning, Don't |
go to Cannes to look for Trew
cinema—come to New York.
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Coming back to New York: I

would like to say something

abal one =m

'.- ". : I.Il

all film which
I think is a minor (or may even |
be major) maslerpiece, 1Fr i3
George Landow's loop film eail.

ed “'This Film Wil Re Interrupt-

ed After 11 Minutes By A Com-

mereial'” and w

chich was screen-
- 15 e ¥
ed at the Cinematheque last Fri-

day. Loop filmis s comparatively
and the best film
loop 1 Seen I now was
Dick “Invocation

Cunyons and Boulders.™

new filim form

Higging'

of
(Georpae
Maciunas is preparing a Fluxus
anthology of &mm film loops and
you can Film-
Lan-
dow’s loop consists of one foot

'éach him

c/ o
Makers” Cinematheque )

of black leader and one ioot of
beautiful |
girl blinking (one blink)., It was

I SN a1l }':.:ﬂ.ﬂl] 0 ::-.‘i--

a middle-cloze-un of 2

shot
mm (four 8mm tra k3) and then
split hall (for
tion) with one image track fully
the other one N !'.."
procke

ed in the middle, with

n 16mm projec-
vigible and
cut-off, and witl s print-
. few
eally, it
Lo reproduce the

edge numbers visihle
wollld he
i 13 descrihe

nd visual exper-

Landow’s

[ |

nlficull o des-

track. The feeling one goi was |

generat. |

to see if the girl was really there, |

the shower box which |
was made of plastic glass, on |

ut of the loop
s (because of the
loon was splic-
ithier part
] registration. The
loop runs (is supposed to run)
22 minutes. There is humor In ,
it (the blink): there is a clear
Mozart-(Mondrian-) like sense of
form; {ihere is the richness of
image, about Lhe richest frame I
have seen in any f{ilm when you
take in consideration all move-
ments, lines, the bheautiful
whiles, and reds. and hlacks. It
is quite safe {o say, with all that
we Know about
Landow

film

cinema A% an
has created
loop master-
piece. His earlier film, “Flem-

| ing Faloon,™

f

===
LIEEL

it a masiter's work

* about Landow and

s 18 lhera 15

nothing unnecessary in them; ev-

ery aspect and every delail is

made o work for the whole, be

ginning with the pholographed
‘

nd ending with the phys-

o

Higgins lo that

IMmMags 3

ical prezence of the celluloid it-

voices, nomsense speeches, bits of
this and that, at blasting volume.

the
when
machines

lights arranged: flashes of unus-
ually

glimpses of an imperfectly plac-
cd slide; the empty slide frame
full

symphonieg -

ed"
more power in their coance state

end
EFanized

1
ther

self, splices usually
g, not saying felt.

co¥idered a boring ecraft, splic-

are never

Splicing 18

fourten NEVer be seen. Buat
plice is coming back and ask-
ing for OWn i Read
Stan Brakhage's essay on splie-
ing in Film Culture No. 35.) The
texture of the film, the grain of
the film is coming into existence
of its own through Brakhage's
and Ken Jacobs' 8mm work. In
Landow's loop you can see and
feel the film sprockets, the splic-
¢s and even the running of film
through the projector—really, it
is & particular characteristic of
this new film form that it pulls
yvou intoe a total film experience,
all its aspects included. The spe-
cial difficulty of this form is the
fact that the loop is repeated con-
tinuously and that only the rich-
ness of visual-kKimetic content can
sustain the eye and the film in
time. Film loop is a form—and
Landow's loop is a supreme il-
lustration of it—in which nothing
superfluous can hbhe  tolerated:
whatever is on film, including
the splicing glue, should be made
to be seen and felt as a part of

s righits,

[ the whole,

By the way, the film was booed
at the Cinematheque and it was
cut off before its proper (22 min-
utes) time. Some one shouted,
and he meant it as a joke:
“Another genius was born to-
night atl the Cinematheque ! But
I stale it here in all seriousness.
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Monday, July 12: Psychedelic
Explorations, at the New Thea-
tre, East 54th Street Timothy
Leary opens the evening as “‘a
psychedelic session without che-
mistry'; Jackie Cassen projects
polarized  “light  sculptures™:
acrylic and aniline projections of
Don  Snyder; automatie analog
projections by Richard Alderoft
polarized glasses and prismas:
slides fade in and out and dis-
solve into each other: color filt-

oIS’ |Irmving polarized sculptures
SUperimpose over the slides: va-
gue organic and inorganic forms
glide across the screen: slowly
shimmenring mosaics: voice
(Lear¥) reads from ancient
Chinese  scriptures: electronic
music, assorted sounds: strobo-
scope light flickers upen  the
screen; Edith Stephen dances in
the stroboscope light; a box, a
compound of prisms, with colors
blinking on and off; Woodstock
group  (Gerd Stern) projects
random movies and some more
organized highway footage: two
movie projectors, three or four
slide projectors, analog projec-
tions; the sereen becomes a mov-

ing flickering collage; a collage

sound track: radio, music

I like the part which preceded
program proper—-]
the projectors
were

mean,
alide
lesled,

and
being
begautiful

whites; fleeling

of light. Like that ﬂ!'iunlull

musician who went to a Western
music concert, I preferred the
instrument tuning period to the
real concert. T remember liking
a number of movies (both of
Hollywood and ‘“‘underground”
breed) in their “'rushes,'” in Lheir |
chance order, with the different
“takes” growing into strange

- bt I saw little in

them when they were “complet-

: the non-art of "‘rushes’ had

than the “‘artistically’ organized
resull: materiais
cliches of

Were
art,

or- |
inta
Slide Level
The first half of the program,
the slide
Lthough
mainaed

aul aniline
sometimes
on

show, =al-
pretty, re-
of  slides,
The feeling prevailed that some-
hody was trying to sell some-
thing with these slides. They did
rol exist their own sake. It
the soundirack, the wvoice.
which made the images illustra- |
Lve, forced a meaning upon
which wasn't there. The
did leave eyes |
alone to follow the flow of shape-
less colors and forms as they
came, but forced the mind to
look in them for something else,
even 1l that something else was
vague; the mind was never left |
“at the mercy of the eye,' as
poet Hobert Kelly has said about
the fiims of Stan Brakhage. The
intention, or the hope, no doubt,
wias Lhal the words will act upon
consclousness (and the uncon-
scious) magically, subliminally.
That would have been the effect
under LSD. But the audience |
rasn't under LSD and the words |
came 1n all their distracting su-
perflnity.

The evening made me
ciate Brakhage's work
Later in the evening, Dr.
Weil that
Chinese

the lewvel

for

WS

Lherm

volCe nol et

appre-
anew.
un-
mentioned the
or Tibetans know
how to construet rooms lit and
proportioned in such a way that
anyone who is left alone in such
a room is affected the same way:
the room makes them cry. The
work of an artist involves simi- |
lar precisions. We saw colors,
pretty slides, but they remained
pretty slides. An artisUs tempra-
ment and intelligence was need-
ed to organize them in time and
space into “life-sustaining forces™
{agaln using Kelly's expression).

Life in Collage

It was the chance and the lack
of “artistic” contrel that gave
some life to Gerd Stern’s screen
collage. The chance meetings
and groupings of images and
lights on the screen produced a
Kinetic experience that was new
more by the force of science than
art. A physical faet, a visual
force/fact was there on the
screen and we could not ignore
it, we had to wrestle wilth it or
leave the place. and it did some-
thing to us asx we wrestled with
it.

The purest kinetic fact of Lhe
evening, however, was the projec-
tion of the stroboscope light on
the screen -— the play of while
light on the eyelids, the purily
and directness of light experience.

Strange, though, that two film-
makers who have reached the
furthest frontiers of new vision,
who have explored the light and
Lthe eye most Stan Brakhage
and Peter Kubelka—have never
used drugs. More than that: re-
cently both hawve taken a clear
stand against the use of drugs for
the expansion of consciousness.
The place of an artist in a sociely
can never be clearly defined. The
artist remains above the daili-
ness of the experience and above
the work of the scientists—even
if his work has much to do with
the science.

No Pretentions

The Psychedelic Theatre has ne
great  artistic pretentions.  Its
aim remains expansion of our
consciousness-—whatever that ex-
pression means. I was SOTTY,
therefore, to see, that whatever
was gained last Monday was
consumed and nullified by a
small incident. During the first
part of the program, which was
contributed by the Coda Gallery,
# young man was stamding by
the wall and shooting hfs own
Bmm movie. During the inter-
mission, Coda Gallery confiscat-
eéd the young man’'s film. They
did not want, they said, any foot-
age of Coda Gallery art to be seen
in his litthe movie because a big
movie company was coming to
make a real movie about them.
Suddenly, on the human level,
everything became petty and all
kinds of Bosch creatures began
creeping into the open. The
dreams and illusions of success,
possessions, fame, money-—these
old forces engulfed all other en-
ergies and I left the place in a
hurry to get some fresh night
air. What is the real interest of
Coda Gallery, I asked myself as

I walked. Expansion of man's
consciouness?

| sciousness!
| afraid, the consciousness is being
confused with ability to see more
color images, with the expanded
eye, with the quickness of the
eyve. But as the quickness of the
nand

knife
guickness of the eye, the simul-
taneity of secing can be
| by

consciousness and

| oramz of the New Cinema Festi-

| fenn——-ili

1 -
| soing

| who is deoing new movies? And

Yes, drugs, expanded

Sometimes, I

con-
a1

e used to thrust a
into one’'s heart, so the

Celn

used
the
I"\-E-

both Devil and God--as
the =oul

main sleeping.
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Mnt a7l that’s hannening al {he |
Film-Wankers'

manth 15 or

Cinemathemies this
pan he ealled eines
has no name of

fir=t

Same nf g

The

]“."I'.
anv kind. three pro-
Ansus Melise
Jerry Jof-

edees of (hix

the work of
Tune Pail,

th

vl

Wam andd
o] vl
intle a fron-
Lizht 8

there: the

the filmed

art ealled cinema

{ier<land mysbory.
there;

SCICCN 1S

motion is
anil

il

{here:
bt i
Il.:o{-

image, very iz there:
it can
perienced in terms yvou describe
Lthe Griffith cine-

the Gqodard cinema, or even

not be described or
o' expericnce
H
EBrakhage cinems,
of
andd

Cinema 18
{taking

ml

medium
ok

and is coing blindly
self. Where
I am glad about both: that it's
that
body knows where it's going. I
like of control. AL
some point, the artist will ram

Thi

breaking OV er

.I.l:'\.' !..'

lo--nohody knows.

O W e, il 1=

things out

hia feet into the ground, will =top |
the medium, and will start tam- |
ing it, using it to plow the fields
of his own Imagination—but the
bull is still running. 'eople who
watch the avant-gawde cinema
keep asking me: what's new?
iL's difficult to answer., For they
expect to see or hear more about
the same; but whal's happening
isn't the same The currents that
are within and as
the are

ripe with new impulses and they

moving s,

externalized by arlists,
and
avant-

spurt oul i nncontrollable

unfamihiar fushes. S0 the

earde artists themselves =it in

the audience, surprised, anmnd re-

e

L) [ L
acenslored

iwhat

i ie
fieilinle
w i

surrendered

grew

| attitude to art;
Wi

of Lthe greai works of
being
throuzh

| abontl it, so that w

own =low, That i3

Lok

| POSent

| gronps
I

| constructed,

pealing, “what ihe hell is

HEAE

Bt

Almasi
Mmow,  this

much as

Mystic
Crre nt

one can pFencralize at

Lthis early (not so early, though)
1

¥« X sl
] fe3 BN TR R

mystic drive owards pure

Y | Ny ol
color, li=ht

L1E0,
has mmich o do with othwer avis,
pamntinge,

scuiplure,

happenings,
emvironment, music, but the cin-

e hight, sereen (in a

of different i I1-

ase (filmed or produced by oth-

.'i:‘i_l'h!"l.':_
numiaer forms),

e meansd, molion  dominats
these works., The surge iz wide
and intense,

Half-a-hundred different ant-
lists are represented in the No-
vember show alone,

S0 the avant-sarde artists, who
are working in a more classical
tradition of cinema, are asking
themselves what this new gush
will do 1o
no fear, cried
Hold™” art
the “‘new"

What it will do, it

of hght-molion art

their work. Have
the ecaptain! No good
15 ever myvaliduted by
art. will help
tense “'old” art from the =shal-
low and half-fell “old" art. In
creation, In the present, every-
body has his chance. Bul in
lime peispective, only art
MAins.

For a
the avanl-garde artist tin cine-
ma, and in other arvis) fell, and

G-

number of Vears now,

publicly mnsisted, that he is cre-
aling something
from the Llraditional art that his
he felt, could defined
as anti-art, And he was nmzhi,
He had to take that attitude. The
artist is always right, even when
ho is That

hiz liberating acelyvlene wedge 1o

a0 dlifferent

wionk, e

wrong. allitude was
bore into the heart of the always
new  realily.

But now., wilh ive, siv, SCeVen-

vear perspeclive, these lar-lar-
out and anti-art works begin (o
fall into the same thousand-yvear-
old treasury of all art, I realized
when I watched
Nam June Paik's evening. His
art, like the of La Monte
Young, or that of Stan Brakhage,

Markopoulos, or

Ling :-C'l-I:Li.l.El,'!'I]}'

art

or
Jack Smith, or even (na doubts
about it} Andy Warhol, 15 gov-
erned by the same thousand-
vear-old aesthetic laws and can
be analyzed and experienced
like any other classical work of
art.

G1esory

Falzis Blurred

5till, there ave aspects thal re-
main ungraspable, unfamiliar to
the uninitiated. Tuake, for in-
stance, something that could be
called the “pericd of emel-
gence.” It has become a part
of the new art experience and
is an essential part of much of
the happenings, Beck-Malina
theatre, environment, music
isound), and light-motion art.
The edges of where a specific
work of art begins and where
it ends are blurred out. Really,
one could say that a happening
of Ken Dewey or the cinema of
Jerry Joffen or a ‘ritual” of

| McLise,

 BLLLH | b |

by an almost |
i

= |

; : | andd

experienee. 1L |

| vading

I than

to separate the gepuine and in- |

Angus McLise fades in slowly
mio the world, sustaing there for
a while, glows, and then it dis-

solves oul again imperceptibly,

This causes some annoyance

and sometimes anger o the un-
initiated into lhe experience and
acsthetics (they arve aiwavs the

buit differently dressed

npt of the new art. A great part
inf Ll

b

audience swalked ount
Joilen's

b -

Jerry work re-

vealed itself fully: they walked
ont during the period of emer-

before the work came

into ils glowing equinox. Being

the

think

ify) traditional

they of as lradi-

tional) arl, the audience was an-
noved]  Ehat

there was no imme-
pxpericnes "

aezsthelic

arl o jIn-
Those
and

sl

shoelks,
however,
them=elves

reimained,

= REThl
ot 1NH

e the evening, withessed (or

into) the 40 minuvles of

mast beautiful, spiritual, almost
heavenly

cinema  experience,

'f."imn. E'!_‘-'__l".'li-r'lI 5'5_ .-,'Irw.'l;:; f::dg..'[ k.

This a1t was born from a new
in
allitude

Lurmn,

which,
bom from a new

to life. We are beginning Lo wmed-
itate.
weslermn
Vears,
here,
yoll 2o e some Chinese or Jap-
anese

Meditation was out of the
world for about 1500
It 15 interesting 1o nole,
in this context, that when
monasteries, where some
art are
. o0

kept have {o
someLnnes

ong

YOl
wesk s,
longer,

peviods of preparalion,

wiiting for that specific work of

art, learming abounl it

thinkinz
hen vou final-
1l

T . IF . ¥
Lunl IE Sl

Iy [aee vour are complelely

el L0601t 1N

its Il

You

slow. Iz glow 15 wvour
the direciion
i America 15

Bent

art

1he

some of the

iiL's revolution

¥ O
!

that did it).

The first threce of

MNew Cinema

programs
f e Festival rep-
thiee dhiferent amd hasic
of artisls,. Nam
nelonss the purists,
wing: Ansus
emotion; Jerry
Joffen is at home in both, Paik's

proseam was perfectly desiemed,

June

Lo

I
g H]

10
the *“intellectual™

Meldse 15 the

HRTH execuled,
There was

simplicity

i alnost elassical
and purity about il.
with  all visual
myslico-ornamental and

his

flair,

| ithe beauty of texture (in image

eush, a= |

and sound), like all emotional-

| ists, didn’t give much attention

eithor
e the

0 the pensral
details of the
work, despite  all-per-
aualities, Thad
of the Jistracting messi-
of a diess rehearsal abont
it. Jerry Joffen, however,
50 much personality and artistry
that even those parts
faijled became somehow in-
tegrated and worked perfectiy
in the total structure of
the evening. It has always been
in the past, that Jerry Joffen's
failures were more
Bome other
SUCCeSS0S,

Jerry Joffen is a master of
destruction. I mean it in a good
sense, in the sense of spiritual-
izing the reality, dissolving time
and space. A scene jis filmed in
two or three superimpositions;
then, the screen spiritualizes this
superimposition reality further
(the screen consisted of several
lavers of silky and colored ma-
terials); this is dissolved further
by lights and mirrors. In Lhe
very end the realily becomes
pure light, pure color, pure mo-
tion, pure air. But the amazing
thing here is that the presence
of image and molion, the feeling
of cinema remains in the con-
sciousness of the viewer, where-
as in the case of McLise one
vacillates belween the theatre,
music, and cinema experience.

The same could be said about
the wuse of words. McLise's
words, recited as part of the
ritual, hung heavily and with a
sentimental theatricality upon
the stage; Joffen's words were
pronounced without any emotion,
abstractly, each word parted by
tima space. The sentence, thus,
Was spiritualized, dissolved
(similarly to what Markopoulos
did in “Twice & Man.")

NOV.18,1965

I will continue with the report
on the New Cinema Festival at
the Film-Makers' Cinematheque.

strnciure
BVeningT,
his
Iyrical
much
1ess

has

which

mteresting

artists’

The Jack Smith and the John
Vacarro evenings had little o
do with cinema. Both pieces
were cxercises in the Artaud
theatre. Cinema was used only
as an auxilinry of the thea.re.
We know, however, that the thea-
tre of Artaud is a theatre of

kinesthetic violence, something
that, as experience, dissolves
into cinema experience.

The Jack Smith piece,
hearsal For the Destruction
Atlantis,”” as one would expect,
was an orgy of costumes, supres-
sed and open violence, and color.
The center of the piece was a
huge red Lobster, a masterpiece
creation of costume and charac-
ter. Vacarro's piece, “Rites of
the Nadir,”” was a theatve ritual,
less decorative, Vacarro has a
first rate theatre sense. He i8

11

e
of




a showman, with a sense of tim-
ing and pacing. Jack Smith's
piece was loose and relied on
clhance, on colncidences, on co8h-
slomerations.

-_l._l:l:'l:u.n'.g'li the Jauck Smith and
ke Vacaore pieces wers e
sented part of lhe New
Cinema Festival, they may he—
historically lpoking--ihe  [firsi
siiceessful fusion of the Artaud
flwariea, the happenings amd en-
vironment experiences, amd the
traditional thealve (through the
spoken word) inte & new kind of

]

Lireniine.
F.xpuuncled ‘Theuatre
Raoberts Eloxeom's MO

was an expanded thealte nol
wn  expanded cinemal.  Two
picees, however, “phet For One

BPerson'' amd ““Poem For
Theatra' (both dunced by Bowv
erly Schmidt) fused the two ne-
Jinma and produced something,
wae weren't surve what —-Elogson
calla it “Film-Stage." Blossom
used the dancer, color slides pro-

jected on the dancer and the
backeround; and o molion pic-
tnre of the same doneer poro-

jected on the stage as (he dan-
o dancedh,

Ariihnae
litlml Chaze,™
picee with o film Yoon projecied
an left skle of the =atage.
The loop showed o man chazing
y a red

|
TR R+ B

Sainer’s  plece,  “n

wig A Lieeale

the

1 1] o
girl in

sk

annllidr  mane

dress leaps, like 1o

mizin i3 bedling the oiher mun:

el leaning by L mian onothe
cpgpnd s o Ritling  on e
wronind, looking  ahcad,  ihink-
e, Adker three or fou ouankes
Les of the loop, the same lhnee
peaple come o slage (as the
fonp  conlipees)  and  Perform
what wa  alrencdy  stw in  Lhe

b, noow in more detailed form, |
a few aplasheos
of dinbopue ithey “think,” ey
tworry™), The allempl  lended
e go  dewnhill, perha frony
Iack of form, pacing, or imagina-

sethe ermotionnl

I

LErkli.

Slamilish Lawesder’s piece, “The
Aareh of the Garter Snakes,™
effectively  demonstraled that a
slide fan producs kinetic sxprr-
{ences. He began with something
iltat could be called an old fash-
ol slide, and ended with a
“moving slide.'” The molion was
produced by inzerling drops of
colar paint belween 1we pleces
uf After o few seconds,
frem ke heat of the pojecion,
the paint beran o meld,
spread, (o travel, producing un-
preddictable and often  Beaolitel
cadthough too “pretty™] patlernd
strikingly affeclive as “abstinel
cinema”

gluss,

Lor

Deanamsbrabes  ossiliilitles

However, it is Don Snyvier win
iz the master of (he slide ard.
His show, “'Epiphany of Light™
whivch wis of he nsy-
chedele  thealres, hive Mmonths
demonstrated  Numerouns
preeagibilities  of  slide dizzolves,
black and white, and in coloy
(synchronized or cottnterpointed
with soumd). Images gradoally
grew nto color symiplanies (Lwo |
slide projectors were comple-
mented by & motion picture proo-
jector) that kept ome in sur-
prise and amuzement, There
were attempls at subliminal Inof-
ges, planted oceasionally (uSw-
ally, some Buddhist images).

Snyder's slide art melges oom-
pletely with the medium of oin-
ema. I should say somelhing
about the "‘preftiness’ of zome
of Snyder's images. Although,
Hke a1l nature-produced patterns
they are more pretty than they
are art, thev nevertlieless, when
seeny on the screen, and in mo-
tion, produce a kinesthelic ex-
perience, a shock or color ond
motion that should be judged not
by the design of a single sglide
ifranre) but by the pattérns of
visual fmpulses.

The most dazzling pieces of
“expanded” cinema in the true
wenge, were provided by that ofd
Barnum of Cinema, Slan Van-
derbeek, in his thvee motion pic-
ture compositions: *“Movie-Mov-
leg't (& chorecgraphy for pro-
jectora); four movie projectors,
three slide projectors, and a
flashlight were used; projection-
fsta wallked on stage in a ballet
of hand-held projectors; “Pastor.
wle: ebt al"™ {a film and slide
study for dancers, with Eluine
Summers): and “Feedback Moo
1: & Movie Mural." In Lhe lniier
piece, the theatve bieame 2 huge
movie mural, with a batlery of
five projectors—a sound and im-
ape experience 50 unpsual and 59
full of motion and visgal impact
that we all auddenly said, *"Tes,
IT WORKS! IT WORKS!, mean-
ing the multiple projection cin-
ema. The movie-muoral was fol-
lowed by one of those applauses
which, in the newspapers, usm-
ally are called “half-an-hour 1
plauges”—there was B> much
xcilement. The feeling was thot
we had witnessed something very
new, and very beautiful, some-
thing that could neither be des-
cribed mor explained, It acteg
upon us’ with its multiplicity of
images, asscciations, memories,
eyexs, The impact was both on
our retina and a physical, kin-
eathetic impact, on our body—

and it wasn't Cinerama, where it
is the wvertigo that, does it. Here
12

Aot

LN I8

b
for-

wia prodiced
10

the impact
something that
mal: il came from (he orgamniz:
tionn of wvisual, kinesthelic ma-
lerials and  that's art
comes .

e

whers

Piero Hellzcer's evening, '"The
Last Riles,” was a cerenopy, &
ritual —really, the mosl SUCCess-
ful ¢aa ritual) of the six ritunls
presented at the fostival, Thia
nol becouse Helizcer had
forr his script the MNew ‘Tesla-
ment: not because he plaved o
hishop; but because of a ceriain
unfaked diveclness immediacy
(hat he prodneed. Although be
was “acting,” there was 30me-
thing very real about it. Angus

Wk

tie |

wirs something anibiguoons, Jreex-
plicalde in this hiessing of the
jmaze, in this playing of the
bishop, in this walching of the
image. Laler in tha evening,
| Weegee (of the "MNaked Cily™

The

ol

MeLise's music Delped muach 1o
ansbain this moeoed. At the cenler
of this rfual was Cimema, the
liny Smn image projecied on &
lurwe sereen in front of which,
on  the stage, a ceremony of
witching the image and blezsing
the immme woas performed. There

famel hrought sonee of hiz balest
work, and it was projecied,
part of the rilusl, and beaurl-
fully destroved and Ingorporal
inte the whaole, by Helizcer,
Mare Hunian

Much of the evening was just
fooling ('acting™'y and Just noth-
ing maozt of what Helizeer
does, But that iz where, s
for as 1 can see, the originaliy
and Beauly of his work and ils
essentinl difference from all
oiitars, 15, His work has none of

HE

HE

1%

Llhe

AETIRLEE

the ambitbopsnesy  and
:."!|'|_|5:;.;I.= af lhe athersg: mnofe of |

the wanting o ba Impressive, |
or shocking, or ugly, or violent, |
or srotezque - something that is
20 mitnch part of fhe contempor-
ary arl. Helizesr's: art T find
more hwman - if not more beati-
ful.

Aabove all, howexer, I shaubd

siress here the ambiguity of his
work, the mystery of his work,
of Vamnderpeek, Smith,
Vicarre was a direct, almost
phivsical assault on retina, on
SenseE, Wilk J'll,]lll:ir'l_g' belE unsael
el it all or none at all,
Molhing is colicealed. Inm Heliz-
cer's evemng (and it's move pro-
per o speak about It as an even-
inmg than “a work of art’™) was
miysterious, ambigemis, suggaest-
ive, indirect. And It is hers that
the kinesthetle expertence begins
to connect wilh the poetic ex-
perience—which, for me, is a
higher and more subtle avt than
just & pure Rinesthetlc expeti-
enge—an far as my thinking and
fecling goes,

DEC. 2,1965

The unusual festival of Him
happerings at the Cinemathegque
iz continuing. When they are
bad, they are very bad; when
they are good they are almost
great, Last week, Ken Dewey,
Dick Higging, Ed Emshwiller,
Gerd Stern, Ken Jacobs, and,
less  intensely, Jackio Lassen,
Aldo Tambellini, Elaing Sume-
mers, Ray Wisniewskl continued
the series of new visual discov-
eries.

Ed Emshwiller remainz the

arl

craftsman amnd the scientist of
the avant-garde cinema. His
piece "'Body Works' may be not
only the best plece he has ever
daone, but also the first success-
ful altempd at cinema ballet,
Whereas most of the other film-
makers who use multiple profec-
tions leave much to chance,
Emshwiller presented a com-
pletely controlled and aleost
seientifically planned work das-
zling in Its visual effects. He
played fricks with our eyes, with
our vision, with the depth of
field, with the long shots and
close-ups; right there belore our
eyves he snapped his fingers and
the dancer changed Into a shkel-
ton or became a huge hand or
became bwo dancers.

Gerd Stern's evening was [ess
dazzling but it was more beautl-
ful for the eyve, Here again wis
a planned presertation of mulli.
ple imagery (defraction boxes,
sirobes, carousel projeclors, live
action) but with enough holes
for chance =0 that the effect
wasn't as scientifically absiract
gz that of Emahwiller. Gerd
Slerm ia more atiracted by the
soft amd plciorial conglonrera-
tions of Ight, color, motion. He
admits a great infioence of
Marshall McLuhan. Their com-
plete trust in Mcluhan permitted
them (Gerd Stern and his col-
laborators, Michasl Caltahan,
Brian Peterson, Jud Yalkot) o
abandon themselves completely,
mot to bother about what art or
cinerma iz and work on this sans-
oits seq of color, motion, and
lght thot seema fo surround us
completely ad we swim in H
almost bodily and it fs like go-
ing through the most fantasiic
dream.

I state hers openly, I admit
that F have experienced subtle
acsthetic  illuminations daring
Dick Higrinz, Gerd Hern, Een
‘Dewey, Ed Emshwiller shovs,
and my nesthetic senses are mot
eamyr to pleasa: T have spent 30

wvears of my Hfe doing nothing

but perfecting these senses. 1
realize perfectly that thers are
many dquestions o ask here con-
cerning this festival, and I will
be asking them later, at the end

of this by now revolutionary
festival—questions thal will Be-
gin with What Is Arf, What

Should Art Do, ete. ete.—but at
this fime [ would like to remain
a chronicler. afbeit an emotional

Qe

HKen Jacohs—2who, with his 10
unfinizhed { onEy, TIGIEY,
money) filme, is5 probably the

least known, although one of the
most productive (ereativel,
beautifu]l, and influential of mod-
ern  film-makers—gave us a
strange piecs, part of the
festival, a political romance per-
formed a5 a shadow amd ight
play (and some o©oolor Prisms).

Een Dewey's piece wasn't a
shadow play, but it was shadowy
from  somewhere deep, orF far,
repealing, repealing, and over-
lapping themseélves, and there
ras light going on and off, and
when it was on, you could sce
four or five women standing on
tlhe white stage. all white like
milk, five women in milk and
in wedding gowns, Uke in a store
windew on & misiy morning, with
streets still emply, in Williams-
burgh, Brooklyn; and it was a
sad piece, The wolce sald, and
repeated in 1008 different ways
and shades the phraszes: 1"
“That's Bot wow,'' “It's me' (1
have greal respect for an artist
who is as nervels as he is"
zaid David Brooks, and he has
sindied more Frogd and psyveho-
logy than I.] And the movies
were running along the ceiling,
a most perfect use of the in-
side of the theater I have ever
seen—Dewey uwsed the celling
beams as screens, breaking the
image into four or five depth
levels. He also defracted light
through the carefully placed and
angled mirrors on the sides and
thee back of the theatre and they

iS5

caught, at ceriain  moments,
plimpsex of light and image
crealing almaost ecatatically

beautifil pure cryvatal light ex.
perfence that sounded like Mo
zart; I almost could write down
Lt moles,

But the thing I wanted to say
at this point i3 really this: Ken
Jacobs, by making his show into
a shadow play, pointed ouwt, in-
tentionally or not—and he has
been abways right—ihe direction
most of the ariists at thiz strange
festival have been going to, from
many difféerent directions and
through many different and com-
plicated side routes: the art of
the Shadow FPlay.

Permit my insane head a few
heresies: Isn't it possible that
CINEMA is really nothing new?
Isn't it possible that the art
which we thought was Our Art,

timme Lo report on the closing pr-
gram of the MNew Cinema Fesli-
val I at the 'Eil'l{"l'|'|;'|:1'h|;'\:n;'!|.;|'-_ buk
L should mention It now sipee it
waa one of the mnsg seeosaful
Programa of the festival. (If was
repealed list week.) Ench of the
Aarlisla Mdenburg, Rauschen-
berg, Whitman—came with benu
Lifully conceived and executed
Meces. Uldenburg's “Movichouse”
piece was performed in the seals
of the theatre, while the audience
flood in the aisles. A proup of
performers  sal the  seals
wilching a movie (light without
lilm, projecied from low angle,
Lhe heads of ".11:|r|i._=|1.:--q,-"
often campe an LEe s reeni s they

o place, rost-

in

the

moved frmmn wnee
loszd, &y peaple do,

smoking a 1o,
eRrrving

packates amed  bundles
and shopping bags: a man tricd
W dmg a bicvele acrosz the
Beals: a eolordul medley of pireple
feomm whlk=s of life, Tt
&l pure Oldenburg, and a
beciuati fal Olclenbrg
Movie Houze poem of

Varions
WlH

vEEY
! a

like
||“!'!:.!I:.=:'|'
are - poelic ¢xsences of very eon
erele dally ;
Lhie

; RO,
all Oldenburg happenings

el

franm

]
|

look al
familime poel’s
L TR
Perlect Clarily

Robert Rauschenbery presented

moticn-dance-objectas Pl
“Map Boom IT° with innges,
objects, comoositions, and svm-

L

bols reminding ws of his work in
but dilferent—I
thought 1t was more like secing

painling, AlRn

his very personml autobiography

put here on slage, everything
cxecuted with perfect precizion
anmd elarily  that contaloed =

eerlain  classical Da Viecklike
heauty,
Robert Whitman's show  conys

hined live action with the Blmed

| image. He plaved his performers

| and for surprize (the same

the 20th century art, isn't our
art at all? Isn't it possible that
the Shadow and Light artists of
Persia, of China, of India were
the real masters, the real magic-
ians of the art of Light, Motion,
Image? How littla we know
about it. Aren't we coming bck
to it, though, closer and closer
to it, as the least naturalistic, as
the most stylized, most controlied
art of telling the stories and

creating magie through light,

molicn, imagresT

When I watched the shows of
Ken Jacobks Gerd Stern, Don
Snyder, Stan Vanderbeek, Jack
smith, Emshwiller, Tambeltni,
or Joackie Cassen, I suddénly

gaw them as the new Shadowr
Flay magicians I felt that there
was practically mnothing that
couldn't be dome by A shadow
artist. Motion pieiure camers
can be eliminated fromm meost of
these shows with mew galns for
the creative imagination. I am
exagperating now, no doubt, for
making my point, but what I
gaw with my dazed head was
the rebirth of this forgpollen art
of the past the art of Shadow
Play that will become, during
these few coming years, the con-
troveraial challenger of onema
as we know it todsy, and a new
soiiree af inaphiration. Not that it
will push out the cinemz as we
know it today—but it will make
it look only one, and, perhapa
not the largesi, part of ke
motion, light, image art. The
ground is shaking and the cin-
ema we knew ja collapang, the
screen, the projector, the cam-
era and all. Soddenly, and wilh-
out any bang (I am the oaly
bang) the enlire so-calkied Linder-
ground, avant-garde cinema has
shifted in time and space and
has become part of the Classical

Cinema, for our own and chils
dren's enjoyment. The hew
avant-garde of elnema (light

play) has moved 10 years for-
ward, Inte new explorations,
and, if you'll permit me to con-
tradiet Marshall Mel.uhan, what
the arlizts are doing, their
dreams are 50 much farther ad-
vanced than the rest of the hy-
man acitivities that it will taks
at least another 10 years, may-
e to catch up with the artlst
and to create proper tools to en-
able him to puf those dreams
imbo ramlity.

DEC. 23,1965

Last eofumn I did not have

against the images. for humor

Lt
ormers appearcd the [film
and' on  staged, any oo
magician, he had a good bag of
tricks rendy; an artist, he
let the fricks fadl, =ort of. sumd
used their imperfections
formal quality, Still,
ghow, wvery often, eame close bo
being just a display of virtao
it waz more on the slick
than ofhier of his
hiave zeen—I miean, it ey
ambdiguons, more one-dimension-
al. Bul it was beautiful, never-
theless, and something
pletely  nmew  In
CRPEnenee, Cnly
himy im0 the elfecilve
and planned use of cigpemay I
surprises's sake. That iy giee Bo
mnin of bBath
perhaps, this surprise effecd—for
onee it iz gome, much is pone.
I eouldn't zay it aboul Rl
gehenberg's  show, though—and
]'\-iLI"I_'i{'I_:hI.l'!:'.' aboul one, amd the
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wien kness

most memorable single image
(o moment) of thig—-or any
ol her—lestival: his "nedn stick
walk across the =slapge which
amazingly and Ingereesy oom-
Bigsed o mal beairly, wisund

beauty, and richness of meaning.

Aa an image it can never ba
erased from one's memery. In
this walk, in this image, Rau-
created one of

gehenbers has

the richest wisual mefaphora I
have =een in all my movie-inen-
tre-gpoing experionee. What that
meiaphor exactly means, it could
mean many things, and a differ-
ent thing to each of us—but none
can remain unmoved by it

FEB.17, 1966

A few months ago, when writ-
ing on the Paychedellc Thealre,
[ stated, oy I thought, that what
some of the drg usera fake for
an expanded consciouSneds @S
only an ¢xpanded eye, an ip-
creased ability of seeing,

Eince then, I had other ooe-
cagions to think on this subject
One day, a Young asvani-parde
worman playweight, alter leosing

at some of Slan Brakhage's
movies, “walked out nattering

that “thesa films do not increase
man‘s consclousness: they are
only for the eyes.” It was a typ-
Ieal reaction of somecne used
o thinking and zeeing in kteral,
not visual, terms, of one who
confuzes cinema with Hterature.

“Tou mean,” T asked her,
that your vision, your eves, has
nothing to do with your conscions-
ness? Does  your conspiousness
exist separately from your eye?
And what about music? Is mcsic
only for the ears? Is your con-
sclousness connecled with yrur
tars?" What is really congeious-
ness, lhat big word? Every one
of our IMENY SeNsEE 15 4 window
o the world and to curselves
The eve, liberated from the in-
hibitions of seeing, plves us &
new understanding of the world.
This liberation of the eve can
be done by drugs, or by an cdu-
cation through the mind—this 1s
really Gerald Oster's subject.
Much research |s being  done
these days in this neplected prea.

The other day William Wehr
screencd his new film “Brath-
el Bomething bothered me
about this film. 1t seemed to b
50 rich in texlures, in ecalors,
that at some point 1 had to walk

out. Then I came back agaln
and T looked at some more. I

toid this to Bill Véhy, ""For over
g year now I have been studying
the arls of India,” he said. "1

mion, spiritually, with what 1
grant to do, I conceive, or I make
my fllms like tapestrics. They
could be watched like orienial
tapestries. My film is an orna-
| ment in time, a film tapestry
: woven with bodies, clést-ups of
materials, drapes, costumes, anmd
bloiches of color, joined together

| bv the continuous movement of |

the camera, I never stay oo
| long on one delail or one [ace.
| This face, this figure, nover be-
'mmr:: a characler, a persin—

the camera keeps floaling in and
| out, it poes up the shoe, up the
| leg, up the hand, across the eyes,
| and on ihe bracelet—thiz tapes-
| try has really no end and no be-
ginning, it could go %o for ever

B
| and ewver. Tan't it legitimale in
| art 1o o something lke this?*
| “1t iz perfoctly legilimate,"" adl-

mitted I. God hasn't wrltten with
| fire on the shy that einema (or
any art) is only this or that. drly
the history of cinema 18 finite,
pot ihe fulure,

How do we lodk st & piece of
tapesiry T-=1 reasoned further. Do
we look forr more of the same,
aor do we rest our eyes turning
from one Kind of design or color
to another? There iz a rhythm, a
spacing, that we do with our own
eyes (plus, mature has provided
us with blinking). Mow, this filin
iz in front of our eyes all the
I;i]:l_ng_ Erakhage told his audience
while introducing “The Art of
Vision™ (which runs over four
| hours) that they are welcome Lo
| walk out at some intervals if they
feel like deing so—he has done
e himself—and then come back
and walch more. It could even
ba projected (as he has done) in
gric's own home, in the evening,
as you do some other things at
the same time. Like looking at
a plece of tapesiry, then looking
at somebody in the room, or af
the window, then looking aeain
at the tapesiry. an wa appre-
cliate cinema that way?T IL secms
possible.

{  We are only beginning to find
| out these things. These are all
new aspects to cinema. It is per-
fectly legilimate, 2% an aesthelic
experience  (or, simply, as an
experience) and as cinema, o
have screeninga in open rooms
fn which you wander in and out,
| where movies, Bill Vehr's, or
Andy Warhol's, or almost sny-
body's, are being projected con-
tinuously. We can O MCASHRe
| or judge, evaluate all cinemullc
tha eatab-

ereaffons according Lo
lichpgd thaatvical o
viewing conditions and traditions

When TSCO had thelr show,
not very long ago, of the Cine-
matheque, they stressed their
anonymity. “In a world of simul-
taneous operations, you do not
have to be first to be on top’
said the program nolé, This s
ancther new iden that §s floating

picture

arcund lately. It is no great suar-
prise today Lo see o coliege iiler-
ery magazine with no names of
he authors printed next to the
wems. Andy Warhol deesn™t sign
or fitle hiz movies- The idea that
there is no art, that everytling
that all art @

hourgeonis {says Fluxus), Iz he-

o

i e

i eratt, and
coming wider and wider with Lhe
of psychedelic druigs
and with the dissemination of
Oriental philogophies. What we
do exlsted before wiz  hawve
seen it in ouar deeams or in other
fdentities can be ex-
changed: nothing new iz created
or added to what already exikts;
evervthing s an Hlusion; there
is no beginning ard no emd, no
top and no botiom.

However, even i the waood
Vgt iz replaced with the word
oraft,”™ we end at the same
place: the best craftsman is the
most  honored man, the most
sought out man—whether he
makes a painting, or an every-
day utensil, & vase, a Brillo box,
or a chair. And {hen, cvery g:eal

wrenadlno
sproading

e

Vive i
T

his awareness of how he does
itz he just does it

The good thing about this is
that. onee the name of the artist
iy dropped. once the works of
art begin to float frecly as pleces
! af eraft not attached to any name,
| we'll be forced, gradually, to ac-
quire a truer, & better knowledge
of what a pood eraft (art) is:
we'll  have all the
choices ourselves, there will be
no name mystigue or prestige
attached to the artifact to help
us. In other words: no more
anobbery. The general level of
taste, the appreciation of the
should, therefors, in-

s make

heantiful,
oréase.

MAY 26, 1966

Suddenly, the intermedia shows
are all over the town. At the
Dom (Jackle Cassen and U3CO);
at the Cheetah; at the Martinique
Theatre (Robert Whitman); at
the Riverside Museum (USCO);
at the Cinematheque (Eosugl).
Etc, etc. There were Aartisia
working with sound-light-multiple
projechions for a good 10 years
(USCO gave its first perform-

found there something in com- |

craftsman at & certain point loses |

arces In 8. P, In 1059)—but they
remained in experimontal, semi-

| private stages until the Expand-

ad Cinema survey at the Cine-
matheque last aulumn, When I
first planned the survey, the idea
wis bo pull out these artists,
whose work I had followed priv-

ately for wears, info the light of |
Al hold, |
I felt that without such pn exs |

day, and aee how they

posure they were beginning o
lose the perspective of what they
wiere doing. Thus the Pandora®s
box was opened.

The Plastic Inevitables {(Velvet
Underground; Warhel and Com-
pany) performances at the Dom
during the monthh of April pro-
vided the most wviclent, loudest,
most dynamic exploration plat-
form for this new art, The
asbrength of Plastic Insvitables,
and where they differ from =zl
the other intermedia shows and
groups, 18 that they are dominat.

ated by the BEpo. Warhol, ¢his
equdvocal, passive crystal, has
atttacted toward himself the

maost egocentric personalities and
artista. The auditorium, svery
agpect of lt——aingers, light throw-
ers, stiobe operators, danctrs—
at all fimes are screaming with
an &lmost acreseching, picrcing
rersonality pain. I say po it
could also be called deapuration.
Im any caze, it 1 the last
gtand of the Epo, belore it
cilher breaks down of goes to
the other =side. Althoogh thers
are more Intermedia  shows
than that of the Flastic Inevit-
ables, [heirs remalna the most
dramatic expression of the oo
temporary generation—the placa
where its needs and desperations
are most draomatically aplit open.
At the other, almoat
enid, is the THC0 show [al
Riverside Musewm)—the
that sums up everything that
USCO has done till now, and ond
of the ghows that I ask .21 not
L miiss, Toe Riverside MSeum
oW (a8 was the TTS0C0 show al
the Clnematheque and is the cur-
rent Long Ishand show) 15
starch for relipious, mystical ex-
perience, Whereas in the case of
Plastics Inevitables the desire
for the mystical expericnse is
unconscions, the US00 §s kT80
aftur it in & more conscions aay.
They have arrived Somowhers,
and galned a certain peace, cer-
1atn Ir'|$':|::'h1..=,'I and mow thay are
beginning to medilate.
Nevertheless, often I get the
that &the mystical,
meditative mood of many of ny
fricnds that I meet In paychedelic
gircles iz really not the bLegin-
ning of the new age or new o0E-
mic econsclousneas, but the sun-
A2t peace of the Age of the Yish,

s -
LR

L e
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IMnression

of the Christlan erpn=—the sunmsot
meditation. At the Plasiic In-
ovitables, however, the dance

flocr and the siage are charged
with the electricity of o dramatic
Lreak fust before the dawn.
There iz o ¢ry of an empliness,
or in an emptiness, with ugly
siuff cozing out—just belfore the
dawn, If at the USCO show I feel
surrounded by the tradition, by
the past, by the remnants of the
oriental religions—at the Plastic
Inevitables it is all Here and
MNow and the Future.

The Dom, after the Plastic In-
pvitables left for Califorpia, was
taken over by women. Alhouph
USCH has a hand in it, it 13
practically run by Jackies Cassen
and her team. The show
gomewheras between USCO and
the Inevitables, Thers I8 Lhe 2o
and @& touch of pérvérsion com-
ing from the performers; and
thera iz the mystical tendency
on the dance floor and In the
visualg—the kind of color
abstraction and pattern play that
by now has come to be known
23 "paychedelic.'’ Although much
frantic movement and eclor and
light play ia golng on, the show
is peaceful, ormamental, and Tem-
inine, most of the time.

The Chestah provides the moat
curlona uae of the intermedia,
Wheregs the Dom and UBCO
ghows are reatrieted (or hecame
restricted) to the In-circle, Chee-
tah was designed for the medsses.
An attempt was made to gpo over
the personal, over fthe cgo, to
reach the impersonal, abatract
universal, The smoky color pat-
terns, the hugeness of the place,
the shiny aluminom  reflector
ghects oreate an impersonal, me-
tallic feeling—as opposed to the
sexuality and emotionalism of the
Inevitables or the mysticism of
the USCO shows. One could say
that the feeling at the Cheetah
iz one of being OUT—beyond
both, U300 and Warhol—Iin those
regions where both, the mystic
precccupations and the epo are
abandoned, where you disappear
and hecome A ZEPO; Do mMore
empty body moving to and fro
to the rhythms of the amazing
Chambers Brothera in the grey
twilight of the dance floor.

Very often while watching
thean shows, I fask myself: What
are all these lights doing? What
is the real! meaning of the
strobes? Where is all this com-
ing from or going to? Do any of
the artists know the meanwing and
effect and power (both hesling
and damaging} of colors and
lights? I have noticed, very oft-
en, how suddenly, during certain

falls |

surges of colors and lights I be-
come electrificd, my nerves be-
come fumpy as I somewhers
deep inslde T were pleresd with
8 knife; or, at other times, sud-
denly the peace aurrcunds and
takcs over me. The
the mnew sounds,

but

same with

Tes, that's what thiz iz

all phout—partially: We are over |
privats |

the fiest, experimental,
shfgre, Mow we are thrown Into
the open, to find out what this
is all about, what it's doing to
e, Man will
tha light iz all abouk;

EEr
HER

ent iz all about, The Pandora's'
box o1 light and color and motion
hes  boen opened  because the
time was ready for 1t. Thero
ara moments, at the Dom, and at
the Hiverside Muscum, when I
fe0]l I am witnessing the begin-
tgs of mew religlons, that I

] s

fird mysell In religious, myslical |

cnvironments where the cores
monials  and music and  body
movements and the symbolism

of lights and colors are belng
discovered and explored, The
very people who come to these
Zhows have all somathing of a
religions  bond among them,
Bomething iz happening and iz
happening fast—and it nag some-
thing to da with light, it has
everything to do with lght—and
everybody feels §t and Is in wait-
ing—often, desperately,

JUNE 16, 1966

A fovwr woeRs aoa, I 28
guestion: What i the strobe Hght
all about? The strobe has been on
miy mid for some lime now, as

raised

It has been on the minds of many

opposite |

other people T Koow. Last week, | :
E stralhes

while talking wilh Steve Durkee,
who resoneE b
of thae USCO
thoughts came on e subject

JOiE: We I-;:*n:-'zq.
gqueation, “Whal's the sirobgs abl
apoul?'" becnuse, in a sense, the
strobe dramatizes the intermedia,
the light shows. One could even

iq for  much

ghow, & few new

asking  this

gelf,

Durkee: Bbtrabo ls the digtal | .
e oo i e i | 1= & fear of losing the ald hag

I‘.'iE:l. In other words, what the

| strobe s basically daing, it's turn-

| ether,

ing on and off, completely on and
compleiely  off, can't

with the incandescont

Yo do it
light, you
can do it only with gas, It EOQRR O
and off, on and aoff. It creales o
laoks

like the flicks. IU's real, no gquoss

discontinuance =0 Lhat it

Lion bl its reality: bul so far

a5 whal's doing—wa know  little
aboal i,
Jonas: SBince there is nothing

but the white lHght in it, it 0=

RENLG=x moane poople Teol whbout

Il—Lhe penint of death, o |";|:-!||i|1:_r.
NeEAR,
Durkes : Denth? Yeah, We live

in the world of muagicians, really.
What humana have learned Lo do
i5 Lo lap inta (he fiflh element, or
into this fantastic energy
aouree, and they draw from 11 for
fleeir own use =thal's whal we see
manifested in cloelricity. T don't
ik aboul il cither as negative
ar '|;|m-:i|i'.'-:-- just an energy that is
all around
and they torn o lob of people off,
A 1ot of ]u‘-npll'- think about it
about DMT: vary  metaliie,
hashly synthetie iype of thing.

We uxe strobes,

L5,

AN

il

find oul soon what |
what the |
color is all about; what the move- |

the sound, voi Fose the sense of
sound . ..

Durkese: | | | or who yoo mid
all AeE
ments of yoursell, TUs really like
bding in a movie,

T you arve frao-

Joag: You bécome a purrliche,
A grain of the movie, Maybe
Lientl's what it is. We mre cutl by
strobe light into single Hmmes,

L eight frames s or whatever
Lhe slrohe frequency is,
(] |

Dnrkee: o N
| -:-:l!'!'"i."lF‘," real . . .

L
Povies b
Jonas: Maybe only now some
clarity is beginning to emerge
about what cinemza iz all about.
O, '|Jl:".'|l-:|.]:l.m the matters are be.
ing confused completely, For 80
years mow all we hear and see [=
cimema cinema 'i.'jl]!'l'l'l.:'l.. BLEE Wi
know nething about why it came
from what  deep
! human oF cogmie necessity, aml
why al eied of Lhae

Pisecan Age. Whal's the meaning

Inbe exiglenod,

I CARINE Llam
ol e Bscomeng qlngle framea?
Diirken: 11 hard Lo umcler

stated the meaving bul it certnin-

=

Iy seems Lo he what's happening,

Jonaz: Bpiriteality? Dis=alving
all the points of hard resistance,
poth of matter amd mind?® So AT
evety Peality hat iz bera lke o
rock being  nlomized? Yol
Kivow, startesd with a simple
gereen and one-long-lake imoages;
tiren
NS,

|=
Wi
e

SUMITET AU ssEin g

::'t'|:|'=|- Allperimposilioms:

| then twao, three, cight scroons:

single fromes;  superimpnsitions
were further atomized, spiritual-
ized by =ilk serecns and colored
veilz and soundtracks, Now we've
left the sereon, the film, and we
come  down Lo oursebves,  with
we ol ourzelves into
single frames, like some symbalic
or magic gesture ar ritual. Is this
i to remch other
sions. 10 go bevond our akins?® Or
just the opposite?

Durkee: &1, same people are

desire el

But then, aguin, it iz perhaps enly |

a question of acclimatizaiion.
Fifty years fioim now, evarybody
may be living with strobe Heghts,
These hings are haed oo tell. Bul
that death thing iz certainly part
of it, The On and O, Actually,
almost all eleciric lights go on
and off 40 imes a second amrway,
that’'s how they operate, the -
cle alternation. But the incandes-
cenee [tzelf—the filament in che
hulk holds the light 5o that you
don't gel that harsh on and off.
What o yvou think about sirobes?

Jonas: T any gtill thinking about
it.

Darkee: Do Yo ke Lhem?

Jonas: They don't bother me, L
have mict a number of people who
have, they say, gaed much from
varicus aspects of the intermedia
shows, But the strobe always
bothers Uliem. Some of them Teel
that there i3 something almost
axvil about it. But how could the
Light be evil? But thon, when we
talk abaut light we wually think
about the sun, and there s
warmth in the sun. The strobe |s
cold. But it's alwayas there., to
whatever intermedin show Yol go
—it's alwnays there, in ona form
or another. Sometimes for chyth-
mical reasons, sometimes (o cre-
ate the iHosion of motion., Maybe
it 5 somelhing that joina cinema
and whatever elie it is.

Durkes: The best wie 1 have
secn of strobes was at the Lrips
Festival (af the Dom) where they
had them hung up on wires, and
something that looked like shower
curtains, and people would go in-
side and dance, under the strobes,
and you could see the incrodible
geenes of these peopbe, Inside.
And I began thinking about them
a5 showers, electrical showers.
You go ihside this thing and you
go through the whaole thing and
you come ouk,

Jonas: On the dance floor, un-
der the strobéds, wery often you
foge the sense of the musical rhy-
thm, you pick up the strobe rhy-
thm, inslead— you can't sven hear

really turned off by strobes.
Jonas: it's very possible
that those are the foaprs of some-
thing incoming. We are going in-
0 A mare spirilual age and 1herd

Jul

with all

a
il

the junk that's in it-—
fear of death of the old, 2o

it's evil, they sav—ithal's how big
the fear is. But light shoupbdnt
eriate fear Of you're open 1o

light. It creales fear only if one
1 it. To me evil is, in
art or life, only what keeps us
rodating in one place like a record
gets stuck In the same
groove. But the intermedia shows,
the strobe o 18, In any case,
I don’t see how it could zet any
napect uE Back, avam i it's
Just one day back. T ses our
understanding and knowledge of it
only opening, like the wvopy fnod
intRing about it, and

holds agains

that

of

Lhatl W are

thinking about it, ard reacling 1o
it—and mot ounly you or me but
everyhody. That
poing to find it out, that's all. It
helpa to see ourselves in a new
way. Again, like Andy Warhols
movie “Eat,”" wheora Yol See W
man eating & mushroom for
Now we are bapFinning
to see ourselvez in a different
ner ,~:'|'u,'-|::i-.'r, 01 i T !’hﬂt‘:’:pl:'-l‘l'i".'l.'“
ak perhaps—in the simul-
taneity of distances—like looking
al ourselves from oulside and mn-
aide at the same thme, out of
our own body—learning again
everyihing from the beginning.
Or something that. In any
case, It's exciling. Like gong Lo
the [irst grade,

JUNE 23,1966

Last Thursday I was walching
the PBeverly Schmidt ‘Moon-
Dial'" piece at the Bridge Thea-
fre.

It was often a breathtakingly
beautiful performance. But that's
not what I really wanted to wiite
about, this time. I's something
elze, In the middle of the per-
formance, during one of its most
culminaling passages, I turned,
for o moment, arsund and looked
where the slides and the projec-
tora were sel behind the -
ence's backs. And I saw fhia
sinnzing, almest phantastic thing
happening: I saw both Tambel-
linizx immersed in = decp dance
trance of their own, moving, with
hand-held projectors and salides,
shaking, and lrembling, no more
conscious of themselves. And
when I looked at their faces, they
wiere  poing throogh similardy
phantastic changes and it seem-
&d that the thingz on stage were
directly, physically connected
with their fingertips, their
face moverments, with their wery
ilestr — and it went deeper,
through their flesh to their sonls:
every light change, every light
toembling, every molion  that
took place on sStage was pre
dipced directly, by their very bo-

means We are

ta

like

dies, by thiz phantastic aclo-
reaction.

And T remembered hot, st
last weekend at the Philadelphia
College of Art, 5ol Mednick was
saying that he felt thal one ot
the thingas that cinema will pro-
bably never hawve iz that tactile
feeling, that enscgy that sparks
when & painter or a sculptor
presses his brush or knife agaimst
his marerials—the tactile interme-
tion which produces a vory direct
relationship and enables him to




