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PREFACE

One of the reasons is that a lot of
these texts aren’t available. Pub-
lishers rarely publish plays any-
more unless the play gets a
Pulitzer Prize, or the Drama Crit-
ics Circle Award, or maybe a
Tony. So that you have a situation
where the only contemporary
drama being published is Shan-
ge's and David Mamet's work.
There hasn’'t been one recent
anthology of contemporary plays.
—Bonnie Marranca,

in @ symposium (1979).

| first conceived of this anthology in 1973, as a companion to
Breakthrough Fictioneers (Something Else, 1973, RK Editions, 1978),
which had just appeared; and Essaying Essays (Out of London, 1975),
which | had just delivered to its publisher; and | offered Scenarios to
various publishers, both large and small, for several years thereafter.
None were interested in commissioning it. The project resided in my
cabinet as a dormant file that | would occasionally revive for flickers of
interest. To the rescue came grants from the National Endowment for
the Arts and then the New York State Council on the Arts, supporting
the preparation and printing of a paperback edition and incidentally
doing what they should do—supporting the creation and dissemina-
tion of art that commerce has failed.

My editorial assumption is that innovations in theatrical art in part
depend upon scripting so radically alternative it insures that a
performance cannot be realized in conventional ways. If the standard
theatrical script has dialogue interspersed with stage instructions and
the standard work of music has notes and durational instructions
written on staves in horizontal lines, an alternative script, by
definition, offers other kinds of text, to induce radically different kinds
of performance. (The converse assumption, which is clearly true, is
that conventional texts are conducive to conventional performance.)
Thus, this book contains few scripts with dialogue and even fewer with
specific musical instruments or notes. Instead, there is not just one
kind of alternative but several possibilities, such as general
instructions for performance activities or a sequence of drawings
(with and without words) or a collection of verbal lines to be spoken as
the performer wishes, among other hypotheses. It is my polemical
purpose to suggest that all these possibilities belong to a single
category, which | call Scenarios.



A secondary requirement was that all these extra texts could be
performed by someone other than the author; they are not self-
scenarios, although some can be profitably performed by oneself, to an
audience of one(self). It follows that there are no scripts here for media
other than live performance—no radio plays or film treatments—and
no scripts for static theatrical conceptions, such as kinetic environ-
ments which, by definition, lack two essential characteristics of a live
performance—an intrinsic beginning and a definite end. A final
stipulation, violated only once, was that the book would contain
complete texts and, thus, no excerpts. Nonetheless, it is expected that
anyone performing any of these scripts publicly (and, especially,
commercially) will obtain performance rights from the authors or
publishers at addresses listed in the acknowledgments to this book.

Behind Scenarios stands my essay on then-recent theater in The
New American Arts (1965; reprinted, 1967), my book-length
introduction to “happenings, kinetic environments and other mixed-
means performance,”” The Theatre of Mixed Means (1968; reprinted,
1981); my chapter on “Mixed-Means Events” in Metamorphosis inthe
Arts (1980); and my anthology of a certain strain of verbal-aural
performance, Text-Sound Texts (1980). For editorial advice | am
indebted to Loris Essary, Bonnie Marranca and Aviva Ebstein, as well
as several contributors who exploited my invitation to recommend
other scripts previously unknown to me. As in earlier anthologies of
mine, | have emphasized contemporary North American work,
occasionally going back or across the oceans when an example was
too strong and too unknown to neglect. Many possible selections were
not included because they were too long or too expensive, or because
the size of the book was finite as the grants subsidizing it. Perhaps if
this volume does well, there will be successors.

Earlier anthologies of mine were sometimes criticized as “extreme”’
—so0 extreme that they would never be surpassed, etc.; it would please
me to find that readers and reviewers had a similar opinion of
Scenarios.

Richard Kostelanetz
New York NY
14 May, 1980
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The absence of dialogue leads to the predominance
of the stage picture in the Theatre of Images. This
voids all considerations of theater as it is conven-
tionally understood in terms of plot, character,
setting, language and movement. Actors do not
create ‘‘roles.” They function instead as media
through which the playwright expresses his ideas;
they serve as icons and images. Text is merely a

pretext.—Bonnie Marranca, 7The Theatre of Images
{(1977).

The parts are conceived as schemata for wish
fulfillment, as opportunities for will, imagination,
voice and costuming: fantastic creatures, colorful,
sparkling, flaming. When not romantic or glamorous,
they can still be played as extreme, with a touch of the
adventurous or heroic: or can be so played for there
is no unity to disrupt and it is up to the star to prove
himself the stronger personality.—Stefan Brecht,
Queer Theatre (1978).

With few exceptions, the classic theater of the
Continent is primarily literary: the stage of a play
does not normally influence its text. The American
play, on the other hand, usually is not printed until it
has been successfully produced.—Horst Frenz,
American Playwrights on Drama (1965).

When the liberal press praised a Mime Troupe
performance, Ronny wanted to know where they had
gone wrong. It was not a matter of churlishness, but
an understanding that there was a power structure
and if it is not threatened by your theater, then your
theater is shit.—Robert Sheer, introduction to R. G.
Davis, The San Francisco Mime Troupe (1975).






INTRODUCTION

His father’s theater—the
Victorian theater of Booth and
Irving—was an actor’s theater.
The modern theatre would be a
playwright’s theatre, and Eu-
gene O’Neill was one of the
principal playwrights who
made it so.—Eric Bentley,
“Eugene O’Neill” (1960).

A scriptis the playwright’'s road map for the performers, telling
them how to proceed. If the playwright provides his or her
instructions in a familiar form, the performers are likely to drive
straight to his or her destination without a pause. If, however,
the map omits some instructions or has unconventional
notations, or it marks a path forbidden to cars, or the route is full
of one-way streets that proceed in the contrary directions, then
the map will induce the travelers to take routes they had not
experienced before, perhaps making perceptions they would
have otherwise missed. Alternative scenarios serve a similar
function in the lives of performing artists.

In contrast to conventional performance scripts, some of the
following texts have no specific dialogue; others say nothing
about setting or lighting or staging. Some require an audience
no larger than oneself, while others are designed for spaces
unaccustomed to live performance. Some use special lan-
guage, or familiar language in special ways (say, in combination
with other languages). Some provide more printed instructions
than usual, while others provide much less. Some are
remarkably dense, while others are noticeably sparse. Some are
audaciously specific, while others are incredibly general, and yet
others are specific where playwrights have traditionally been
general and/or general where playwrights have traditionally
been specific. All of them represent a departure from, in Bonnie
Marranca’s phrase, "“a theatrical structure founded on dia-
logue,” which is to say that, as alternative texts, these scenarios
are conducive to alternative performance. 17



One reason why many of these texts eschew the traditional
rules is that they were written by people who never took a course
or “workshop’’ in playwrighting. Indeed, some of these authors
are better known for their work in sculpture, in painting, in
music, in poetry and even in criticism. As Thomas Kuhn
suggests in The Structure of Scientific Revolutions (1962),
disruptive and revolutionary paradigms inevitably enter a
““science’’ from somewhere else. What influence these alterna-
tive scenarios will have upon the general practice of theatrical
scripting remains to be measured.

The recent revolution in essentially musical notation was
based upon a twofold sense of both the limitations and the
restrictiveness of traditional notation; and there is no question
that alternative musical notation has since produced kinds of
musical performances that would have been impossible with
traditional staves and bar lines. | chose the epithet ““scenarios”
partly to acknowledge contemporary usage of that word for
sophisticated visions of possible, but ultimately unknown
futures. Scenarios contains scenarios for live performance.

Precursors of this kind of theatrical writing include Samuel
Beckett, Ring Lardner, Gertrude Stein, Wassily Kandinsky's
“The Yellow Sound” in The Blaue Reiter Almanac (1912), the
Italians that Michael Kirby published in Futurist Performance
(1971), some of the Poles that Daniel Gerould collected in
Twentieth-Century Polish Avant-Garde Drama (1977), and
some of the contributors to Michael Benedikt and George
Wellwarth’s anthology, Modern French Theatre. The Avant-
Garde, Dada and Surrealism (1964). Among the recent
anthologies including comparable work are Michael Kirby's
Happenings (1965), Allan Kaprow's Assemblage Environments
& Happenings (1966), John Cage and Alison Knowles’ Notations
(1968), John Weisman’'s Guerilla Theater (1973), James
Schevill's Breakout (1973), Hans Sohm’s Happenings & Fluxus
(1970), Arthur Sainer’'s The Radical Theatre Notebook (1975),
and Bonnie Marranca’s The Theater of Images (1977). Contem-
porary one-author collections of such scripts include Merce
Cunningham’s Changes (1969), The Living Theater's Paradise
Now (1971), Claes Oldenburg’'s Raw Notes (1973), Yvonne
Rainer’'s Work 1961-73 (1974), Richard Foreman's Plays and
Manifestos (1976), R. Murray Schafer’s Patria / & I/ (1978), and
Lee Breuer’'s Animations (1979). Four histories of the kinds of



radical theatre resulting from such scripts are Richard Kostela-
netz's The Theatre of Mixed Means (1967), Udo Kultermann’s
Art-Events and Happenings (1971), Roselee Goldberg's Perfor-
mance (1979), and Carl E. Loeffler's Performance Anthology:
Source Book for a Decade of California Art (1980).

Some years ago the drama mogul Robert Brustein predicted
that American theater could be rescued only by new play-
wrights. At the time | disagreed with him, thinking that
American theater had traditionally differed from European
precisely in its emphasis upon performance, rather than literary
text. Indeed, most of our greatest theatrical works, from the
nineteenth century to the present, were the creation of
performers, working without (or sometimes in spite of) another
person’s script. (I was thinking then of minstrel shows,
vaudeville, Hellzapoppin, Orson Welles’ Mercury Theater,
Merce Cunningham-John Cage collaborations and the theater
of mixed means.) With this book | take a position that echoes
Brustein’s, though with scripts that are, | suspect, radically
different in quality and mechanics from those he had in mind.
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Compositions for N.Y.C.fluxus.
2. Zen for the street. Adult in lotus posture & eyes half shut
positions himself in a child carriage (perambulator), and is
pushed by another adult or many children through shopping
center or calm street.

3. "Dragging Suite". Dragg by a string along streets, stairs,
floors: large or small dolls, naked or clothed dolls, destroy-
ed, broken, bloody or new dolls, man or woman.

5. Composition for poor man 1961: Summon a taxi, position
yourself inside,request alongride, OBSERVE THE METER.

Trowbridge collaboration: Banking Piece,
Two performers . one performer sends a bankers check
for ten marks to the other performer. upon receipt of same,the
receiver returns the money in the same manner but changes
the currency from marks to dollars. then the first performer
again sends the remainder of the money back to the second
performer but changes the currency from dollars to francs.
this continues, the currency being changed each time into as
many different currencies as possible, until all the money is
consumed by the banks. receipts of banking transactions and
fees should be saved and exposed at an appropriate time.

NAM JUNE PAIK -






NASOPLOSIVE CHANT
for 2 or more chanters

PERFORMANCE INSTRUCTIONS

%

Begin by setting up a steady, rhythmic pulse of about 2 or 3
beats a second; when all performers feel this pulse
securely, go on to part |.

Begin part | by all saying the indicated sound ("NOOB")
in unison, in a monotone, in the rhythm you have set up,
one syllable per beat. Keep up a relatively continuous
stream of sound, as in a chant.

After a time (you be the judge of how long, or appoint
a member of the performing group to decide), begin
to leave short silences at random intervals (like commas),
still keeping the beat, but no longer in unison. Gradually
become more expressive in your pronunciation.

On a signal from an appointed member of the group, go
on to the next section.

Begin part Il in unison, as part | was performed, but
make both syllables (NOOBA) fit into the time of the

previous one. Follow steps 3 and 4. Change which
which syllable you accent at will.

Follow the same procedures for parts lll, IV, and V, making
each syllable the same length as the syllables in

part Il (in other words, keep the beat set up while
adding a greater variety of syllable combinations).

. Part VI is self explanatory. The piece ends when the

performers and/or audience have had enough.

NOOB NOOB NOOB NOOB NOOB NOOB NOOB NOOB NOOB
NOOB NOOB . . .

NOOBA NOOBA NOOBA NOOBA NOOBA NOOBA NOOBA
NOOBA NOOBA . . .

JIM THEOBALD
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NOOBANEE NOOBANEE NOOBANEE NOOBANEE NOOBANEE
NOOBANEE . . .

v

NOOBANEEBO NOOBANEEBO NOOBANEEBO NOOBANEEBO
NOOBANEEBO . . .

Vv

NOOBANEEBONABEE NOOBANEEBONABEE NOOBANEEBO-
NABEE . . .

Vi

EACH PERFORMER SWITCHES AT RANDOM BETWEEN PARTS |
THROUGH V, ALWAYS KEEPING THE BEAT. PIECE ENDS ABRUPTLY
ON A PREARRANGED SIGNAL



REALTHEATER PIECE TWO

Setting

An open area outdoors, preferably the courtyard of a church
or other religious structure. The audience sits on all four sides
on long wooden benches. In the center is a deep hole (high
enough for a man to stand in) covered with a wide wooden
grating; near it a small table with various implements: scissors,
knives, cleaver, ribbons, paper flowers, etc. To further prepare
the setting, cut down a number of good-sized trees & plant them
firmly in the performance area; to these are brought domesti-
cated animals, such as goats & sheep, which are hung alive
from the branches. The trees may also be decorated with birds
& ribbons, & with ornaments of gold & silver.

Action One
The audience receives long, richly colored gowns, distributed
by male attendants wearing short white gowns & otherwise un-
adorned. The members of the audience remove their street
clothes & put on the long gowns.

Action Two
The attendants set fire to the trees.

Action Three
When the trees have started burning, a group of five men enters.
They wear white like the attendants but drawn tightly across
their chests & hanging down to their feet. They are bareheaded
(heads preferably shaven) except for one, The Leader, who
wears some kind of exotic headdress such as a turban or a

JEROME ROTHENBERG
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mitre. The Leader carries a baby’s rattle in his right hand, an
oldfashioned hurricane lamp in his left hand. The four others
carry (1) a metal cooking pot, (2) a miniature plastic Christ-
mas tree, (3) a large lady’s fan, & (4) the left hand of a store
mannikin. At a signal from The Leader, the attendants choose
a volunteer from the audience & lead him (or her) to the
center of the performance area. The five men place their im-
plements on the ground in front of the table, then use the
ribbons, paper flowers & scissors to adorn the volunteer. Once
he is adorned, The Leader helps him climb into the hole, over
which the attendants put the wooden grating back in place.
The Leader remains beside the hole, while the other four lead
the audience in singing a miscellany of songs, preferably church
hymns like Gladly the Cross I'd Bear.

Action Four

A bull, bound with heavy ropes & profusely adorned with (real)
flowers & gilded leaves, is brought into the performance area.
The attendants position the bull above the wooden grating. The
Leader picks up knives & cleaver from the table & begins gash-
ing the bull in a number of places so as to allow the blood
to flow onto the grating. The volunteer in the hole now turns
his face up to receive the blood. He must make sure that the
spurts of blood fall on his head, clothes & body. He must lean
backwards to soak his cheeks, his ears, his lips & his nostrils.
He must let the wet blood pour over his mouth & must open
his mouth eagerly to drink it. At any time he chooses, The
Leader cuts the bull’s throat & lets the full torrent of blood
cover the volunteer. Action Four ends when the bull stops
bleeding.



Action Five

Remove the dead bull, open the grating & lift out the volunteer,
who will come out drenched & dripping, covered with blood
from head to toe. Have him return to his place in the audience,
which the attendants & the five men lead in reciting the follow-
ing: BE OF GOOD CHEER, SEEING THAT THE GOD IS
SAVED: FOR WE TOO, AFTER OUR TOILS, SHALL FIND
SALVATION.

Action Six

Repeat the preceding events with other members of the audience
until all have been soaked in blood. If the trees & animals stop
burning, the theaterpiece is to be halted immediately & con-
tinued the next day. If there aren’t enough bulls available, rams
or goats may be substituted. A child, preferably male, may also
be substituted, but only where there is little danger of inter-
ference by the police.

27



3/
WED THE GREAT DISPLACEMENT,
DID NOT GO BY WITHOUT NOTICE. FOR
A CO-CREATOR WAITED IN THE SHADOWS
WITH IMPATIENCE. AND THIS £O-CREATOR,
mn ARM)IHAT THREW THE PAPER PLAN
SE INTERVEKTION AS A COUR
ss AND TOOK THE FOUR CITIES BY SUR
PRISE: LIININD ma d12L0¥3 045143

X?‘F‘m?j F N(%HT | BE%STATI

0

P> THIS wouu) BE CALL BAEIUI;I

AL DISPERSALE

HAD BEE‘i THE FCUR BORPER Cl'[""
S | a 1 { i ary
IES, WERE LEFT SCATTERED AND DAZ
Ep UPON THE LAND.

THE REARRANGEMENTY VAS TOTAL,

ATHE SLATE ygw CLEAN, A

3
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FROM THE CASE FOR THE BURIAL OF ANCESTORS 29



A/

IN THOSE DAYS,CONFUSION FILLED THE
RECORD OF THE KNOWN WORLD. THE PEOPL
STUMBLED THROUGH CLOUDS OF THEIR OWN
SPUN THOUGHTS,AND GATHERED TOGETHER
IN SMALL GROUPS, WITHOUT FORESIGHT. i
IN THESE GROUPS THEY TRIED TO PIECE |OGETHER
THE FRAGMENTS OF LOST TIME WHICH MIGHT ESTAR-
LISH THEIR COLLECTIVE PAST. FOR THE PIECES

AND THE PEOPLE WERE DISPERSED WITHN THE |

POOL. OF MEMORY.
THEY WERE ALL IN THE SOUP, SO TO SPEAK.

REGARDS,
e

I

OMN THOSE DAYS,WHEN THE LIGHT
WAS ESPECIALLY CLEAR,OR A SUDDEN
BREEZE APPEARED TO WAKEN [HEIR SUS-
PENDED THOUGHTS, THE WISEST AMONG:
THEM WOULD PERFORM ACTS OF DISPER- \
SAL THROUGH WHICH THEY MIGHT AGAIN KNOW
THE MATTER OF THEIR CONDITION. ‘
SOME SAY THAT A HANDFUL OF SAND,
TOSSED IN THE AIR , STARTED THEM ALL |
ROLLING-

THE ENTERTAINER

1L |

i s:x (

ON -SUCH DAYS , WHICH WERE FEW, DUR|
ING- SUCH REPEITHONS WHICH WERE
NUMEROUS, A RITUAL FORM WAS CON-
CEIVED ,PRACTICED AND PASSED ON.

IN THE FOURTH AGT THE ENTERTAIN-

ER,INA MASK, L REENACT ONE_ SUCH RITUAL
SEPARATION IN A MANNER CONSISTENT WITH TRA-
DITION : WITH MASKS , PROPS AND SLEIGHT OF HAND;
THROUGH SIGNS AND 'SYMBOLS ; WITH METAPHOR
SPEECH AND MODIFICATION REDUCED TO A MINIMUM.
THIS ACT TAKES PLACE WITHIN A FRAME  BORDERING

ACLEAN SLATE , CONCEIVED BY ANOTHER CO-CREA-
TOR : THE HAND THAT DREW THE PAPER PLANE.

ARDS

| |
It 1

IN COSMIC TERMS, THE FOURTH ACT
COULD BE DESCRIBED AS AN INTERAC-
TION BETWEEN TWO ELEMENTARY
PARTICIPANTS: THE NEGATIVELY INCLINED
ARM-THAT-THREW-THE-PAPER-PLANE

AND THE POSITIVELY INCLINED , HAND -THAT- DREW -
THE-PAPER-PLANE [_].

THE FORMER WOULD GENERATE DISPERSAL,
WHILE THE LATTER WOULD FRAME THE
RESULTS.

i

IIL.
|

FROM A POSITION ABOVE THE ACTION,
THE MACROCOSMIC VIEW, THE SIGNIFI-
CANT EXCHANGE IS ONE BETWEEN
ARM AND HAND. WHILE THE PARTS
THAT PASS FOR THE WORLD BENEATH
(AND BETWEEN) THEM ARE VIRTUALLY FLOTSAM
AND JETSAM .,

WHICH IS HOW IT MUST HAVE APPEARED TO THE
FIRST VICTIMS OF THE GREAT DISPERSAL , AS
THEY SAT GATHERED TOGETHER IN SMALL GROUPS
WITH THEIR HINDSIGHT AND FORESIGHT LOCKED
IN DISAGREEMENT.

V.

POSTED FROM LXILE.
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A RITUAL SEFARATION ,

- JJV HI¥NO0d 3Hd
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THE RITUALZ

1.THE PERRORMER ENTERS THE RITUAL FRAME.
AN INK-FILLED BEAKER ,A GLASS AND A HAND
GROUND.

2.THE PERFORMER PUTS ON THE MASK AND TAKES HOLD OF THE

l A FOLDED ,BLACK CLOTH, A MASK, A FAN,
OF SAND , ARE ALREADY IN PLACE ON THE

CLOTH. THE CLOTH (THE POOL)

1S UNFOLDED AND LAID UPON THE GROUND. THE FAN IS LIF

KEEPER) SITS BEFORE THH

e P RAMES ¢

JOINS THE WATER.

3.THE PERFORMER (NOw BEE
IN THE HEAT OF THE DAY.

4WHEN THE AFTERNOON LIG
SHE FACES THE POOL AND

S.IN THI5 way, THE wWiND

HE HANDFUL OF SAND Al

ITo-Die TRl LT

6.THE BEEKEEPER TAKES ]

AL

TED.

POOL. AND FANS HERSELF

P FRESH AIR TO HER PLACE,
HE WATER.

ND DEPOSITS IT IN THE POOL.

SHE USES THE FAN ASA TR

A A L — i  — pe g y > gy gy

{E SAND ACROSS THE

POOL WITH THE BACK AND FORTH MOTION OF A WAVE. THIS SPREADING

OF THE SAND CONTINUESF

7.As BREATH BECOMES HOTION ,THE POOL BECOM
MOTION OF THE FAN ; AN OCEAN OF TURBULENCE AND CAL
SHIFTING SANDS) AND A SURFRCE UNMOVED (WOVEN CL

THE COMPOSITE (DIRTY LINENJ. P 0 0‘.

B.WiTH NIGHTRALL . THE BEEHEEPER RETREVES HER FAN
IT ASIDE.

Q.Ti_-iE POOL. 15 THEN REFOLPED, IN HALF AND HALF AGAI

!HGHT.

=S A SEA THROUGH THE
M3 A SURFACE DISTURBED (
DTH) , BOTH CHANGED IN

FROM THE POOL., AND PUTS

N, AND LIKEWISE PUT ASIDE.

THE SAND IS POURED OFF IAND RESERVED NEARBY.

10. THE BEEKEEPER BRIN
POURS THE INK INTO THE

ARD TH

11.SHE DoES NOT DRINK Of
BEFORE HER.

R AND THE GLASS. SHE
FLOWS ONTO THE GROUND.

THE GROWING STAIN

12 . THE STAIN Is cOVERED ©
FORMER (ONCE BEEKEEPER)f
OVER HER ARM AND THE FA

13.THE RITUAL FRAME s i
THE EXCHANGE OF WIND A
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OF SAND. RISING ,THE PER-
OT, WITH THE CLOTH DRAPED

ND ERODES ,THROUGH



THE SEPARATIOHN [
AN ANALYSIS OF THE FORM

A. THE CLOTH BECOMES A SEA WRObGH THE MOTION OF THE SAND; A SUSPENSION OF BRINE
AND BREW (ROUGH ON SMOOTH) A PATTERN THAT YoU MIGHT CALL HERRINGRONE ,
IN EMULATION OF THE DARK AND LIGHT STRAINS.

B. THE WATERS ARE STILLED A% THE WIND (THE FAN) IS WITHDRAWN. FOR WITHOUT
BREATH , THE MIND LEAVES THE BODY BEH

C. THE POOL (THE CLOTH) DOES NOT (U?QY TS O\/\/\J WEIGHT. IT IS RELIAMNT ON
THE BEEKEEPER (ARM AND HAND) FOR SUF P(‘F\T AND MOBILITY.

D. THE MEMORY EESSNSEEEE OF SEPARATION (DEPARTURE AND WITHDRAWAL) I8 TO BE
FOUND N THE FOLDS OF THE CLOTH (THE_POOL) | /\/O\/EN CLOTH (MEMORY) TRAVELS
FASIL\/ BEARING LINES OF GIVING AND TAKING IN THE FOL

E. THE OVERFLOWING GLASS (OLD AGE) TURNS THE QUALITY TO SOUP (MJM\ FORMING
A WATER OF SEPARATION (THE STAIN) FOR. OTHERS TO CROSS (THE GROUNC

F. IMMERSION OF THE RESULTS (DIRTY LINEN) IN THE COMPOSITE (THE RITUAL) OFFERS
RENEWAL (CLEAN HANDS), AFTER CLOSE CON TACT WITH THE BEAKER AND THE INK (HISTORY
AND MORTAL uw WHEN THE PICTURE 1S PROPERLY FRAMED (SEPARATED) THROUGH AN
ANALYSIS OF THE FORM (THE FORM).

G. A HANDFUL OF SAND Ml (TIME) WIPES THE SLATE CLEAN.

E—
‘ | H. THIS 15A MODEL FOR SMALL
GROUPS GATHERED TOGE THER

| | \/\/ITHOUT FORESIGHT.

[ FOLLOW UNDER SEPARATE
(o e CO\VER .

e(&am>©>:{{&—)-;>>
1 (k)

(THE OTHER SIDE OF THE

|

SIXTH CARD POSTED FROM EXILE.)
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(1) AND THE RECORD WOULD SHOW THAT
LARGE GROUPS FORMED BEFORE WERE
LARGE GROUPS FORMED AGAIN.

(2) AND THE RITUAL WAS AMENDED
TO FRAME THE RESULTS.

(CURTAIN)
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HOW TO MAKE A DADAIST POEM

Take a newspaper.

Take a pair of scissors.

Choose an article from the newspaper which is as long as you
want your poem to be.

Cut out the article.

Cut out carefully the words that make up the article and drop
them into a bag.

Mix with care.

Take the clippings out one at a time.

Copy them down conscientiously

in the order they have come out of the bag.

The poem will resemble you.
And now you are a writer of infinite originality and of charming
sensitivity although this will be misunderstood by the vulgar.

--T ranslated by John Robert Colombo

TRISTAN TZARA



! THE FEAST !
for Ornette Coleman

! THE FEAST ! was first performed at the Batman Gallery in San
Francisco on December 22nd, 1960.

Directed by Michael McClure
Properties and effects by Taylor Buckner

Yeore — Kirby Doyle

NarGaTH — Richard Duerden
Retorr — Allen Russo
SHARACK — Morton Subotnick
VaLertH — Robert LaVigne
SHEREB — Robert Branaman
THANTAR — Ron Loewinsohn
Aynak — Tom Hicks

RAaYTaAR — David Meltzer

Onrake — Philip Whalen
Tuayrow — William Jahrmarkt
Boonpoo — Joanna McClure
DooBooN — Joan Jahrmarkt

Though this play is already dedicated, I dedicate it, in addition,
to the actors of its first performance as token to their genius and the
two performances they made on December 22, 1960 at the Batman
Gallery, San Francisco. The play was performed with white tissue
paper beards and Indian blankets.

MICHAEL MCCLURE
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The curtain opens and there are thirteen actors seated at a long table.
The actor in the center is tallest. His hands are beneath the table on his
lap. Each of the actors is bearded and with long hair. The actors at
each end of the table are women with beards. The actors second from
the end, at each end, are Negroes. All are dressed in robes of shining
cloth — cerulean blue, gold-orange, etc.

Upon the table are decanters — tall clear glass decanters of black
wine, two bowls heaped with red plums, and loaves of bread.

During the bestial speeches at the beginning the thirteen toy with,
or casually move, the food and wine before them — but never while
an individual is speaking does he touch the food. Nothing is eaten or
drunk during the opening.

In the opening each actor calls his name. First the actor in the center
— then the actor to his left, then the actor to his right — then the
second from his left — then second from his right, etc.

The bestial speeches are pronounced exactly as they are spelled and
with necessary length given to vowels and clusters of consonants, they
are spoken with deep thick voices. The lines spoken by the bearded
women are italicized for they will stand out with a different quality
of voice due to their sex.



YEORG:
YEORG! !

NARGATH:
NARGATH!

REeTORP:
RETORP!

SHARACK:
SHARACK!

VALETH:
VALETH!

SHEREB:
SHEREB!

THANTAR:
THANTAR!

AYNAK:
AYNAK!

RAYTAR:
RAYTAR!

OHTAKE:
OHTAKE!

THAYTOW:
THAYTOW!

Boonpoo:
BOONDOO!

DooBooN:
DOOBOON!
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YEORG:
This is our feast of love and Evil with red plums, bread,
and deep wine. The right hand shall bless
the left. Torturer and Executioner are as blessed
as the death of the victim. This is the feast
of love and Evil;
Pride and Hurt Pride, black and gold
under the brightness of color. Words
are only the idiocy of Music when the Mutes
speak! The Dumb rises to full voice and song.
Silent Brutes may speak
with the bulk that is body and spirit, and
show their teeth and paw. The fur and blood
of living are denied by (the) closed vision.

I AM YEORG.

NARGATH:
I am NARGATH!

RETORP:
I am RETORP!

SHARACK:
SHARACK!

VALETH:
VALETH!

SHEREB:
SHEREB!

THANTAR:
THANTAR!

AYNAK:
AYNAK!



RAYTAR:
RAYTAR!

OHTAKE:
OHTAKE!

THAYTOW:

THAYTOW!

Boonpoo:
BOONDOO!

DooBOON:
DOOBOON!

YEORG:

The light of Blessing is meaningless there’s no light
in the closed rose but a tiny black cherub
sleeps there and sings to the creatures
that walk in the cliffs of the Lily’s pollen
moving from shadow to light in the drips
of rain.

The seen is as black as the eye seeing it.
What is carved in air is blank as the finger
touching it.

All is the point touched and
THE RELEASE. Caress.
|

OHTAKE:
SHOO thow TOW!

THANTAR:
REEEGOW NI  THEEEEERT! GRQWW!

SHARACK:
NOWGOWR NOROT SHAKATATAR! SHOOO!
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AYNAK:
GOWER! NORTITHYATAP! NHT!

Boonpoo:
DOOOOOOOOBOOOOOON!

Doosoon:

DOOOOOOOBOOOOON!

(A wail.)

Boooooooondoooooo!  BOOOOOOOONDOOOOO!
(A wail in

OHTAKE:
THITARTARANTAK GEEEORR NORABSHY
GOOOOOOOOR! NEEEREMGT.

YEORG:
YEORG.

SHEREB:
DOOOOOOO000B! SHEEE ERATT AL

RETORP:
NYOR.

RAYTAR:
WHEET NYEEEE!

YEORG:

The light of Blessing is meaningless there’s no light
in the closed rose but a tiny black cherub
sleeps there and sings to the creatures
that walk in the cliffs of the Lily’s pollen
moving from shadow to light in the drips
of rain.

The seen is as black as the eye seeing it.
What is carved in air is blank as the finger

response.)



touching it.
All is the point touched and
THE RELEASE. Caress.
|

VALETH:
SHOOOOOOOOWEEEE

(YeORG places his hands upon the table and they are
the dark paws of a lion.)

YEORG:
The names are DESTROYED BY SOUND.
YEORG.

NARGATH:
NARGATH!

RETORP:
RETORP!

SHARACK:
SHARACK!

VALETH:
VALETH!

SHEREB:
SHEREB!

THANTAR:
THANTAR!

AYNAK:
AYNAK!
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RAYTAR:
RAYTAR!

OHTAKE:
OHTAKE!

THAYTOW:
THAYTOW!

Boonbpoo:
BOONDOO!

DooBooN:

DOOBOON!

AYNAK:
GOEROUTDOOOB NOWGATH SHIKETOOB SHAK-
ATATAR GOOOOO0O0O0OO0O0O0OOOO00O0O0OR ARAK
TRYEEEEEE

THAYTOW:
THAYTOW!

THANTAR:
Rantakthite KEEEREKK AHN

AYNAK:
BROOOB NI GOWER drr TAKSHEEE GROOOOR!

OHTAKE:
GEEEORR GOOOOOOOR
— 00000000000OO0ON!
Greeetak! MEEERENG. ..

DooBoon:
OOODONUBE



THAYTOW:
THAYTOW!

Boonpoo:
OOODONUBE

THANTAR:
TITHANTAR DIEEEREK

VALETH:
SHITAKMUTE DOOOB

RAYTAR:
GEEEREEEEE BOKCH! DOOOOROOON

RETORP:
OHHH doob OHH! LeeeenUH

NARGATH:
NOOOAH-TOKATHAPT-GEEEORR!

YEORG:
ROOOMBRATTAHH! !'! (Pause.)
SHARACK:
OOOHH OOORG! ! GROON!!! TIKANTO!
MOOBN! NOOOR! OH!-OOH!
GOOOWAHH! !

Sheeranti mute.

Boonpoo:
Zeeerusi doob, meetah ryre dumb.

NARGATH:
SHARNAK! OH! SEE.

RETORP:
MEEEEEEBEK SPEEEKAHH GOOOOOWR!
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I-ooontah garRR  AEI  BEEEEEEEZS!  (Pause.)

YEORG:
ANAK KREEEOOOOON! !

SHEREB:
SWWARRT NEEEbreck moot tooooob gyorr

YEORG:-

The light of Blessing is meaningless there’s no light
in the closed rose but a tiny black cherub
sleeps there and sings to the creatures
that walk in the cliffs of the Lily’s pollen,
moving from shadow to light in the drips
of rain.

The seen is as black as the eye seeing it.
What is carved in air is blank as the finger
touching it.

All is the point touched and

THE RELEASE. Caress.
!

GOOOOO0O000000-0-0-0-0-0-0-0-0-0-0-0-0 and a
[chuckle.
Giant child voice over hi-fi loudspeaker — as if float-
ing in air over the heads of the feasters.)

RAYTAR:
SHOWTOWERIKEE MOOD TOOM  KYAKK
Al MEEEE GALAAAAAAaaaarr
No. No. No. TYopp. KOOOWEEE MUTE
dooooomb.

RETORP:
SWEEEET KARNAKK  GOOOOLD
KO GAAAYRR! NYTAP! GRH! KALD!



OHTAKE:
BEARTHM SUNDANN TIKO soweet VYLE
GRAA...

Boonpoo:
REDD greeenarkatoogrr SHAKLIT-EE

THAYTOW:
THAYTOW! ZNOOOOOOO SHARNAK-H!

thaytowneee cold mute dumb.

NARGATH:
Bleed LEEEF

SHARACK:
MARRR!

AYNAK:
GERoo0000

SHARACK:
TAKORR-HOOOOMGR SWEEEET
ASFIRE GEERBNOOTHAYKE

VALETH:
GOOOORGRR

SHARACK:
SHRAHH! ICE NO OH GOOOBESHK ...

NARGATH:
I KANN DEEeeeeEETH NOHWHYBE SHOONTAHGHK
MOOBESH NO-WEEB.

OHTAKE:
BEARTHM SUNDANN TIKO soweet VYLE
GRAAATARB. ..
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SHARACK:
ET NOOBK OOOZ EEIETHESS.. . .
IN DEEETH LOWVE

SHEREB:
AND OHH eeeh! Veenom SKROL

such ease.

AYNAK:
BUT NOW GOOORTOOM THEE ASZ AH
oh TIKETH no.

BoonpoO:
SWEELT UN ORGATH-TASE BREDD TOE
KEEretch 1 AMM YES

BUT.

DoOoBOON:
NO EVER why SEE there TO GREEEEAH

GO NOOR BACK BE.

RETORP:
MARR NOO SUM DOR DAYBEEBLASTLITE HERE!

YEORG taps his paws on the table. A small unseen

bell rings.)

NARGATH:
THOWEEE YES HERE DUMB

(There is a kind of straightening and hesitation
of feasters.)

YEORG:
Venom unscrolled sweetness of honey and goorm
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mist GREEEEYAKK! By blithe cup.
! OH GARDEN !

Oh unsaid nectar made heavy sugar upon the ear!
NOORGATH! MYATORP!
The thumping of beauty and darker beauty made actual
into the thick shapes of energy
formed real and swelling in nothing air.
/GROOMSHAKTARBYMETH
TORNTORP  Cerement/ marigold of
mammal’s ear. We are
BANNERS! BANNERS DIPT IN BLOOD AND WE SAIL
in all that is,
heard by our own voices and seen by our (own) eyes.
AND
venom'unscrolled sweetness of honey and goorm
mist. GREEEEYAKK! By blithe cup.
! OH GARDEN !
Oh unsaid nectar made heavy sugar upon the ear!
NOORGATH! MYATORP!
The thumping of beauty and darker beauty made actual
into the thick shapes of energy
formed real and swelling in the nothing air
by blithe love meat.

OH SOLID SOLID ACTUAL OF SHAPE ON SHAPE/ON SHAPE.

SHEREB:
NOOBEKK KRYBASH SUN NOTERP the tiny serpent/snake
groobah and rech great grizzly bear live
in darkness and light in splotch of huge cool shade
and flat white sun
they are free shapes of meat and blood.

(SHEREB takes bite of plum.)
RETORP:

ALL THAT THEY SEE AND FEEL ARE THE ABSOLUTES
flowing one into the other and Vast
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solemn still and burning, laughing breathing

and inert as the quiet and sound that compose
them. MOOHBEKK OHH!

NOTRATH! o EEEEYAHH

All existence is the caress of Love and Evil sweet
and cold, coiled and lumbering, the scrape
of flesh on the Solid
NOOGROON!

BREEOOOTAKARGM WE I OH BE AM
GRAAARGH MATOOTH SKANE.

Boonpoo:
Dooboon! (A call.)

SHEREB:
TREEEDEK

Doosoon:
WHEEEEEEET (Reply to Boondoo.)

RETORP:
AND DROOOOT NETORP DISCOURSE MAKES HARMONY
as the turns of all their senses spy
turn in the thick flesh brains of beasts!
And all is perfect unnamed EASE AND ACTIVE LIFE.

NARGATH:
The search for causes is gone and the whole creature
turns its active head rapt in virgin thought. ..
Or say in the sun — heat flashes from the warm snake’s scales
as it is raised to strike
at the active thinking wormbeast of warm
food wrapped in its
earthen nest.
ZNOOOOOOOOOOOOOAKK
REEETAR! MOY!



RETORP:
SERPENT ( the gentle snake ) AND BEAR, feasters of Phil-
osophy, rich in the wholeness of their brains
and ribs

NARGATH:
GROOOONORT BREEYAKK BE BACK BY NORTA
SWEEEEEET EASE

REeTORP:
The features of Love abandoned for the Face.

NARGATH:
The whole vital saaaaantiee solid never made
unwhole, lies upon stone and tree always
and knows no other solid

RETORP:
Upon beating solid in all free and all
SPACE

NARGATH:
The gentle sweet and evil dark and undark beasts
MOOOOOKEBB. . .
And being is their dialectic
as it pours in upon and they radiate
their antidialectic from the shadow-
throwing life they are. EEEEH!
KA!

SHARACK:
NOOR TOY THAY KOOOH EHR BLY
TOK-A-THORRRRP

NARGATH:
The squatting, solid, ornate thing of paws
and ribs (is) the MYATATATHOR Leaping Place
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for all that falls upon it reflected back
and sent back to sparking stars
with more than what fell upon
the silent or shrieking thing
PERHAPS WITH TYTAPP HEAD RAISED (Pause.)

YEORG:

I CAN'T SPEAK! OH I CANNOT SPEAK!
NOKROMETHBLACHTA HABOTH TI SHAKI I
SHOOOOONOON BREKTAH AMM!! NOOOOSH-
AYKIEKEETH. ROOOOOMBRATAHTHAK
the Child (is) an image in all
the wholeness BROOOMETT NACHTA BY.

All the weight SHOOMETH of the weight
BRYTETT and sound. And never left
behind the Beast or MAN!

(YEORG pours himself a full measure of black wine, and
begins to eat. Some of the others also pour wine and
begin to eat. Pause.)

SHOOOOOOOOTATHOR OH BEAUTY! WHOLE

AS THEM (A pause.)
NOH! NOH! NOH! MOOOHBAKTA!'!'! BUT CLOUD
I SHOW!! BMOOOKREM! ! OF SPEECH!

The beast is the temple of outward flying Caress
and inner substance
THIS IS SPEECH AND MEANING
THIS IS
IT!
NOT INWARD WHERE IT LIES AT ALL TIMES BUT OUTWARD
KEEEEOR WHERE IT DISAPPEARS
in the smooth beautiful wholeness, in the Garden
our flesh divides! (Pause.)

I CAN'T SPEAK! I CANNOT SPEAK!



SHEtoometh boomah! Ohblesh nogorth myak.
The light of Blessing is meaningless there’s no light
in the closed rose but a tiny black cherub
sleeps there and sings to the creatures
that walk in the cliffs of the Lily’s pollen,
moving from shadow to light in the drips
of rain.

The seen is as black as the eye seeing it.
What is carved in air is blank as the finger
touching it.

All is the point touched and

THE RELEASE. Caress.
|

SHEREB:
(Aside.)  Crazy again! Crazy again! He’s gone crazy
(again) to spoil our party!

SHARACK:
He can’t be stopped!

YEORG:
Venom unscrolled sweetness of honey and goorm
mist. GREEEEYAKK! By blithe cup.
! OH GARDEN !
Oh unsaid nectar made heavy sugar upon the ear!
NOORGATH! MYATORP!

RAYTAR:
00000000000 0OOOOOOGRESH!
OO0OO0O0OOOOOOOOGRESHK!!!
NOOOGRARBRESHK !'! !'!

YEORG:
THE THUMPING OF BEAUTY AND DARKER BEAUTY MADE
[ACTUAL
INTO THE THICK SHAPES OF ENERGY
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FORMED REAL AND SWELLING IN THE. ..
I can't speak!

THANTAR:
KRYBEKK ALL MEOOOOGRRR GEOOWWW GREEEEEAAKORRS
[KROOOOOO0O0. ..
YEORG:

... NOTHING AIR
/GROOMSHAKTARBYMETH! TORNTORP! ! CEREMENT!

[MARIGOLD
OF MAMMAL’S EAR. WE ARE BANNERS! . ..

THANTAR

AHH! EEEH OOOOH AKKKKORR! GROOOOOOO0O0O0!. ..

YEORG
... BANNERS DIPT IN BLOOD
AND WE SAIL IN ALL THAT IS, HEARD BY OUR OWN VOICES
AND SEEN BY OUR OWN EYES. AND VENOM UNSCROLLED. ..

THAYTOW:
SHEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEE! | |

YEORG:
«« s SWEETNESS OF
HONEY AND GOORM MIST. GREEEEEEEYAKK! . ..

I can’t speak!

Boonpoo:
Theeeeeeceeceeceeeeceeeeceeeeeceeeeceeee eeeceeerrrtt!

DooBoon:
Treeeeeeeeeeeeeeeeeee000000000000000000000uuUUUUSh!

SHEREB:
NAAAAAAAAAAAAARGROOOR! !



OHTAKE:

NAHH! OOOOOOOH! OHH! GRH! !

YEORG:

BY BLITHE CUP! OH GARDEN! Oh unsaid nectar made heavy sugar
upon the ear! NOORGATH! MYATORP! The thumping of beauty and
darker beauty made actual into the thick shapes of energy
formed real and swelling in the nothing air by blithe love
meat OH SOLID SOLID ACTUAL OF SHAPE ON SHAPE/
ON SHAPE

(YEORG's head falls to the table upon his paws and
he weeps.)

SHEREB:
He poisons the discourse!

(All of the feasters begin to eat and drink again.
YEORG arises and begins to walk behind the table
and the backs of the feasters. He walks in great
figure-eights. His head droops upon his chest.)

(The women arise at their ends of the table and begin
the following song. The Negroes carry the chorus.)

DooBooN & Boonpoo:
THE PAWS OF THE LION ARE NOT SWEET

OHTAKE:
NGROOR

THAYTOW:
NGROOR

DooBooN & Boonpoo:
BUT TRAMPLE LAMB AND THOUGHT
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OHTAKE:
NGROOR

THAYTOW:
NGROOR

DooBooN & BooNpoo:
AND BREAK AND BREAK
the discourse up and run with tears.
THE PAWS OF THE LION ARE NOT SWEET
BUT TRAMPLE LAMB AND THOUGHT
and run with tears.
Mutes speak and write upon their floating scrolls. . .

(GOOOOOOOOOO00-0-0-0-0-0-0-0-0-0-0-0 and a
chuckle — same tape as before.)

DooBooN & Boonpoo:
And the black beast within the beast
that laughs and weeps, that laughs and weeps . . .

OHTAKE:
NGROOR!

THAYTOW:
NGROOR!

DooBooN & BooNDoo:
breaks in to smash the discourse up!

OHTAKE:
NGROOR!

THAYTOW:
NGROOR! (Song ends.)



(Lights go out! Blackness! Flare goes off center stage
and burns out instantly! Blackness! Lights on!

YEORG is discovered standing where flare went off.)

YEORG:
I AM THE LAST FINAL SPIRIT AND SOUL
ONLY ONCE HAVE I LIVED
BEFORE!
I AM THE INNOCENT, I HAVE RETURNED
TO BE A CHILD. PRIDE SHALL SOOTHE HURT PRIDE
EVIL IS THE LIEBES-TOD OF THE UNIVERSE
CALLING TO LOVE!

(The feasters stand and pass behind YEORG in two
bodies crossing behind him. Boonpoo takes the seat
of DooBooN. DooBooN takes the seat of BooNDOO.
OHTAKE takes the seat of TuaYTow etc. The speech
is not interrupted. They pass in absolute silence
as YEORG continues his speech.
Each has the seat of his opposite of the table.)

RIGHT HAND SHALL BLESS THE LEFT.
I AM FREED OF THE CHAIN OF MEAT.
I SHALL DIVE INTO BLACKNESS! !'!

I AM EASE! I AM EASE!
THE MUTES SHALL SPEAK AND I WILL
SING OVER THEM!

STAR,

I AM FREED OF THE CHAIN OF MEAT
I LEAVE ONLY THE POINT WHERE I ENTER
THE DARKNESS.

THE NAMES ARE DESTROYED BY SOUND!
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The light of Blessing is meaningless there’s no light
in the closed rose but a tiny black cherub
sleeps there and sings to the creatures
that walk in the cliffs of the Lily’s pollen,
moving from shadow to light in the drips
of rain.

The seen is as black as the eye seeing it.
What is carved in air is blank as the finger
touching it.

All is the point touched and

THE RELEASE. Caress.
|

YEORG! !

RETORP:
NARGATH!

NARGATH:
RETORP!

VALETH:
SHARACK!

SHARACK:
VALETH!

THANTAR:
SHEREB!

SHEREB:
THANTAR!

RAYTAR:
AYNAK!

AYNAK:
RAYTAR!



THAYTOW:
OHTAKE!

OHTAKE:
THAYTOW!

DooBooN:
BOONDOO!

Boonbpoo:
DOOBOON!

(Ting! Ting. . . A small unseen bell rings.)
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dutiful

the drano ducks collide
and mercy
gather-collide-like
fancy tension
pow-wow

dutiful dutiful ducks
than double Elly
Macy

treetops pray

the signal

hay in May

says

dutiful

the drano ducks collide
the maestro
gather-collide-like
condescension

tavlu

dutiful beautiful ducks
than double Elly

Elgar

treetops pray

the signal

hay in May

the drano ducks collide
amoeba
gather-collide-like
x-extension

Bangkok

dutiful dutiful ducks
than double Elly
maybe

treetops pray

the signal

hay in May

says

dutiful

dutiful

dutiful

ducks

]

dutiful_

the drano ducks collide
and curtsy
gather-collide-like

fancy sandals
sanction

suitable beautiful ducks

than double Elly
Dundas

treetops pray
the signal

hay in May

dutiful
ducks
1

dutiful

]

dutiful

!

!

dutiful

]

!

!

dutiful®
1u2utiful®
1u2u3utiful®
1u2u3udutiful®
1u2u3udubutiful®
dutiful®
1u2utiful®
1u2u3utiful®
ducks

dutiful

the drano ducks collide
and mercy

gather-collide-like

fancy tension
scoundrel

beautiful dutiful ducks
than double Elly
huelga

1u2u3utiful  */
1u2u3udutiful  */
1u2u3udubutiful  */
dutiful */
1u2utiful  */

© 1977 Charles Amirkhanian
March 4, 1977 Fresno, California/May 24/25,1977 Santa Barbara, California



COUNTING HER DRESSES

A PLAY

ParT 1.

ACT I

When they did not see me.
I saw them again.
I did not like it.

ACT II.

I count her dresses again.

ACT III.

Can you draw a dress.

ACT 1IV.

In a minute.

Part II.

ACT 1.

Believe in your mistake.

ACT II

Act quickly.

ACT IIIL

Do not mind the tooth.

ACT 1V.

Do not be careless.

Part III.

ACT 1.

I am careful.

ACT II.

Yes you are.

GERTRUDE STEIN
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ACT IIL
And obedient.

ACT 1V.
Yes you are.
ACT V.
And industrious.
ACT VL
Certainly.
ParT 1IV.
ACT I
Come to sing and sit.
ACT I
Repeat it.
ACT IIIL
I repeat it.
Part V.
ACT I
Can you speak quickly.
ACT 1L
Can you cough.
ACT IIL
Remember me to him.
ACT IV.

Remember that I want a cloak.

ParT VI.

ACT I.

I know what I want to say. How do you do I forgive
you everything and there is nothing to forgive.
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Parr VII.

ACT 1.
The dog. You mean pale.
ACT II.
No we want dark brown.
ACT III.
I am tired of blue.
Part VIII.
ACT I
Shall I wear my blue.
ACT 1I1.
Do.
Part IX.
ACT 1.

Thank you for the cow.
Thank you for the cow.

ACT IL
Thank you very much.
Part X,
ACT 1.
Collecting her dresses.
ACT II
Shall you be annoyed.
ACT IIL
Not at all.
Part XI.
ACT 1.
Can you be thankful.
ACT IL
For what.
ACT IIIL

For me.
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Part XII.

ACT I
I do not like this table,
ACT IL
I can understand that.
ACT IIL
A feather.
ACT 1V,
It weighs more than a feather.
Part XIII.
ACT L
It is not tiring to count dresses.
Part XIV.
ACT L
What is your belief.
Part XV.
ACT 1.
In exchange for a table.
ACT IL
In exchange for or on a table.
ACT IIL
We were satisfied.
Part XVI.
ACT I
Can you say you like negro sculpture.
Part XVII.
ACT I
The meaning of windows is air.
ACT II
And a door.
ACT IIL

A door should be closed.



Part XVIII.

ACT I.
Can you manage it.

ACT 1II
You mean dresses.

ACT III.
Do I mean dresses.

Part XIX.

ACT L
I mean one two three.

Part XX.
ACT L
Can you spell quickly.

ACT II
I can spell very quickly.

ACT III
So can my sister-in-law.

ACT 1V.
Can she.

Part XXI.

ACT I
Have you any way of sitting.

ACT II.
You mean comfortably.

ACT IIL
Naturally.

ACT 1V,
I understand you.
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Part XXII.

ACT I
Are you afraid.
ACT 1L
I am not any more afraid of water than they are.
ACT III
Do not be insolent.
Part XXIII.
ACT 1L
We need clothes.
ACT IL
And wool.
ACT IIIL
And gloves.
ACT 1v.
And waterproofs.
Part XXIV.
ACT 1.
Can you laugh at me.
ACT IL
And then say.
ACT IIIL
Married.
ACT 1v.
Yes,
Part XXV.
ACT I
Do you remember how he looked at clothes.
ACT IL
Do you remember what he said about wishing.
ACT IIL

Do you remember all about it.



ParT XXVI.

ACT L
Oh yes.
ACT 1L
You are stimulated.
ACT IIL
And amused.
ACT IV.
We are.
Part XXVII.
ACT I
What can I say that I am fond of.
ACT IL
I can see plenty of instances.
ACT IIL
Can you.
ParT XXVIII.
ACT L
For that we will make an arrangement.
ACT IL
You mean some drawings.
ACT IIL
Do I talk of art.
ACT IV.
All numbers are beautiful to me,
Part XXIX.
ACT 1.
Of course they are.
ACT IL
Thursday.
ACT IIIL
We hope for Thursday.
ACT 1V.
So do we,
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Part XXX,

ACT I

Was she angry.
ACT IL

Whom do you mean was she angry.
ACT III

Was she angry with you.

Part XXXI.

ACT 1.
Reflect more.

ACT II
I do want a garden.

ACT IIL
Do you.

ACT 1V.
And clothes.

ACT V.
I do not mention clothes.

ACT VI
No you didn’t but I do.

ACT VII.

Yes I know that.

Part XXXII.

ACT 1.
He is tiring.

ACT IL
He is not tiring.

ACT IIL
No indeed.

ACT 1v.

I can count them.



ACT V.
You do not misunderstand me.

ACT VI
I misunderstand no one.

Part XXXIII.

ACT L
Can you explain my wishes.

ACT IL
In the morning.

ACT IIL
To me.

ACT 1v.
Yes in there.

ACT V.
Then you do not explain.

ACT VI.

I do not press for an answer.

Part XXXIV.
ACT I
Can you expect her today.
ACT II
We saw a dress.
ACT IIL
We saw a man.
ACT 1V.
Sarcasm.
Part XXXV.
ACY L

We can be proud of tomorrow.

7
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ACT 1II.

And the vests.

ACT III
And the doors.

ACT 1V.
I always remember the roads.

Part XXXVI.

ACT I
Can you speak English.

ACT IIL
In London.

ACT IIIL
And here.

ACT 1V.
With me.

Part XXXVII.

ACT I
Count her dresses.

ACT II
Collect her dresses.

ACT IIL
Clean her dresses.

ACT IV.

Have the system.

Part XXXVIII.
ACT 1.
She polished the table.
ACT IL
Count her dresses again.
ACT IIL
When can you come.

ACT 1V.
When can you come.



ParT XXXIX.

ACT I
Breathe for me.

ACT II
I can say that.

ACT IIL
It isn’t funny.

ACT 1IV.
In the meantime.

Part XL.

ACT 1.
Can you say.

ACT II
What.

ACT TIL
We have been told.

ACT 1V.
Oh read that.

Part XLI.

ACT 1.
I do not understand this home-coming.

ACT 1L
In the evening.

ACT IIL
Naturally.

ACT 1IV.
We have decided.

ACT V.
Indeed.

ACT VI,
If you wish,
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CHRISTMAS TREE EVENT

Take a Christmas tree into an all-night restaurant.
Place the tree in a seat next to you. Order two cups
of coffee.

Sit with the tree, drinking coffee and talking.

After a time, depart, leaving the tree in its seat. As
you leave, call out loudly to the tree,

“’See you later, Herb. Give my love to the wife and
kids.”

1964, Manhattan Beach, California

MANDATORY HAPPENING

You will, having looked at this page, either decide to
read it or you will not.

Having made your decision, the happening is now over.

1965, Mt. Carroll, lllinois

First performance at 10:00 P.M., December 31, 1964, using a
found Christmas tree apparently discarded following the
holiday.

First performance, midnight, May 1, 1965, Mt. Carroli, Hli-
nois. This piece has appeared in several versions, in which
the words “decide to’ are not included in the first sentence.
Published and copyright © Fluxus, New York, 1966.
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SCRUB PIECE

On the first day of Spring, go unannounced to a
public monument. Clean it thoroughly.

1956, New London, Connecticut

First performed at the Nathan Hale Monument in New
London Connecticut, 1956.

GREEN STREET

The Action: Acquire a Japanese folding scroll. Keep
it in a blank state.

The Performance: The scroll will be retained by each
performer for at least ten years. After the minimal
period—or following the death of the performer—the
name of the performer, date of acquisition, and date
of the inscription will be entered in the scroll.

The scroll will then be transferred to the next
performer, who will continue Green Street by repeat-
ing the process. The performance will continue until
the scroll is filled with inscriptions.

1959, New London, Connecticut

The performance began with the acquisition of a scroll by
Ken Friedman at an oriental shop on Green Street in New
London, Connecticut, in 1959. The original performance is
still in process. New performances may be launched by the
acquisition of a similar scroll. Performers should take
necessary precautions to ensure the continued performance
in the event of death prior to the transfer of the scroll.



12 PIANO COMPOSITIONS FOR NAM JUNE PAIK (Jan. 2, 1962)

Composition
Composition
Composition

Composition

Composition

Composition

Composition

Composition

Composition

Composition

Composition

Composition

no.

no.

no.

no.

no.

no.

no.

no.

no.

no.

no.

—

A W N

10

11
12

let piano movers carry piano into the stage

tune the piano
paint with orange paint patterns over piano

with a straight stick the length of a keyboard,
sound all keys together

place a dog or cat (or both) inside the piano and
play Chopin

stretch 3 highest strings with tuning key till they
burst

place one piano on top of another (one can be
smaller)

place piano upside down and put a vase with
flowers over the sound box

draw a picture of the piano so that the audience
can see the picture

write ““piano composition no. 10" and show to
audience the sign

wash the piano, wax and polish it well

let piano movers carry piano out of stage

PIANO PIECE No. 13

Performer nails down each key of the entire keyboard starting with the
lowest note and ending with the highest note.

GEORGE MACIUNAS



MICRODRAMAS

transiated by Rosmarie Waldrop

RAMSES

(No intermission)

Act1:

On the hills of Northern Ireland. Shrill hail falling. Thick rain. Whales are
flying through the air. Ramses, dressed up as Napoleon, addresses the Irish
clergy. You cannot hear anything as the gulls are making a big racket because
of the flying whales.

Ramses:

... (The clergy walk off laughing).

Curtain

Act2:

A burning temple (the temple is burning down completely). Fire fills the
whole theater. Ramses is somewhere in the flames. You cannot see him.
There is the stench of burned clothes. Crackling. Smoke. Explosions.
Ramses:

(from backstage) Help! Help!

Curtain

Act3:

The stage is full of water. All sorts of fish are swimming around. (Sharks,
carp, krakens, eels, maybe whales. To simplify things, the whales from act 1
could be used.) Ramses is above water giving one of his popular speeches
again. It is raining. Only from below you see the drops hitting the water.
Occasionally an oar dips. You cannot hear Ramses’s speech. There is too
much water between.

Ramses:

Curtain

WOLFGANG BAUER 77



Act 4:

Cairo. The stage shows a geographically exact view of the town. Ramses is
somewhere off in the distance giving his famous fire speech (which, it must
be said, is making him many enemies . . .). You cannot hear him. The shout-
ing from the market place drowns out everything.

Ramses:

Curtain

Act5:
Ramses is lying on his bed, stabbed. Ornate room. A footman enters . . .

Footman:
Hail, Ramses.

Curtain

End
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THE THREE MUSKETEERS

(No intermission)

Prelude:

The curtain opens before the audience has been admitted into the house. On
the stage is a DC-6. Enter the stage manager. He starts the propeller, gets
into the plane, flies off with a self-satisfied smile on his lips.

Curtain

(The audience is admitted)

Act1:

The stage shows Nyasaland. Palm trees everywhere. High steppe grass. Lead-
blue sky. No wind. Thin scorching sun through the clouds. Sultry. 100° in
the shade. An old elephant cow (Lizzy) is glimpsed in the elephant grass.
Only her back is visible. Distant shouting. No words can be made out. Ner-
vousness: whirrs.

Lizzy:

(sings, her trunk stretched out horizontally)

No dagger, no lance

There’s no need to fight

Just kiss the tramp

And watch what is right.

Refrain:

Oh no, oh no, oh no.

(It starts to drizzle. A black baby cries . . .)

Curtain

Act2:

Same scene (Nyasaland). Evening. Silence. No more rain. A glorious sun-
set colors the stage bright red. Cardinal Richelieu comes riding in on a green
camel. He is dressed all in red. On his forehead is pasted a 10-franc-note with
his portrait. Bearers follow him.

Richelieu:

(getting off the camel) Oh. ..

Curtain
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Act 3:

Same scene (Nyasaland). Early morning. Everything is blue-green. Dew.
Louis XIII is swinging on a palm tree. A band of baboons watches him
critically.

Louis XIII:

(swinging, sings very high)

Here’s politics for you

Back and forth

Forth and back

(coughs, nearly falls off the swing)

With or without armed attack

(The baboons smile, embarrassed)

A Baboon:

Bow-wow!

Curtain

Act4:

Same scene (Nyasaland). Cardinal Richelieu surrounded by the musketeers.
They play rough games with him (they pierce him with their foils, pull his
ears, kiss him, mock him, cut off his head, etc.—the director).

Richelieu:

God! (At this moment, Anna of Austria is let down from the loft, naked,
riding on a hyena.).

Anna of Austria:

(screams) Scheming rascals!

Curtain

Act 5:

Same scene (Nyasaland). Only torn bits of clothing lie or hang scattered in
the grass. The hyena, six times as fat as before, smacks its lips, scratches its
belly, sucks on Richelieu’s intermaxillary bone. The sky gets darker. The
entire store of clouds is used. On a palm tree in the background, Louis XIII is
again seen swinging. He is very much older and has no extremities.

Louis XIII:

(Sings slightly tipsy) Kissing in the dark . . .
(The hyena starts howling terribly, for the stage manager’s plane is ap-
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proaching. It circles over the stage for a while and finally falls, burning. Ex-
plosion. Darkness.)

Loudspeaker:

Nobody was killed.

Everybody is in perfect health.

Please do not be afraid.

Do not tell anybody about the ending.

Nobody was killed.

Everybody is in perf. . .

etc.

(The house remains dark. The loudspeaker gains in volume until the audi-
ence leaves.)

End
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WILLIAM TELL

Drama in any number of scenes and intermissions

Scene 1:

Beach at Ancona (Italy). Hot morning. 9:15. The beach is crowded with
bathers. The newest popular hits cement the noise from the children. Hawk-
ers. In the foreground, left, an enormous apple-colored parasol, swaying
gently in the breeze from the east. You see the shadow of the lady sitting
behind it (Madame Blumi). It is greatly distorted by the parasol (more than
average curves, especially her belly). The incoming tide is installed in the
background. Deep blue. Whitish-green bobbing whitecaps. A clever scene
designer will certainly be able to make something out of the many colors of
bathing caps (e.g. blue, red, yellow, or green swimming caps). Tell, still very
young, is lost somewhere among the parasol ribs or the forest of exposed
bathing flesh. He is sad.

Tell:

(anxiously) Aunt Blumi!

(Madame Blumi’s silhouette trembles and moves. The wind changes).

Curtain

Scene 2:

(One week later). Beach at Sanary-sur-mer. Cool, hazy morning. 9:25. The
beach is moderately crowded. Light music from the distance. Some children
screaming. In the foreground (exactly in the center), a folded parasol. Light
breeze from the south (upstage). Bright-green sea. Gray caps of foam.
Some bathers are wearing gray swimming caps, others brown ones. Most
bathers have goose pimples. Enter the stage manager of the Oslo Municipal
Theater (Olaf Nork). Winter coat, life preserver. Following on his heels: his
production manager (Gunnar Nort).

Olaf Nork:

... and you claimed he was here? The real one?

Gunnar Nort:

Yes! The real one! With his aunt . . . Madame Blumi.

Olaf Nork:

(smirks) Let’s catch her, too . ..

Gunnar Nort:

(vulgar grin) Gotcha, boss . . . (both exit)

Curtain
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Scene 3:

(One month later). Coast at Hull (England). Cold autumn morning. 9:30.
Nobody at the beach. North wind blowing from the set. Crows. A brownish-
green military swimming cap has been carried up on the sand, covered with
mussels. In the background, left, where you see a spot of the gray sea, a
broken and torn gray parasol, desolate, like a scarecrow. To the right, in
the background: a railroad embankment. At this moment, the “Blue Flash”
(London-Oslo) passes, 10 minutes late. The attentive theater-goer will
notice Olaf Nork at the fourth window of the fifth car. He is smoking a cigar
and talking eagerly to Madame Blumi. Gunnar Nort and little William Tell
cannot be seen because they have decided to look out of the window on
the other side (aisle window).

Olaf Nork:
(putting his hand on Madame Blumi’s knee) . . . and in Oslo I know some
very nice restaurants . . . Blumi . . . (The “Blue Flash” disappears to the

right). (Sunday bells are heard ringing from Hull . . .)
Curtain

(One hour intermission)

Scene 4:

(Three months later). The inside of the Oslo Municipal Theater: stage
within a stage. Christmas performance: William Tell, drama in any number
of scenes and intermissions. The Oslo stage shows again the first three scenes
(Ancona, Sanary-sur-mer, Hull). Thunderous applause at intermission time.
When the applause finally dies down and Christmas quiet reigns again in the
Oslo theater, the intermission is over and the curtain rises for:

Scene 5:

(Three months later). The inside of the Oslo Municipal Theater: stage with-
in a stage (within a stage). Christmas performance: William Tell, drama in
any number of scenes and intermissions. The second Oslo stage again shows
the first three scenes (Ancona, Sanary-sur-mer, Hull). Thunderous appl . . .
etc.

No end
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COLUMBUS

Drama in five acts

Act 1:

A green valley. Four o’clock in the morning. Juicy meadows descend steeply
from snow-covered mountain peaks. In the distance, a cow. Still farther in
the distance, a cock. A high bell is struck four times. The sky is still colorless,
weak, threadbare from the night. A small party approaches. All in evening
dress: tails, furs, etc. They stop in front of the prompter’s box, jabbering.
Some of them have binoculars and opera glasses which they now raise to
their eyes. The first birds.

A gentleman in tails:

ground and start making vague swimming motions).

Curtain

Act 2:

Bright afternoon. Outdoor bowling alley. Many Spaniards and Portuguese
surround it. Pretty women among them. Everybody looks curiously at the
pins which stand silently in the distance, upstage.

A Portuguese woman:

He still hasn’t shownup . ..

A Spaniard:

He won’t show up before the first pins fall!

A Portuguese:

Go ahead and bowl!

A Spanish woman:

I will! (She bowls, but the ball rolls only six feet and comes back).

A Portuguese woman:

Spanish women won’t be admitted to the Olympics this year.
Gibralter will stay Gibralter!

All the Spaniards:

Long live Gibralter!

(The Portuguese woman bowls: crash: strike. Timidly, thirteen-year-old

Columbus comes out from behind the pins. He quickly sets the pins up again,
shielding his face fearfully with one hand).
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Columbus:

It’s not my fault.

Portuguese and Spanish women together:

Indian swine: Halfbreed: Aztec! Nigger! Deserter! Pseudo Viking! Genoese
peanut! Parakeet! (They start throwing Columbus-eggs at him. Espe-
cially the Portuguese women. The boy collapses under the eggs. But before
his mouth gets glued shut with egg yolks, he shouts: )

Columbus:

In my heart I'll always stay the same!

A Spanish woman to her Portuguese friend:

(aside) Now quick into the skillet with him . . .

Curtain

Act 3

The Arctic. Nothing but glaciers. Snow. Nothing alive. The sun milky and
oblique. Absolute silence.
Noisily falls the:

Curtain

Act 4:

Antarctica: (Same scene as in Act 3). No trace here of Columbus and his
crew either.

Curtain

Act 5:

Open sea. The Atlantic. Waves of average height curl up and murmur.
Nothing to be seen for a long time. Then, suddenly, a small bleached biscuit
comes floating in on a wave, dancing on the crest. Salt-encrusted, disdained
by the fishes.

A voice (maybe Columbus) :

(from the distance, with an echo) And thus I open the sailors’ ball! (Faint
applause, vague drumming).

Curtain
15 minute intermission

End
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ROMEO AND JULIET

Drama in five acts

Act 1:

A Stadium. Bursting with people. 150,000 enthusiastic onlookers. In the
middle of the field there is a billiard table. Romeo and Juliet are sitting on
it (undressed). They look sad. Each is holding a fish skeleton, playing with it.
Sometimes they trade, at which the audience goes wild.

Romeo:

Let me have yours.

Juliet:

Allright. And I get yours.
Onlooker:
Da Capo!

Curtain

Act 2:

A corn field. Man-high stalks; no end visible. Storm.
Romeo’s voice:

Juliet!

Curtain

Act 3:

A meadow. In the distance a chapel. High and insistent bells. It is Sunday
morning. Bright blue sky. Juliet is sitting in the grass. She is holding a small
white wash basin in her hand to catch the young peas that are raining from
the sky. When the basin is full, she sets it aside and claps several times (like
a mother calling: dinner’s reeeceeady).

Curtain

Act 4:
A theater in ruins. Night. Wartime. It is raining. The theater’s roof is shot
away, parts of the balconies are still dangling and glittering in the rain. A
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celebration is taking place on the rubbish heap in the orchestra. Romeo
and Juliet are the hosts. Juliet is wearing a soft felt hat, Romeo a sombrero.
Smart waiters are serving gin and tonics. Piano music. Among the guests
are Paris and Helen, Hero and Leander, as well as Jason and Medea. On-
stage, the Katzenjammer kids, Romulus and Remus, and the Beatles are
doing their things. But nobody is laughing. Only when the emperor Nero
gets up on stage and starts to give a lecture on the origins of jazz, there are
some smirks.

Nero:

(looking confused) The. .. etc.

(Outside, a bomb explodes. Gust of rain. A balcony crashes down).

Juliet:

Help yourselves!

Curtain

Act S:

A bed. Romeo and Juliet show a swinging sex act. Above the bed is a screen
with the names of the actors projected on it. Light music. Before the two
are done falls the

Curtain

End
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#1

Select an image of an environment. Concentrate on
this image, discovering all the circles, squares, oOr
triangles in it, until either the original scene is
obliterated or an entirely new landscape emerges, Or
until your mind can no longer hold all the information,

88 MARY LUCIER



#2

Select an image of a long vista. Concentrate on
the triangles, trapezoids, rectangles, and circles
in this image and by extending one or several of
these basic shapes, build a bridge between yourself
and the farthest point in the picture.

Mary (pein
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Jean, or Hans Arp - the name varies from French to
German depending on which country Alsace belonged
to in any given year of the 20th century - was a
sculptor, a poet, and one of the founders of Dada.
In her autobiography, Peggy Guggenheim records that
he only learnt one word of English in his life:
candlesticks.

CANDLESTICKS FOR JEAN/HANS ARP

Original text by Stephen Scobie
developed in performance with Douglas Barbour

The opening is free-form improvisation. Staccato,
with irregular pauses, the fragments of this phrase,
gradually coming together into a chant:

the butcher the baker
the candlestick maker

Once the chant is established, one voice drops out
and says only "candlestick" each time. The other
voice speeds up the chant until it is going so fast
that he/she begins to stumble over it, then falls
silent. The more regular "candlestick'" continues,
and the two voices begin their exchange. The two
columns are spoken alternately, with no overlap.
Speed and rhythm may vary. The accent is always on
the first syllable:

STEPHEN SCOBIE & DOUGLAS BARBOUR



candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
bandlebick
dandledick
fandlefick
gandlegick
handlehick
jandlejick
landlelick
nandlenick
quandlequick
sandlesick
vandlevick
yandleyick
zandlezick

candlewick
handlewick
handlelick
cancellick
canceldick
chanceldick
chancelsick
dancersick
dancerkick
pantherkick
panthertick
lancertick
lancerquick
sandalquick
sandalnick
scandalnick

scandalprick

jangleprick
janglehick
banglehick
banglepick
channelpick
channelsick
candlesick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
candlestick
kandlekick
mandlemick
pandlepick
randlerick
tandletick
wandlewick
xandlexick
zandlezick
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zandlezick

and
and
and
and
and
and

a
a
a
a
a

a

wick
tick
sick
rick
quick
pick

abamick
atavick
aparick
adamilk
gadatilk
sadawilk
taratilt
bataquid
dada said

dada said

dada sick

dadastick

candlestick
candlestick
candlestick
candlestick

candlestick

candlestick
candlestick
candlestick

Jean
Jean

n

Jeannn
Jeannnn
Jeannnnn
Jeannnnnn

Jeannnnnnn
Jeannnnnnnn

Arp

and a bick
and a dick
and a hick
and a kick
and a lick
and a nick
abalick
anatick
alafick
adamick
fadasilk
radatilk
maralilt
naralid
fatasid

dada said?
dada sick?

dadastick
dadastick
dadastick
candlestick
maker!
maker!
maker!

Hans

Hans

Hans

Hans

Hans

Haans
Haaans
Haaaans
Arp!

Arp! ArpArpArp!
ArpArp!
Arp!



REVOLUTIONARY DANCE

a structuralist play

by Michael Kirby

Revolutionary Dance was first presented in 1976 at Artists’ Space,
an “‘alternative’’ gallery in Soho, where the Structuralist Work-
shop was staging an eight-week summer program. The play was
done eight times (June 30-July 3; July 7-10). Ten actors ap-
peared in it: Eny Dilorio, Mahmoud Haery, Heyedeh Hayeri,
Terry Helbing, Woo Ok Kim, Daniela Malusardi, Lily Mendoza,
Edna Nahshon, Allan Pierce, and Hassan Tehranchian.

In January 1977, Revolutionary Dance was done in a slightly
revised version in a loft at 510 Broome Street (January 14-15,
20-22, 27-29). Now there were eight actors rather than ten.
(Aimee Su was new to the cast; Dilorio, Hayeri, and Malusardi
were no longer in it.) One scene had been dropped, and two
new scenes had been added. This script is based upon that later
version of the play.

Changing the number of performers in Revolutionary Dance
was a simple matter because there was no consistency of char-
acter, and each actor played several unrelated roles. One possi-
ble combination of roles—the one used in the second produc-
tion—is noted here: There are three women, indicated by "“W1"
(Mendoza), “W2" (Su) and “W3"" (Nahshon), and five men,
designated by “M1"" (Kim), “M2"” (Pierce), “M3"” (Tehran-
chian), “M4"" (Haery) and “M5"" (Helbing). Which actor plays
which combination of parts is purely a matter of taste and of the
logistics of staging. Many other combinations could be made, or
each character could be played by a different actor. The cast
might be less than eight; it could certainly be larger.

Similar staging was used in both presentations of Revolutionary
Dance. Spectators sat in a single row on each side of a long,
relatively narrow, playing space. In the center of the spectators’
chairs at one side was a desk from which the sound was con-
trolled (by Melvi Pacubas in the first production; by Ela Troyano
in the second). In the earlier production, the actors were visible
"off-stage.”” They stood or sat in chairs at either end of the play-
ing space, waiting for their cues; they moved behind the rows of
spectators as they went from scene to scene. In the later pro-
duction, the performers’ off-stage activities were hidden by
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white paper walls at either end of the space and behind one row
of spectators.

An unobtrusive, low, metal dome or plate was taped to the
floor in the center of the performing space; a thin, almost invis-
ible, wire rose straight up out of it. At intervals in the playing
area were lights of various kinds: a lantern hanging from a
wooden tripod, a campfire of logs, a hanging bare lightbulb, a
hanging Japanese paper lantern, a light clipped to a coat rack,
and a large oil drum that later would glow from a “fire” inside it.
(Each of the scenes that make up the body of Revolutionary
Dance has its own specific light source. These lights appeared in
the scenes; they were part of the action. There were no external
light sources.) The playing space was relatively bare, with no
furniture and no other props.

The play begins in darkness and silence. There is a short, very
loud, burst of sound—the sound, probably unrecognizable from
so short a segment, of waves breaking on a beach —then silence
again. A man (M3) with a flashlight moves into the playing area
at one end. He stops, turns, swinging the beam of light. In the
darkness, a burst of waltz music is heard, very loud but very
brief. The man continues his silent passage.

(Loud, tape-recorded sound will be heard throughout the
play. Each of the eight scenes that make up the main central
section of the play has its own sound. Usually, this is a back-
ground sound that helps to particularize the location. Because
there is very little dialog, the volume of the sound can be kept
high, although it is sometimes lowered— perhaps only briefly—
so that speech can be heard. For the opening sequence, the
tape plays, in order, one-second segments of the “motif’”” sound
from each of the eight scenes separated by forty seconds of
silence. We hear waves breaking on a beach, waltz music,
machine-gun and cannon fire, a dog barking, static and indistin-
guishable speech on a radio, a rhythmic Philippine song, an air-
plane, and an air-raid siren. After two repetitions of this pattern
—sixteen short bursts of sound—the duration of the sound
grows longer and the passages of silence grow shorter. Now the
sounds, still in the same order, are heard for two seconds and
are separated by only twenty seconds of silence. After three
repetitions of this sequence, the duration of the sounds in-
creases to four seconds and the interval of silence decreases to
only ten seconds. Thus, during the opening section of the play,
we hear a set progression of eight loud sounds that become
longer and more frequent.)

In the darkness and silence, the man with the flashlight con-
tinues on his way. There is a loud, short burst of sound. The
man stops and raises both hands as if looking at something
stretched between them. He passes toward the other end of the
space, swinging the beam of light here and there.



At the opposite end of the playing area—in the place where
the man first entered—a woman (W3) appears with a flashlight.
She pauses, swings the beam of light around, points it at the
floor, goes to the spot and kneels. The man exits. Perhaps there
is a short burst of loud music. The woman makes her way slow-
ly, erratically, through the space. Just before she exits, the man
appears again in the same place he had entered before and
repeats exactly his previous passage.

(The first portion of the play is based on “loops”— on overlap-
ping loops, a “chain”—created by the man and woman with
flashlights. Since one enters just before the other leaves, the
stage is never completely dark. Over and over, the two make ex-
actly the same movements and gestures as they pass the length
of the space in a kind of realistic dance. Later, perhaps, the
spectator will realize that the actors were performing in isolation
their roles in the eighth scene—a scene in which they enter
together, rather than separately, as some sort of citizen/police
on a night patrol of unlighted city streets.)

As the man is making his second passage through the playing
area, a woman appears in the beam of his flashlight: She strikes
a match and lights a cigarette. The man moves on his way. At
the opposite end of the space, the woman with the flashlight ap-
pears. The “‘chain” continues.

There is a sudden flash of light. A man is using a flash camera.
Again there is a flash. And again.

(Now various lights are superimposed over the basic ““chain”’
of movement. First brief and/or dim lights, then brighter and
brighter ones. There are red blinking lights such as might be
used in street construction or to warn of a disabled car. Lighted
candelabra are carried in. A man stands holding a large battery-
operated lamp pointed down. A woman turns on a hand-held
spotlight. The campfire “burns,” etc. These are all images that
will appear later in the play. Each of the lights that will be used in
the play has a place in the pattern, separated from the others by
quasi-darkness. As they become brighter, the lights stay on for a
shorter and shorter time.)

The man and the woman with flashlights have begun speak-
ing. “'It's one of theirs,” the woman says as she kneels. Soon
after he enters, the man asks, “What is it?"’, the beam of his
flashlight pointing again at the spot where the woman has knelt
several times. As the man completes another circuit, the bright
light clipped to the coat rack is turned on briefly. Then, again,
there is only the light of a single flashlight. “‘Hear it?"’, the man
asks, turning back toward the center. “Wait!"" “Wait!"" The man
with the flashlight exits. A new “loop’” has not begun. The
“chain”’ has ended. It is dark.

The lantern hanging on a wooden tripod at one end of the
playing area is turned on. It throws a dim light down the length
of the space. A man appears, stops, and motions with his hand.
He freezes in position, his hand stretched out slightly to the side,
the palm down.
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A woman walks into the playing space and stops. She moves
slightly, as if listening to something; one hand is raised, the palm
down. The woman remains motionless.

Another woman enters, stops, turns. She is frozen in posi-
tion, her hand out, its palm down. For a moment, all three are
motionless in similar positions. Bursts of sound are still heard at
intervals.

As the first man walks quickly off, another man walks on. The
newcomer also stops, gestures, remains frozen. There is a new
grouping of three motionless figures, each with one hand ex-
tended, its palm down.

The first woman exits, another man enters, and the sequence
continues.

(This is what was called in rehearsal the ““Hand Out” se-
quence. Over and over in the basic realistic scenes of the play,
characters in different contexts and situations will gesture with
one hand momentarily held out, its palm down. Although the
movements, done for different reasons and having different
meanings, vary slightly, they are fundamentally the same. Now,
before the scenes in which they occur are presented, these
movements are shown in isolation, juxtaposed in a series that
emphasizes their similarity. Perhaps the spectator will be sensi-
tized to the gesture, paying more attention to it than they ordi-
narily would during the realistic scenes.)

Now the light in the oil drum at the opposite end of the space
is turned on; the hanging lantern is turned off. In the red glow
from the oil drum, the man who, earlier, made repeated identical
passages through the space with a flashlight raises both hands
above his head. He has made the same movement many times
before. He seems to be looking up at something stretched be-
tween his hands. Motionless, he remains frozen in position.

As a performer who has been standing with their hand out
leaves the playing area, a woman walks quickly on and stops.
She seems to reach out and then up, feeling for something in
the air. When she freezes in position, both hands are raised
above her head.

There is another change of performers. Now an actor is stand-
ing on a stool or box, his head turned to look over his shoulder,
both hands raised. Scattered at seemingly random spots in the
playing area, three actors stand motionless with both hands ex-
tended above their heads.

(This is the opening of the “Hands Up” sequence. Again, spe-
cific movements that will appear in the realistic scenes of the
play are performed in isolation. Each is done in exactly the same
spot and in exactly the same way it will be done later in the
scene from which it has been taken. Since the movements and
positions are not modified to conform with notions of pictorial
composition, balance, etc., the groupings perhaps seem un-
usual, awkward, or strange. [Of course, since all of the units in
each sequence are equal, the order of their presentation, if not
the positions themselves, may be arranged for reasons of com-



position. On the other hand, an actor may appear more than
once in a sequence, remaining on stage for a while, and the
practical logistics of which actor is free to appear at any given
moment in the sequence will probably minimize the composi-
tional choices.] At any rate, the spectator should be made to
sense, if possible, that principles other than the usual composi-
tional ones are governing the staging.)

The Japanese lantern hanging near the center of the space
goes on; the light in the oil drum is turned off. A new sequence
begins. A man holding a telephone stretches out the cord and
examines it. A kneeling man stretches out a piece of white tape.
A kneeling woman stretches some thread to look at it. Two men
hold a rope stretched a foot above the ground. . .

(If all of the lights were controlled from off-stage — something
that was not done in the first two productions—each action,
each unit of the sequence, might be Iit with the same light it has
in the scene from which it was taken. This would create an ef-
fect quite different from the lighting of an entire sequence with
one light: relatively short flashes from various light sources sep-
arated by complete darkness. Actors would not be visible mov-
ing on and off stage. Only the significant gesture or movement
would be seen.)

There is another change of lighting and another sequence
begins. A woman throws a roll of tape to a man. One man
throws a small package to another. A standing man throws a
package of cigarettes and then a book of matches to a woman
crouching nearby. ..

The passages of sound have become quite dense. The man
with the flashlight enters again in exactly the same way he has
many times before. The beam of his light points at a spot on the
ground. “What is it?"’, he asks. All of the lights go on. For the
first time, the whole space is brightly lit. The man continues on his
familiar passage. He reaches the opposite end of the space and
turns back. ““Wait!"’, he says. “Wait!"" All of the lights go off.

(In the darkness, the lights are taken off stage. They will be re-
placed, as needed, during the intervals between scenes.)

Scene 1
FINDING A WIRE

The sound of waves.

W1 enters with a flashlight and looks around carefully. Per-
haps she carries a snorkel and diving mask; perhaps she wears a
scuba suit or bathing suit with air tank and breathing apparatus.
There may be smudges of black charcoal under her eyes. She
takes out a compass and, studying it in the light from her flash-
light, attempts to orient herself. Then she turns in the direction
from which she has come, blinks the light three times, and con-
tinues to search along the ground with the light.
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M1, perhaps dressed in the same way, appears. He coughs.
W1 turns quickly, then swings the light away. “Wait,”” says M1,
who lights a match and looks for something in his shoulder bag.
W1 steps toward him and shines her light into the bag. ‘“Here,”
she says. M1 takes out his flashlight and a map. While he
studies the map, W1 continues her careful search.

The beam of W1's flashlight catches the low metal dome in
the center. She stops, motionless. ““Over here,” she says. M1
walks noiselessly to the spot and also shines his light on the
dome. “What is it?"" he says. “It's one of theirs,”” answers W1,
“they’re here.”

M1 taps the metal dome rhythmically but quietly with a pair of
pliers for a long time. He stops. W1 lies down and puts her ear
against the plate. ““Hear it?"’, M1 asks.

With her hands, W1 traces the wire that rises straight up from
the metal dome. Momentarily, she pauses with both hands
stretched above her. Then she takes the pliers from M1, cuts the
wire near the plate, reaches up with both hands, and— pausing
briefly again — cuts the wire as high up as possible. She gives the
pliers back to M1.

M1 turns to get something from his bag and drops the pliers
noisily onto the metal dome. Both freeze. W1 has her hand out,
palm down. She says, “Someone’s coming!”’ They listen and
look. M1 says, ““No."”

M2 enters and says, ‘‘Are you ready?’’ W1 replies, “Wait."”

M1 places something on the dome and tapes it down. There is
a fuse sticking out. He takes some matches out of his bag and
hands them to W1. M2 rubs his hands together and coughs. W1
lights the fuse. The three back away, stop and watch. The fuse
burns down; there is a flash. In the darkness, all three run off.

Scene 2
A MASKED BALL

Stately dance music played by a small orchestra.

M3 enters. He wears a tuxedo or dark suit and a gilded mask;
he carries a lighted candelabra. As if searching for the reason for
the power failure, he moves here and there.

M4 and W2 enter, also dressed for a formal masked ball. M4,
too, carries a lighted candelabra. He bows to M3; M3 returns the
bow. M4 begins a slow, stately walk with the raised candelabra.
M3 imitates him. As the music plays, the masked men circle the
space in time with it. W2 laughs and claps her hands.

The light hanging over the space comes on. The men put
down their candelabras. The music changes: a waltz. ““Hear
it?”’, asks M4, bowing to W2. She accepts his invitation, and
they dance. M3 applauds.



M5 runs in. His clothes are torn and dirty. ““Wait,” he says.
One hand is stretched out, palm down. The dancers stop. M4
coughs. M3 takes off his mask; ‘‘Over here,”” he says. M5 tosses
M3 a small package. “There it is,”” he says.

M3 opens the package. In it is a small object and a folded
paper. M3 unfolds the letter and reads it. “What is it?"* asks W2.
“It's one of theirs,” answers M3.

M3 rushes to a stool and jumps up on it, raising both his
hands to attract attention. ““Wait!"’ he calls to people in other
parts of the hall. M5 has gone behind M4 and lifts his mask off.
M3 turns, looking over his shoulder with his hands still raised.
“They're here!” says W2. M3 and M4 begin to fight. The light
goes out.

Scene 3
A MEDICAL UNIT

The sound of small-arms fire. Sporadic explosions.

W3 enters hurriedly with a lantern. She stops and looks
around. M1 and M2 enter with a folding cot and a wooden
tripod. ""Over here,”” says W3, pointing.

M1 and M2 hurriedly set up the cot. M2 pauses, listening to
the gunfire. M1 stops, too. ““Hear it?"" asks M2. They continue
working. The cot is covered with blankets, the lantern hung
from the tripod. W3 pats the cot. “There it is,”” she says. M1
leaves.

W3 has walked away from the cot and is standing listening to
the gunfire. She rhythmically taps on something. M5 enters.
“Are you ready?” he asks, “‘they’re here.” ‘““Someone’s
coming,” says M2 to W3; he leaves quickly with M5.

W3 puts on a white bib or jacket, surgical gloves and a white
mask. She unpacks surgical instruments and lays them out.

M2 and M5 carry in W2. “‘Over here,”” says M2. They put W2
on the cot and stand looking down at her. M2 coughs. “It’s one
of theirs,”" says W3.

M2 turns on a bright battery-powered light and shows M5
how he wants it held. ““Here,”” he says, giving the light to M5.
M5 stands holding the light up with both hands.

W3 is examining W2. ““Here,"”” she says, holding out her hand.
M2 hands her a scalpel. As she works, he taps two instruments
together rhythmically. The instruments change hands several
times. One of them falls. M5 coughs. Kneeling by the cot, W3 is
holding thread. She raises both hands and stretches the thread;
it breaks. Again she stretches the thread between her raised
hands; again it breaks.

W3 looks at the patient, listens to her heart. Slowly, she
stands and takes off her mask. With one hand out, the palm
down, she gestures. M5 turns off the light.
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Scene 4
ROADBLOCK

The sound of a dog barking.

The scene is lit by a fire in an oil drum. It glows red from the
top and through holes in the sides of the drum. In front of it, M3
lies dead, twisted into an unusual position, his hands tied. M4 is
warming his hands at the fire and poking at it with a stick. He
wears a coat and a burnoose mask. He is watching for something.

Suddenly M4 sees someone approaching. He steps away
from the fire and raises both hands over his head, waving them
in a “stop’” gesture. W1 enters on a bicycle loaded with large
and small packages and objects. She wears a winter coat and a
hat. She stops. M4 is holding out his hand, palm down. “Wait,"
he says.

M4 walks slowly to W1 and begins searching through her pos-
sessions. “What is it?’”’ she asks. After a few moments, he finds
some bread and begins to rip off pieces and eat them hungrily.
"“Someone’s coming,”” says W1.

M1 enters, loaded with possessions. He, too, is dressed for
cold weather, but he does not have a hat. He wears glasses.
“Wait,” says M4, still eating. M1 does not stop. ‘‘Hear it!"”
screams M4. M1 stops.

M1 watches M4 eat. Then he goes to W1 and begins to look
through her things for food. She holds out a piece of bread to
him, saying ““Here.” M4 grabs it and puts it in his pocket. He
begins to search through W1's things again.

M1 has walked somewhat away. He points to some books
hanging from the bicycle. ““There itis,’” he says. “They're here."”
M4 unties the books and looks at them. He cannot read. He
throws a book to M1, who looks through it. “It's one of theirs,"”
he says. ““No!”’ exclaims W1.

M4 snatches W1's cap and throws it to M1, who puts it on.

Then M4 goes to W1, unbuttons her coat and starts to put his
hands inside. W1 slaps and hits at him. The bicycle falls.

W1 runs to the fire and pulls out a long, partially burned stick.
M4 steps toward her. She raises the stick. Slowly, he reaches in-
side his coat and takes out a pistol. She drops the stick.

“Over here,”” says M4, gesturing toward the wall. W1 raises
her hands and faces the wall, leaning against it. M4 kicks the
stick she has dropped.

M1 is rhythmically clicking some coins in his hand. Finally, M4
notices. He walks to M1 and holds out his hand. M1 drops the
coins into M4's hand. Suddenly, M4 grabs M1’s arm and shoves
him, too, toward the wall. M1 carefully takes off his glasses and
puts them away, then turns to face the wall, where he stands
leaning against it, his hands over his head.



M4 kicks at their feet to be sure they are leaning at a steep
angle. Then he walks to the bicycle, puts away the pistol, picks
up a piece of rope, pulls it out between his hands, and begins to
switch it rhythmically against his leg. He walks toward the peo-
ple at the wall.

““Are you ready?’’ he asks, reaching for one of W1’s hands.
M1 lunges and grabs M4 by the throat. They fight.

Scene 5
THE MEETING

A wooden table with a light, which is not on, hanging over it. On
the table are a telephone, some tin cups and a portable gas
burner with a coffee pot on it. M2 is sitting in a chair at the table;
he is asleep. The scene begins when W2 lights the gas burner.

Knocking at an unseen door is heard. W2 goes to answer it,
first taking a pistol from M2 and checking to see if it is loaded.

W3 and M5 enter. W3 carries a package. M5 wears dark
glasses and carries a portable radio and an open umbrella (it is
raining outside). He folds the umbrella and stamps the water off
his raincoat. M5 and W3 look around.

W3 goes to the table and turns on the light. M2 does not wake
up. W3 punches him in the shoulder. He wakes suddenly, acci-
dentally knocking one of the cups off of the table. He is fright-
ened. W2 says, “‘Are you ready? They're here.” When he real-
izes the situation, M2 stretches elaborately, raising both hands
over his head.

W3 is trying to make a phone call. The phone does not work.
She clicks it repeatedly. ““Hear it?"" asks M5. “No,"" says W3. M2
says, 'Wait,”" takes the phone and attempts to find out what is
wrong with it. He holds the cord out, looking up at it, examining
it. “There it is,” he says.

M5 has taken the chair. He puts the radio on it and turns it on.
We hear garbled voices and static as if on short wave.

W2 is pouring coffee. She gestures to ask the others if
they would like some. M2 refuses, holding his hand out with the
palm down.

W3 takes out a cigarette. M5 starts to light it for her.

There is a knock at the door. M5 and W2 have pistols. M2
looks for his. W2 throws it to him and goes to the door. M5
stands at the side.

W2 returns with M3, who stops and looks around. He shakes
the water from his poncho. M5 steps behind M3, lifts his arm,
and frisks him. During the scene, it should be clear that M3 does
not speak English.

W3 gestures, asking for something. M3 hands her a note or a
token. She seems satisfied. M2 and M5 put away their pistols.
M2 shakes hands with M3. W2 gives M3 a cup of coffee.
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W3 clears the table. The others gather around. She opens the
package, takes out some white tape, and throws it to M5. With
the tape, he makes two parallel lines on the table; then he makes
two others that cross the first pair at right angles. He tears away
the tape in the center: The figure seems like the intersection of
two roads.

W3 takes a model street sign out of the package, shows it to
M3, and places it on the table. Then she takes out and places a
model signal light and a model car. ““There it is,”” she says.

W3 hands a car to M2 and a car to W2. W2 places her car fac-
ing the car on the table (on the same street). M2 places his car at
right angles to it (on the cross street). W3 hands stocking masks
to M2 and W2.

W2 and M2 put on their masks. W3 moves the first car.
““Here,”” she says. W2 moves her car past the first car, stopping
behind it. M2 moves his car directly in front of the first car,
blocking its way.

W3 hands a stocking mask to M3. He puts it on. M5 tosses his
pistol to M2, who looks at it, says ““It's one of theirs,”" and hands it
to M3. M3 steps to the table, points the pistol at the first car, raps
the pistol six times on the table, takes off his mask, and smiles at
everyone. “"Over here,” says W3. M2 takes M3 by the sleeve and
steps with him toward W2, who “‘drives’’ her car away.

M2 and W2 take off their masks.

M5 turns up the radio. ““Hear it?"’ he says. “What is it?"’ says
W3. M5 smiles: ““Someone’s coming.”

Scene 6
SOMEONE HAS DIED

W1 carries a portable tape recorder playing a rhythmic Philip-
pine song.

A body (M1) lies where it has fallen. His hands are tied and
raised above his head. A floodlight attached to a coat rack illu-
minates the scene. M4 is outlining the body with white tape. M5
walks around taking photographs with a flash camera. W1
moves to the music, taps her foot rhythmically. She is bored.

““Somebody’s coming,” says M5. ““Here?”’ asks M4. He
doesn’t care very much. M5 doesn’t answer.

M4 runs out of tape. He snaps his fingers at W2, and she
throws him another roll of tape. He finishes the outlining and
stands: “There it is,”” he says. He turns to W1: “Are you ready?"’

W1 is looking at M2 and W3, who have entered silently and
are standing at the other end of the space. M4 turns to the new-
comers. ‘‘Over here,”” he says. Then he walks away from the
body and lights a cigarette. W3 walks slowly to the body and
kneels.

Suddenly, W3 starts to leave. M4 gestures, hand out, palm
down. “Wait,” he says. He goes to the body, takes a small



package from it, and tosses it to W3. ““What is it?"’ asks W3. M5
coughs.

W3 opens the package, looks inside, and drops it. “It's one of
theirs,”” she says. M4 picks up the package. “Hear it?"’" he says.
“No," says M5. W3 leaves. “What is it?"’ asks W1.

"“Are you ready?”’ M5 says to M2. He and M2 lift the body and
carry it out. W1 follows.
M5 takes more photographs.

Scene 7
WATCHING AND WAITING

The sound of crickets.

A campfire; almost on it, a metal coffee pot. Nearby, M2 lies
wrapped in a blanket. He coughs, as he will throughout the
scene. W2, M1 and M3 sit or crouch close to the fire. They are
dressed for cold weather. Occasionally, they stamp their feet or
rub their hands. They seem to be watching for something.

After a while, W2 asks, ““Are you ready?’’ M1 stares at her.
"“Wait,”” he says. "Wait?"’ echoes W2. M1 picks up binoculars
and starts scanning the sky.

M3 is suddenly motionless. ‘“Hear it?"" he whispers. The
others listen. M1 moves quickly and silently away from the fire.
He stops and listens. “No,”" he says. ““No,’” agrees W2. M3 goes
off in the direction he thinks he has heard the sound. M1 returns
to the fire.

The sound of an airplane is heard. “"Hear it?"’ asks W2, stand-
ing. The sound gets louder. “There it is!"" yells W2, pointing.
She waves both hands over her head, signaling to the plane.
The sound begins to grow fainter; it disappears. ““No,"”” says M1,
“it's one of theirs.”

“What is it?"" asks M2, rolling over. W2 goes to him. M1 lights
a cigarette. W2 snaps her fingers at M1, and he throws her first
the package of cigarettes and then the matches. They stare at
each other. W2 taps the matches rhythmically against the pack-
age of cigarettes. Finally, M1 goes to the coffee pot and picks
It up.

M3 runs in quickly and silently. He stops, one hand out, the
palm down. ““Someone’s coming,” he says softly. M1 gets a
rope out of a knapsack. ‘““Here,”" he says, tossing one end of the
rope to M3. The two men run to the far end of the space, in the
direction of the expected arrivals, and stretch out the rope be-
tween them as a trip-line. Everyone waits.
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Scene 8
BUILDING THE BARRICADE

The sound of air-raid sirens.

Red warning lights, like those used in street excavations,
blink. Saw horses, boxes, a barrel, wood, etc. are scattered
about.

W1, M2 and M3 enter and stop, listening to the sirens. "Hear
it?"" says M2. W1 carries a hand-held spotlight, M2 carries a pail,
M3 has a stack of leaflets and a rolled-up flag.

W1 checks her light, switching it on and off several times. M2
has gone to the wall. “Over here,”” he says. W1 lights the wall.
M2 dips a leaflet or a poster of some sort into the bucket, steps
up on a box, and fastens the poster to the wall. For a moment,
both of his hands are raised above his head.

M4 and W3 have entered and are standing silently, watching.
M3 sees them. ““Wait,”" he says, gesturing to W1. W1 switches
off her light. M3 walks toward M4 and W3, holding out a leaflet.
“Here,”" he says. W3 takes the leaflet and hands it to M4. M4
strikes a match to read it.

M5 has entered. ““Over here,”” he says, snapping his fingers.
M3 hands him a leaflet.

W1 says, ““Someone’s coming.”” One at a time, the people sit
or lounge in relaxed positions. M3 scatters a few leaflets. They
hide the light and the leaflets under coats, etc. M3 braces the
flag so that it stands.

M1 and W2 enter with flashlights. The beams of light sweep
across the silent people. Someone coughs. Someone lights a
cigarette. Kneeling, W2 picks up a leaflet. ““What is it?"" asks
M1. “It's one of theirs.” M1 sees the flag, goes to it and holds it
out with both hands. W2 lights the poster that has been put up.

The sirens sound. ““Hear it?" says M1 to the silent people.
“Wait,”" he threatens. “Wait!"" M1 and W2 leave.

The people build a barricade. W1 lights the scene. M3 pounds
rhythmically with the flag staff and waves the flag.

In the darkness, the actors begin to take apart the barricade. A
light comes on, and they freeze in position. Some are reaching
for objects, some are just picking them up, some just beginning
to carry them away. As they did in the ““Medical Unit"" scene,
M2 and M5 carry in W2. They move through the space and exit.
The light goes out. The actors continue moving the materials in
the darkness. The light comes on again. Again the actors freeze
in various positions of work. Now the barricade is almost disas-
sembled. As in the “"Roadblock’” scene, M1 enters, loaded with
possessions, and slowly walks across the space. He stops and
turns as if hearing M4 yell at him. The light goes out.



The sounds that were heard at the beginning of the play have
returned. We hear a sequence of eight loud sounds: waves,
waltz music, small-arms fire and explosions, a dog barking, gar-
bled voices and static from a short-wave radio, a rhythmic
Philippine song, an airplane, and air-raid sirens. Four seconds of
sound are followed by ten seconds of silence. As the play nears
its end, the bursts of sound become shorter and the passages of
silence become longer; just as they increased at the beginning,
they are now decreasing. The sounds, still in the same order, are
heard for two seconds, separated by twenty seconds of silence.
By the final sequence of actions, the bursts of loud sound are
one second long and are separated by forty seconds of silence.

The bright light attached to the coat rack—it lit the body in
the “Someone Has Died”’ scene—is turned on. Now the body is
not there, but its outline in white tape remains. W3 walks slowly
in, as she did in the scene, and kneels by the invisible body.

M2 rushes in with the folding cot and sets it up as it had been
in the third scene. M5 lights it with the battery-powered light.
(The “coat rack”” light on the kneeling woman is turned off.) The
light M5 is holding in both hands shines down onto the empty
cot where W2 had lain before.

The light in the oil drum comes on. (M5 turns off the light on
the cot.) In front of the oil drum is the body of M3, as it was in
the ““Roadblock’’ scene.

Now the campfire is turned on, and the oil drum is turned off.
M2 lies by the campfire as he did in the “Watching and Wait-
ing’’ scene.

Finally, the coat rack light, the cot light, and the oil drum light
are turned on in addition to the campfire. W2 lies in the cot, M2
lies by the campfire, M1 is in the outline that has just been
empty, M3 lies by the oil drum.

M4 steps away from the oil drum and waves as he did in the
""Roadblock’” scene. He freezes, both hands over his head. All
of the lights go off.

In the next sequence, isolated images—various parts of the
basic scenes—are juxtaposed and overlapped.

W1 appears with a flashlight. Although M1 does not appear
as he did then, W1 moves just as she did in the first scene; she
does not speak.

M1 moves in with a flashlight at the opposite end of the space
as he did in the “Building the Barricade’” scene (and in the open-
ing loop).

M5 moves through with wood for the barricade.

M4 and W2 dance through, as if to waltz music.

(When the beam of W1's flashlight strikes the low dome in the
center, she stops, says “‘Over here,”” and then exits.)

M5 appears with an umbrella, shakes rain from it, and closes it.
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M3 pounds with the flag staff and waves the flag.

W2 has entered with a flashlight as she did in the final scene
(and in the opening loop). M1 has exited.

W1 moves slowly through with the loaded bicycle.

M5 takes flash photographs.

M1 sets up the wooden tripod, and W3 hangs the lantern on it.

In the light of the lantern (or picked out individually by the
lights) —just as was done in the opening sequences of the play
—sequences of similar actions taken from the basic scenes of
the play begin. M1 lights a match and looks into his shoulder
bag as he did in the first scene. M4 lights a cigarette as she did in
the last scene. Etc. The sequence of lighting matches continues
with each actor in exactly the same position they were in the
scene from which the action was taken.

A different light comes on, and another sequence begins.
Now the dropping of objects is isolated. W3 looks in the small
package and drops it. M3 drops leaflets, scattering them. M1
drops the pliers on the metal dome. Etc. The bursts of loud
sound are getting shorter.

The final sequence involves tapping. The first sounds are the
quietest, and they grow louder during the progression. M5 taps
on his camera as he did in the sixth scene. W2 taps the matches
against the cigarette pack as she did in the seventh scene.
(When one sound begins, the previous one stops.) M4 shakes a
box of matches as he did in the ““Someone Has Died”’ scene.
Etc. Finally, all of the actors are on stage: M3 pounds with the
pole of the flag. Now all the actors tap at once in their various
ways. The sound is quite loud and continues for quite a while.
Then there is a burst of machine-gun fire. The tapping stops. In
the silence, nobody moves. There is another burst of machine-
gun fire. The light goes out. The play is over.



A.M.FINE: PIECE FOR FLUXORCHESTRA WITH 24 PERFORMERS

This piece is 15 minutes long. It should start the evening,or be the first
after intermission so that the 24 members of the orchestra may be seated
among the audience inconspicuously. When the curtain opens,a bare stage
or a simple white screen is exposed. It is also possible to have the per-
formance begin simply by shutting out the house lights.

The numbers at the side of each card indicate the passing of the 15 min-
utes. Instructions after each number should be followed by the performer
within the minute indicated.

Performers 8,10,11 are available after 3 minutes to perform in the lobby.
No. 20 (a girl), after five minutes.These should perform in the lobby some
other fluxpiece.Other performers entering the lobby may join in this lobby
performance for the duration of their stay there.

Props: No.6: three soft throwable objects or rubber balls.
Nos.1,7,16,18: balloons.
No.16: umbrella or hat
No.12: pocket size musical instrument.
Nos.2,3,9,13,19: pocket flashlights.

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.1

Clap loudly at indeterminate intervals for short lengths of time.
Yell: "Damn this boredom", get up and walk out.

Reenter and sit somewhere else, eating a bag of potatochips loudly,
sharing them with your neighbors. When the bag is empty, inflate and
explode it with a bang if possible.

Chat with your neighbors, interrupt it suddenly without warning and
yell: "What do you think this is - Ben Vautier and Total Art?" then
10. resume your conversation,

11. Continue conversation or remain quiet. Burp.

12. Get up and walk out. Come right back in and announce: "I’'m as much
13. it as anything." Sit in original seat.

14. Take a balloon from pocket and inflate it until it bursts.

15. Walk out. -

@0 N

A.M. FINE
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A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.2

1. Saquint at this card using a pocket flashlight.

2. ditto.

3. Look at wristwatch, then squint at this card with flashlight.
4,

5. ditto.

6. ditto twice.

7. ditto thrice.

8. Look for another paper in your pocket, rejecting whatever you find.
9. Squint at watch with pocket flashlight, then at card.

10. ditto.

A 618

12. Squint at wristwatch with pocket flashlight, then at card.

13. Squint at card with flashlight, then turn it to squint at watch.Turn it
on and off, looking at watch and card alternately till end of piece.

15,

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.3

1.

2. During the last 14 minutes, using a small pocket flashlight, alter-
nately look at a sheaf of printed papers and at the wristwatch as if
expecting to read something at a given time. (Try to appear both ex-

pectant and nervous.)
15,

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.4

Clap loudly at indeterminate intervals for short lengths of time.
When performer no.1 shouts "Damn this boredom"and gets upto walk
out, shout: "Coward" at him.

Get up and walk out.

Come back in and sit down in the same seat.
Say and do nothing for the rest of the piece.

P odndk  roE



AM.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.5

When the piece ends, and the house lights go up, say as loudly as pos-
sible without shouting: "Well, that’s a beginning".

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.6

1

2.

2.

4. Yell: "What the hell is this, Ray Johnson’s Nothing No.37?"

5. Take an object from your pocket and throw it onto the stage-arubber
ball if possible.

6. Yell: "If this is theatre, then | am Alfred Jarry and all | say is --
Merde, Merde and Merde."

T

8. Take another object from your pocket and throw it anto the stage --
a rubber ball if possible.

9.

10.

11. Yell: "I want my money back".

12,

13,

14. Laugh sarcastically: "Ha, Ha, Ha, " a number of times.

15. Take another object and throw it onto stage - a rubber ball if possible.

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFOPMER NO.7

Say loudly, but do not shout: "When do you think it’l end?"

Open a rustley paper bag and remove a balloon. Inflate it and release
into the air.

Remove another balloon from bag, inflate it and release into air.
Remove another balloon from bag and inflate it till it bursts.

Remove another balloon from bag, inflate it and release into air.
Remove another balloon from paper bag and after inflating it squeeze
the nipple as the air escapes so that some kind of sound is made.
Continue to do this and then intersperse this action with the other

two, using 6 or 7 balloons for the remainder of the piece.
15,

peli=chak ook LI
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A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.8

N =

Stand up and announce to the audience: "| was planted here as part
of the performance, and a such, | refuse to perform." Then sit down.
Get up and walk out.

A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.9

) 8

2. After performer no.8 announces "Il was planted here as part of the
performance,and as such | refuse to perform", stand up and respond:
"So was |, but I'm going to stick it out", then sit down.

O S 500

Take a pocket flashlight, look at the wristwatch and this card, then
stand up, shine the light on wristwatch, scrutinizing the exact time,
then shine it on the card, as if looking for the right cue, and not
finding it, shut the flashlight off and sit down.

9. Repeat action listed after no.6, but then announce: "So were you".

13. Stand up and announce: "So was I", then walk out.



A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.10

AR, P

Stand up and announce: "This piece is supposed to be 47 minutes
long, and anyone who wants to follow me out of here is welcome to."
Leave the auditorium.

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.11

3. When performer no.10 announces that the piece will last 47 minutes
and invites anyone to leave with him,get up and leave with him.Stay
outside for a short while, then come back and announce excitedly:
"The performance is in the lobby, the performance is in the lobby",
then exit as if in a hurry to see what’s going on outside in the lobby.
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A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.12
1. Remain in the lobby when performance starts.

2,

3.

4. Remove this card from your pocket and read the following: "The per-
petual Fluxfest is present everywhere at all times and places. | am
reading this because | didn’t memorize the lines. You are invited to
follow me into the auditorium or remain in the lobby for the remainder
of this piece. Upon return to the auditorium, kindly resume your orig-
inal seats in order to avoid confusion". Enter the auditorium and sit
in the first available seat.

5. Remove any small musical instrument from your pocket, make a few
very short sounds with it and then put it away.

6. Stand up and shout: "Silence, for Christ’s sake", then exit.

7. Find the house lights, and twice flick them on and off very quickly.
For the remainder of the time, find someone to talk to in the lobby,
or attempt in some way to sabotage the performance.

15,

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.13

Get up and walk out.

1

2

3

4.

5. Shout loudly: "Let’s get the show on the road".

6

Participate in lobby performance if necessary or willing.

7

8

9

Enter the auditorium and ask anxiously by whispering at each row:
"Is Florence Tarlow here?" then, if she is, ask her to leave with
you in a hurry. If she is not there, then exit without her right away,
reenter and go to the front of the auditorium where you announce:
"Florence Tarlow is not here", then exit. If she is there and comes
with you to the lobby ask her if she will go to the front of the stage
or auditorium and read these instructions to the audience in a loud
voice, using a flashlight to read by. Give her one. If she refuses, go
to the front of the auditorium yourselfand announce:"Florence Tarlow
refuses" Then using a flashlight read these instructions to the audi-

15. ence down to this last period, omitting the title. Period.
112



A.M.FINE: PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.14
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10.

11.

12. Stand up and read these very instructions to the audience in a loud
clear voice, then exit.

13.

14.

15.

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.15
1. Sit next to performer no.14

2

3

4.

5.

6

T

8.

9.

10

Lk

12. Nudge performer no.14, whereupon he will shortly thereafter perform

his action. When he completes his reading and begins to leave,stand
up and read these instructions and then sit down.

14,
15.
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A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.16

1
2.
3.
4. Stand up and leave.When you have reached the end of the row,return
to your seat (which should be a number of seats in from the aisle) and
ask the adjoining seat members if they have seen a small package.
Look forit on the floor and around the seat as obtrusively unobtrusive
as possible. After not finding it, exit, leaving a hat or an umbrella
behind. After leaving the auditorium, come back in and ask for the
object left behind from the aisle.If it is passed toyou from the middle
of the row, excuse yourself to the sitting people, enter your row and
sit down in your original seat. If the object is not passed, enter your
row and look for it after which you may sit down in your original seat.

®

Keep track of the time by looking at your watch. Say to one of your

neighbors: "Six minutes and they haven’t started yet".

Sayto one of your neighbors:"Seven minutes and they haven’t started

yet, I’'m leaving." (Don't leave).

10. Stand up, remove this card from your pocket, and then read the fol-
lowing to the audience: "Sari Dienes needs mirrors; please send her
mirrors. George Brecht needs chairs; please send him chairs. Ray
Johnson needs nothing, please send him everything." Then go back
and read every printed item on this card calmly to the audience,in-
cluding this sentence. Remove a balloon from your pocket, inflate it
and release it in the auditorium. Then sit down.

11,

12, Stand up and announce:"Owing to contingencies beyond the control
of the author,this piece has been reduced to 43 minute duration."

13. Do not care for this or that.

14. Inflate a balloon til it explodes.

15. Correct the mis-spelling of til.

e

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.17

1
2
3. From your seat, clap your hands and exclaim gleefully: "The piece
has begun, the piece has begun."
4. Ask loudly: "When is it over? When is it over?"
5. Stand up and exclaim:"The audience is once again the piece", then
exit.

6. Reenter and sit somewhere else, or if that is not possible, go and
sit on the side of the stage, or if that is not possible, go and stand
by the side next to the stage. If none of these is possible, then do
something else.

9100



11,
12,

13,

14.
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Stand up. Sit down.
Stand up. Sit down.

. Stand up and say:"ltis rare fora fugue to go onfora long time unless

it is doubled, in which case the same laws apply but the subjects
are two rather than one and the twain are perhaps treated the same or
not, or if it is not exactly the same, then it is different. Otherwise,
it is perhaps safer to call it a texture."

Sit down. Stand up. Sit down. Stand up.

Say: "In orderto remain as a witness the fugue must follow the natu-
ral laws of counter."

"In order to do so, the fugue may be witnessed from any one of the
several seats." Sit down.

Stand up and say: " There is more to go", then walk out. Walk back
in, go to the front of the hall and read loudly the entire card in a di-
dactic but fairly quiet tone, then sit down. A flashlight may be used
on this card if necessary.

.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.18

. Enter the auditorium and find a seat near the front row, having care-

fully looked for a seat in all of the other rows. Ask quietly if the seat
is available,if it is unoccupied,oroccupied,orsignal such questions
to neighboring occupants. If one is not available near the front row,
then find one further up. If no seats are available, then leave.

If seat was available, then read these instructions to the audience
from your seat, after which, inflate a balloon, release it, stand up
and leave. If seat was not available, reenter auditorium, read these
instructions to the audience and then leave.

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO0.19

to

15,

Throughout the piece after each performed action or reading, stand up
and announce: " That was number --" (choose a number between one
and 147), and then sit down. While doing so, make believe you are
reading the number from a sheet of paper with a small pocket flash-
light. After 5 minutes or so, you may stop by saying loudly: "l quit"
and then sitting down. However, if you are up to it,continue through-
out the whole of the piece. If you stop,then after five mimbuts wead
this instruction to the audience wit a pogget frash wight and pro-
moumce aww the mistakes carebul.
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A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.20
( a girl‘s part )

Lt

After 5 or so minutes, find a suitable silence and then shriek loudly:
"I'm sitting on it!", then hurriedly get up and leave.

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.21

( Sit, stand and speak simultaneously either in different locations or the
same )

30100058 O L £ ey

10.
. idem,
12,

13
14.
15.

Stand up and say: "We four sit and stand together", then sit down.
idem.
idem.
idem.
idem.
idem.
idem.
idem.
idem.

idem.
idem.
(nothing)
idem.
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( Sit, stand and speak simultaneously either in different locations or the
same.)

Stand up and say: "We four sit and stand together", then sit down.
idem.
idem.
idem,
idem.
idem.
idem,
idem.

. idem.
. idem,
. idem.
. idem.
. (nothing)
. idem,

A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.23

( Sit, stand and speak simultaneously either in different locations or the
same.)

Stand up and say: "We four sit and stand together", then sit down.
idem.
idem.
idem.
idem.
idem.
idem.
idem.

. idem,
. idem.
. idem.
. idem.
. (nothing)
. idem.
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A.M.FINE:PIECE FOR FLUXORCHESTRA. FLUXPERFORMER NO.24

Hoork Wpr

10.
11,
12,
13,

14,

Stand up and announce: "This piece is a kind of a fugue". Then sit
down.

Stand up and say: "However, the subject is imminent", Sit down.

Say: "The counter subject has just been expostulated, and we can
now look for inversions. There are a number of them in this very au-
dience."

Stand up and say: "A fugue is very complicated,consisting of a sub-
ject or subjects and a counter subject or subjects and involving all
kinds of modulations and different devices in order to cut through
some of the noise, and a different counterpoint like one invented by
twelve-tone system, begining with the pre-Bach music. A music, is
nonetheless an expostulation, and as such we are now witnessing
its perennial play. At Juilliard, they are afraid of the word, so they
call it a texture. Elsewhere, it has been named Fugue." Sit down.

Having removed this card from your pocket, stand up and read every
word on this card to the audience. Then inflate a balloon and release
it into the air.

Announce while standing or sitting: "Owing to conditions beyond the
control of the author, this piece is now taking place". Then sit down.

( do not read this section to the audience untill the time limit is up.)
Stand up and say loudly: "Surprise!" then inflate another balloon and
explode it by puncturing it with a pin or overblowing.

Announce loudly: "A half hour to go', then leave. Return immediately
to the place which you left and say loudly: "47 minutes to go", then
leave. Come back right away and just stay quiet.



(As requested by Mr. Richard Kostelanetz, for inclusion in “Scenarios”,
the following work is dedicated to the memory of the late Mr. George
Maciunas.) (3/7/°80)

“FLUXTHEATRE ANSWERS”

Props:
A modest-sized table, preferably covered by a large black cloth.

A large gong, preferably, or a similar substitute like a pot-lid,
centrally suspended in a visibly square frame.

A symphonic ‘triangle’, suspended.
One wooden chopstick.
One wet-mop.

Also: One water
glass, and a
pitcher of water.

One pocketwatch.

Performers: Two. (Speaker and Mopper).

Instructions: Table with props except mop, center proscenium
along with Speaker.

Speaker instructs audience to mentally think up questions to
the ten answers he will give them, without any permitted
‘verbalisation’ on the part of any of the audience. Sufficient
time between each “answer” must be allowed for the audience
to mentally form their questions. The Speaker may perform
the ten answers, in any order he or she may prefer.

ANSWERS

(1.) “She wore five rings to the opera; two space-ships,
and three dinasaurs: That is why the restaurant boomed.”

(2.) “No.”
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(3.) The Speaker silently, and slowly, lifts the empty glass with
one hand, the water jug with the other, and carefully pours about
a glass full of water onto the stage, leaving the glass dry and
empty: Performer No. 2 comes out from the wings with the mop,
and carefully, but not dramatically, wipes up the water, and
returns same direction he came from, to the wings, with the mop.

(4.) “Arithmetic equals five times two point six equals thirteen
million.”

(5.) “Leap-Year.”

(6.) The Speaker picks up the wooden chopstick, breaks it,
and replaces the two pieces on the table.

(7.) The Speaker looks at his watch, and announces the
hour, minute, and second; then the date; and then says:
“Cosmic Soup.”

(8.) “While they were on the moon, one of them sneezed.”

(9.) The suspended triangle is lifted from the .table, along
with the square framed ‘gong’, (if it is that small), and struck
once against the gong—and allowed to resonate until finished,
and then quietly replaced on the table.

(10.) Any of the preceding nine may be chosen as the tenth
answer, or, if preferred, the Speaker may obviously comb his
or her hair instead.

At the end, the offstage Mopper, without mop, should join
the Speaker for bows.
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MUSICA DA CAMERA
for orchestra of photographers

in memoriam George Maciunas

= 120

The orchestra is divided into three groups disposed onstage
in a curved right-center-left formation roughly equivalent to
the seating of a traditional orchestra (strings at right,
winds center, brass left).

The center group has flash cameras; the outside groups
have ordinary professional cameras, preferably single-lens
reflex. All performers keep their lenses trained on the
audience.

The conductor faces the orchestra through a view camera
trained on the score, the traditional photographer’s cloth
over the conductor’s head. “Movements’ are indicated by the
conductor with numerical, watch-the-birdie-type gestures of
the right hand, and the individual numbered actions are
indicated with similar gestures of the left.

All actions by a single group must be realized as succinctly
and simultaneously as possible by the photographers in that
group. Actions by different groups noted as occurring
simultaneously follow one another in rapid succession, except
where otherwise noted. Longer intervals, marked by the
conductor’s left hand, separate differently numbered actions.

l.

All photographers remove lens caps

All photographers replace lens caps

All photographers remove lens caps

Center group [hereafterreferred toas GrC]sets off flash 1x
Right group and left group [GrR, GrL] alternate
clicks of the shutter, each 4x (conductor must
beat time with alternate hands)

GrC sets off flash 2x

GrR replaces lens caps

GrC opens film chambers

GrL clicks shutters 2x

g~ ) o =8
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10. GrR removes lens caps
GrC closes film chambers
11. All photographers replace lense caps

I.

GrC sets off flashes 2x
GrR clicks shutters 1x
GrC sets off flashes 1x
GrL removes lens caps
GrR stands up

GrL replaces lens caps
GrR sits down

GrC stands up

GrL opens film chambers
7. GrC sits down

S =

GrL closes film chambers

All photographers stand up

GrR opens film chambers

GrL operates motor drive 1x

GrC replaces lens caps, operates motor drive 2x
All photographers sit down

GrC sets off flashes 1x

GrR closes film chambers, operates motor drive 2x
All photographers open film chambers

All photographers unroll film onto floor

gp N

=< oNO

GrC picks up its piles of film
GrC stands up, sets off flashes 1x
GrC sits down, operates motor drive 6x
GrL picks up its piles of film
3. GrR clicks shutters 3x
GrC picks up its piles of film, operates motor drive 1x
4. GrR clicks shutters 4x
GrL clicks shutters 3x simultaneously (conductor must
beat 4 against 3)
5. GrC clicks shutters 2x, sets off flashes 1x
GrL clicks shutters 2x simultaneously
6. GrR clicks shutters 4x, removes lens caps
GrL clicks shutters 3x
7. GrR stands up, operates motor drive 1x
GrC sets off flashes 1x, stands up

M
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8. GrR replaces lens caps
GrL clicks shutters 6x

9. GrC clicks shutters 3x, sets off flashes 3x, operates
motor drive 2x
GrL stands up
10. All photographers sit down

V.
1. All photographers stand up, sit down, stand up, sit down,
click 1x
2. GrR opens film chambers
GrC sets off flashes 2x

GrL turns film knobs 2x simultaneously with flashes

3. GrR clicks shutters 4x
4. GrC turns film knobs 4x
5. GrL opens film chambers
6. GrC stands up, sets off flashes 2x
GrL stands up, operates motor drive 1x
7. GrR clicks shutters 8x, stands up, closes film chambers
8. GrC sits down, operates motor drive 4x
GrL closes film chambers
9. GrL sits down
10. GrR clicks shutters an indeterminate x—photographers

clicking various amounts; one photographer should click
a lot longer than everyone else, gradually getting
slower and slower
11. GrC opens film chambers, sets off flashes 4x
GrL clicks shutters 5x
12. GrR stands up, opens film chambers, clicks shutters 1x
GrC clicks shutters 1x, sets off flashes 1x
GrL stands up, operates motor drive 1x
13. GrR closes film chambers
GrC sets off flashes 20x, each time each photographer
aiming in a different direction
GrL sits down
14. GrR sits down, clicks shutters 4x
GrC closes film chambers
GrL clicks shutters 1x, operates motor drive 1x
15. All photographers click shutters 2x
GrC sets off flashes 1x
All photographers stand up

New York
May 30-June 9, 1978
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EXPERIMENT IN SIMULTANEOUS TWO-WAY COMMUNICATION

Two active participants are seated in different rooms
with telephones. Passive observers may accompany each
of them. Each participant is provided with a sheet of
12-16 matrices of the numbers 1-9. Directional lines
tonnect all digits in each matrix in a different order.

Each participant is directed to follow one of the sequences
through the matrix. Neither knows which sequence the other
is following. The object of the experiment is cooperative:
by using the ringing of the telephone to transmit numbers,
the participants are to attempt, respectively, to communi-
cate their own positions in the matrix and to learn the
positions of one another. The matrix , then, is a trap
which the participants cannot escape unless they escape
together, by establishing a common numerical sequence.

Participants must attempt to communicate their positions
to one another simultaneously. One participant dials the
other's number and allows the phone to ring a number of
times corresponding to the number he is then on in his
progression. At the same time, the participant receiving
the call is to pick up the phone after the number of
rings corresponding to his position. Unless the caller
hangs up first or they are on the same number, this will
result in an interruption of the caller's message and
wiil turn the call into a message to the caller.

Participants take turns dialing one another. Either one
may be designated the "starter". He is to call the other
and try to let the phone ring the number of times given



GCl

by the circled starting number of his matrix. If he
finishes before the receiver picks up, he is to hang up
immediately and move to the next number in his sequence.
The other participant, receiver on the first round, will
dial the other participant and try to transmit his circled
starting number. Both participants are trying to signal
each other at the same time--either by dialing and ringing,
or by picking up after a given number of rings. Gbviously,

g3
(:é-5—~6
—8
whoever is on the lTower number will succeed in transmitting,
¢ while the other will fail. Each participant is obtiged to
keep trying to transmit the same number until successful.
If both participants happen to be on the same number, the
e

transmission/reception will be uninterrupted and the receiver
should get a dial tone when he picks up.

When either participant thinks that he knows the sequence
that the other participant is following, the object of
communication changes: he is to transmit to the-other parti-
cipant the number that he thinks the latter is on or has
just moved to. If he is correct, his transmission will
be uninterrupted in case he is dialing, or if he is receiving
he will get a dial tone when he picks up. Both participants,
(_ having simuntaneously transmitted the same message, will now
attempt to send/receive a second number in common. To end
n the experiment, participants must send/receive a chain of
at least two identical numbers leading to the nearest corner
7—8 of the matrix from the point at which they first established
a common position.

" The participants can thus only get out of their respective
27 g matrices if they do so together--by simultaneously sending/
receiving the same number at least two times in a row.
If no common position is established, participants are
obliged to remain in their designated sequences.
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LA GLORIA DI COLUI CHE TUTTO MOVE

John Ciardi or Charles Doria sit at 11:00_AM and teach
Michael Andre the first 100 lines of Dante’s Paradiso

using the Sinclair bilingual edition. The grammar is parsed,
the pronunciation corrected and the meaning debated. At
11:00 PM Andre mounts the table and chants the first
100 lines rotating with a flashlight beamed at the
audience.

Whatever comes down THE ROAD

Introduction.
Then the reader, stoned and unshaven, approaches the
microphone, picks up the microphone, carries it to the

door, leaves, returns without microphone, stares at
watch for 50 seconds, mumbles

“|] love to watch my watch”

stares at watch for another 50 seconds, goes back outside,
returns with mike, replaces it on stand, sits.

A waitress during the performance has graciously placed
another shot and another beer on his table. Downs both.
Shuts eyes.

Ear Inn, New York, 1980

MICHAEL ANDRE
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from 6 notes on how to improve commercial
cinema, Mar. 1963. Note 6:
1. Announce a $15,000,000 production of "destruction of
Hollywood".
Rent the largest Hollywood studio.
Rent all the motion picture equipment available in Holly-
wood and place it into the studio.
. Blow up the studio.

. Announce the completion of the "destruction of Hollywood"

SEINCIS

JONAS MEKAS
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CONSIDERING THE VAST array of problems that confronted me and
those which I attacked because the odor of stagnation about them
could hardly cause me to do otherwise, the theatre was by far the
simplest to approach. I say the simplest because at the very outstart
I had only to throw out everything that comprised it. And of every-
thing that comprised it there was nothing more crust laden with
dull tradition, artifice and plain rotting stupidity. By everything
I mean the auditorium, the stage, the settings, the orchestra, the
actors, the costumes, the dialogue, the lighting, the sounds, the
ushers, the balconies, the tickets, the box office, the directors, the
managers, the stage hands, the writers, the scripts, the curtains, the
props, the stage effects, the backers, the angels, the producers, the
entire everything in total, all there ever was. With the grand up-
heaval and discard went interpretations, themes, scores, criticisms,
theories, definitions, concepts, ideas, texts and all other related
matter. Thus completely liberated I was free to reconstruct the only
plausible theatre, the one based on physics and called by me
scithe.

On a flat, open space I inscribed a circle of sufficient diameter
to accommodate twelve hundred swivel seats each capable of ro-
tating a full 360 degrees and with sufficient space between each
to allow occupants to rotate without touching one another, plus
some additional footage to allow free and easy passage of all theatre
goers and the performers or “feeders,” as I now called them. These
seats were mounted in the firmly packed vyet resilient earth to form
a huge spiral evoluting concentrically from the center of the cir-
cular space. These seats were both radiantly heated and lighted
to temperatures and color ranges controlled from an unseen organ.
These seats were in effect both stoves and lamps; any theatre goer
so physically constituted as to resist the full emotional intensity
of the spectacle to follow could be made to heat and light up like
a glistening torch, while for the less inhibited viewers the swivel
seats were but pulsators of ground level glows and light sequences

BERN PORTER
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of the upcoming spectacle. It was characteristic of the light eman-
ating from the seats, or pipes as they more properly were, that they
more than brightened and warmed but also angered, frightened,
carressed, soothed and bolstered, the combination of heat and light
having qualities and variations of tones, now felt, rather than heard
or seen. Moreover the heat and light could be spread continuously,
intermittantly; spread in waves, sheets, in torrents, in arrow-like
advances, directed, piercing, streaking under, over and about the

audience at the will of the organist playing from a composed score
for each presentation.

Since no one could enter my theatre, which as you will note has
no gates, aisles, doors, walls or stage for I have not mentioned
them, without bringing with him his own mask and costume chosen
by him to represent his particular mood and contribution to that
particular evening, the seated audience before the performance
began was a breathtaking spectacle to behold for now the theatre
goers were themselves the set, the stage, the play about to begin.
As the curtain rose, that is to say, when the heat and light came on
sectionally, individually, alternately, completely and then not at all
in continuing pulse, rhythm and movement throughout the circular
space and light shafts and sound beams began to cut the air vertic-
ally and angularly as the organist covered his keys in modulated,
now frenzied zest like any other concert pianist, the feeders ap-
peared, that is to say the performers who were actors, musicians,
dancers, magicians, directors, speakers, singers, all in one, appeared
at the particular section of the great circle through which they
moved as the participants of theatre goers rotated in their chairs
to follow them.

The entire circle of people under the manipulation of the feed-
ers became a stewing pot of emotional brew, sound pierced, light
struck and heat riddled with dialogue replaced by gesture and
thought, with music replaced by feeling and spirit, with props re-
placed by the very theatre goers themselves. As the surrounding
air space became electrified in this highly charged manner, indi-
viduals here and there under the total impact and proximity of a
feeder (actor) passing perhaps on adjustable stilts, broke out in
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solo chant, then in choral effects, with soloists cutting up under
here and there and so subsiding only to break out in one whole
group articulation much as the organist and feeder-actors desired
in their prepared plan of the play in progress. Groans, shouts, cries,
songs, belches, coughs, appeals arose from the stew causing further
auto-suggestion, hypnotism, controlled violent response, shaking
the participants, healing and releasing them as image after image
in epic form is called up, put over and realized in this three dimen-
sional theatre of idea, aspect, attitude, suggestion and the concrete
wherein the extraordinary, the magic, spontaneous redirects am-
bitions, wills and urges; this spatial language which transforms the
mind’s version of happenings into events to be perceived, this world
of absolute gesture free of written scripts, scored music, dated
chorography, theatre noises and props which is the idea itself; this
air of perspective in sound, color and movement undulating as a
whole throughout the circle with meaning, content and validity.

Obviously this theatre of the spirit, for it was that and more, in-
duced trances, orgiastic releases, mental flushings, emotional wash-
ing and other highly desirable internal cleansings which would
clear men of hate, lust, greed and war if properly conducted
throughout the world. On another level mental disorders of all kinds,
physical, psychosomatic ailments were cured, making many forms of
medicine and psychiatry unnecessary. Such reported and authenti-
cated observations by competent observers made upon regular
attendants to my theatre were of course outside my providence and
indeed that of the theatre itself whose first and only objective was
to bring people out of themselves and face to face with the reality
which was and most certainly out of the stagnation and boredom
that engulfed them, i. e., make pure theatre.

As I became more skilled in the composition of spatial scores I
added occasional forms of hierographic import, tall masks of sug-
gestion and designed statues which were really devices of hallucin-
ation, musical instruments and works or objects of tribal worship,
gigantic fetishes and symbols of luck, taxation or death. These de-
vices were employed only with great discretion as the magnitude
of the productions enlarged to meet the public demands that even-
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tually obliged me, among other things, to increase the size of the
circle, though by preference I had held it to the less than twelve
hundred seat capacity. Thus it was that I later succumbed to the
repeated howls of the now defunct theatre industry and show busi-
ness that certainly some kind of stage must evidently be had and so
erected at the true center of the circle where the spiral began a
small raised space from whose center rose a single mast supported
by guys that held an upward rising spiral runway opened and
spread out like a leaf at certain levels as it rose to permit the feeders
better grip upon the moods of the spectators below and the better
to carry the continuous flow of sound, movement and thought
throughout the circle.

It was clearly evident to me, however, that the closely knit gual-
ity which I had initially desired to achieve was somewhat lost by
this aerial quality of coordination, though it also had many features
notable for further experiment and retention in part or in full as
research continued. The latter work led me to devise a conical pit
or inverted cone in the earth, terracing its walls but slightly for the
swivel seats placed for passage and turning on all sides and rising
spirally from the center from which also rose the supporting mast
of the spirally rising and rotating feeder levels for thought trans-
ference and idea imparting. As a subsequent concession to the
weather I allowed the single masthead to also support a conical
roll of aluminum foil cut by plastic lightlocks and air-conditioning
directors, until I subsequently eliminated these by manufacturing
weather or more correctly making simulated atmospheres which
‘also became part of the spectacle. Approaches to the theatre were
marked by the dancing waters device of the German named Brzy-
tawik, the light systems of the Viennese named Planer, the light
organs of the Dane Wilfrid coupled with the creations of develop-
ment found in sciarch of my own devisement. Indeed all of these

eventually found use directly or in modified adaptation in researches
that followed.
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MORNING GLORY

Read New York Times
Put perfume on the pages
Put perfumed pages in the blender
with some black pepper
Blend all together with water
Until the newspaper disappears
Put the whole mixture on a beautiful plant
Repeat this event, putting some “Morning Glory” flower

seeds and sneeze powder in the mixture
Until the entire New York Times is blended
So that the audience has to leave quickly, sneezing.

WOLF VOSTELL
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DOGS AND CHINESE NOT ALLOWED

or
discovering the meaning of the environment

a de-coll/age happening
new york city and long island
may 1966

in order to participate you must have performed at least three (3) of
five (5) pre-happenings this can be accomplished only by going via sub-
way to the destinations indicated on the enclosed map and getting a
stamp of certification in the appropriate box on the poster from a spe-

cial attendant who will be at each specified location at the specified
time all unforeseen events and life actions involved in this procedure
have been declared parts of the happening by vostell

NB dogs and chinese are very welcome

| PRE-HAPPENINGS
26 persons arrived their
boxes were stamped and signed
by wolf vostell
they said their names over
a walkie-talkie to an
undisclosed location

4 were selected by numbers they were driven to a
on ticket stubs to participate bronx drive-in movie
in a one-hour happening on the screen: harper
the others went home a car with the four
or awaited the return of selected persons plus
the selected foursome the driver and vostell
all 26 were given the parked in front of the
following action telephone monumental screen
numbers to call and tell inside the car 2 films
about the pre-happening: one on the war in viet
CA62385 GR72706 nam and the other on
YU99770 5334959 dog training were
7733536 O0R49143 projected on viet nam
8735510 YU96730 dispatches and large
516HU77294 UL83050 freshly baked white rolls
9664437100 BU84820 the car radio and
914HA98161 6757134 transistors were playing
2017431185 9253710 the car occupants were

given bull horns and

they repeated 11
sentences from a viet nam
soldier's diary 25 times
the car windows were
closed for these
simultaneous actions

the car drove out of the
movie lot and the
occupants were let out

at a highway restaurant
the car returned after

15 minutes the foursome
had called a taxi but got
back into the car and let
the taxi wait the car returned
to pelham bay park station



30 persons arrived their
boxes were stamped and signed
by alison knowles

they said their names over

a walkie-talkie to an
undisclosed location where

their conversation was

recorded on tape

3 were selected by numbers

on ticket stubs to participate

in a one-hour happening

the others went home

or awaited the return of

the selected threesome

all 30 were given the

following action telephone

numbers to call and tell

about the pre-happening:
SP70033 WA44333
W055341 GR70318
PL24980 3292809
R193500 MU51938

5160R16735 CH33200

2013225683 9234215

PL24992304 GR53390

9249189257

18 persons arrived their

boxes were stamped and signed
by al hansen

they said their names over

the telephone to an undisclosed
location where their conversation
was recorded on tape

3 were selected by numbers
on ticket stubs to participate
in a one-hour happening

the others went home

or awaited the return of
the selectes threesome

all 18 were given the
following action telephone
numbers to call and tell
about the pre-happening:
YU96240

MA53512

2422903

7689870

2264514

7872671

2429845

2435609

they were driven from
astoria to night court

at 100 center street

in manhattan

during the drive to

night court vostell took
a dozen fresh rolls and
blackened them with shoe
polish then he polished
them with an automatic
shoe polisher until they
were white on the white
surface of the rolls he
projected a movie about
the war in viet nam

at every red traffic light
he flashed an electronic
flasher at the threesome
in the rear seat

no added sounds

vostell and the driver
accompanied the selected
threesome to night court
where they listened to
the proceedings for

30 minutes

they were driven to
laguardia airport for

a helicopter flight

to newark airport
discovering the meaning
of the environment
vostell tried to locate
the passengers at
newark airport by
walkie-talkie

the passengers tried to
locate vostell at newark
airport by walkie-talkie
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18 persons arrived their
boxes were stamped and signed
by emmett williams

their names and numbers were
telephoned to an undisclosed
place where the conversation
was recorded on tape

3 were selected by numbers
on ticket stubs to participate
in a one-hour happening

the others went home

or awaited the return of

the selected threesome

all 18 were given the
following action telephone
numbers to call and tell
about the pre-happening:
8735518 3423569
7778459 GR34512
YU23871 OR24531
CA43510 YU22851
3210076 2351004
3298010 GR83053
BU48800 2421402
3297652 2416002

19 persons arrived their
boxes were stamped and signed
by dick higgins

they said their names over

the telephone to an undisclosed
location where their conversation

was recorded on tape

3 were selected by numbers
on ticket stubs to participate
in a one-hour happening
the others went home

or awaited the return of
the selected threesome

all 19 were given the
following action telephone
numbers to call and tell
about the pre-happening:
SP70033 WA44333
MA56712 WA93491
R123841 2641934
2549822 2345650
PL24990 YU32400
MU51938 0OR41845
LA94220 JU32511
BU16699 JU24569

they were driven to the
graphic arts laboratory

of the somthing else

press

total darkness

silence

tennis balls falling

pencil flashlights
pinpointed details of

war pictures from life
magazine

a large fish head painted
with green luminous paint
the threesome held a long
cord painted with luminous
paint

electronic flasher was
flashed on the cord and
fish head every 10 seconds
to charge them strongly
suddenly the legs and feet

of the threesome were soaked
with water

fragments of the taped telephone
conversation from the
pre-happening

silence

they went by ferry

to staten island

they were each given
a text to read

on the ferry trip back



Il MAIN HAPPENING

at a dog kennel in wantagh long island
from 7:30 to 9:00 pm
saturday may 21st 1966

1

circle Il

participation is based on walking around in circle Il in the in-
dicated direction for 90 minutes meanwhile other circles are
actioning and rotating around you in different directions every
five minutes the happening changes jump into the circle walk
around without interruption say out loud whatever you are
thinking about during this time or repeat the sentences being
spoken by others every time you pass the table iron the meat
2

circle 111

persons in circle Ill walk around in the opposite direction from

those in circle I
the circles are enclosed on two sides by 60to 80 dogs inkennels
the action changes every 7 minutes

7:30-7:37 participants are covered with plastic coats which
press their arms to their bodies  each has a mega-
phone through which he repeats during the 7 minutes
MAKE EACH LESSON SHORT 1570 20
MINUTES IS ENOUGH

7:38-7:44 they cover their heads with boxes andrepeat DON'T
SAY | WANT YOU TO STAY RIGHT HERE

7:45-7:51 they fasten to their chests a plastic sack contain-
ing a pair of live crabs and repeat NOT KNOWING
WHAT | HAVE TO DO YET THEY URGE ME TO
DO MY BEST IN KILLING THE ENEMY

7:52-7:58 they carry signal lamps with revolving red lights
and repeat DIARY OF A SOLDIER

7:59-8:05 they lie down and repeat | WANT TO BOIL SOME
WATER BUT ENEMY AIRCRAFT WHIR OVER -
HEAD AND WE MUST DRINK HALF-BOILED

WATER
8:06-E:12 to the other equipment they are wearing they add a
large box of crabs it is tied to their backs and
they repeat WE FEEL DOG TIRED AS WE WALK
. IN THE NIGHT
8:13-6:19 flashlights are turned on to light up the crabs in
the boxes one side of the boxes is transparent

they repeat IT'S HARD TO SLEEP TONIGHT
8:20-8:26 they walk around still dressed in their plastic
coats boxes covering their heads a box of crabson
their backs and plastic sacks containing a pair of
live crabs fastened to their chests  signal lamplg

with revolving red lights and repeating Al
LUNCH WE GET ORDERS FOR AN URGENT

OPERATION
8:27-8:33 they smear honey on the faces of the participants
in circle Il as they continue circling repeating

IT COULD ALL PROBABLY BE EXPLAINED BY
THE FACT THAT PEOPLE IN PANIC SAW AN
IMAGINARY LIGHT

8:34-8:40 they stand still repeating EXCEPT FOR FLIES
BEGGARS AND AMERICANS COMMUNIST CHINA
IS NOT A FORBIDDEN LAND

8:41-8:47 they resume their cnrclm? and repeat YOU ARE IN

é PEPSI GENERATIO
8:48-9.00 SI ence
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3

circles | and IV

(capitals indicate circle IV)

7:30-7:37 lying o1 the ground DOGS BARKING

7:38-7:44 walking around projecting a film about the war in
viet nam on his (vostell's) tongue with an 8-mm
mobile projector DOGS BARKING

7:45-7:51 spotlighting live crabs with an ultra-violet light
DOGS BARKING

7:52-7:58 projecting a dog- training movie on his tongue
DOGS BARKING

7:59-8:05 giving large nails to everybody DOGS BARKING

8:06-8:12 painting letters and signs on participants' plast-
ic coats with luminous paint DOGS BARKING

8:13-8:19 painting other persons with luminous paint DOGS
BARKING

8:20-8:26 smearing honey on participant's faces DOGS
BARKING

8:27-8:33 flashing the electronic flasher on the participant
-s so that their clothing painted with luminous

paint will glow in the dark DOGS BARKING
8:34-8:40 lying on the floor with nails on his head DOGS
BARKING
8:41-8:47 pouring honey over the nails on his head while ly-
ing in the grass DOGS BARKING
8:47-9:00 biting the grass DOGS BARKING

Il POST HAPPENING

a large room in which
notations sketches drawings ideas of
DOGS AND CHINESE NOT ALLOWED

were exhibited

the notations were made with luminous paint spectators
had to wear bathing suits to be admitted to the exhibition
the

were given pencil flashlights to look at the pictures in the .
darkened room a video tape of the main happening was shown

space heaters
made the room very hot foot switches were scattered about
the floor when the foot switches were stepped on

tape recorders played amplified heart beats

IV MATERIALS USED
in the pre-happenings
main_happening and post-happening

luminous paint cord numbered tickets brushes 6 jars
of honey  electronic flashers 10 signal lamps with revolv-
ing red lights 10 magaphones 36 live crabs 30 plastic
coats 20 pounds of nails boxes 10 pencil flashlights
1 iron mechanical shoe polisher 5 pounds of meat 2 8-mm
movie projectors newsweek and life magazines walkie-talkie

set jeep hellcopter ferry ight court darkroom
heartbeat record aroid camera tra-violet light

movie on dog traimng movie on the war in viet nam local
and express subways drive-in movie gasoline human ener-
gy time space tape recorders heaters foot switches



AFTER THE FIRST PRE HAPPENING AT PELHAM BAY PARK
STATION MAY 16th, 1966 TELEPHONE & TELL ABOUT IT-

TO:CA62385 GR72706 516HU77294 UL83050
YU95770 5334959 9664437010 BU84820
7733536 O0R49143 914HA98161 6757134
8735510 YU96730 2017431185 9253710

AFTER THE SECOND PRE HAPPENING AT DITMARS STATION
MAY 17th, 1966 TELEPHONE & TELL ABOUT IT-

TO0:SP70033 WA44333 5160R16735 CH23700
W0553419 GR70318 2013225683 9234212
PL24990 3292809 9241476203 9896885
R193500 MU51938 9249189257 GR53390

AFTER THE THIRD PRE HAPPENING AT JEFFERSON STATION
MAY 18th, 1966 TELEPHONE & TELL ABOUT IT-

TO:YU96240 CA67187 2264514 LA48063
MA53512 5241561 7872671 2227589
2422903 2563456 2429845 2467895
7689870 6785432 2435609 7698763

AFTER THE FOURTH PRE HAPPENING AT 207 STREET STATION

MAY 19th, 1966 TELEPHONE & TELL ABOUT IT-

T0:8735518 3423569 3297652 2416002
7778459 GR34512 3210076 2351004
YU23871 OR24531 3298010 GR83053
CA43510 YU22851 BU48800 2421402

AFTER THE FIFTH PRE HAPPENING AT SOUTH FERRY STATION

MAY 20th, 1966 TELEPHONE & TELL ABOUT IT-

TO:SP70033 WA44333 PL24990 YU23400
MA56712 WA93491 MU51937 0OR41845
R123841 2641934 LA94220 JU 32511
2549822 2345620 BU16699 JU 24569

AFTER THE MAIN AND POST HAPPENING CALL ALL NUMBERS

AND TELL WHAT YOU HAVE TO TELL...
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PARTICIPATION IN THE VOSTELL HAPPENING DOGS AND CHINESE
NOT ALLOWED BIDE-A-WEE NOME ASSN, WANTAGH MAY
21ST 1968 7:30-9:30 p.m,

THE STRUCTURE OF THE PARTICIPATION IS BASED ON WALXING

AROUND IN A CIRCLE (I) IN THE INDICATED DIRECTION FOR

90 MINUTES MEANWHILE OTHER CIRCLES (II III & IV)ARE

ACTIONING AND ROTATING AROUND YOU IN DIFFERENT DIRECTI

ons EVERY & MINUTES THE HAPPENING CHANGES

JUMP INTO THE CIRCLE WALK AROUND WITHOUT INTEREUPTI
o SAY OUT LOUD WHATEVER YOU ARE THINKING ABOUT DUR
ING THESE PARTICULAR SECONDS OR REPEAT THE SENTENCE
S BEING SPOKEN BY OTHERS EVERY TIME YOU PASS THE TA
BLE IRON THE MEAT

A

4

’

.7

it 11

|
|

il

'
|
|
|
|
|
|



The Center for Death

Scene: a tropical island. A billboard sign reads:

COME HERE TO DIE
CENTER FOR DEATH

TERMINAL CASES ONLY

Not For Everyone

Another sign reads:

READY TO DIE?
WHAT IS YOUR ECSTASY COUNT

ON THE EXISTENTIAL TYPEWRITER?

Enter a Doctor with stethoscope, wheeling a medicine
chest. He stops & inspects various bottles in the chest.

Enter a traveling Watch Salesman with open suitcase in
which watches are displayed. He holds up watches & shouts
“Time! Time!”

Enter a Veiled Woman dressed in nothing but brassieres.
Her body is completely covered with brassieres, and she
wears a dozen brassieres over her breasts, one on top of the
other. She proceeds to take them off as she walks about.

LAWRENCE FERLINGHETTI
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Each time she takes one off, she holds it high above her
head and cries or sings “Life! Life!”

Enter a Masked Man dressed in nothing but jockstraps.
His body is completely covered with jockstraps, and he
wears a dozen jockstraps over his crotch, one on top of the
other. He proceeds to take them off as he marches about,
crying “Life! Life!”

These persons fall into a single line behind the Doctor
& pace slowly in a circle behind him. He passes pills from
different bottles to each of them. These they slowly swal-
low. From time to time the Watch Salesman steps down
into the audience & hauls someone into the procession, or
tries to, crying “Time! Time!”

Enter a Sax Player blowing a funeral dirge. He joins the
line, swallows pills, and after a while begins blowing a very
strange & lyrical refrain.

Enter a Blind Apple Seller with a big basket of apples,
crying “I sell girls’ breasts! I sell girls’ breasts!” He joins
the line, still hawking, and takes pills.

They all continue to follow the Doctor around in single
file, slowly pacing in a big circle, each continuing his own
private routine, each wailing his or her own message. Their
voices rise in a broken kind of litany. When the Veiled
Woman is down to her last brassiere, she throws off her
veil & stands revealed as a skinny old hag. When the
Masked Man is down to his last jockstrap, he throws off
his clown’s mask & stands revealed as a skinny old man.
Their wailing grows louder, the sax wails louder. The scene
grows darker but a curious light illuminates their trans-
figured faces. Eyes closed as they walk more & more slowly,
they speak words:



Watch Salesman: “Tick of consciousness! Stoned
strokes—"

Unveiled Woman: “Sweet silent thought—"

Sax Player: “Baboon dreams! Robot perceptions!”

Unmasked Man: “Ecstasies of absurdity—"

Apple Seller: “Paper bones, paper flesh, someone in-
side—"

Unveiled Woman: “Light in me! Clear light! Body of
Radiance!”

Unmasked man: “Things into Emptiness—"

Apple Seller: “Someone inside! Flame life!”

The Doctor distributes lighted candles to all as they
walk. He leads the first of them off into the surrounding
darkness. Onc by one they pass into it, holding the candles
before them, eyes closed. The sax wails in unknown ecstasy.
The Watch Salesman is the last to go. He sticks his lighted
candle in his fly and holds up an enormous clock to the
audience, screaming “Time! Time!” Silence falls on the
scene, the Watch Salesman motionless with clock still
upraised. His candle drips white wax. A curlew cries in the
end of day. Gone into that place of enormous ignorance ... . .

(Blackout)
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THE NOSE OF SISYPHUS

A grey day on a city playground. A very large child’s slide, its
high end just off stage, right. Left, a huge iron jungle gym. In the
background, a fence with pennants flying from the tops of its
posts, and a flagpole with a national flag.

Prostrate on the ‘child’s slide, trying to climb up it and at the
same time trying to push a globe of the world up the slide with
his huge nose, Sisyphus himself, in sweatshirt, track pants & gym

shoes. Each time he gets the globe up a foot or two, he slides back
down the slide, the globe with him.

A high wind is blowing through this playground, pennants & flags
streaming in it. A crowd of citizens is just starting to climb onto
the left side of the jungle gym. This crowd consists of as many of
the following as there is room for: fashionable ladies in floppy hats
carrying umbrellas, gypsy fortune-tellers in feather boas carrying
crystal balls, striptease artists with inflatable bras carrying bicycle
pumps with which they now and then re-inflate their breasts, sub-
way riders in snapbrim hats carrying briefcases and newspapers
they attempt to read as they climb and hang as on subway straps,
Indians in feather headdresses with feather lances, railroad switch-
men with little red flags, ski champions wearing skis, fishermen
with casting rods & feather hooks, sandwich men, vacuum cleaner
salesmen with vacuums, toy balloon vendors, firemen with hoses,
all climbing into the wind, over or through the jungle gym, with



all their problems & equipment, the wind growing stronger and
stronger as Sisyphus turns and beckons furiously for the crowd to
follow him, resumes his climbing, turns & beckons again, resumes
his climbing, turns & beckons again, resumes his climbing as the
citizens redouble their efforts to advance over or through the jungle

gym against the wind, some laughing, some crying, some applaud-
ing each other, as

Sisyphus begins to shout and sing spontaneous combinations of
the following phrases: “Hard Hilltop! Soft Shoe! Nailed Foot!
Broken Hoboken! Gringo Hat Check! Bent Banana! Blue Baboon!
Drunk Boat! Beat Battlements! Brainpan Plumbing! Dream Crap-
per! Cricket & Violin! Sweet Sin! Stone Tattoo! O Seasons! O
Chateaux! Sylph Skin! Lost Lips! Light! Light! Kiss Kiss! In Photo
Finish! In Hook of Time!” And the citizens begin to chant after
him improvised combinations of the same liturgy, all still straining
forward into the wind which grows still stronger & stronger, as

A whistle is blown loudly offstage right and the great wind all at
once ceases completely, flags and citizens fall limp, and bright sun
bursts out, as Big Baboon in baseball cap with whistle on cord
around neck slides down slide from offstage right and lands on top
of Sisyphus who tumbles off onto ground. Big Baboon grabs globe
and throws it over slide & out of sight, furiously blowing his whistle
as citizens frantically disentangle themselves from jungle gym &
each other and straggle off, left, as Big Baboon still blowing his
whistle pulls off Sisyphus’ fake nose and puts it on himself, mugs,
scratches, runs & leaps & swings to top of jungle gym, still blowing
his whistle, as Sisyphus jumps up holding his face in both hands
and runs off after last citizen calling “Light! Light!” “Kiss! Kiss!”
as

Big Baboon swings down from jungle gym, somersaults to edge of
stage, glares at audience, takes off false nose & throws it into audi-
ence, blows whistle furiously at audience, and roars.
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The Jig 1s Up

The scene: a public park in Charlotte, North Carolina. A
crowd of very well-dressed Whites is strolling about under
the trees, very scdately, very calmly, arm in arm.

Suddenly they fall screaming to the ground and start to
crawl around and roll in great heaps of autumn leaves,
roaring like animals.

Now a big empty garbage truck appears and a strange
exultant wailing rises from the people as they throw them-
selves in front of the truck. The Negro driver blows his
horn but the wailing grows louder & wilder.

The Negro scavengers descend from the truck and pro-
cced gently to throw all the people into big burlap bags,
two in each bag. Some couples, wrongly paired, scream,
brcak and run to other partners. Finally all the Whites are
loadcd into bags on the truck.

The scavengers climb to their places up front, light
cigars, stretch, and relax. One stretches out on the hood,
smoking, eyes closed.

In the back there is a great thrashing about in the burlap
bags, and the strange exultant wailing continues. It reaches
a climax and suddenly dies out. In the silence the thrashing
ceascs. The Negro on the hood takes out a harmonica and,
eyes closed, begins softly to play “Swing Low, Sweet Char-

iot.” After a long time he stops playing. The scavengers all
continue smoking silently, eyes closed, motionless.

After a long time, the driver starts his motor up very
quietly. He lets it idle very quietly. Then he guns it, and
the truck roars off.



Act 1

MENU

Hors d'oeuvres:
M.C. in hooded black robe &
expressionless white mask
comes from behind the big
black curtain and asks each
one of the audience to come
on stage and tell everyone
why they came to see

THE PERFORMANCE

Grand Entree:
Each one of you on stage
explaining why you wanted to
see THE PERFORMANCE while a
chorus hidden behind the big
black curtain chants
00000000OMMMMMMMMM

Dessert:

Fruit is handed to the most
impatient members of the
audience for throwing at the
big black curtain as the
hidden chorus continues its
chanting louder and louder

00000000 OMMMMMMMMM

BLAIR H. ALLEN
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Act II

THE PERFORMANCE

Listen to

THE

ticking

while paper
cups of
after dinner
seltzer or
stomach
medicine

are passed
around the
audience

on stage
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RUNNING OUT OF BREATH

Introduction/ Considering the difficulties of communicating a dance
on a printed page, it may be helpful if I explain where Running Out of Breath
came from. Several of my pieces deal with similar situations, but they have
usually been designed for musicians rather than dancers. One example is
the “Unaccompanied Aria” from The Four Note Opera. In that case a mezzo
must sing for several minutes, without any accompaniment, and has to try
to stay exactly on pitch. In the lyrics to the aria the singer explains the prob-
lem and expresses her trepidation. Ultimately she must sing the final note,
at which point the piano comes in and everyone finds out whether she is
still on key. Singers are a cautious lot, and generally they end up right on,
but the risk is always there.

More recently Jon Deak asked me to write a piece for him, and I
came up with Failing: A Very Difficult Piece for Solo String Bass. Here the
problem is that the performer must play difficult, specifically notated music
on his instrument, while simultaneously delivering a spoken monologue.
Even a performer as fine as Deak is likely to miss a few notes or become a
little tongue-tied once in a while. As the text explains, that is why the piece
is called Failing, and that is what it is about.

In the summer of 1976 | saw a way of putting a dancer in a similarly
precarious position, so I worked out a text (which may also be considered
a score) for Kathy Duncan that I called Running Out of Breath. Like the
other pieces, it sometimes seems manipulative, if not actually diabolical,
and [ used to question the ethics of such pieces. But the effect of actual per-
formances is always a stimulating joining of art and life, and the performer
always comes off as an admirable, courageous soul, rather than a tool, so
[ stopped worrying about it. Meanwhile the bulk of my work has been
much more abstract, frequently formalistic, and more or less unrelated to
this approach.

Staging Notes/ In Kathy Duncan’s original performance at the Byrd
Hoffman Studio in New York, on November 19, 1976, she wore a tank top,
gym shorts, and sneakers. She adhered to the basic image of simply run-
ning, though her changes of direction were often unpredictable. It is helpful
if the dancer has good stamina and can maintain a brisk pace throughout,
as Duncan does, but that is not essential. The important thing is that the
dancer push to the limits of his/her energy, as suggested by the text. The
comments in the final paragraph should be adjusted to fit whatever symp-
toms the performer is actually experiencing. If, due to a cramp, injury, or

TOM JOHNSON
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complete exhaustion, the performer is unable to finish the dance, he/she
should simply stop, say “I'm sorry, that's as far as I can go,” and exit. The
dance will then end in defeat rather than triumph, but its most important
feature, literal truth, will be preserved.

Text-Score/ In this dance solo I am required to run
quickly around the space while delivering this memo-
rized text. Naturally, if I continue running and reciting,
I am gradually going to run out of breath. And that's

what the piece is about, and that's why it's called, Run-
ning Out of Breath.

Of course, there is nothing unusual about running
out of breath. Everyone knows what it feels like. It
happens in almost any dance and any strenuous physi-
cal exercise. It is a universal experience, common not
only among humans, but among all mammals. Birds,
reptiles and amphibians all seem to run out of breath
too. Maybe even fish and insects know what it feels like
to run out of breath. So why am I wasting your time
and my energy, just to run out of oreath?

Well, I have some ideas of my own about that,
but for the moment I must continue to deliver this mem-
orized text, and according to it, the purpose is simply
to observe someone else run out of breath. Of course
we have all done that before, too, but in this context,
where there is really nothing else to watch, or listen to
or think about, it is possible for the audience to focus
its entire attention on the act of watching someone run
out of breath. How long does it take? Does it happen
quickly or rather gradually? Do we tend to breathe
faster and harder ourselves when watching someone
else breathe faster and harder?



Maybe you will find these questions interesting,
maybe you won't. Anyway, on a sort of philosophical
level, that's what the piece is about. Meanwhile, there

are other considerations. Particularly for me. For in-
stance, will I be able to make it though the dance? So

far, I am about half way through my memorized text.

If I have been moving at a moderately fast pace, I should
still be able to deliver complete phrases without breath-
ing. Gradually, however, it will get harder and harder.
If I don't pace myself about right, I may get a cramp or
something, and have to stop. If I take it too easy, on the
other hand, I may not really run out of breath.

Of course my vanity is at stake here. I don’t want
to appear weak or short-winded, and I am tempted to
cheat a little in order to make a better impression. There
are several ways of doing this. For instance, turning,
flailing movements may look like they take more en-
ergy than just running back and forth. So if I do mostly
movements that look more strenuous than they are, |
can get through the piece fairly easily. Another way to
cheat would be to deliver the text at a fast pace. If I talk
fast enough, the piece will only last four or five min-
utes, and I won't have time to get really out of breath.
Another way to cheat would be to sneak two or three
breaths between sentences. With enough practice |
could learn to do that without anyone noticing, and |
would get through in fine shape, and the audience
would be quite impressed at my endurance,

But there is an obvious problem with all of these
methods of cheating. Johnson slyly inserted a para-
graph in the text describing all of the most obvious
ways to cheat, so that the audience is going to be check-
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ing up on me. And if they catch me moving too easily
or talking too fast or sneaking extra breaths, they will
know immediately that I am cheating and will decide
that I didn't do a good, honest performance of the piece.

So the only way to perform this piece really effec-
tively is to go all out, set a brisk pace, and hope I make
it to the end. Actually there is not much danger now,
for I am close to the end of my text already. It is a chal-
lenge to deliver the final sentences of the text and make

them comprehensible, when I have to pause so often to
take a breath. But I can make it to the end. 1 will make
it to the end.

By now you're probably wondering why I'm going
through this struggle. My lungs ache. My legs feel like
lead. My body feels like jelly. After all, it's not my
piece. I'm only the performer. But there are a number
of reasons why I wanted to do it. It works on a number

of levels, most of which have been outlined above. But

perhaps most important, I am proving to myself that |
can meet the challenge.

©Copyright 1977 by Tom Johnson



PROMETHEUS AS PERFORMER:

TOWARD A POSTHUMANIST CULTURE?

A University Masque in Five Scenes

—for Anima

He goes from death to death, who sees the many here.

The Vedanta

Beauty is the translucence, through the material phenomenon, of the
eternal splendor of the “one.”

Plotinus

To the eyes of a man of imagination, Nature is imagination itself.

William Blake

The mystery of the world is its comprehensibility.

Albert Einstein

Our mission, unfinished, may take a thousand years.

Mao

This demiurgic enthusiasm springs from the obscure presentiment that

IHAB HASSAN
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the great secret lay in discovering how to “perform’ faster than Nature. . . .
Fire turned out to be the means by which man could “execute” faster, but it
could also do something other than what already existed in Nature.

Mircea Eliade

The presupposition of the Promethean myth is the tran-
scendent value which a naive humanity attaches to fire as the
true palladium of every rising culture. That man, however,
should not receive this fire only as a gift from heaven, in the
form of the igniting lightning or the warming sunshine, but
should, on the contrary, be able to control it at will—this
appeared to the reflective primitive man as sacrilege, as
robbery of the divine nature. . . . The best and highest that
men can acquire they must obtain by a crime, and then they
must in turn endure its consequences. . . .

Friedrich Nietzsche

God help thee old man [Ahab, “true child of fire"], thy
thoughts have created a creature in thee; a vulture
feeds upon that heart for ever; that vulture the very
creature he creates.

Herman Melville

From women's eyes this doctrine | derive:
They sparkle still the right Promethean fire. . . .

William Shakespeare
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SCENE THE FIRST

From MyTH To PouiTics: THE QUESTION OF THE GOiE AND THE MANY

MYTHOTEXT
[in a voice resonant with the archetypes]

Prometheus, son of lapetus, Titan turncoat and trickster. There are
many versions of his story, but the main outlines are familiar. He sided with
the new Olympian gods (Zeus & Co.) against his own chthonic kind. Yet
Prometheus, that forethinker, could never leave well enough alone.

Some say he created men out of clay and mortar, Prometheus
plasticator; some say he only gave them fire. The fire was stolen from the
smith-god Hephaestus—or was it taken from Apollo’s sun? It was stolen, in
any event, and hidden in a (phallic) fennel stalk. But this fire was no simple
element: it was knowledge and imagination, the alphabet, medicine, and all
the arts. Stolen fire, red forbidden fruit. We owe everything to a crime.
“Prometheus’s double nature is always acknowledged; as by Coleridge who
said that he was the Redeemer and the Devil jumbled into one”” (Denis
Donoghue, Thieves of Fire). Byron's Manfred also makes the proud point:

... Slaves, scoff not at my will!

The mind, the spirit, the Promethean spark,
The lightning of my being, is as bright,
Pervading, and far darting as your own. . . .

Ah, but the doubleness of this Luciferian trickster is not merely
theological; it is political and epistemological as well. And it is doubleness
that wants to become one again. Socrates here is our authority: ““There is a
gift of the gods . . . which they let fall from their abode, and it was through
Prometheus, or one like him, that it reached mankind [no emphasis on theft
here], together with a fire exceeding bright.”” This gift, Socrates goes on to
say in the “Philebus,”” is a perception that ““all things . . . consist of a one
and a many, and have in their nature a conjunction of limit and
unlimitedness.”

Thus the One and the Many formally enter Western thought, though
the question may have haunted earlier philosophers since Thales of Milesia.

TEXT
[forcefully]

Thank you, Mythotext, you have led us from myth to politics
through philosophy. Your image of Prometheus mirrors our own
present, in which the one and the many, the ecumenical will of
humankind and its will to secession, hold their bloody play under
the twin aspects of totalitarianism (torture) and anarchy (terrorism).
Convergences and divergences, conjunctions and disjunctions,
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THE CHARACTERS IN ORDER OF APPEARANCE
Pretext who opens and presumably explains the nonaction.
MyTHoTexT  who is obsessed with the story of Prometheus.
Text: who carries the burden of the intellectual narrative.
HetemroTexT Who speaks only to quote from various authorities.
Context who pretends to be a historian.
METATEXT: WHO ENJOYS COMMENTING ON TEXT AND CRITICIZING COLLEAGUES
PostexT: who vainly attempts to conclude the nonaction.
ParatexT  (inaudible in print): who breaks the frame now and then

with his comments, and who has already appeared as a
version of the speaker.

PRETEXT
[appearing from nowhere, speaking rather superciliously]
Good ladies and gentle men:

This masque reflects upon the line-
aments of an emergent culture. Call it posthumanist culture—or call
it nothing at all. It remains the matrix of our lives, and of our evolving
destiny. There is a matrix larger still: the universe itself, everything
that was, is, and will become. What a performance! Yet who can
account for it? No one—not even a Titan—not even Prome-
theus.

Still, this masque endeavors to unmask Prometheus, maker
(arsonist) of our history. He served, after all, to link Divine Space and
Human Time, Sky and Earth, the One and the Many. He prefigured
the fate of our own flawed and fateful consciousness.

: One word
more. The form of this entertainment can deceive no one. To name it
“a university masque’’ is merely to grant its Author the benefit of his
equivocations (multivocations). Great Tom Eliot defined in a few
notes a whole humanist culture. This Author prefers to play voice
against voice and text against text, hoping thus to perform the
indefinitions of a posthumanist moment. Still, the Author remains
One and his Audience Many—that, too, is in the nature of
performance.

But no more pretexts; the masque follows in five stark
scenes.
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centers and margins, are visible everywhere; on the one hand
various myths of totality, on the other, diverse ideologies of fracture.
Thus, the more Marshall McLuhan proclaims ““the global village,” or
Buckminster Fuller “spaceship earth,” or Norman O. Brown “the
mystic body of mankind,” the more Jacques Derrida and his confreres
insist upon différance and the metaphysics of fragments.

The news, alas, seems to favor Derrida. E pluribus unum? Our
planet continually splinters, breaks according to ideology, religion,
class, race, language, sex, and age. The earth splits into blocks,
blocks into nations, nations into provinces, provinces into tribes,
tribes into families, families into feuding individuals—and individ-

Yuals, soon enough, alas, into random atoms. Can it be fortuitous that
atoms themselves have been splitinto the tiniest, the shiest particles,
particles that seem a mathematical whisper, a mere breath? Whose
breath? The breath of the universe?

No doubt, convergence and divergence are but two aspects of
the same reality, the same process. Totalitarianism and anarchy,
torture and terror, summon each other. And the more communica-
tion threatens to become global, the more individuals, insisting on
their quiddity, will discover the deep and obscure need for mis-
understanding. But is this all we can expect from our earth and sky,
our brief moment of sodality?

There are poets and philosophers, scientists and mystics, who
lead us to expect more. They believe in some richer relation between
the one and the many, the universal and the concrete. Like Blake, in
his prophecy called “America,” they envision a movement ““beyond
struggling aftlictions,” toward “another portion of the infinite.” Like
Whitman, they sing of an ““orbic vision,” in which the inner divisions
of consciousness and the external divisions of humankind are healed
and made whole—made whole but 110t homogeneous, healed but not
rendered uniform:

““Have you thought there could be but a single supreme?

There can be any number of supremes . . .

All is eligible to all.”

Is this the project of the Promethean consciousness? To perceive
the parity, nay the identity, of parts and wholes?

HETEROTEXT
[chiming in]
Text and Mythotext, listen to some other voices of the “orbic vision,” speaking
variously of the concrete and the universal:
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G. W. F. Hegel in The Phenomenology of Mind:

This simple force [concrete spirit in government] allows, indeed, the
community to unfold and expand into its component members, and to give
each part subsistence and self-existence of its own. Spirit finds in this way
its realization or its objective existence. . . . But spirit is at the same time
the force of the whole, combining these parts again within the unity which
negates them . . . and keeping them aware that their life only lies in the
whole.

Karl Marx in The Economic and Philosophic Manuscripts of 1844:

Man, much as he may therefore be a particular individual . . . is just
as much the totality—the ideal totality—the subjective existence of
thought and experienced society present for itself. . . .

*

Henri Bergson in Creative Evolution:

On the other hand, this rising wave is consciousness, and, like all
consciousness, it includes potentialities without number which inter-
penetrate and to which consequently neither the category of unity nor that

of multiplicity is appropriate, made as they both are for inert matter.

*

Teilhard de Chardin in The Future of Man:

If there is any characteristic clearly observable in the progress of
nature towards higher consciousness, it is that this is achieved by
increasing differentiation, which in itself causes ever stronger individual-
ities to emerge. ... In other words, in a converging Universe, each
element achieves completeness, not directly in a separate consummation
but by incorporation in a higher pole of consciousness in which alone it can
enter into contact with all the others.

*

Werner Heisenberg in Across the Frontiers:

...we seem to inhabit a world of dynamic process and structure.
Therefore, we need a calculus of potentiality rather than one of probability,
a dialectic of polarity, one in which unity and diversity are redefined as
simultaneous and necessary poles of the same essence.

*

Jacques Monod in Chance and Necessity:

The weight of an allosteric enzyme molecule gapable of the same
performances is of the order of a 10~ 17 of a gram. Which is a million billion
times less than an electronic relay. That astronomical figure affords some
idea of the “cybernetic” {i.e., teleonomic) power at the disposal of a cell
equipped with hundreds or thousands of these microscopic entities, all far
more clever than the Maxwell-Szilard-Brillouin demon.



Hegel and Marx and Bergson, Teilhard and Heisenberg and Monod, a motley crew. But
do they not all sing, each in his key, the same song of singleness in variousness?

TEXT
[severely]

Heterotext, do be sensible. Your voices are a little too obscure
and worse: mystical. There is nothing supernatural in the process
leading us to a posthumanist culture. That process depends mainly
on the growing intrusion of the human mind into nature and history,
on the dematerialization of life and the conceptualization of
existence. In that sense, we need not wait for the end of History, as
Hegel thought, to witness the synthesis of the Concrete and the
Universal, Slave and Master, Individual and State. Each of us, by
virtue of Desire, Imagination, and Language, provides some
awkward version of the Concrete Universal. For what is the human
animal, as Monod himself says, but the most distinctive organism on
earth, and at the same time the most self-transcendent—I mean the
most capable of abstracting itself through language and rising
equivocally through layers of consciousness?

As for you, Mythotext, I must tell you this: Prometheus may be a
vague metaphor of a mind struggling with the One and the Many,
yet I prefer to view his struggle in narrower perspective. His mind is
where Imagination and Science, Myth and Technology, Language
and Number sometimes meet. Or to put it both prophetically and
archetypically: Prometheus presages the marriage of Earth and Sky.
Only then, perhaps, will posthumanism see the dubious light of a
new day.

[no one answers Text; the scene closes)

SCENE THE SECOND

From Lascaux To HENRY Abams: A HistoricaL CoLLAGE

CONTEXT
[entering ponderously, gravid with history]

Allow me to have my turn, young texts; this matter you so ardently
discuss requires a less hurried perspective. Posthumanism seems to you a
sudden mutation of the times; in fact, the conjunctions of imagination and
science, myth and technology, earth and sky, have begun by firelightin the
caves of Altamira and Lascaux. Aeschylus, we know, wrote in The Daughters
of Danae: “'The pure sky [Ouranos] desires to penetrate the earth, and the
earth is filled with love so that she longs for blissful union with the sky.”
But before Aeschylus, during those awesome invasions of ice from the
north, did not some prehistoric Prometheus sharpen his foresight so that
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the race may survive the dread of famine and cold? And before that even,
did the foresight of Prometheus transform the lives of our human
ancestors from dreaming to waking? Yet unlike Mythotext here, | am less
concerned with myth and archaic time than with history. From the
Pythagoreans, through medieval alchemists, to the European Renaissance,
a rich hermetic tradition has opened itself to both science and mystery.

MYTHOTEXT
[interrupting]

So much hermetic knowledge throughout history—and so little
wisdom! Why then did the Promethean fire fail humankind? Is it merely
because it was stolen, a power unearned, exceeding the reach of human
piety? Thus Shaftesbury, in The Moralists, speaks of Prometheus: “‘who
with stol'n Celestial Fire, mix'd with vile Clay, dids't mock Heaven's
Countenance. . . .”" Or is it rather because the “gift"” itself lacked an
essential element: civic wisdom? In Plato’s dialogue, Protagoras tells how
Epimetheus, having squandered all the divine gifts on animals, found
nothing more to give humankind. While Epimetheus sat puzzling about this,
“Prometheus came to inspect the work, and found the other animals well off
for everything, but man naked, unshod, unbedded, and unarmed. . . .
Prometheus, therefore, being at a loss to provide any means of salvation for
man, stole from Hephaestus and Athene the gift of skill in the arts together
with fire. . . . In this way, man acquired sufficient resources to keep himself
alive, but had no political wisdom. This was in the keeping of Zeus, and
Prometheus no longer had the right of entry to the citadel where Zeus
dwelt. . . .”

CONTEXT
[ponders the interruption, then decides to ignore it]

The European hermetic tradition included Albertus Magnus, Paracel-
sus, Giordano Bruno—authors whom that ““New Prometheus,” Dr. Victor
Frankenstein, studied profoundly before turning to shallower things.
Surprisingly, this same hermetic tradition affected some eminent
scientists, not in fiction but in history. Kepler, we know, wrote the
horoscope of Wallenstein in 1609. Even the great Newton spent much of
his earlier life in alchemical and Faust-like pursuits. ““His deepest
instincts,” wrote Lord Keynes, “‘were occult, esoteric, semantic.” But the
outstanding example of the conjunction between science and imagina-
tion, technology and art, remains Leonardo da Vinci, who has haunted so
many minds since the Renaissance. Both Freud and Valéry saw in Leonardo
more than a total and meditative curiosity; they also saw in him something
approaching a unified consciousness, perhaps even the radical process of
consciousness itself, made incarnate. This has led Roger Shattuck to say in
“The Tortoise and the Hare"':
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Atthe verymomentwhen . . . Western consciousness was
hardening into a division between reason and feeling, two
of the greatest contemporary minds were saying precisely
the opposite in terms that recapitulate the history of
modern European thought. They assert, in effect, that the
experience of four hundred years tells us urgently and
insistently not to divide up the mind.

HETERBOTEXT
[also interrupting]

You quote nearly as much as | do. Quote then Erich Neumann in Art and the
Creative Unconscious on Leonardo:

Unknown to himself, his whole life was directed by the
tendency toward integration of his personality, which exper-
ienced itself in the likeness of a godhead encompassing in
itself the higher and the lower, heaven and earth.

Here is your sky and . . .

CONTEXT
[interrupting the interrupter]

At that same turning point of the twentieth century, Henry Adams,
who thought that energy is the effort of every multiplicity to regain its
unity, recorded his own intuition of the undivided mind. Dating his words
exactly in the year 1900, Adams wrote in a famous passage of his Education:

Copernicus and Galileo had broken many professional
necks about 1600; Columbus had stood the world on its
head toward 1500; but the nearest approach to the
revolution of 1900 was that of 310, when Constantine set up
the Cross. The rays that Langley disowned, as well as those
he fathered, were occult, super-sensual, irrational; they
were a revelation of a mysterious energy like that of the
Eross: = ux

METATEXT
[clipped, logical, almost prissy]

MYTH, PHILOSOPHY. AND HISTORY ARE ALL VERY NICE. BuTt THIS
COLLAGE—SHALL WE GENEROUSLY SAY 0OF SIGNIFICANT MOMENTS?—MUST
LEAVE THE AUDIENCE NONPLUSSED. PERMIT ME, THEREFORE, TO SUMMARIZE THE
INACTIONS OF THIS MASQUE. INSOFAR AS | CAN UNDERSTAND MY LEARNED AND
LOQUACIOUS COLLEAGUES. THEY WISH TO MAINTAIN THAT

T THE COSMOS IS PERFORMANCE. POSTHUMANIST CULTURE IS A PER-

FORMANCE IN PROGRESS. AND THEIR SYMBOLIC NEXUS IS PROMETHEUS;
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2. PROMETHEUS IS HIMSELF THE FIGURE OF A FLAWED CONSCIOUSNESS
STRUGGLING TO TRANSCEND SUCH DIVISIONS AS THE ONE AND THE MANY.
Cosnvos aNnD CuLTuRE, THE UNIVERSAL AND THE CONCRETE;

3. WITH REGARD TO POSTHUMANISM ITSELF, THE MOST RELEVANT AS-
PECT OF THE PROMETHEAN DIALECTIC CONCERNS IMAGINATION AND SCIENCE,
MyTH AND TECHNOLOGY, EARTH AND SKY. TWO REALMS TENDING TO ONE;

4. THIS DIALECTIC. HOWEVER, HAS A HOARY HISTORY; THE LANGUAGES OF
IMAGINATION AND THE LANGUAGES OF SCIENCE HAVE OFTEN MINGLED AND

CROSSED IN CERTAIN EPOCHS AND IN CERTAIN GREAT MINDS OF THE PAST;

5. BECAUSE BOTH IMAGINATION AND SCIENCE ARE AGENTS OF CHANGE,
CRUCIBLES OF VALUES. MODES NOT ONLY OF REPRESENTATION BUT ALSO OF
TRANSFORMATION, THEIR INTERPLAY MAY NOW BE THE VITAL PERFORMING PRIN-

CIPLE IN CULTURE AND CONSCIOUSNESS—A KEY TO POSTHUMANISM

[Text, Mythotext, Context coldly nod their approval; the scene ends]

SCENE THE THIRD

CoNTEMPORARY CULTURE

TEXT
[delighted to hold forth again]

Humanists are a little Epimethean, I fear; the astonishing
convergences of imagination and science, myth and technology in
contemporary culture have tended to elude them. Nor have the great
modern minds which currently command the greatest authority—I
mean Marx and Freud, Sartre and Lévi-Strauss, Heidegger and
Husserl—particularly illuminated this question. (William James may
prove a curious exception.) Yet, more and more, the evidence
suggests that the “two cultures” of C. P. Snow and F. R. Leavis, of
abstract, sky-haunted technophiles dominated by the male prin-
ciple, and moist, earth-bound arcadians ruled by the female prin-
ciple, are slowly becoming obsolete as consciousness evolves,
through many setbacks and contradictions, to include them both.

HETEROTEXT

[stammering a little with excitement]
Excuse me, one may be permitted to speak more amusingly of this matter.
William Irwin Thompson remarks in Evil and World Order:
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In these declining years of the Magnus Annus the most
interesting minds seem to have moved long ago; now only the
“intellectuals” are left wrapped in their greatcoats of Europe
and dreaming of leftist politics or the “new creations” of the
avant-garde; but these are the warm dreams that come
charitably to all those who are about to freeze to death.

Surely that is your point!

TEXT
[insufferably patronizing]

Yes, Heterotext, it is vaguely to the point. But it remains for us
to chart the movement of “’the most interesting minds,” map out the

areas of their problematic convergence. I would suggest four regions
in contemporary culture:

a
b
e
d

the creative process

the symbiosis of art, science, and technology
the twilight zones in science

the search for a unified sensibility.

Perhaps you can recite for us, Heterotext, the current biblio-
graphy on these topics.

HETEROTEXT
[with alacrity, without the stammer]

| will do more: | will quote, then query, then cite a few bibliographic references.

A.

On the Creative Process:
§ Quotations:
—Max Planck: “The pioneer scientist must have a vivid intuitive

imagination for new ideas, ideas not generated by deduction, but by
artistically creative imagination.”

—Erwin Schrodinger: I need not speak here of the quality of the
pleasures derived from pure knowledge; those who have experienced
it will know that it contains a strong esthetic element and is closely
related to that derived from the contemplation of a work of art.”

—Carl Sagan: "There is another aspect of science, one that is
infrequently described except among the practitioners themselves:
science as a supreme art form. The creative endeavor in science
carries the same emotional exhilaration as the painting of a great work
of art or the writing of an epic poem."

—Jacques Monod: "'l am sure every scientist must have noticed how his
mental reflection, at the deeper level, is not verbal: to be absorbed in
thought is to be embarked upon an imagined experience. . . ."
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§ Queries:
What, then, are the roles of dream, play, imagination, and aesthetic
sensibility in scientific, mathematical, artistic creation? Which traits do
creative persodnalities share, regardless of their fields? What indeed
do we mean by creativity? Can neurological research on the one hand
and psychological theory on the other move toward a unified concept
of brain and mind?

§ References:
Frank Barron, Creativity and Personal Freedom
Sigmund Freud, The Interpretation of Dreams
Brewster Ghiselin, ed., The Creative Process
Arthur Koestler, The Act of Creation
Wilder Penfield, The Mystery of the Mind
Jean Piaget, Biology and Knowledge
Steven Rose, The Conscious Brain
Hans Seyle, From Dream to Discovery
Paul Valéry, The Art of Poetry

B. On the Symbiosis of Art, Science and Technology:

§ Quotations:

—Marcel Duchamp to Stieglitz: “You know exactly how | feel about
photography. | would like to see it make people despise painting until
something else will make photography unbearable.”

—Werner Heisenberg: “In this respect they [scientific idealizations] may
be compared to the different styles of art, say of architecture or music.
A style of art can also be defined by a set of formal rules which are
applied to the material of this special art.”

—Jacob Bronowski: “Art and science are both uniquely human
actions. . . . they derive from the same human faculty: the ability to
visualize the future, to foresee what may happen . . . and to represent
it to ourselves in images. . . .”

—Douglas Davis: “Art and technology are two parts of the triad that
makes one structure, and science is the third.”

§ Queries: .
To what extent are various technologies integrating themselves into
our art forms? Has technology begun to affect not only particular
genres—cybernetic or op art, electronic music, video, contemporary
dance—but also the very definition of art? Indeed, is it possible that
science and technology may be transforming human consciousness
itself, so as to make art, as we have known it, gradually obsolete? In
short, where will Marinetti's Futurism finally lead?

§ References:

Jonathan Benthall, Science and Technology in Art Today
Jack Burnham, Beyond Modern Sculpture

John Cage, Silence and A Year from Monday

Douglas Davis, Art and the Future

Marcel Duchamp, Complete Works



Gyorgy Kepes, ed., Structure in Art and Science
Marshall McLuhan, Understanding Media
Thomas Pynchon, Gravity's Rainbow

Jasia Reichardt, The Computer in Art

Wylie Sypher, Technology and Literature
Robert Wilson, Einstein on the Beach

C. On the Twilight Zones in Science:
§ Quotations:
—Carl Friedrich von Weizsacker: “the [yoga] concept of Prana is not
necessarily incompatible with our physics. Prana is spatially ex-
tended and vitalizing. Hence above all it is moving potency. The

quantum theory designates something not entirely remote from this
by the term ‘probability amplitude.’ "

—Gunther Stent: “Since John Cage had pointed out to me the analogy
between the genetic code and the /-Ching, | have looked into this
matter a little more. To my amazement | found that the ‘natural order’
of the I-Ching hexagrams generates a table of nucleotide triplet

codons which shows the same intercodon generic relations as Crick's
table!”

—Arthur Koestler: “The rapprochement between the conceptual world
of parapsychology and that of modern physics is an important step
toward the demolition of the greatest superstition of our age—the
materialistic clockwork universe of early-nineteenth-century physics."

—Lyall Watson: “All the best science has soft edges, limits that are still
obscure and extend without interruption into areas that are wholly
inexplicable.”

§ Queries:

What changes in the logos (rationality) of the sciences may be
expected as their frontiers expand? What are the epistemological as
well as social implications of current experiments with transcendental
meditation, biofeedback, parapsychology, artificial intelligences, and
cosmic consciousness?

§ References:

Ludwig von Bertalanffy, Robots, Men and Minds

Fritjof Capra, The Tao of Physics

C. G. Jung & Wolfgang Pauli, Naturerkldrung und Psyche
Arthur Koestler, The Roots of Concidence

Gopi Krishna, The Biological Basis of Religion and Genius
Lawrence LeShan, The Medium, the Mystic, and the Physicist
Raymond Ruyer, La Gnose de Princeton

C. H. Waddington, ed., Biology and the History of the Future
Lyall Watson, Supernature

D. On the Search for a Unified Sensibility
§ Quotations:

—Charles Lindbergh: “Decades spent in contact with science and its
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vehicles have directed by mind and senses to areas beyond their
reach. | now see scientific accomplishment as a path, not an end; a
path leading to and disappearing in mystery.”

—Robert Pirsig: “The Buddha, the Godhead, resides quite as
comfortably in the circuits of a digital computer or the gears of a cycle
transmission as he does at the top of a mountain or in the petals of a
flower.”

—Aldous Huxley: “Man cannot live by contemplative receptivity and
artistic creation alone. As well as every word proceeding from the
mouth of God, he needs science and technology.”

—Margaret Mead: “We need a religious system with science at its very
core, in which the traditional opposition between science and religion,
reflected in grisly truth by our technologically desecrated countryside,
can again be resolved, but in terms of the future instead of the past.”

§ Queries:

To what extent do the diverse careers of an astronaut like Michael
Collins, a writer like Thomas Pynchon or Norman Mailer, a musician
like John Cage or Jimi Hendrix, a historian like William Irwin
Thompson, an anthropologist like Margaret Mead, and a Zen cyclist
like Robert Pirsig reflect an authentic quest in our post-industrial
society for an infinitely optative yet unified sensibility? And again,
what are the personal, political, and philosophical implications of such
a quest?

§ References:

Michael Collins, Carrying the Fire

Aldous Huxley, Literature and Science

Norman Mailer, Of a Fire on the Moon

Margaret Mead, Twentieth Century Faith

Joseph Chilton Pearce, The Crack in the Cosmic Egg

Robert M. Pirsig, Zen and the Art of Motorcycle Maintenance
William Irwin Thompson, Passages about Earth

[having overextended its mind with queries, Heterotext suddenly stops;
Mythotext grasps the opportunity]

MYTHOTEXT
[scornfully]

Cultural chatter! Quote as they may, neither Text nor Heterotext have
hit the mark. There is another “‘region of convergence,” old as conscious-
ness, new as the latest bauble of science or gewgaw of technology. I mean
language itself, though some call it the Word, consummate technic of mind,
eternal myth of awareness. Technic and myth join in an image of fire,
tongues of fire. Yet these tongues are not only Pentecostal; they flutter as
well in every Promethean breath. That sacred alphabet Prometheus gave to
men may have been the least dubious of his gifts.
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Speak of convergence, speak of language.

[the scene ends]

SCENE THE FOURTH

THeE FuTure oF VITRuviaN ManN

TEXT
[now determined to assert himself and quote as much as Heterotext]

At present, posthumanism may appear variously as a dubious
neologism, the latest slogan, or simply another image of man’s
recurrent self-hate. Yet posthumanism may also hint at a potential in
our culture, hint at a tendency struggling to become more than a
trend. The Promethean myth, after all, contains an enigmatic
prophecy. How, then, shall we understand posthumanism?

We need first to understand that the human form—including
human desire and all its external representations—may be changing
radically, and thus must be re-visioned. We need to understand that
five hundred years of humanism may be coming to an end, as
humanism transforms itself into something that we must helplessly
call posthumanism. The figure of Vitruvian Man, arms and legs
defining the measure of things, so marvelously drawn by Leonardo,
has broken through its enclosing circle and square, and spread
across the cosmos. ““Stands he not thereby in the center of
Immensities, in the conflux of Eternities?”” Carlyle ominously asked.
Less than a century after, Pioneer 10 carries the human form and the
human sign beyond the solar system into the intergalactic spaces;
and Carl Sagan wryly speculates, in The Cosmic Connection, about the
future of human intelligence, babbling its childhood to the universe.

This expansion of human consciousness into the cosmos, this
implication of mind into farthest matter, becomes awesome when
astrophysicists reflect upon the “origin” of the universe. As Sir

Bernard Lovell, Professor of Radio Astronomy at the University of
Manchester, put it:

The transference from the infinities of density and size at
time zero [when the universe began] to the finite quantities
encompassed by the laws of the physical world may lie
beyond scientific comprehension. Does man face this
difficulty because he has externalized the object of his
investigation? Is there reality in these externalized pro-
cedures? What is man’s connection with the universe of
atoms, stars, and galaxies? . . . Indeed, I am inclined to
accept contemporary scientific evidence as indicative of a far
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greater degree of man’s total involvement with the uni-
verse. . . . A remarkable and intimate relationship between
man, the fundamental constants of nature, and the initial
moments of space and time seems to be an inescapable
condition of existence.

(New York Times Magazine, November 16, 1975.)

This cosmological view, I think, requires from us a genuine al-
teration in our modes of feeling and thought and performance, an
alteration that must go beyond, say, Albert Schweitzer’s ““reverence
betore life,” and beyond the participation mystique attributed to
primitive man.

But this cosmological extension of human consciousness (which
both Teilhard de Chardin and ]. D. Bernal long, if differently,
perceived) is not the only force tending toward posthumanism.
Indeed, the re-vision of man is currently promoted by certain
prescient humanists as well as by most scientists. Thus, for instance,
Claude Lévi-Strauss, both humanist and scientist, finds it necessary
to remind us that the “world began without the human race
and . . . willend without it.” Michel Foucault taunts us that “man is
an invention of recent date. And one perhaps nearing its end.” And
Jacques Derrida previews an emergent human structure, no longer
turned toward the origin, ““which affirms play and attempts to move
beyond man and beyond humanism.”

Yet, Derrida, Foucault, and Lévi-Strauss. [ am convinced, mean
not the literal end of man but the end of a particular image of us,
shaped as much by Descartes, say, as by Thomas More or Erasmus or
Montaigne. That is why contemporary thought emphasizes so much
the dissolution of the “subject,” the annihilation of that hard
Cartesian ego or consciousness which distinguished itself from the

world by turning the world into an object. The Self, structuralists
and poststructualists insist, following the intuition of Nietzsche, is
really an empty “place’” where many selves come to mingle and
depart.

A similar perception, deriving from biology more than psy-
chology or philosophy, persuades Elisabeth Mann Borgese that
human nature is still evolving:

One might even say that whether postmodern man is still
Homo sapiens remains to be seen. A species that can fly is
different from one that cannot. A species that can transport
itself out of earth’s biosphere to other planets is different
from an earthbound species. A species that can transplant
vital organs from one member to another, blurring the
boundaries between this individual and that individual and
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between life and death, is different from a species whose
members cannot do this.
(Center Magazine, March/April 1973.)

Projected out of this world and into the universe, the physical
and mental possibilities of evolution become even more staggering.
“Only a minute fraction, an inconceivably small fraction of all
possible forms of life have existed on earth,” writes James F. Danielli,
Director of the Center for Theoretical Biology at SUNY-Buffalo. “Itis
inconceivable that the terrestrial organisms we now have are
representative samples of the organisms which can exist” (Center
Magazine, October 1972). Concretely, this means that the re-vision of
human destiny must ultimately consider that destiny in a vast
evolutionary scheme.

More soberly, more immediately perhaps, a posthuman
philosophy must address the complex issue of artificial intelligence,
which some of us know only by the familiar name of HAL (the
supercomputer in Kubrick’s 2001, so strangely human, that is, at
once so sinister and pathetic in every circuit and bit). But artificial
intelligence is not merely a figment of science fiction; it almost lives in
our midst. There is an anecdote about Alan Turing, the young
mathematical genius who died in 1954 and whose work provided
John von Neumann with the basis of modern computer theory—a
somber anecdote that we do well to ponder. It is told by the wife of
one of Turing’s closest colleagues:

[ remember sitting in our garden at Bowdon about 1949
while Alan and my husband discussed the machine and its
future activities. I couldn’t take part in the discussion
.. . but suddenly my ear picked up a remark which sent a
shiver down my back. Alan said reflectively, “I suppose,
when it gets to that stage, we shan’t know how it does it.”
(New York Times Magazine, February 15, 1976.)

Yet the human brain itself does not really know whether it will
become obsolete—or simply need to revise its self-conception. The
argument explored by Arthur Koestler, in The Ghost in the Machine,
that the human brain may be radically flawed—may be, that is, an
organ inadequate to its task, a “mistake”” among countless other
“mistakes”” of evolution—remains a hypothesis, perhaps itself more
mistaken than the brain which conceived it. Will artificial intelli-
gences supersede the human brain, rectify it, or simply extend its
powers? We do not know. But this we do know: artificial
intelligences, from the humblest calculator to the most transcendent
computer, help to transform the image of man, the concept of the
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human. They are agents of a new posthumanism, even if they do no
more than the IBM 360-196 that can perform in a few hours all the
arithmetic estimated ever to have been done by hand by all mankind.
Inevitably, such posthumanism implies the dispersal of the classic
human image. The individuality of the body, according to Norbert
Wiener, is that of a flame rather than of a stone. In The Human Use of
Human Beings, Wiener goes farther:

We have already suggested . . . that the distinction bet-
ween material transportation and message transportation is
not in any theoretical sense permanent and unbridgeable.

This takes us very deeply into the question of human
individuality.

All these visions finally boggle the minds of poor humanists like
ourselves. Yet they are not the visions of science fictionists and
future shockers, intended to amuse and terrify us—even as they
make the best-seller lists. These visions are immediate and concrete.
Technology and the pharmaceutical industry have already altered
most performances in the Olympic Games; and those Bionic Women
from the German Democratic Republic may point to a future more
golden than all their medals. And when the figure of Leonardo’s
Vitruvian Man appears on the cover of our TV Guide nowadays,
under it runs the caption: “Compared with the real bionic people we
expect in the not-too-distant future . . . The Six Million Dollar Man
is Just a Tin Lizzie”” (28 August 1976).

What then will the future, in its middle distances, bring to us?

[long pause as Text tries to penetrate Time; the scene slowly fades and ends]

SCENE THE FIFTH

THE WARNINGS OF THE EARTH

MYTHOTEXT
[enters in outrage]
This optimism is more kitsch than vision, and it makes for a revolting
inhumanism. Here is an editorial from an engineering magazine (the IEEE’s
Spectrum):

As a subsystem, man leaves much to be desired. What other system
has no significant prospect of miniaturization or ruggedization,
can work at full capacity only one quarter of the time, must be
treated as non-expendable, requires a critical psychological and
physical environment, cannot be decontaminated, and is so
unpredictable?

184



You easily forget: Prometheus was a trickster and thief. In the end, Text here
seems to side more with Goethe, Percy Bysshe Shelley, and Gide, in their
romantic interpretation of the myth, than with wise Aeschylus, Mary
Shelley, or Kafka. But to open oneself with hope to the Promethean endeavor
1s also to recognize its error and terror, its madness within.

Consider for a moment. We know that lapetus was father to
Prometheus. But, pray, who was his mother? Was it Asia, or Themis, or
perhaps Clymene, “‘shapely daughter of Ocean’’? Accounts differ. Yet their
differences do not obscure a certain point: the shameless misogyny of the
myth. Epimetheus, we know, takes Pandora to wife. Fashioned exquisitely
by Hephaestus, she is sent as the cunning revenge of Zeus. Hesiod put it
brutally: **Gods and men were speechless when they saw how deadly and how
irresistible was the trick with which Zeus was going to catch mankind. This
was the origin of the damnable race of women. . . . They have no place where
the curse of poverty is; they belong with luxury”” (Theogony). But the curse
is not simply economic; Epimetheus, against the advice of his brother, opens
Pandora’s box, and all the ills of mankind ensue.

From the start, great writers have sensed that Prometheus must do
more than overthrow the patriarchic Zeus; he must also recover the female
principle within his own consciousness. Thus Aeschylus included in his
work both Themis and the watery nymph lo; Nietzsche perceived in the
“Titanic impulse” some covert affinity between the Promethean and the
Dionysian; and Percy Bysshe Shelley gave Asia a creative role, placing love
at the very heart of his work.

The Earth must be heard. Yes, Earth must be heard, else Consciousness
will turn the Sky into fire.

TEXT

[placatingly]
Calm yourself, Mythotext, [ concur, I freely concede the point. I,
too, know the Jungian text:

Consciousness thus is torn from its roots and no longer able
to appeal to the authority of the archetypal images; it has
Promethean freedom, it is true, but also a godless hybris. It
does indeed soar above the earth, even above mankind, but
the danger of an upset is there, not for every individual, to
be sure, but collectively for the weak members of such a
society, who then, again like Prometheus, are chained to
the Caucasus by the unconscious.

(The Secret of the Golden Flower.)

Obviously, the marriage of Earth and Sky may never find a
happy consummation. It may also beget monsters and mutants. We
know all too well the litany of our failures: pollution, population,
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power that serves only to suppress—in short, man’s deadly
exploitation of nature and himself. Some, for instance, say that the
technological capacities bungled in Watergate would make the
“Miracle, Mystery, and Authority” of the Grand Inquisitor seem like
childish play. Others caution of present and “future shock”; of
cloning, parthenogenesis, transplants, prosthesis; of the alteration
of memory, intelligence, and behavior; of the creation of chimeras,
androids, and cyborgs. Others, still, simply prophesy of famine and
global war. From D. H. Lawrence and Friedrich Junger to Lewis
Mumford, Rachel Carson, Jacques Ellul, and the Club of Rome, men
and women of vision have warned against dehumanization and
have challenged rampant technology—Marx having preceded them
with his famous doctrine of alienation. I know all this.
Yet even Jung’s devoted disciple, Erich Neumann, says:

Our conception of man is beginning to change. Up to now
we saw him chiefly in a historical or horizontal perspective,
embedded in his group, his time, and his cultural canon
.. . but today we are beginning to see man in a new
perspective—vertically—in his relation to the absolute.
(Art and the Creative Unconscious.)

Yet even Heidegger was equivocal on technological being. He
sternly warned that technology was no longer empowered by human
reality—""Die Technik in ihrem Wesen ist etwas, was der Mensch von sich
aus nich bewiltig”"—warned that it no longer corresponded to the
human measure—"wir haben noch keinen Weg, der dem Wesen der
Technik entspricht” (Der Spiegel, 31 May 1976). How, then, could the
human race “’spare the earth, receive the sky, expect the gods, and
have a capacity for death,” Heidegger wondered? Still, beyond those
necessary warnings, he sensed the transformative capacity of the
human, and paraphrased Rilke: “Not only is man by nature more
daring than plant and beast. Man is at times more daring even ‘than
Life itself is.” " Will this daring lead us to ““where all ground breaks
off—into the abyss’’? Or will the transhumanization of the human
mean our “‘childhood’s end”” (Arthur Clarke)?

HETEROTEXT

[quietly]
| wish to quote from Arthur Clarke's Profiles of the Future. Speaking of the future
races, Clarke says:

They will have time enough, in those endless aeons, to
attempt all things, and to gather all knowledge. They will not
be like gods, because no gods imagined by our minds have
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ever possessed the powers they will command. But for all
that, they may envy us, basking in the bright after-glow of
Creation; for we knew the universe when it was young.

MYTHOTEXT
[still gloomy]

Text mentions the capacity for death; Heterotext speaks of the future.
Prometheus is connected with both. In the “Gorgias,”” Socrates claims that
Prometheus had also given men exact foreknowledge of their death. But
Hades, god of the underworld, complained to Zeus, and the gift was revoked.
Could it be that for once Zeus acted with tact? Robbed of human mortality,
how can Earth give continual birth? Without death, how can there be
surprise or generation?

Yet the motives of Zeus were seldom pure. We know that after aeons of
pain, Heracles delivered Prometheus from his bondage on Tartarus; for
Prometheus knew a secret vital to the rule of Zeus. Some say Zeus was finally
toppled, others maintain a reconciliation ensued, and a few still whisper that
the sick centaur, Chiron, offered to resign his gift of immortality and take the
place of Prometheus under the vulture. Perhaps Kafka, after all, puts it best:

Everyone grew weary of the meaningless affair. The gods grew
weary, the eagles grew weary, the wound closed wearily.

There remained the inexplicable mass of rock. —The legend
tried to explain the inexplicable. As it came out of a substratum of
truth it had in turn to end in the inexplicable.

[hush; last scene ends]

POSTEXT

I come at the end, though there are no ends; I come only after.
And what [ must say has already been said, and will be said many
times thereafter.

[s it not finally plain? Prometheus, gnostic, dreamer, prophet,
Titan transgressor and trickster, giver of fire, maker of culture—
Prometheus is our performer. He performs Space and Time; he
performs Desire. He suffers.

We are ourselves that performance; we perform and are
performed every moment. We are the pain or play of the Human,
which will not remain human. We are both Earth and Sky, Water and
Fire. We are the phoenix form of Desire. Everything changes, and
nothing, not even Death, can tire.

[Here ends the Masque.]
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STATE OFFICE BUILDING CURSE: A Scenario to Ultimate Action

Site of the New York State Office Build-
ing at 125th Street and Seventh Avenue
in Harlem.

First day of public opening—OPEN
HOUSE.

Out front, on the sidewalks: politicians,
American flags, Harlem crowds, Black
National flags, numerous cops and
plainclothes men.

Speechmaking by Rockefeller, Lindsay,
Javits, Chisolm, Rangle and Sutton.
Maybe Powell.

Ribbon cutting. Crowds pour into build-
ing for look-see. Black crowds to see
the false marble madness. Brothers in
Afros and clean heads and just heads.
Sisters with the brothers. Children.
Some older Black people, unattached
to the artificial integration political ma-
chine.

Black folks checking out the cement
tomb, Black folks on pig-guided tours,
wandering alone around the tunnels and

caves of the twentieth-century crypt,
examining the files, getting lost in the
basement, in the rest rooms.

Closing. All out. Black people ushered
out by guards and cops. American flags
lowered as night sets on Harlem.

Later: hours later. Way into the black
night. Exterior of the State Office Build-
ing. Quiet Seventh Avenue at that hour.
Almost deserted 125th Street at 3 A.M.

Explosion rips the whole State Office
Building apart. Fire. Torn-out windows.
Total destruction through explosives.

Fire engines. TV cameramen. Photogra-
phers. Silent brothers and sisters stand-
ing on far side of the street looking
knowingly at each other.

And the Black crowd senses the mo-
ment in Revolutionary Black History and
begins a festival to celebrate the
emerging Black nation of Harlem.

Blackness.

ED BULLINS
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FROM FOOL TO HANGED MAN
(A Pantomime from the Major Arcana)

CHARACTERS:

ONE—the Fool card of the Waite Tarot deck. He is smiling,
benign, imperturbable. He carries a gaily wrapped bundle
attached to a walking stick that he bears over one shoulder.
In his other hand is a flower, which he smells from time
to time.

TWO is excitable, argumentative. He wears a conservative
suit and tie. If ONE is tall and thin, TWO is short
and fat.

OTHERS—a man with a pipe, a priest, a little old lady, an
army captain, a cop, a judge, executioners, more ad lib.
Parts may be doubled, tripled, and costuming, which should
consist of little more than hats and such, may be done in
full view of the audience.

SET: A painted backdrop of a city street, a courtroom, a
gallows. Perhaps a lamppost can double as a gallows. The
stage is otherwise bare.

Enter ONE walkin’ on down the street. A bright spring day. He’s

whistling. Tips his hat to a passer-by. Looks in a shop window.

How nice he looks to himself. He talks to a passing dog, who snaps

at him. Steps in dog shit. Frowns. Comprehends. Rubs it off on the

curb. Smiles. Crosses street. There’s alot of traffic. ONE is almost
run over. Knocked to the ground. Picks himself up. Knocked to
the ground. Picks himself up. Frown with each piece of bad luck
quickly changes to a smile for ONE is basically a smiler, you know,
a smile because everything is as it should be.

ONE finally makes it across the street, dashing and darting in
between the cars. He knocks TWO to the gtound. TWO has just
entered and has been walking with speed and determination (and
with a tight sphincter), his ear glued to a loud transister radio,
which is playing some awful fifties surreal station. The radio is
broken in the fall. ONE helps TWO up, very solicitous. Brushes
him off. Inspects for broken bones, ripped clothing. TWO is
furious. He wants money for his broken radio. ONE searches his
pockets. Comes up with a single bill. TWO wants two. An
argument ensues, rather one-sided since ONE smiles amiably
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throughout like Harpo Marx. ONE raises one finger and
TWO raises two. The argument broadens rapidly. ONE indicates
that everything is one and TWO indicates that there exists at least
a duplicity. One arm vs. the pair of arms, one leg vs. the pair, one
finger (whoops, the middle finger) vs. five. TWO counts the
objects on stage, including the lights. ONE draws a circle in the air,
indicates that the objects are within the circle, then bows a polite
Japanese bow.

A MAN WITH A PIPE has entered and watches the argument
silently. ONE has abandoned the argument and is trying to distract
TWO with a tap dance. He doesn’t notice that TWO has
straightened his tie and has approached the MAN. TWO explains
that the crazy madman ONE has broken his radio. He points out
ONE’s sack—who knows what it contains. TWO and the MAN try
to make off with the staff. There is a tug of war. ONE is on one end
and TWO and the MAN are on the other. ONE notices this aspect
and points it out. [i’s a struggle of two against one. Enter aPRIEST
who blesses the two sides with holy water then leaves. Enter an
ARMY CAPTAIN. TWO and the MAN WITH A PIPE salute him.
Enter aLITTLE OLD LADY with an umbrella. She hits ONE then
leaves. Any number of characters may enter, take sides, then
leave. Only fools like ONE and children should take ONE’s side.
Finally, enter a COP who hauls everyone in front of a judge. (The
cop is Mack Sennett and the JUDGE wears an English judge’s
wig.)

The JUDGE raps twice with his gavel; ONE raps once with his
foot. Two raps vs. one. Everyone in the court takes up the two-
rapping except ONE, who insists on one. Order in the court! And
TWO relates the story, producing the broken radio, which
proceeds to work, playing the hideous station. Nonetheless, the
JUDGE fines ONE two bills. Argument about two and one. ONE
shows his empty pockets (they are enormous and brightly
colored). They search his sack. A little toy animal is produced. It
makes a pathetic baa-ing sound. ONE pets it gently. Does a gay
little tap dance around it. TWO sneaks it away and rips it apart and
stamps it underfoot.

ONE cries a clown’s cry, a huge cry. He tries to comprehend his
pain. Hand gestures. He is for the first time angry. He does a tap
dance of rage, a war dance. He attacks the court with his staff. He
hits everyone at least once but eventually he succumbs,
outnumbered. He is captured and sentenced by the JUDGE to be



hanged. ONE is struggling so furiously as they string him up that
he is hoisted upside down. He looks like the Tarot Hanged Man
except that both his feet are up. The radio is blaring the latest

news, including an account of the death of ONE.

The last moments: the radio plays “The Hanging Tree” (lyrics
below), to which everyone dances. ONE slowly lowers one legand
crosses the other with it. Slow fade on lights as music ends. Spot

on ONE’s head creates a halo for a moment. Blackness.

THE HANGING TREE

Hanging there on the hanging tree,
Hanging there for you and me,
Hanging there for all to see—
Upside down in mid-air—

Hanging there on the hanging tree,

Branches spreading over you and me,
Hanged man’s hanging upside down,

Smiling like a silly old clown,
One foot up and one foot down—

Hanging there on the hanging tree-
She’s the tree of life, folks,
Her roots go deep, folks,
From now to eternity—
And from her branches
Hangs a lucky ol’ fool,
The word made flesh

In that man’s own flesh,
Love’s own child

With a lovély smile,

On his cross of wood

He knows he should
Enter and be

Enter and be

Enter and be . . .

191



z6l

ATV3E NVTIV

WAV E
SEC.1-8

SCENARIO FOR PUBLIC SEATING
and colored flash cards

oS

BLUE

\%

—

2 ]

B .

BLUE

BLACK




BLUE

WHITE

193



194

The Stock Pavilion, not “Stockyards Pavilion,” is a building used
for showing cattle. The arena floor is covered with a soft earth and
a carpetlike material—a kind of amplified sawdust, but of a dark
red-and-black color. The bleachers are cement. The structure it-
self is reminiscent of the turn-of-the-century exhibition buildings
or, say, those in Paris of that time. (Metal structural members
visible, plus glass.) Musicircus was done on November 17, I
believe, in 1967. It consisted simply in inviting those who were
willing to perform at once (in the same place and time). There
were: the composer Salvatore Martirano, who, like the others,
used a group of performers and gave a program of his own;
Jocy de Oliveira (Carvalho) who gave a piano recital including
Ben Johnston’s Knocking Piece, music by Morton Feldman, etc.;
Lejaren Hiller; Herbert Briin; James Cuomo and his band; another
jazz band; David Tudor and Gordon Mumma; Norma Marder
giving a voice recital sometimes accompanying a dancer, Ruth
Emerson; the mime Claude Kipnis, who responded with a whole
sound environment; perhaps others I don’t remember—and my
notes and papers regarding it are packed now. In the center of the
floor was a metallic construction upon which the audience could
make sounds. (This is actually someone’s composition—but I
don’t now remember whose.) No directions were given anyone. I
connected contact mikes to the light switchboard, changing the
lights and, at the same time, producing sounds of the switches. At
either end of the Pavilion but beyond screens, were places to
buy apple cider and doughnuts, popcorn, etc. (A reference to
Ives.) Ronald Nameth arranged the play of films and slides. And
also obtained dark light and large balloons. We advertised it with
the remark: You won’t hear a thing; you’ll hear everything. No
admission was charged. Jack McKenzie, who was coordinator,
estimated that five thousand people attended. The various musics
each had a stage or platform near the bleachers so that the floor
was free for use by the audience. The general sound was of a high
volume, though not everything was amplified. Loudspeakers were
high up around the perimeter. The general shape of the building is
rectangular but with rounded ends.

JOHN CAGE



THEY WEIGHED WEIGHED-LAYED
A Drama of Aphorisms

Maurice I
Way-laid makes speeches.
Maurice 11
If a tree at all it is an adventure to come back in the night with a white
dog.
Maurice I1I
If at a distance they come near.
Who has been heard to care for this.

That they will leave to them they are not there whether it is not left
either.

For them. They will be that they announce neither either other farther
whether rather neglect.
Maurice IV
Odder than the door.
The dog is at the door.
But not at a door.
A melon can ripen.
There are three things that have a fragrance melon chocolate and chest-
nut but not as eaten.
Maurice V
Birds have dahlias.
Drink dahlias.
Maurice VI
If all of it goes away.
We are here.
In refusing mingling separation.
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Maurice VII
A blue sky who may say reply.
Maurice VIII
Far from follow it.
Eugene I
Follow with it.
Eugene II and Maurice 1
A dagger is dead when a door which is a dog is living yet.
Eugene III Maurice II
It does not make any difference who is regal if they are all for it which
naturally it is not.
Eugene IV and Maurice IIT
Why will they sigh When they sleep.
Marcel I Maurice IV
Why will they sigh and not die.
Marcel 11 Maurice V
When they sigh they think of defeat.
They have followed previous prayers.
They will compete.
They will see no one near she can hear that he is meant for four they will
have it as a change for their then without men. He is dead but not or men.
Remain here.
Maurice VI Bernard I
Do leave marble alone.
Marble is a rare stone.
Maurice VII Bernard II
Eugene is not eleven.
Eleven how eleven.
Maurice seven.
Maurice VIII Bernard III
With them with this with purses.
With enchanting victory.
Marguerite I Maurice VII
Buy Marcel a joy.
He is a sorrow not to annoy.
But to exchange pears.
Marguerite II Maurice VI
They will have rest for dogs.*
Marguerite IIT Maurice V
When they rest they sigh.
This is a sign of their rest.
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Marguerite IV Maurice IV
When the sun shines the clouds form they may be scattered by the wind
that depends upon others.
Marguerite V Maurice III
He was not grateful to me.
Maurice IT Leon I
They have supper for some.
Maurice I Leon II
It is useful to be made for two.
Leon IIT Eugene I
There are often two who are there with one. They make as if they saw
that bulbs can dry if there is sun.
Leon IV Eugene II
He needs what he can leave for instance they might like it better.
Leon V Eugene III
They have thought that all of it was lost.
Leon VI Eugene IV
They were better informed.
Leon VI Eugene IV
They will be fought for.
Leon VII Maurice I
But it is a remedy.
Maurice IT Marcel I
Coming and come.
They can have been working in the sun.
They will be the same when they have some.
Which they will have given by some one.
Which they have as they will have been met by some one.
In the care care and case is learning, they like fastening.
They will be presently with everything.
They will make that with an escape of changing.
Why will they like being here.
Maurice III Marcel II
Thoughts are a happiness to them.
Maurice 1V Bernard I
Pardon for one.
Maurice V Bernard II
Welcome for one.
One of them.
Maurice VI Bernard IIT
They have nothing to puzzle any one.
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Maurice VII Marguerite I
Violets and a name for them.
Maurice VIII Marguerite 1T
The best thing they can do is this.
Marguerite III Leon I
Why is it more.
Marguerite IV Leon II
Than it was.
Marguerite V Leon III
They have no hope of seeing it continue.
Leon IV Maurice I
Reach and riches.
Leon V Maurice IT
They leave liking them.
Leon VI Maurice III
Two sounds for one.
Leon VII Maurice IV
Live like one.
Maurice V Marcel I
Better be here to do it.
Maurice V Marcel 11
He is a poet too.

Scene II

Little dogs should not eat flies.

They come in between.

They think about how mountains come.

Men of severing them.

This is a tragedy.

To make them see through.

Mouths and mouths.

A dog vomits once.

A man is very careful of his health.

A son is irritated by admiration.

They come together.

And they sing.

All the names are included in the song.

In this scene they make an unexpected acquaintance.
Maurice VI Bernard I

There is an appointment.



Birds will need balls.

Maurice VII Bernard II
In this scene they will have it left for them.

Maurice VIII Bernard IIT

Birds and balls and trout and seagulls and their nests follow me.
The unexpected acquaintance is Eugene.

Eugene I and Marcel I
They will patiently wait while they have hopes of leaving.

They leave and one does not become a soldier either because it is better
to leave his mother.

One has a father.
A father who is often made more nearly his father.
They both hope to hear that either one is to be a soldier which they are

because a soldier does go and come with more than a regiment. They leave
trees to be tall.

It is finally their aim.
Eugene II and Marcel II
It is a pity that they must stop here stop here.
Eugene III Bernard I
Too many days make of it too much which they will do as widowed.

Dissemble. They will add it as gain. They need to emphasise first letters.
Gain and realise. And be employed.

Eugene IV Bernard II
There is no insistence.
Bernard IIT Marguerite I
Many have been happily married.
Marguerite II and Leon I
They will think kindly of their circumstances.
Marguerite ITI and Leon IT
A birthday unites birds.
Bertie Applegarth
He is or was a help to them in arithmetic.
Marguerite IV and Leon III
It was in there that they saw a help to them.
Marguerite V and Leon IV
They have their scissors unreliably left.
Leon V Maurice I
Be kind to and for them.
Leon VI Maurice II

In opportunity to be useful to those who have need of having it without
them.
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Leon VII Maurice IIT
There is no difference between them.
Maurice IV and Marcel I
There is no difference between when and sudden. They change.
Maurice V and Marcel II
Change all of it for you.

ACT 1I

Maurice VI Eugene I Marcel 1

Our which are ours.
Do be obscured by ours.
They must be waiting to be well.

Maurice VII Eugene II Marcel II
It is a hope in thousands.
Counting.
As acceptable.
Will Marcel be as well.

Maurice VIII Eugene III Bernard I
In reason including one.

Eugene IV Bernard IT Marguerite I
With thorough distaste.
For lettering.
Which they bring with holding.
Withholding quiescence.
In bridges.
And lays.
They made it without hers.
She meant to be in a reversion.
Of an added gather.
They gather them.
With them.
To be around.
In their avoidance.
Ration with reluctantly.
And envisage.
They adjoin dress.
And train to treasure.

Tresasure in a margin of their being here with and without attempt to

attempt to clear them.
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Bernard III Marguerite 11 Leon |
By politeness they sing to me.

Marguerite ITI Leon I1 Maurice 1
Just why they have to ask that they will by the time they are themselves

almost at once.

Marguerite 1V Leon III Maurice 11
Should choices be left to other ones which they mean.

Marguerite \V Leon IV Maurice III
It is obliging for that made to be orderly for an arrangement of their I

mean.
Leon V Maurice IV Eugene I
In apt to be asked for them.
Leon VI Maurice V Eugene II

But why do they make it regrettable.

Leon VII Maurice V1 Eugene II1
In brought with reference to their bestowal without their use with length.

Maurice VII Eugene IV
They introduce them or themselves.
Maurice VIII

Wait.

Scene 11

Bernard 1 Marguerite 1 Marcel 1
It is best to plant them one by one.
Two at a time is temporary, three are carefully thoughtful.
Bernard II Marguerite 11 Marcel 11
They lost them by loving.
Marcel I
Better then always leaving because of accepting.
Bernard III Marguerite 111 Marcel 11
They made hands press down roses.
Marcel I
Without ostentation.
Bernard I
With final regret.
Marcel II Bernard II Marguerite IV
But whether with revision.
: Marcel.
There is no hope in heaven.
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Marcel II Bernard III Marguerite V

It was better to be thought careless.
Marcel 1

Just divided justly divided judging divided and dividing and defence of
division.

Bernard I and Marguerite I
A pleasure in deceit.

Marguerite II
Praise of precision.

Bernard II
Made with them as it were with their capability.

Marcel IT Bernard IIT Marguerite 111
Hours precious hours which they have used with pleasure.

so agreable so selected and so fairly denied.

202

Marguerite 1V
She should be joined by leaving one.
Leon I
One of them.
Leon IT Marcel I Marguerite V
It is fairly provocative of sunshine.
Marcel II
Three hoping they are altogether.
Leon III Maurice I Eugene I
Birds are hoping that they have to stay.
Leon IV Maurice II Eugene II
They will be sadder with their death.
Leon V Maurice III Eugene III
Come cautiously.
Leon VI Maurice IV Eugene IV
Does he mean Edward Glasgow.
Does he indeed.
Leon VII Maurice V Marcel I
They will be left to pray.
Maurice VI Bernard I Marcel 1I
A habit of sitting is not changed.
Marcel I
Let me not choose roses.
Maurice VII Bernard II Marcel II

Pleasure is

They will they have an opportunity to be older in having a mother a grand-
mother and no habit of having hope. Hope they will.



¢ Marcel 1
It is an education to have pleasant thoughts.
Maurice VIIT Marcel 1T Bernard 111
Just in a way of having had this as a reason. They will mind if they hear
a request. They will be well received. It is always alright.

Scene 111
The parlor widened they did buy the road.
Scene 1V

She was not the same as she had been.

ACT L1l

Leon 1 Marguerite I
With no objecting to avoidance.
And with no pleasure in success.
With and without hope in their reason.
With them with which they gratify.
They will change their thought and their alliance.
They will urge them to do very well for them.
They will habituate them in leaving.
They will count in years.

Marguerite 11 Leon 1I
They will try to have it do.
They will please themselves with you.
They will join themselves with their and them nicely.
They will seem to be almost made happily by the time they have been

hearing them or they come.
They come with noisy welcome.
We are so glad to see them.
Marguerite III and Leon III

He was disappointed as well as she.

Marguerite IV Leon IV
It is inexplicable.
They do and are careful and at hand.

Marguerite V Leon V
Should they move slowly.
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And ask it to be a little more.
And have the habit of reminding them.
That it just as well they came.
They are as careful as that of it.
Leon VI Maurice I

She should make some use of it.

Leon VII Maurice 11
It was as much as they knew what had happened.

Leon VII ’
With which.
They neglect.
To make.
It be.
Their hope.
Of joining.
In a little while.
Now.
It is often that they ask is it so a week ago.
In spite of all it is sad.
So he says.
She might.
Think well.
Of them.
As much.
As more.
Than they.
Did think.
Of it.
First.
It is hard to be sad in english.

Maurice II and Eugene I

They know that they do.
Whatever they do.

Maurice III Eugene II
With them.

Maurice IV Eugene III
As lightly.

Maurice V Eugene IV
As they knew.

Maurice VII Marcel I
With distribution.



Maurice VII Marcel II
As a climax.
Maurice VIII Bernard I
They like it.
Maurice VIII
As much as ever.
Bernard II Marguerite I Leon I
And Louis who is gone.
Bernard III Marguerite II Leon II
They will welcome yeilding of one.
Bernard II
Louis and they will add each one one.
Bernard 1
Which one.
Marguerite III Leon III
Forty are thirty for one.
Marguerite IV Leon IV
Fifty more and they are always four and more.
Marguerite V Leon V
They pass more than they have seen before.
Marguerite IV
Which they like.
Marguerite III
To like.
Marguerite IT
To be like.
Marguerite I
After and like.
Leon VI
They might measure six.
Leon VII
All good children go to heaven.

ACT IV

Maurice 1

He stops and asks if asking is the same as leaving. He knows leaving is an
occasion.

Maurice IT Eugene I
They will ask if they ask it if they have it when they mention coming.
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Maurice I1I Eugene II
Both are brave they light it as well as if they knew that they will go if they

do before they come with sugar which they have eaten with bread and does it
disturb them as much as then.

do.
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Maurice IV Eugene III
They ask it as well as better and as much as differently.
Maurice V Eugene IV
Do please open the door so that they can go out better than before.
Eugene III
They make an allowance for happiness.
Eugene II
They follow themselves with wishes.
Eugene I
They welcome them home.
Maurice VI Marcel I
They will be with them presently too.
Maurice VII Marcel II
Think well and think that they thought that it had been bought for them.
Marcel I
Leave it as a present.
Maurice VIII Bernard I
They change so that seven is one.
Maurice VII
They will prepare this for them.
Maurice VI
They have prepared something so that they will leave it alone when they

Maurice V
It is a plan they have.
They have a plan.
Maurice IV
Which they enjoy when they can.
Maurice III
It is a likelihood of their being very much alike.
Maurice II
It is not any use to beg them to go there.
Maurice
To go away is made necessary for them here.
Bernard II Marguerite I
You know that we think of you.



Bernard III Marguerite II
We hope you do.
Bernard II
Be very certain that we do.
Bernard I
And that we never neglect it whatever we may do.
Marguerite II Leon I
It is useless to know that Louis is not Leon.
Marguerite III Leon II
Which they hope with them who do. They will settle nothing for you.
They will give it to them for you. They will hope that this will do.

Scene 1I

Marguerite IV Leon III
She was just as sweet.
Marguerite V Leon IV
As they were together.
Marguerite IV

"Was it indeed by having or without that they counted that they would do
without.

Marguerite III
She made it be that it was tenderly that he went to see whether he could
be better than he had been.
Marguerite II
She said she was necessary to him.
Marguerite I
She might be withheld as she would have been.
Leon V Maurice I
He heard him say that he went away.
Leon VI Maurice II
And did it matter.

Leon VII Maurice III
To him.

Scene IIT
Maurice III

Maurice call him.

Maurice IV
Eugene call him.
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Maurice V Eugene I

They made a meadow inundated by the sun.
The meadow was sinking.
It was under water like anything.

Maurice VI Eugene II
It was in the hope of swimming that were engaging between leaving and

welcoming milking.

Maurice VII Eugene III
It was agreeable to be neglectful.

Maurice VIII Eugene IV
They will sing about wedding women.

Maurice VII

She made a hope that they would be there,

Maurice VI
It was valuable to have it heard from here to there.
Maurice V
They made women wait.
Maurice IV
They sang too late.
Maurice III
They sang that they are singing.
Maurice II
Which they were as women.
Maurice I
Which they were with humming.
Eugene III
And they think
Eugene I1
That it is best.
Eugene 1
To leave it now.
Marcel I Bernard I
As they do.
Marcel 1T Bernard II
It is not easy to be cruel in thinking that it is different that they left with
out an allowance of more than that which is everything. Let it be ready for
them.
*Marcel 1
There is a hope that it is cooler than that there has been one.
Bernard IIT Marguerite I
They like it when they think that they have been advising.
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Bernard II
Which they do.
Bernard I
One for one.
Marguerite 1T Leon I
What is a tragedy when he is lonesome.
Marguerite III Leon II
She dropped the shears.
Marguerite IV Leon III
For him.
Marguerite V Leon IV
‘With help.
Marguerite IV
Withheld help.
Marguerite 111
In acquaintance. .
Marguerite 11
As much as which they will when he is held.

Marguerite I
Withheld.
Leon V Maurice I
They will account for his having run.
Leon VI Maurice II
Which they have in the need of one.
And they without.
Leon VII Maurice 111
It is as alike as they like.
Maurice IV
There is no need of being one.
Maurice V
Which they examine.
Maurice VI

By hope.

Maurice VII
And wishes.

Maurice VIII
Too late.
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ACT Vv

Eugene I Marcel I
Prepare to ask why will they come with me.
Eugene II Marcel 11
He went yesterday if not to-day.
Marcel 11
With circumstances of delay.
Eugene III Bernard I
Will no one give any one more than just one.
Eugene IV Bernard II
Yes when they ask three to be four.
Eugene III
When this you see remember me.
Eugene 11
They refuse cakes because they have not eaten.
Eugene I
I was touched by their sorrow.
Bernard II Marguerite I Leon I
As many as they have been without they will refrain from exacting it for
them.
Bernard III Marguerite IT Leon II
She was in no hurry.
Bernard II
They make excuses for having relish for wishes.
Bernard I
By the time they question.
Marguerite IT Leon II
They might be faithful to themselves here.
Marguerite III Leon III
They all died but not all in poverty.
Marguerite IV Leon IV
They were relegated to this that they could be separated.
Marguerite V Leon V
In which they please.
Marguerite IV
May I be chosen.
Marguerite III
To have it please.
Marguerite II
That they like to give.
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Marguerite I
It to them.
Leon VI Maurice I
They are happy in the thought.
Leon VII Maurice 11
That they will not go away.

Leon VI
They please me.

Leon V
In themselves.

Leon IV
They displease me.

Leon III
In themselves.

Leon 11
They remain with them.

Leon I

By themselves.
Maurice IT Eugene 1
In happily having had it prepared they make it be a chance to be with them
as their kind.
Maurice III Eugene II
They are kind.
Maurice IV Eugene III
Which they own.
Maurice V Eugene IV
In a minute with their care. They will be careful to prepare their hoping to
be left to-day which may be by the time that it is arranged. They will not do it if
they know better, they will be persuaded that it is useful and in hoping for a
refusal they are generous and flurried they will be anxious for a dismissal.

They will be without doubt eager for an appointment which will consolidate
their reunion.

Maurice IV Eugene III
How do they like their liberty.

Scene 11

Maurice V Eugene IV
They hope for this as they did.
Maurice VI Marcel I
Maurice and Marcel very well that only they are left Maurice and Marcel,
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all the others very well that they are left Maurice is left and Marcel, Marcel is
left and Maurice.
Maurice IIT Marcel II
They think they like to disturb hopes.
They will be imaginative in requisition.
They will recite their pleasure.
They will arrange substance.
They will incite them to go.
None are left.
They are without this arrangement.
They save it.
They like it in the place of their arrangement.
Maurice VIII
Too late.
Marcel 11
They are through.
Eugene IV
It is remarkable.
Bernard 1II
They imagine that state.
Marguerite V
They wish for me.
Leon VII
Hope of heaven.
Now they all sit and without that there is tragedy.
Remember the occasion of their denial.
Maurice VIII Eugene IV
Marcel II Bernard III Marguerite V Leon VII
They think with me.

Scene I1I
The mushrooms were delicious at lunch.

FINIS.
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EASTER

Scene 1

A large lovely lawn filled with Easter eggs. Children roll-
ing the eggs, etc. Improvisation by children on why they
like Easter. The scene ends with a symphony orchestra
playing something well-known from Parsifal.

Scene 2

A cave in the mountains. At the mouth of the cave stand
a number of very large Easter Rabbits. Improvisation:
they discourse on the pleasures and burdens of Easter
from the rabbits’ point of view. The scene ends with very
thunderous music, probably from Berlioz.

Scene 3

A church. A number of priests are gathered informally
about the altar and the lowered area in front of it. Im-
provisation: they discuss the meaning of Easter to church
and to churchman, their love of the ecstatic aspects of the
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holiday, their eagerness in awaiting it, but also their
displeasure at the pagan aspects of the popular Easter
myth as well as at the general commercialization of the
holiday by stores and popular media of communication.
The scene ends with a number of grand opera bassos and

baritones singing popular songs.

Scene 4

Empty stage. Improvisation: a murder is committed. The

police arrest the criminal and electrocute him. The scene
ends with low, solemn death-march music.

Scene 5

The resurrection. Entire improvisation. After the resur-
rection the stage fills up with the actors, who discuss the

meaning of the play. Finally they are drowned out by
extremely loud noises of coughing.

Curtain
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MEXICO CITY

An elderly’ American homosexual tries to describe Mexico
City to an illiterate and extremely ugly Finnish farm girl
who has never been in any city whatsoever. He should
try to be as complete in his description as possible, includ-
ing such things as streetcars, buses, hotels, markets, and
so on, as well as the life pattern of ordinary persons of
the various social classes in the city. When he has finished
(his description should take from fifteen to forty-five

minutes ), the farm girl should try to repeat everything
he has said to her with as much exactitude as she can

manage. When she has done so, the elderly man should
tell her to what extent he feels she has truly captured
the spirit and mood of the city.
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COIL SUPREME

Eight or ten actors come on stage, being anyone they
want. They speak for thirty minutes. The only require-
ment is that every sentence they utter must contain the
phrase “coil supreme.” They may distort the language in
any way they wish in order to do this. They should try
to generate as much excitement as possible by what they

say and do, and the play should end on a note of unbear-
able suspense.
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1st V-
2nd V:
3rd V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:
3rd V:
4th V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:
3rd V:

15t
2nd V:
3rd V:

1stV:
2nd 'V
3rd V:

lst 'V

2rd V:
3rd V:

1st V:
2nd V:
3rd V:

LUGUBRU LULLABYE

nnnnnnnnnn_ fffffftttttttttttt O ighly stithththth til lyfffftttt

nnnnnnnn  fffffftttttttttt O ighly stithth
ha haggard mi mirror hag
amb
til lyffffftttttttttt
moth motherous mi mirror moth motherous mi
amber amberlit
bou eeeee ha ha lubers
miro moth mirror hag haggard mi
ere me sssssssaiaiainnnnnnn fffreee lilimmmmm
ha eye taw
am am
eye ha
of memring
tawny lio lion tawn leonine pedastal
igh reeeeee sssssondri O zzzzeeee ther
leonine pedestal leonine
eyes am amberlight
rou ther day mmmmm of dddd roundri
lion tawn tawny lio taw tawny lio
eyes lelit

(loud and expressive)

fffffffreeeeee lilimmmmmmmmmm of mem ring igh reeeeee
ssssssssonondriii

O zzzzzeeeeeeee ther rou ther day mmmmmmmmmmof

SSSSSSSSSSSSSSSSSSSSSSSSsONoNoNONOoNoONoN
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1st V:
2nd V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:
3rd V:
4th V:

1st V:
2nd V:
3rd V:

1st V:

2nd V:
3rd V:

1st V:
2nd V:
3rd V:

1stV:
2nd V:
3rd V:
1st V:

2nd V:
3rd V:

1st V:
2nd V:
3rd V:

1st V:
2nd V:

3rd V:

1st V:
2nd V:

3rd V:

zzzzzzzzzmi ssssssmmmmmthththth hoooooo bo boy
can eye eyes lit
thi  thumb
yeath mi ears
candlelit eyes cand candlelit eyes lelit
hum
ththth ennnnnthththth of loloththththth
candlelit threading eye it

thimbled thimbled am
threading candlelit ha

thththth oveken ords 22222222222Mi SSSSSS
yes eyes lit eyes can
himhum

sssssmmmthththththth hoooooooo bo boy yeatththththth mi ears
(loud and expressive)

thththththth ennnnthththththth of loloththththth thththth oveken
ords
rrrrrrrrououououououoUNNNNNNNNNNN

tha dandow

roro ken broful thththththth cheeeken hath roke eeceer
haowowowowowowow

SSSSSSSS
(softly)
nnnnnnnn
(softly)
roro ken broful thththth cheeken hath
ritua han hands ritual
thumb
roke eeeeer haowowowow
waving hands nnnnnnnn ffffttttt O ighly
(softly)
amberlit

wwwwwllll brrrrrawawaw ai rehe memmmm
stithththth til  lyffffffttttt
(softly)



1st V: re ember so fri ked rends thththththth zzzzzzzzinked linther
2nd V:

3rd V:

1st V:

2nd V: bou eeeeee haha lubers ere me sssssssssaiaiaiaiaiainnnnnnnnnn
(soft falsetto) SSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSS

3rd V: nnnnnNNNNNNNNNNNNNNNNNNNN

1st V: vvvvveeeeeeen ssssssssaiaiaiaiai ah fa rou mmound me alllllll re
2nd V;
2nd V:
3rd V:

1st V: lili zzzzin eaves ththththth lealllllleth thrike fri
2nd V:
3rd V:

1st V: hooooooollllll fffreads lilione zzzzzike trrrrrr wun
hooooooooooo

2nd V:
3rd V:

1st V: so sum kwet hawkt deeeeeeeeee hoooooted banlooooooooooooo
2nd V:
3rd V:

2nd V: sssssssssaiaiaiainnnnnn me ere bers lu haha eeeeeee bou
3rd V: ssssssssssssononnnnnnnnnnnnnnnnn
drdrdrdrdrdrdrdrdrdrdrdririiiiiiiii

rrrrrrrrrerrrrouounnnnnnnnnnnnNNNNNNNn

1st V: arrrrrllllllllll oooooo000zz222222222z ho lilends fffflead de garlo
2nd V:

3rd V:

1st V:  awwwwwllllll pruttttt de buppppp awlllllll pruttt
2nd V: knee gar

3rd V: hon

1st V: prutttttt de buppppp nnnnliligar parbu
2nd V: gartered kneeling legs gartered

3rd V: hono maho

4th V: hag

1st V: arrrrrrrlllllll - 000000222222222222222
2nd V: kneeling legs mar

3rd V: agony mir

1st V: ho lilends ffffled fffflead de garlo

2nd V: martyred kneeling legs

3rd V: maha mahogany moth
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1st V: so sum kwet hawt deeee hoooooo

2nd V: can eye eyes it candlelit
3rd V: phono
1st V- hooooted banloooooooo
2nd V: eyes cand candlelit

3rd V:  gone phonograph
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IDIOTS

I can’t speak to you without wasting my time.
Our time:
I cannot regret anything
I cannot deny anything
I cannot leave
I cannot lose
I cannot hope to be forgotten (or is it forgiven)
I cannot lose hope
I cannot move (even)
I cannot turn my head into a light instrument
I cannot, I cannot, I cannot, I cannot, I cannot.

Something is abroad in the land.
Nothing is what it seems.

Are you prepared to trust me?
Who am I . . . trusting?

A shadow of myself?

What do I do now, professor.

Sitting here, my hair drying very fast.

Oh well, these objects really turn me on,
And I'm trying to get my bearings.
Isn’t that true?

Correction, correction. Hah! That came out of me

like a second order phenomenon.

How can I live here, amidst all these second order
phenomenon, huh? huh?

Do you like my pictures? LLook— (They rip off his
clothes.) Seduction tore at me like a knife.

(Enter.) Correction. Your painting is falling

off the wall.

What? I missed that: (Knock.) I missed that:

(Knock.) I missed that too.

RICHARD FOREMAN
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Fires were raging about the city.
I phoned the fire department to find out,
But the fire department wasn’t helpful.
No. Not at all.

When did you decide to become a scientist?
I'll never tell you that.
Why?
I'm almost asleep now, get me? I'm almost
totally out of energy.
No kidding.
(P) I'm almost totally wiped out. [P = pause]

Science. Above all, my approach has to be scientific,
and it will be. No doubt about that. That's why I put
myself behind this glass wall. That insures that my
approach will be very, very, scientific.

(P) Do you agree with me that my approach is
very scientific.

These objects ravish me.
I shall be in them deeper and deeper.

I shall take such delight that no man shall lesson my
requirements.

Have you time for lunch?

No. I have no such time: really.

Is there meaning.
Is there effort

“professor’’?

I don’t know if there is any meaning to what I am doing.
I admit it.

What are you doing?
I admit it.
(Rings bell, 3 pyramids brought.)

Do you really. Know what I need?
222 I need light in my eyes.



Really?
I do.
YES. HOW MANY CHAIRS TESTIFY TO ALL THAT?

I am alone, of course. I am alone and falling backwards.

I am, of course.
(you defeat me!

Where is the play? I'm waiting for the play.
(Enter stage. Open curtain.)
Is it silent?
Yes.
Idiot!

I'd better look at myself.

You'd better come here and sit where I'm
sitting.

No.

Idiot. You’d better come here and sit where
I'm sitting.

(Goes) There’s no real room on this chair for
both of us. (Kisses her and they fall.)

Let go of me! Let go of me!
(He does. She gets up and reveals eye of god.)
Put your head into THIS, if you dare.
I dare not.
i

(P) Get back there (She does.) Now. Start talking
to me like a normal human being (P) I can’t escape
my own stupidity. I see. That’s self evident

Can I get you anything? (Dummy in.) Can I get
you anything?

(Dinner on; stage off.)
Sing for your supper?

(He sings.) 223



Girl 2 (maid) You’d better shut up, don’t you think?
She might come back
I don’t care (He approaches, kisses.)
Take off my clothes.
No.
Why not?

You do it yourself.

I can’t. (P) It’s too hard.

Did you cook this?

Yes.
(Tastes.) That must have been hard.

(too)

(He chokes, 2 others in, also choking to death.)

Now that he’s dead, I have guilt feelings.

Where do we put the piano?

Oh? Another piano?
(Open, pound on big piano.)

I have guilt feelings and one thing that would make me
feel better would be if you'd stop playing that damn
piano.

Play play play play! That’s what I do best!

Some people are starving
starving
starving
starving

Some people are making fun of me.
Dead? Did you say: (Out ear trumpet.) Dead?

Did you say dead? I can’t hear too well.
Dead? Dead?

(Both, as he plays.) Dead dead dead dead

dead dead dead dead
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Now I have to eat.
Some people are starving while you are stuffing yourself.

Could I please have a plate? Oh wait, I
gotta say that holding my exhausted heart.

She pushed him to it.
Everybody says that.

She pushed him to it and then doubt entered
the picture.

How do you imagine doubt:
Dressed?
0O.K. How dressed.
I don’t think any of you can help.

I don’t think any of you can find out about it
TO help.

(If help is what you want, madame:

Did I remember to dress right?)

She has chambers inside her chambers. You do understand
that much, no?

Some time ago I . ..

Remember your friend on the piano?

Oh, I better get one thing straight (Pause,
calls out) Help! Help! Help!

(Enter other.) —that’s how I express myself,
But

You weren’t out there—

No, it wasn’t me. Correction. You're
100% right.

Help! Help!
It’s catching.
(All) HELP HELP HELP!
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(Man puts head on table.)

It was so heavy it broke the table.
Would somebody come in here and move this table!

(Enter A.) I got my own table to move.

IDIOT!

Look. Try putting your head on this table instead
of that table.

Try kissing my ass.
(Her head on table.) Vice versa.

(Girl in chair.) What I'd really like to do is take a
picture of you two like that.

But why, but why, not concentrate on what,
possibly, is beautiful, he said.

Turning life against itself?
Oh, for energy only.

HOW MANY OF YOU ARE WILLING TO GO HALF WAY
WITH ME?

We all go half way. It’s our favorite activity.
Look, look, I don’t mind at all.

Could I introduce you to my attitudes about
electricity? Look.

That’s one of his five hundred lamps from his five hundred
lamp collection.

Something happened to me when my sight
started fading and it had to do with my
attitude toward illumination.

Wonderful:
and it was—
What.

Wonderful. It was wonderful and you said it was
wonderful and I agreed it was wonderful.
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This speed is what I i'ke—
Ah, look. (2 tables enter.) I remember those two
Good memories.
“hummm . . .
It's like memories, memories!
Excuse me. did you die when your memories did?
Did I say my memories died?
Try it.
(Both, heads on table.)

I couldn’t have made a better collection of items, but to
make certain, photos are:

Could I have a photo of this

without asking permission?
No.

I did it. (P) See?
Memories don’t die. Memories don’t die.

Excuse me. Could I keep one of the photos
for my collection?

I didn’t know you were getting a collection.

I didn’t know I was getting a photo.

(Horse track.)

Yes, so much electricity made me very
dizzy.

Could I find out what you REALLY mean by that?
Electricity? Dizzyness?
—what do you really mean.
(P) I mean, I can’t handle it
Well, here’s the favorite, so try to pick up on that.
What favorite.
The favorite in the next race.

I didn’t know it was coming up next. 555



The next race is coming up next.
It’s (OK).

It's hard, I admit, for me to imagine the future. It’s
hard, in spite of the fact that I hesitate on many
thresholds.

Busy busy busy
does

Sometimes I think I'm not cut out for this kinda work.

What kind? Well, how should I put it.

It's not what you think (P) You expect happiness, but
it isn’t.

Then explain it.

I expected to see radiation: I expected to see you
radiate. That was the purpose of this experiment.

(P) I didn’t know it was an experiment (P) Now
do I radiate more, when I tie myself to this table like
this?

Much more.
—How much am I radiating?
You are radiating.

What happens to the radiation.

Obviously, it goes to different part of the
universe.

How fast.
Obviously, as fast as light
That’s very exciting to think about.

What is here is somebody without hope. And they deny
all delight and all other possibility.

Don’t be so sure.
I think I'd better take my coat off.

Ah, when I do that my back shines.
Shines! Shines!



Are you capable of hurting me?
I think so.
Who’s doing all that screaming?

None of them wanted to be here, where the flowers
were. Did you know that?

Yes.
Dig, dig a little bit more. wouldd you please?
To please you.

These were afraid of FLOWERS, too?

They were afraid of everything under the sun,
I guess.

I've uncovered something. You know what?

No.

A straight line, right through my brain. I follow it
god knows where.

(P) What kind of line is this line.

I don’t know.

The man of faith who emerged to deal with all these things.

I uncover you, then I put you to sleep.
Nothing comes next! Nothing follows!

Tell me your plans.

I could not really imagine it.
Do you know that?
I could not really imagine it finally.

The End.
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EMOTIVE COSMETICS
—a 4 Act Play Without Dialogue for 50 Performers—

ACT I
Weeping & Violent Grief

Sefting

Stage floor is littered with giant size paper cut-out band aids. All is
in darkness except for 50 parabolic spotlights attached overhead,
which correspond one for one with the 50 actors and actresses who
stand in rank formation, but spaced to allow the audience to see
every one of them. The actor/actresses are dressed in black
mourning costumes of the Victorian era, and of like stature.

Joint Cast Direction

(To be correographed with precise movements all as one, like that
of dance. Duration of movements flexible.) The head droops,
inclining to left side, eyes overflow with tears, lips and countenance
are drawn downwards, body inclines forward, hands are wrung
(movements of the hands must all be alike). The lower limbs are
relaxed and retiing (the movements are slow). The voices
mumble, incomprehensibly, almost a whisper, and very low in
pitch, breath comes and goes in agitation (each rank to heave
shoulders convulsively, movements to start with the first rank and
end with the last).

A musical harmony is to be effected with random moans and
broken sobs, almost inaudibly at first, whilst from back stage the
sound of fierce winds is played through speaker cabinets. The wind
increases pitch until the moans and sobs of the cast, also rising in
pitch, in concert with it, draw the sound to a fever-pitch.

Sudden silence—30 second duration—Curtain (black drapes).

ACT 2
Love

Setting

Stage floor is littered with giant “cupid-like” arrows and arrowslings
(preferably authentic). Darkness, light, and cast formation as Act
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1. The actors/actresses are dressed as before with the addition of
large red paper hearts, pinned in scattered arangement to the
black costumes.

Joint male cast direction
(Precision as 1st Act)

Directions to be followed in unison with joint female cast directions
below.

Whole being is subdued, heads and bodies incline forward,
forehead tranquil, eyebrows droop, overhead light catches eyes
as they sparkle with affection, palm of right hand is pressed over
heart, left hand with open fingers is folded over right wrist, lower
limbs stand together in easy position with right foot in advance, air
of melancholy thought.

A musical harmony is to be effected with random sighs and heavy
breathing, almost inaudibly at first, whilst from back stage the
voice of Marlene Dietrich singing “Falling in Love Again” is played
through entire sound system, the melody increases in volume until
the sighs and heavy breathing of the cast, alsorising in pitch, out of
concert with it, draw the sound to a very loud cacophany.

Sudden silence — 30 second duration — Curtain (Red Velvet).

Joint female cast direction
(Precision as 1st Act)

Directions to be followed in unison with joint male cast directions
above.

Gaze is fixed upon object of affection (farwall of theatre), mingled
tenderness and admiration, hands are clasped in fervency of
emotion; head and body incline forward; features indicate
eamestness; lips slightly parted and quivering; lower limbs firmly
balanced upon feet; mood deep in thoughts of heart.

A musical harmony is fo be effected with random sighs and heavy
breathing, almost inaudibly at first. (Remainder of Act same as
joint male cast direction.)
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ACT 3

Horror

Sefting

Stage floor is littered with paper cut-out, life size photo repro-
ductions of shot gun street killings, bodies in various contorted
death agonies.

Darkness, light and cast formation as previous Acts. Actors/
actresses are dressed as before (black costumes, paper hearts)
with the addition of wet, running blood stains which trickle to the
floor, similar to the dripping of a tap.

Joint male cast direction
(Precision as before)

Directions to be followed in unison with joint female cast directions
below.

The head is thrown forward, then upward, and then drawn back;
the eyes with fierce expression stare wildly at the audience; the
countenance is distorted and affrighted; the form is contracted,
and half tfurned away toward the wings; the lower limbs droop and
are slightly thrown apart; the elbows are thrust out from the body;
the hands are raised and open, with the palms outward; while the
fingers seem contfracted.

The amplified sound of throwing knives piercing strong wood is
heard together with a musical harmony to be effected with
random whispered exclamations (incomprehensible) and fright-
ened guttural sounds, almost inaudible at first, whilst from back
stage the pre-recorded sound of heart beats is played through
entire sound system. The guttural sounds increase in volume as
does the sound of the knife throwing and heart beat, rising in pitch
in a sort of rhythm which becomes unbearably loud.

Sudden silence — 30 second duration — Curtain (Black, upon
which are projected very dark stormy moving clouds).

Joint female cast direction
(Precision as before)

Directions to be followed in unison with joint male cast directions
above.

Violent agitation, chest and head thrown backward and to the
side; one hand flies fo the head, while the other, with open palim
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and outstretched fingers, appears to be warding off the terrible
vision; the eyes stare wildly at the audience; elevated brows, lips
and other features have contorted appearance; impression given
of inward sinking of entire physical form; one foot is thrown back.

The amplified sound of throwing knives piercing strong wood, etc.
(remainder of Act same as Joint male cast direction).

ACT 4

Laughter
Sefting

Stage floor is littered with real corpses, victims of shot gun street
killings in various contorted death agonies. (The bodies writhe
slightly throughout the Act.)

Darkness, light and cast formation as previous Acts. Actors/
actresses are dressed as before (black costumes, paper hearts,
blood stains) with the addition of unfurled Mardi Gras type streams
of paper of varying colors. The streams hang from the clothing in
disarray and snake off back stage.)

Joint male cast direction

(Precision as before)
Directions to be followed in unison with joint female cast directions
below.

The head is erect; the forehead is smooth; the eyes are partly
closed and full of cheerful expression; eyes filled with tears of joy:
the mouth is open and extended; the shoulders are elevated; the
elbows are spread; the hands resting on the sides of the body
below the waist; physical form is slightly convulsed with emotion.

The amplified sound of snoring together with a musical harmony to
be effected with random low pitched peals of laughter and the
deep drawing in of breath, almost inaudible at first. The volume of
snoring increases, as does that of the peals of laughter and
drawing in strongly of deep breath, the two sources of sound
counterpoint one another until all becomes unbearably loud.

Sudden silence — 30 second duration — Curtain starts to
come down but falls off its fixings with a loud crash upon
stage. Actors leap into the audience, up the aisles and
through the exits.
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Joint female cast direction

(Precision as before)

Directions to be followed in unison with joint male cast
directions above.

The face beams with wreathed smiles, is slightly elevated; the
form is sprightly and elastic and convulsed with joyousness;
the right arm and hand is extended with the open palm
turned towards the object of ridicule (audience); the mouth
is open widely.

The amplified sound of snoring together with a musical
harmony is to be effected etc. (remainder of Act same as
joint male cast direction, up to and including the crash of the
final Curtain). But this is followed by the female cast members
being hauled aloft, above stage and out of sight, on the end
of hooks attached to the backs of the costumes.

* * »

NOTE—AIl body movements and facial expressions can be
repeated over and over as required in all 4 Acts.
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The Complete Billboards
of Bolon Dzacab

by Fred Truck
Copyright © 1980 by Fred Truck

What follows is a performance divided into 4 steps. It is not intended specifically
to be repeated, but to show directions others might use in similar performances. As
it shows HOW art becomes performance, you can say legitimately, as the Italians
said of improvised comedy, that it is canovaccio--off the canvas.

i. Use words.

| composed texts that were right reading only in 4 dimensions of space. In order
to do this, the letters of the words | used become directional indicators--right
reading, wrong reading, right reading & upsidedown, & wrong reading & upside-
down. | then devised a matrix, utilizing these permutations, that allowed me to
represent in 2 dimensions, a text that could be read from 1 pt. of view only in 4
dimensions. The mathematical basis for my matrix is found in the standard

topological diagram of how to join the edges of a rectangle so as to make a klein
bottle: ——

|

Of course, the words used also retain conventional properties. Although they
come from a limited vocabulary of 18 words & though the resulting texts seem to be
nonsense because the vocabulary used reflects a central experience | have dis-
cussed in other works, there is a rich associational fabric at hand. A ludicrous, but
amorous story is told concerning Herm. Herm is not set aside from the other words
in the text because he shows his importance by determining the final form the texts
take--the billboard. Herm is the phallic Hermes, god of the crossroads & the sign.

2.Malte signs.

The billboards | made followed typical graphic standards as seen in good signage
everywhere. Type was limited to one style--a modified Gill Kayo built up from Gill
Ultrabold Outline. While the wordage was always black on white background, the
sign support structures were color coded in the following manner:

a klein bottle




Red
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red: appears alone, or with yellow & green
yellow: appears alone or with red & green
green: appears only with red & yellow

After this, departures from form were made. | spent a lot of time thinking about
sign support structures. Two | designed were fairly conventional the third was not.
The stepped shape of the typeform dictated a radical platform so a new structure
was developed!

Models were built from balsa wood. The type was in photostat form & was glued
on. The frames were painted with a very lustrous enamel finish to give the
appearance of a plastic or fiberglass form.

3.Talte pics.

My brother-in-law Bob Young operated the camera & gave technical advice while |
designed most of the shots. Bob used a Leicaflex 35mm camera on a tripod with a
standard 50mm lens. According to Bob, the reason we acheived the effects we did
was due to the fact that the lens had the depth of field we needed in the
environments | selected. We were able to be very close to the models & the
background remained in focus. Also, the 35mm size worked to our advantage.
These photos were made during the period from mid-May to Mid-July, 1979 in Des
Moines, lowa.

4 Mave WU Joded Svsnae

The following dialogue is an edited version of a conversation between Tim
Benson & myself Monday, Feb. 18, 1980. It was taped at my home w/Tim’s
knowledge.

Tim Benson is a doctoral candidate at the University of lowa who is working on a
very interesting book concerning Raoul Hausmann & Dadaism. He was also a
participant in the Des Moines Festival of the Avant-Garde as well as shooting fine
pictures of the action.

At this point Tim & | have already discussed much of the performance preceding.
We have been looking at the halftones & the pictures from which they were made.

F: That seems to be everybody’s immediate response, is--

T: Figure out how you did it--
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F: How did I do it, and then the second one is: What does it say?
T: I haven’t gotten to that one yet. | didn’t really assume--

F & T TOGETHER: THAT IT SAID ANYTHING!
(general laughter)

T: | might ask you other harder questions.

F: Okay, what's that?

T: What w/the Oldenburg Umbrella going up downtown, I've looked at a lot of
public sculpture. And it makes me start to wonder what you do when you’'re
thinking about things like that?

(pause)
| mean, the total public audience. Because, you know, it seems to me that there are
people around who don’t think about that enough. | was surprised with Lynda
Benglis; | was interested in various things she put in galleries--whereas she was
thinking about it in her video, the famous ArtForum ad & everything else--I didn't
see her thinking about anything that had that much to do with the public aspect of
what she was doing during the later sculpture period--except the monumental
element. Except the price. A hundred grand. Big is public!

F: Right.
(pause)
Well, | see my billboards that way.
T: (gasps)
(pause)

(laughs heartily)
Well. That’s good!

F: | figured they’d appeal to everyone. Everyone knows billboards.

T:  Well, that's what | mean. The Oldenburg appeals to everyone.
(pause)
You know, Rosenquist took all his stuff from the billboard and took it into the art
world while he was in the process of revising it, rather than what you’re doing here.
It's really a different way. The billboard system is intact. The behavior of looking at
it is intact. You can easily conceive of all that. And then you put up these letters.
(pause)

I’'m wondering how the 4-dimensional context--not that it isn’t plausible--but what
function is it?

F: What function is it? Okay. That’s an aspect of my dream world. | mean like
when-I-go-to-sleep-kind-of-dream. Things move in 2 directions at the same time.
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T3 I'm interested in how you can lock this--these billboard pictures and dreams.

F: I've got this concept of the Hyper-Vitruvian Man.

(melodramatic pause)
Vitruvian Man is a very traditional concept. It permeates everything, everywhere. If
it isn’t actual geometrical proportions, it's values or a code, or an ethical standard.
Something. There is the measure of the man. The Hyper-Vitruvian Man unites the
most personal & unconscious (& by this | mean sound asleep unconscious) visual
sensations with the extroverted public mass culture. The synthesis is achieved in 4
dimensions of space. But in those pictures it’s right out there in the middle of town.
The billboard is a public form | used to broadcast 4-dimensional thinking that is
characteristic of my sleep. | didn’t have the money to rent a billboard so what is
occuring here between us is being taped & is a performance. Originally this wasn’t
my intention. | was just living. | developed this graphic system & that's all | was
interested in. Then | decided to make these billboards. | wound up making those
photos w/Bob. It wasn’t public enough. Then | took them around & showed them to
my friends & | gathered response. | was performing. I’m performing right now. So

there you have it--The COMPLETE BILLBOARDS OF BOLON DZACAB, the Hyper-
Vitruvian Man.
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VERDUROUS SANGUINARIA

Author’s Preface to Verdurous Sanguinaria

Verdurous Sanguinaria was written in January and February of 1961.
In composing the play I used chance operations in various ways. My first
auxilliary means was A Million Random Digits with 100,000 Normal
Deviates, (Rand Corp., The Free Press; Glencoe, Ill., 1955). From this
table of random digits I was given, by chance procedures, the digits “2”
and “6”, constituting the integer 26. Therefore, I next took the 26
sequences of 8 digits that followed the “26” in the table. These sequences
were translated by a coding system into 26 particular entries in the
College Edition of Websters New World Dictionary of the American
Language (World Publishing Co., Cleveland, Ohio, 1956).

Because of the coincidence of the number 26 with the number of cards
of each color in a pack of playing cards, | coded these 26 entries (some
being single words, some two-word phrases, and some compound
proper nouns) so that the first 13 entries were represented by the 13
denominations of cards in each of the two black suits, and the second 13
entries were represented by the 13 denominations of cards in each of the
red suits. Thus each dictionary entry was represented by two cards in
the pack; for instance, “verdurous” might have been represented by
both the ace of spades and the ace of clubs.

The first two cards I drew selected the title, Verdurous Sanguinaria.

The four proper nouns in my list: “Edward Eggleston,” “the Holy
Grail,” “The Isle of Wight,” and “Catherine” became the characters in
the play.

In Act [, the number of words in each speech and the punctuation
were selected by random digits. The person speaking each speech was
selected either by the suit of the top card in the pack or two random
digits, and the sequence of words by the sequence of cards of the
number determined by the random digits, each card representing a
dictionary entry. The words are punctuated in this act but not otherwise
corrected.

Act | ends with the first note on page 3.

In Act II, each speech has only one word in it followed by a period, an
exclamation point, or a question mark. Act Il is preceded by the second
note on page 4.
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In Act III, Scene 1, the words are connected into affirmative or nega-
tive declarative sentences, questions, or commands. The number of
sentences in each speech and the nature of each sentence were selected
by throwing a single die, the six sides representing the six possible kinds
of sentences. The whole act is preceded by a note directing the actors
always to say the speeches in Act Ill in the order given. Scene 1 is
preceded by a note directing the actor playing Edward Eggleston to stay
off stage until the second speech of the scene.

In Act Ill, Scene 2, the sequence of words which are connected into
sentences in Scene | appear as unconnected and unpunctuated words
which the actors are asked to punctuate as they wish.

The text of Act IV is the first note on Pages 9-10.

The note beginning Act V recommends adherence to the order of
speeches given and fewer long silences (see Page 10).

Act V consists of the four different kinds of speeches that appear in
Act I, II, and Ill, namely, punctuated but otherwise unconnected words;
single words (each followed by a sentence-ending punctuation mark):
words connected into sentences, questions, or commands; and
unconnected, unpunctuated words. In addition, this act introduces a
new kind of speech: “simultaneous asymmetries.”

An asymmetry is a specific type of chance-generated poem, of which|
produced more than 500 in 1960-61. In an asymmetry silences are
regulated in duration by the spacing of the words and the loudness of
each word is regulated by its typography and/or punctuation. A note
detailing the method of using the 5 asymmetries that are a part of this
play appears on pages 11-12. (this and a second direction for using these
5 poems appears on page 17).

Act VI consists of a note directing anyone of the actors to say one of
the 26 dictionary entries used in this play once, but allowing for any
amount of silent action.

Any performance of the play ought to be preceded by a dry reading of
the 26 dictionary entries together with their definitions and sometimes
their etymologies, by the actor performing the role of Edward Eggleston,
eg.,

1. wver-dur-ous . . . , adj. 1. flourishing and richly green:
said of vegetation. 2. covered with or consisting of verdure, or
rich green vegetation. 3. of or characteristic of verdure.

2. san-gui-na-ri-a . . . ,n. [Mod. L. L. (herba) sanguinaria,
(herb) that stanches blood sanguis, blood], a plant of the
poppy family, with lobed leaves, white flowers, and large roots
used in medicine; bloodroot.

(and so on until all the entries are completed).

New York Jackson Mac Low

January 1967
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VERDUROUS SANGUINARIA

Actions are improvised throughout, except for two actions explicitly
directed in III, 1.

Pauses * are free** except for Act Ill, Scene 1, where the speeches
should follow each other on cue as repartee, and Act V, where no long
silences should occur except for those happening in the two
simultaneous speeches from asymmetries.

If a performer is uncertain whether his cue word has been given he
should (usually in a whisper) ask the performer who should have said the
cue word whether he has said the word or completed his last speech. If
widely separated from the other performer, the uncertain one may
inquire out loud in forms such as “Did you say your last “butter knife”? or
“Did you say ‘ropy’?”

Seven speeches out of thirteen should be addressed to a par-
ticular person.

* & nonverbal sounds (instrumental, electronic, nonmusical,
etc.).
i.e., performers may interject pauses of any duration, except
in Act III, Scene, 1, unless specifically directed otherwise by
the author or a director approved by the author.

* %

CHARACTERS: The Holy Grail (man or woman)
The Isle of Wight (woman)
Edward Eggleston (man)
Catherine (woman)

ACT1

E(E. Shortage (phototaxis) running knot! Sash: ropy; butter knife;
Catherine “hindbrain” obeisance.

H.G. Shortage? Prima donna . . . inhabitancy? Edward Eggleston
second fiddle.
IW. Holy Graill Scutch . . . verdurous! Sicken, sanguinaria.

Hindbrain, jail delivery; hemathermal: phototaxis, leitmotiv
obeisance—sicken sash, extemporize ‘Holy Grail—prima
donna, Isle of Wight . . . Isle of Wight?

H.G. Verdurous thralldom! Catherine. Scutch? Thralldom—ropy

hemathermal (extemporize) . . . resurrectionism? Arrestor
“leitmotiv’? Sanguinaria resurrectionism: second fiddle—butter
knife!

E.E. Running knot “jail delivery” inhabitancy “Isle of Wight”

leitmotiv obeisance 263



H.G.

LW.

H.G.

Cath.

H.G.

Cath.
H.G.
EE.

LW.

HG.

EE,

Inhabitancy jail delivery; thralldom! Verdurous? Edward Eggle-
ston. Second fiddle, Isle of Wight, prima donna. Holy Grail
running knot, resurrectionism butter knife! Sanguinaria!
Hindbrain; shortage (scutch): ropy—butter knife sash? Running
knot.

Phototaxis? Second fiddle “thralldom” arrestor, sicken! Ropy
(inhabitancy)? Sanguinaria? Resurrection hindbrain sash, short-
age? Holy Grail?

Sicken . . . prima donna. Verdurous! Extemporize ‘scutch’
(jail delivery), Edward Eggleston Catherine—leitmotiv hema-
thermal?

Hemathermal phototaxis, obeisance Catherine extemporize,
shortage Edward Eggleston: thralldom “Isle of Wight” sangui-
naria—leitmotiv leitmotiv! Inhabitancy; verdurous: resurrec-
tionism! Ropy shortage (extemporize) “obeisance”?

Sash “sash”, arrestor “phototaxis” thralldom! Second fiddle
butter knife—sanguinaria: extemporize; Holy Grail? Jail deli-
very—hemathermal . . . prima donna ‘hindbrain’ arrestor
(Catherine): verdurous “obeisance”!

Scutch; running knot, Isle of Wight.

Edward Eggleston, Holy Grail!

Second fiddle! Sicken (phototaxis). Ropy . . . inhabitancy
jail delivery, sicken. Butter knife, Catherine. Hemathermal,
prima donna! Running knot; scutch resurrectionism hindbrain;

Isle of Wight, running knot: sash . . . resurrectionism?
Sanguinaria hindbrain. Inhabitancy. Running knot Edward
Eggleston . . . second fiddle! Leitmotiv hemathermal? Holy

Grail ‘phototaxis scutch, prima donna: hemathermal—
obeisance (jail delivery) ‘jail delivery’ arrestor, sicken!

Scutch! Sicken—verdurous inhabitancy—Edward Eggleston
... verdurous “obeisance”: arrestor ‘sanguinaria’: prima donna?
Ropy—hindbrain—shortage. Thralldom, thralldom “butter
knife” . . . extemporize. Catherine. Butter knife Holy
Grail extemporize!

Catherine (shortage). Isle of Wight sash (second fiddle) . . .
resurrectionism: phototaxis; ropy, jail delivery, sash. Resur-
rectionism, scutch! Extemporize obeisance inhabitancy? Hema-
thermal, thralldom sicken . . . phototaxis, shortage, sicken?

END OF ACT 1

Note: If the players feel very strongly about the matter, they may change
the order of the speeches in Act L. If this is done, each player still says
only the speeches assigned to him, without making changes within them,



but says the speeches at different points in the act than those where they
now occur. This should be done purely: the speeches are to be said
either in the order here given, with no changes whatsoever, or in an
entirely different order, never the same in any 2 performances.

ACT II

Note: This act may be performed with the speeches in the order given; or
the speeches may be re-ordered, the same speeches being spoken by
the same actors, either by objective randomization(e.g., by typing the 17
one-word lines of the scene on filing cards and shuffling them) or by
improvisation (each actor saying his lines in any order—only once
each—at any points in the scene); or the actors may speak in the order
given here, but say in each speech any one of the 26 principal words or
phrases of the play, either improvising on stage or assigning the words to
themselves by use of a pack of cards, setting the 26 words and phrases
equal to Ace to King black and Ace to King red, and drawing a card for
each speech, and using a die to assign punctuation: a 1 or 4 assigning a
period; a 2 or 5, an exclamation point; and a3 or 6, a question mark. Any
one of these methods should be used purely. If performed as written,
nothing should be improvised in the wording—mistakes should not be
allowed. If other methods are used, the act should be completely
different at every performance.

Cath. Edward Eggleston?
[W.  Sanguinaria?

EE. Catherine!

H.G. Holy Grail!

E.E. Holy Grail

[.LW. Inhabitancy.

Cath. Catherine!

[.W. Hindbrain!

H.G. Ropy.

[LW. Leitmotiv!

E.E. Hindbrain.

Cath. Leitmotiv!

H.G. Ropy.

I.W.  Edward Eggleston!
H.G. Second fiddle!
E.E. Resurrectionism!
[W. Prima donna!

END OF ACT 11 265



ACT I

Note: Speeches in this act must be said in the order given.

Scene 1

Note: Edward Eggleston must be off stage at the beginning of this
scene and must enter sometime during the second speech.

Cath.

Cath.
H.G.

LW.

E.E.

H.G.

Cath.

E.E.

LW.

E.E.

H.G.
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Isn’t a butter knife’s phototaxis greater than a verdurous

of Wight before a jail delivery?

(During the foregoing speech Edward Eggleston enters, wearing
a green sash, and goes toward Catherine.)

Obeisance to your verdurous sash, arrestor. (She curtsies.)

But, arrestor, don’t scutch the Isle of Wight for her shortage
of sanguinarias! Did she not extemporize on a butter knife
as well as on a jail delivery?—She is about to extemporize
again.

Am | not verdurous despite the shortage? Alas, although
the hindbrain has had its jail delivery, there’s been none for
the verdurous sanguinarias of the Isle of Wight.

Aren’t you the prima donna? No sanguinarias?—play second
fiddle to the arrestor, lest he scutch you indeed, or use
a running knot on you! To the arrestor, obeisance!

Your leitmotiv seems to be thralldom, and a ropy one
at that! Would you scutch an inhabitancy of the hemathermal
for a shortage? Let your sash play second fiddle!

Your resurrectionism sickens me as it would sicken any
hemathermal being.

Holy Grail, it is like a phototaxis, your obeisance to this prima
donna. And as for your leitmotiv—why do you extemporize
for this inhabitancy against me, Edward Eggleston?

Edward Eggleston, your hindbrain is ropy.—Catherine’s for
your sash, but the Holy Grail is with the Isle of Wight.

Is thralldom a phototaxis due to a butter knife? Is Catherine
more for running knot resurrectionism than for butter knife
resurrectionism?

If you scutch and sicken someone, will not thralldom
become a phototaxis for him? On such a ropy thralldom,
Edward Eggleston, only a second fiddle would extemporize.



ILW. Might not a butter knife cause such a phototaxis in the
hindbrain of a verdurous prima donna? Catherine, . . .
don’t be for a sash!

Cath. Inhabitancy, it is not because of my hindbrain that, unlike
the Holy Grail, I am for the arrestor.
IW. Don’t extemporize on that leitmotiv, prima donna! Did he

not scutch you—this sanguinaria of an arrestor—and did he
not sicken you?

E.E. Don’t use a running knot for a butter knife—not even the
verdurous running knot in the sash of “this sanguinaria™
There’s no hemathermal shortage here.

LW. Must the Isle of Wight not, for her jail delivery, do obeisance?

Must “this inhabitancy” not play second fiddle, because of a
shortage?

Cath. Is Edward Eggleston’s resurrectionism the Holy Grail's
resurrectionism?

IW. Catherine, your leitmotiv is a running knot. Holy Grail
this inhabitancy sickens because of that leitmotiv.

END OF ACT III, Scene 1

Scene 2
Note: In this scene, the actors must punctuate their own lines.

Cath. butter knife phototaxis verdurous prima donna

[W. hemathermal running knot running knot second fiddle
thralldom Isle of Wight jail delivery

Cath. obeisance verdurous sash arrestor

H.G. arrestor scutch Isle of Wight shortage sanguinaria extemporize
butter knife jail delivery extemporize

IW. verdurous shortage hindbrain jail delivery verdurous san-
guinaria Isle of Wight

E.E. prima donna sanguinaria second fiddle arrestor scutch running
knot arrestor obeisance

H.G. leitmotiv thralldom ropy scutch inhabitancy hemathermal
shortage sash second fiddle

Cath. resurrectionism sicken sicken hemathermal

E.E. Holy Grail phototaxis obeisance prima donna leitmotiv
extemporize inhabitancy Edward Eggleston

[W. Edward Eggleston hindbrain ropy Catherine sash Holy Grail
Isle of Wight
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E.E. thralldom phototaxis butter knife Catherine running knot
resurrectionism butter knife resurrectionism

H.G. scutch sicken thralldom phototaxis ropy thralldom Edward
Eggleston second fiddle extemporize

[.W. butter knife phototaxis hindbrain verdurous prima donna
Catherine sash

Cath. inhabitancy hindbrain Holy Grail arrestor
LW.  extemporize leitmotiv prima donna scutch sanguinaria arrestor

sicken
Cath. hemathermal ropy jail delivery obeisance
E.E. running knot butter knife verdurous running knot sash

sanguinaria hemathermal shortage

LW. Isle of Wight jail delivery obeisance inhabitancy Isle of Wight
second fiddle shortage

Cath. Edward Eggleston resurrectionism Holy Grail resurrectionism

L.W. Catherine leitmotiv running knot Holy Grail inhabitancy
sickens leitmotiv

END OF ACT Il

ACT IV

Note: In this act, each of any 3 of the 4 members of the cast chooses any
one of the main words or phrases of the play. This choice may be made
freely or by card chance (assigning each of the 26 main words and
phrases of the play to the 13 denominations of black cards and the 13
denominations of red cards). Improvising his action, as in the rest of the
play, each of the 3 actors repeats his word any number of times, with as
much of his attention concentrated on the word as possible—*“with all
his might” (not necessarily loudly!)—using all of a long breath for each
repetition of his word. The repetitions of the words should be separated
by silences of at least 3 seconds, but not more than30 seconds each. The
act may end any time after the first 2 minutes and must end before the
21st minute.

ACT V

Note: The speeches of this act should probably be delivered in the order
given, although, if the members of the cast think of a really superior
order, that may be used. In no case should the simultaneous speeches be
first or last in the scene or one immediately following the other. The
unpunctuated speeches must be punctuated by the actors.

Cath. Sicken scutch hindbrain, scutch. Isle of Wight. Thralldom!
Edward Eggleston—second fiddle (extemporize) second fiddle!
Butter knife verdurous thralldom! Obeisance ‘inhabitancy’



(phototaxis)—sicken . . . prima donna; Holy Grail, resurrec-

tionism?
H.G. Prima donna.
[W. leitmotiv butter knife obeisance leitmotiv resurrectionism

Holy Grail Edward Eggleston

E.E. Isn’t a ropy shortage in a running knot a hemathermal shortage
in the hindbrain of the ropy Isle of Wight?

Cath. Catherine.

[W. Through whose sash was there no jail delivery for this
inhabitancy? Through this sanguinaria of an arrestor was there
no verdurous jail delivery.

Cath. running knot Catherine sash hemathermal
All (Note: At this point each member of the cast selects one of the
following 5 poems made from the principal words and phrases of the
play. After an ad lib. pause, the 4 actors begin to read the poems as
“simultaneous asymmetries” using “the basic method.” That is, all
empty spaces, including whole empty lines, should be rendered as
silences of the duration necessary for the reading aloud of any words
printed directly above or below the spaces, with no words intervening
vertically. Capitalized or italicized words other than proper nouns
should be read loudly or shouted; quoted or parenthesized words should
be read softly or whispered; other words are to be read moderately
loudly or moderately softly. The poems may be printed in large letters on
flats surrounding this scene or typed on papers piled somewhere on
stage. In the 1st case, each actor should select a different flat from which
to be read; in the 2nd, each should take one poem from the pile of
papers. The action continues to be improvised even though the actors
may be holding poems or reading from flats, but as each actor finishes his
poem, he sits down wherever he is when finished. The next speech
begins when the last actor sits, but if papers are used, all actors should
arise and return their poems to the pile, thoroughly mixing the papers in
the pile as they return them during the next speech and, if necessary, the
following one.) (Titles are not to be read.)

FIRST VERDUROUS SANGUINARIA ASYMMETRY

Second fiddle thralldom jail delivery.

Sash Holy Grail shortage?
PHOTOTAXIS

T
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Obeisance extemporize.
Prima donna!
Leitmotiv

(Isle of Wight)

verdurous arrestor Edward Eggleston scutch
hindbrain.

Inhabitancy?

Sicken

Catherine.

Ropy hemathermal resurrectionism running
knot!

SECOND VERDUROUS SANGUINARIA ASYMMETRY

Ropy Isle of Wight running knot!
Second fiddle
scutch?
Phototaxis?
Inhabitancy obeisance
shortage prima donna!

Resurrectionism.

CATHERINE.

Sanguinaria leitmotiv!

ARRESTOR?
270



Jail delivery?

Extemporize!

Hindbrain.

Holy Grail.
Hemathermal
sicken?

Sash?

Thralldom!
Edward Eggleston BUTTER
KNIFE?

Verdurous
THIRD VERDUROUS SANGUINARIA ASYMMETRY
thralldom

sanguinaria hemathermal!

Jail delivery ARRESTOR

hindbrain
“prima donna”—
shortage.
Resurrectionism.
extemporize.
[sle of Wight:

running knot,

BUTTER KNIFE Catherine
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“sicken”
leitmotiv Edward Eggleston.

Inhabitancy second fiddle obeisance scutch.
Holy Grail phototaxis.

Ropy sash verdurous

FOURTH VERDUROUS SANGUINARIA ASYMMETRY

prima donna

“hemathermal”
jail delivery Holy Grail

SECOND FIDDLE:
obeisance

(INHABITANCY)
running knot—

resurrectionism Isle of Wight?

Arrestor butter knife—
phototaxis?

Scutch?

Sanguinaria shortage EXTEMPORIZE;
Catherine.

Ropy SICKEN

thralldom
(sash)
VERDUROUS hindbrain.

Leitmotiv Edward Eggleston

FIFTH VERDUROUS SANGUINARIA ASYMMETRY
272



RESURRECTIONISM second fiddle
“arrestor”

(prima donna)
SICKEN,
shortage?

[sle
of Wight verdurous
(extemporize

running knot)
‘Holy Grail

Hemathermal?
Sanguinaria

Obeisance;

ropy butter
knife?

Edward Eggleston Catherine

scutch
jail delivery,
sash.
Inhabitancy;
phototaxis?
Thralldom
hindbrain.
Leitmotiv
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H.G.
LW.
H.G.

IL.W.
Cath.
All

EE.

LW.
BE.

Cath.
H.G.

The phototaxis of a sanguinaria is not that of an arrestor,
namely, to scutch. To Edward Eggleston, the shortage of a
prima donna is a phototaxis toward a running knot.

Hemathermal!

inhabitancy obeisance prima donna jail delivery Isle of Wight
thralldom hemathermal Holy Grail verdurous

Shortage Catherine—butter knife, second fiddle.

Arrestor.

(Note: The procedure of the other simultaneous speech
of this scene is repeated here, but each actor makes sure
that he reads a different poem than he did in the earlier
simultaneity.)

Catherine, in the hindbrain of an arrestor there is no
resurrectionism like the Isle of Wight’s resurrectionism, nor—
by my sash!—that of the Holy Grail.

Jail delivery!

Wouldn’t you rather extemporize on second fiddle than
sicken on my sash, or isn’t the leitmotiv of your hindbrain
the phototaxis of the sanguinaria?

Extemporize!

Running knot (obeisance); leitmotiv (ropy)! Thralldom
“inhabitancy”, ropy sanguinaria; thralldom; scutch .
sicken: Edward Eggleston . . . butter knife scutch.

END OF ACT V

ACT VI

Note: Any one of the four actors says any one of the 26 principal words
and noun phrases of the play once during this act. There may be any
amount of nonverbal sound and/or silence and/or improvised action
before, during, and after the saying of the one word or phrase. In this
action and/or sound production, any or all of the actors may participate.
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A woman dressed in an eight foot skirt with an ocean painted oniit,
walks slowly into the room.

Her transparent jacket, her hands and her face are covered with
the deliberate markings of blue waves and she is wearing a large rock
on the top of her head.

A man wearing long white gloves and black tails enters the same
room carrying two wooden sticks in his hands. He walks to the skirt
and sitting down quietly on the floor, he carefully removes his gloves.

The man looks quietly out from his place on the floor and the
woman looks out from her ocean skirt. The woman finally speaks
into the air.

“DOES A WAVE BELONG TO THE SEA OR THE SHORE?”

The man raises the wooden sticks high over his head and bending
his body toward the ground begins to scream loudly as he brings the
wooden sticks smashing to the floor. While the woman simulta-
neously places a fan made out of a rock in front of her face.

Silence.

The woman speaks:
“DOES FUR BELONG TO THE HORSE OR TO WIND?”

The man moves the sticks outward to his sides and beginning to
scream, brings the sticks loudly smashing together in front of him.
While the woman brings a very large photograph of a human hand in
front of her face.

The two are silent, staring out.

The woman speaks,

“DOES A BATHTUB’S HOLE BELONG TO BATHTUBORTO
SKY?”

The man raises the sticks above his head and although opening his
mouth wide and bringing the sticks crashing to the floor, no sound
comes from his mouth. While simultaneously the woman raises the
fan in front of her face that has painted on it a large blue sky with
holes in it.

Silence.
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The woman reaches across the skirt to a silver handle sticking up
from the center. She turns the handle carefully and the skirt made
out of the ocean, raises into the air slowly, like a giant curtain.

The curtain finally stops and she looks out.

“DOES THE OCEAN BELONG TO THE SEA OR THE
SHORE?”

The man raises the sticks above his head and opens his mouth.
Screaming, he moves the sticks slowly toward the floor but stops
them just before they hit the ground. While the woman, reaching
over to another lever on the skirt, pushes it with effort to its far side
and one hundred melmac cups cascading out from under the skirt
come suddenly crashing onto the wooden floor.
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Directions for Genesis 1 and 2
A Ritual Chant by Aaron Marcus
@1973

Assemble 26 people where day
and night meet, where earth,
sky, water, and fire meet.

Facing a center, 24 people form
a circle standing or sitting within
touching distance (extra people
are in single file in back of these

24 people and also face the center).

Number 24 is at the north, 12
at the south, 6 at the east, and 18
at the west.

Number 25 is near the center
facing east. The 26th person, the
Timer, is near the center facing
west. Both are along the east-west
axis.

Number 25 selects a high note and
an octave lower a low note. They
should be comfortable and

resonant. The low note is sung as
BA, as in ‘baw’; the high note is
sung as ME, as in ‘meet’.

Each of the 25 persons (or extra
people in a radial line) finds the
appropriate concentric band in
the time chart, beginning with
Number 1 near the center of the
chart. Empty spaces indicate
silence. Filled spaces represent
sound. A short breath may be
taken between continued spaces.

The Timer will clap every 5 seconds

(this may be determined by the
rhythm of slow breathing) for the
first time through the sequence

of 7 days and every 1 second (this
may be determined by the rhythm
of heartbeats) for the second time
through the sequence. Each clap

signals to the 25 people the begin-
ning of a new time-space, and

each person should begin to chant
or to be silent according to the
chart. The syllables should be
alternated each time-space that

a person is to sing. The person
should begin by first singing the
low or high note according to
whether the person is male or

-female.

The chart sequence begins at 6 pm
Saturday evening on the chart and
all singing ends at 6 pm Friday
evening. During all of Saturday,
the Timer will continue to clap

the time intervals. With a little
practice and a moment of silence
before each of the two sequences,
begin...
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The material is provided to condition any space or area. Horizontal notations (A-E) are to be placed parallel with
the floor, earth, etc. The level of reference designated by the vertical notations (as a convenience) is represented
by an identically operating expanse (rotation around a central point by degrees) which uses instead, event-situ-
ation selections to predict the actual space-area, speed, etc. A horizontal notation is used for each musical
event. The vertical notations (I-1V) have only an angular displacement and present an enormous accumulation
of possibilities. By using the drift notations (BB), a line is variously extended through the vertical notations. Thus
the intersections and periphery are activated; all others are then voided for a performance.

The descriptions of event-classes permit wide and ambiguous selections. No external or non-performance moti-
vations should be used. The descriptions of event-classes can extend to any parameter of a performance.

Articulation of the piece is interdependent with the musical demands which occur simultaneously. The theatrical
demands may slow the musical pulsation to whatever extreme is necessary, thereby radically influencing and
interacting with the musical activity. Priority is given in any situation to the requirements of the score. Events of
an active nature may be initiated anytime after, during, or before an articulation point in the musical structure.
The best choice for this is during inactive or relatively inactive areas.

Itis possible to use a public address amplifier (with the loudspeakers in the stage area) for the extension of con-
versation among the players in their active distribution of activities.

No “extraordinary” (“theatrical,” lighting, etc.) effects are required. The beginning and ending of a performance
need not be marked or articulated in any way.

If both Sur (Doctor) John Dee and Tabulatura Soyga are performed simultaneously, certain conditions may arise
which produce erroneous situations. A conductor appointed from the players or a separate conductor (whose

aspect on stage should be actively that of research or coordination in a process situation) may decide to cancel,
correct, proceed with, or stop activities.

JERRY HUNT s 55 ows ss s emes Sur (Doctor) John Dee

Employing 0-11 people, or separately muiltiples of any prime. Specialized instrumental
situations and environmental territory, respectively mobile-active & immobile-inactive.

Material: Horizontal enchantment; various sequences of circular graphs. Arrangement per
page columns of exclusive association. For each arranged section of material from tabula-
tura soyga* employ one graph. Association by preset coding, fixed throughout each
performance. Associate from structural integers 0-9 any letter a-j. Letters and numbered
columns refer to associations with preparallel, for which see separate instructions. Circles,
interruptive circles, amorphous circular shapes: interior center of performance area; in
solo instances to spinal column of performer-and/or immediate environment (in case of
simultaneous musical activity); in group performances, the generalized center created by
the closest possible contact of the various spinal columns of the performers. Circumfer-
ence: assumed limits of performance area. Longest straight line in a given performance
the extreme distance from central point possible under demands of time allowable in a
performance. When separately performed, the horizontal level of performance lies on a
plane approximately equal to the level of the hands dropped tq their lowest natural extent.
(More accurately, the muladharacakra.) Top of page, geographic north. Lines with arrows,
extent beyond limits, proceding into unmeasured space involved in performance; extent di-
rection, outgoing, ingoing; curves with or without arrows, movement and rotation as no-
tated: inference to the demarcation of the 360° revolution around center. Lines without
arrows, imply territory with open direction. Movement in plane of angle in or out. Dark
lines, alteration of environment associated with horizontal enchantment. Dotted lines, ad-
dition of specialized situations into horizontal passive environment. Manipulate the per-
formance-environment to conform to the circular figures. Cessation figures as musical
material (see preparallel, tabulatura soyga). These take priority over all other notations,
suspending notation-progress, involving activities at notated horizontal space, engaged in
gesture-process from vertical enchantment. Vertical enchantment: 180°—plane of refer-
ence, parallel to horizontal enchantment. Whatever, physically comfortable. No stress.
Page 26.2 cm. width. Associated as above with letter-number orders. Same ordering
throughout a performance, musically, gesturally. Letters, Capitalized A-Z small case a-z
greek letters, small case of -w. Reference to instrumental-situations, physical stress, object
transformation, assembly, gesture, conditioning, construction, and other activities. Signs
are placed parallel pulse-grid (tab. soy. or prep.) and spatially disposed in performance
process. Using double-lettered drift-grid, each column divides into number of persons in-
volved 0-11 & multiples of primes. Numbers refer to centimetric drift—left to right. Lines
top to bottom of column cause deflections through left-right field of vert. enchtmt. Left-
right lines; more than one person involved in same activity. To distribute work-stress,
performers use verbal cues, natural—no stress—to negotiate situation. When necessary take
precedence over musical activity. e refers to change of reference to 360° extent from



horiz. enctmt. No arrow, use either angle, or extend throughout line. Numbers refer to
rotation of 360° (x1,2,3 etc.-720° etc.). Vert. horiz. lines indicate respectively vert. horiz.
extent of activities, activated by intersection of drift lines. (It is best to mark these through
each score for each performance, rather than attempt to calculate from a parallel-place-
ment of the columns to score.) Two or more letters together: mixture to produce new
event. Represent each as equally as possible. Letters x/y, etc.: partial successive event.
Continuously altering, without stress. (x) etc., instantaneous reference, partial, as short
as possible. Lines with arrows: extending any amount necessary or possible into peri-
pheral notational environment. It is suggested that the Letters and references be mem-
orized, to enable efficient performance and simultaneous musical activity. All nota-
tions remain in effect until notationally cancelled or discharged through the demands of
oncoming situations. Numbers with degrees refer to angle of activity: 0°-90° ascending
(stable spinal center, facing north), 90°-180° descending, 180° - 270° descending, 270°-
360°-0° ascending. Where the specific demands of the Vertical notation references re-
quire planes of movement or establishment, a parallel plane intersecting the highest pos-
sible ascent of the given degree is implied. All discharge or intake of energy must, however,
intersect this plane at the angular reference specified. (Thus establishing two expansive
circular extents, tangent in the extremes of their rotation.) Vertical notational references:
each letter calls for a particular activity-object-process. No distinction between substantive
predicative modifying transforming. Specific instrumentation requires the acquisition of a
reservoir of materials of various types, etc. For each category a letter is associated. The
number of such articles should be for each category at least twice the number of perform-
ers (76x2X). All varieties should be recognized as that type, and it is preferable that the
same multiple prevail in all areas, when possible. Seats, table, instruments, etc., available
for all gestures as immobility terrain, horiz. enchtmt.

A.: Canopy/parabola/umbrella; opening/closing. a.: same; rotation, dip, thrust, environ.
fill, expanse.

B.: Mobile-band-rubber-clothmetal/coiling/thrust/splash/outburst. b.: helix, inversecoil,
internal, sensory mask/robing, disrobing.

C.: Harmonic physical causatives: taped, color/attachment. c.: use empirical only (immedi-

i ate purpose, subs.).

D.: Curtain/railing; draw/open; prepare. d.: self-close.

E.: Cranial spat-star/attach-lines/hair/massive/plastic, etc./ wire-thin, deflect/up. e.: cranial
hemisphere plastic.

F.: Object-erotic-projective-complex of advance; tangent, no embrace. f.: rod-linear/any

subs.”

G.: Transparency/physical/malleable stretch-thrust-retract. g.: same; open, spinal coil; up-
splash/or pull.

H.: Skull; neural dependency/thumbs/grasp/autotactile/cordal extensions. h.: Skull at-
tachment-adhesive.

I.: Transmission/immobile environment/grasp/collective/reserve-deposit. i.: Same, dis-
play-elevation.

J.: Spinal; cylindrical; extensive; up/stagnant/hold. j.: cylindrical-transmissive; fluidic/stag-
nant/hold.

K.: Projection; dispersion; random; physical; air: hold smaller than Yx%%x%; low density.
k.: atmospheric: suspension; odor; sweet.

L.: Metallic/lunar-calculations for directions (astral) sheet/plane/malleable. I.: Metallic/
utility; attachment; drag/travel/displace/grating; aligning/cranialintersect/extensive.

M.: Machine/under/robed/opening/reposition/ utility/environmental/immediate. m.: in-
strumental/same.

N.: Balanced/open/negative/receptacle/no stress, musculature undrawn. n.: any possibili-
ties, no utility.

O.: Outsplashing/atmospheric/electrical/vegetable-chemical/organic. o.: same/transmis-
sive.

P.: Multifacet/glass diffractive/illuminative/interior/admix/drawing breathholding. p.: light
/absorptive.

Q.: Dividers/total environ./horiz. Opaque/plating/surfacing (Rectangle/plane, fixed). q.:
same, linear-floor/geocentric. 281



R.: Interior. Positioning. Breath/rushing/polar/hold, cushioned. r.: same/ecstatic.

S.: Levitation/non-quantified/lift/stress/opposition/instrumental alignment. s.: same/solar-
lunar/frenzy/orbital-vibration/non-cyclic/environmental.

T.: Flashing/mechanic/physical/attachment/environmental/contour-travelling/massive.
t.: Tablet/attachment/cording/abode/enchain/pressure/arc/erotic /gestural/instru-
mental.

U.: Heat/drawn/excite/neural/preparatory/expectant: visible. u.: same; fade/twilight/re-
cline/hold.

V.: Biologic/shock/reverberative/death (suspension, cordless) tangent. v.: amorphous/ to-
tal/drape/interior visceral/pyramidal/bliss.

W.: Penetrative/intersect/mesh; steel/transparent/fabric/tactile. w.: network/expensive,
objective.

X.: Selective/per horizontal extension/mirror-image/distribution. x.: shining/image-reflec-
tive/vibrato.

Y.: Agglomerative/globe/spherical, demiconcave/environmental. y.: collective/extensive/
transmit/interruption/gravity/slide/plane.

Z.: Interior/radiating/press/onset. z.: same, specific: attachment/illuminative/color/dis-
tribute/spinal rotative, table/stress/empty.

: Spinal-subspiral/subtending vertical/instrumental/rod projective/attack/plasticmasking.

: Encasement adorne; convergent/cohesive/rod/linear/metal/meander.

: Absorptnon/dlgestlon vegetable/hot/alternating herbal-distributive/obligation.

: Observation; object/arrow/objective/transmissive/visual/specific/environmental.

: Caesura/cube/rectanguIar/throne/mode/table

: Assembly/specific only/instrumental/pierce/travelling.

: Resistance/padding/specific/environmental/reductive.

: Distributive; sensorium/two aspects/one object / multiplicative / directive / possibly
taste smell feel (nonaural; nonvisual).

: Fan/machine/directive/objective/environmental. v

: Opening/extensive/directional/encasement/extreme/Magellanic clouds.

: Contact/sensory/process/abrasive; fricative; application/environmental/multiple.

: Spinal, gestural/observe/hold/interior/attack-stress.

: Total rotation/objective/suspension/total / inclusive / whole-number rotations only.

North Shift Reference should return to original position upon completion.

: Negative; open possibilities/mixture/environmental/constructive.

: Geotactile/total/simultaneous/instant body surface. Suspension.

: Placement/pole/demarcation/horizontal extent/environmental coding.

: Interior/instrumental absorption/tangent/tactile/pseudosexual.

: Scatter/tube/stellar intersections, attracted to plane of horizontal line. Any substance.

: Fluorescent/obtained environment inclusive specific instrumentation.

: Atmospheric/dense/respiratory/afflict/upward, downward.

: Total/horizontal/recline/environmental.

: Disintegrative/process/complete/partials of process before and after specific pulsation
of soyga or other bands/Admix/not-abrupt/machine.

: Visual/planar/horizontal intersective/regular/systematic/interruptive.

.. Sleep/objective/induction/interior/nond iscrimination/evacuation/empty.

I. Environmental instrumentation should not be influenced. It may be multiplied. Avoid con-
trived performance areas. Performers, bodies, architectural decorative electrical including
electronic sound systems and outputs available.

1. Avoid specific suggestive sequences. The conditionings should flow into one another
from submeasure without suggestion of extraordinary occasions. In types, vary substance
as constantly as possible. Availability is the limiting factor. It has been found advisable to
store instrumentation for a version in piles on conveniently placed tables within the per-
formance interior. Careful coding and arrangement serves as an helpful mnemonic de-
vice, since it is difficult to remember so many conditions, and successive versions further
confuse the associations of objects to conditions.

No special dress, staging, lighting, housing, seating, etc. All vertical enchantment according
to the easy and natural rendering of each performer-participant.
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*"TABULATURA SOYGA : CORE (1980)
variant: (preparallel:tabulatura soyga)

For 0- 11 sound-producing sources ( following Dee association only: available environmentally
or through associative activity: convergent result. Use simple three-to-two descending orders ( as result-
ants ) to produce displacements in mechanic-movement timbre reserves .

Notational references represent tential approach to mechanic stress-family as well as a continuum
(points-isolate) in ingress-egress following spatial disposition of Dee requirements. Detailed discreet
references are determined ( instant) through measurement and periphery associatives of convergent
situation(s) : no reference to specific mechanism or ensemble mass-moment mechanical character.

Reference A: for each source or source- group (parallel Dee performer(s)) - a line straight
passed through each required band so as not to intersect parallel boundaries describes a moment-
pulse succession which is geometrically parallel material BB (see Dee). In source-groups :
negotiation of work- stress, following predominant observation from ensemble-environment. No
coincident or overlap-delay pattern should be imposed: easy and natural rendering of each performer-
participant. From any of columns A-E , a maximum number of passes through pulse variant
intersection may be used independently: no arrangement-patterning. Each pulse point signs a
passage and has remote or local derivatives of agreement; these can be established during tie
procedure of performance: beginning associations ( preworkings ) can assume a time reference for
convenience in preliminary negotiation ( 15-20"). Cessation requirements of Dee should

suspend and produce an interactive extraction of that instant gesture mechanism ( observed compoaent
at moment of occurrence ).

Reference B: for each source or source- group ( parallel Dee performer(s)) - a straight line
is used as for A, and geometrically aligned similarly. The succession generated is available to

field associations only: interactive and when necessary, derivative functions of current enchantment
varieties.

Each sign proposes an engagement of perceived expectation of gesture: local-remote: derivatives
of the procedure at each requirement from this sequence: relate direct-instant for both component
aspects of enchantments.

A,a: o extractive (ordinate) of subsidiary component(s) of localized process

B,b: | extractive (ordinate) of subsidiary component(s) of remote process

C,c:  x multiplicative (co-ordinate) of observed phrase (ingress-egress) of localized process
D,d: ® multiplicative (co-ordinate) of observed phrase (ingress-egress) of remote process
E,e: > field ( distributive ) tracker : localized

F,f: < field ( distributive ) tracker : remote

G,g: O instant tracker : localized

H,h: @ instant tracker : remote

I,i: V collective follower : localized

Iy A cbllective follower : remote

A-J : explicit aspect of engagement as fixture of enchantment
a-j : implicit aspect of engagement as movement presentment

Coincident regions marked through A-J, a-j will produce convergent reinforcements.
No separate musical systems or intentional or embedded structures.
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I

The preparation for this piece begins with the formation of an improvising speaking group,
optimally six people with contrasting natural voice qualities and ranges. Meetings are arranged
to provide three consecutive hours once a week at a regular time. Excercises are learned or
devised to improve and develop (1) awareness and clear and agile articulation of phonemes;
(2) development and control of a wide variety and clear differentiation of spoken, chanted,
sung, hummed, whispered, shouted, screamed timbres (and many others, as needed and dis-
covered); (3) gradual and sensible development of extreme, moderate, and very subtle ranges
of loudness and range in vocal projection; (4) exploration of vocal and percussive body noises;
(5) gradual but ultimately bold overcoming of voice and performing inhibitions and ingrained
habits, trained or unconsciously acquired, not so as to abrogate all individual idiosyncrasies,
but so as to render these both conscious and unselfconscious, and so as to open the mind and
the body to new and unfamiliar ones; and (6) willingness and ultimately affirmative group de-
termination todiversify and rearrange continually as growth indicates, the leadership, critical,
arbitrative, serving, and other roles in the working group.

The group will be well advised at first to develop short themes with a view to (1) clarity of
intention; (2) awareness of and reaction to each other; (3) timing (especially: "How long is too
long?", "When is an idea squelched rather than put aside?", "Is a sequence of events goal-
directed or simply a fabric? And what duration of it is optimal?", "In counterpoint, what con-
stitutes a difference in texture and when should such changes happen?", "How much and what
kind of musical metered time is appropriate?", etc., etc.); (4) roles and masks and the drop-
ping and changing of these as an integral part of group performance; (5) solos, and the group
reaction to these; and (6) balance between accepting spontaneous inspirations and adhering to
the theme. Themes are abstract, very concrete, representational, obvious, secret, or in many
other discoverable categories.

With practice and confidence, longer themes and patterns of themes will grow, and eventual-
ly entire compositions. *

II

The second stage of preparation occurs when one member of the group privately, or by re-
quest, or by group agreement, prepares to lead this piece.

The first step in the leader's preparation is to undertake, entirely alone, an all-night vigil
on behalf of an oppressed group of people, preferably one with which he is not identified except
voluntarily. The vigil should last about eight hours and must involve mild to definite (but not
extreme) discomfort: quite sufficient to avoid sleep and drowsiness and to serve as a constant
reminder that this time is dedicated. A mental (possible also physical) task, which may be
arbitrary, symbolic, or even practical in nature must be undertaken rhythmically and unceasingly.
Thoughts, and as it happens to be possible, feelings should be brought back to the people for
whom the vigil is being undertaken, with gentle insistence, as often as they are found wander-
ing. It will help to select several particular representatives (say, three) of the oppressed group
who are openly or privately associated with it, as focaltothe dedication of this time and effort.
Interruptions, no matter how insistent, must be ignored. Upon the degree and intensity of the
concentration of thought, feeling, and physical effort will depend the outcome of the vigil, which
is intended to generate solidarity with the group chosen, and a fund of energy from which the
piece can take shape.

On the day after, the vigil should be followed if possible by a private and pleasant day of
complete rest and inactivity. If interferences, inconveniences or even crises occur they should
deliberately be taken on as sacrifices on behalf of the oppressed, not as personal nuisances or
disasters. This prolonged and dedicated effort may have a religious aspect if appropriate, but
this is a matter for individual decision and should not be shared with the group unless this
sharing happens of itself. This vigil is a private matter, and must not be discussed ordescribed
to the group. **

BEN JOHNSTON
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After allowing this experience to liedormant in the mind for an indefinite period of time, the
group leader may undertake the third step of preparation. This consists of selecting or collecting
writings or sayings of totally identified and dedicated members of the oppressed group which
express their life experience. Themes to be covered must include (1) conception and birth; (2)
finding one's identity in relation to others; (3) group energy and high spirits at play and recreation;
(4) initiation intoone's life task, both externally, by one's group, and internally, through dying
to one's former life role; (5) encountering hatred, violence, fear, anger, jealousy, and death;
(6) confronting, accepting and transcending death itself; (7) rebirth, resurgence, a new start:
with recognition of strength against odds, of pride without self-inflation; (8) confidence inone's
essential place in the ongoing process of life and in the exorcism of inner and outer environment
by this life affirmation.

v

When these words are selected (and some, at least, should remain if practicable in the lan-
guage of those who uttered them), they become the basis for realizing the piece in performance,
with the improvising speaking group. Each member of the group must study and meditate the
themes and the words, or make an effort analogous to the leaders, deepening and broadening his
own understanding in all aspects of himself as best he can. Except for agreement upon what to
undertake in any given section at any particular time of improvising, the themes and texts should
have minimal group discussion; rather the improvisation itself should become and replace such
discussion, transforming it into modes which are only partly discursive, being also, and even
more, communicative on other levels of human interchange.

The leader should lead only so much as is necessary to keep things going and to guarantee
each person's authentic input. It is not 'his piece', but the group's. His task is only toremind
them of the commitment (enacted and symbolized for him by his vigil, which is nottobediscussed
at all). The pieceis continually and ultimately dedicated to those who contributed to its texts,
whether they know it or not. Texts are pretexts: the springboards to improvisation, but they
must never be violated in spirit. The improvisation must deepen and enhance, not merely com-
ment upon or distort the texts, which may be performed in whole or in part, in order, or rearranged,
but without extra verbal content except that spontaneously obtainable by direct unconscious
connotative and linguistic association and variation which is always true in spirit to the text
meaning as understood by the performing improvisors.

If possible the piece should be allowed several months to grow before being performed for
outsiders. It is helpful but not necessary to record and listen to improvising sessions, as a
method for improving the results; but it is far more valuable for each participant to develop his
continual awareness and memory of what goes on, so that his evaluation and criticism will be
immediate and direct.

*The procedures herein described are drawn principally though not entirely from experiences
of the New Verbal Workshop of Urbana-Champaign, Illinois, in its early developmental stages.
Cf. especially, "Speech music: Notes from an Island," by Herbert Marder, in preparation for
publication (1976).

**Possible alternatives to the vigil can be devised: for example, to live and work for a time
among the group selected. In any case, involvement must be more than simply intellectual,
valuable as this kind of study may be. 297



SPATIAL POEM NO.7

sound event

At the time listed below listen to the sounds around you for a while.

Please describe to me what kinds of sounds are audible—about sound sources,

loudness, duration, distance and direction etc.
Your reports will reproduce a global symphony.

England, Scotland, MOFOCCO civussssmmsmisnsinnssisknsssasins 3:00 pm, Marcn 5, 1974
Sweden, France, ltaly, Spain .......ccccceevvviiiccciiieeeeeenns 4:00 pm, March 5, 1974
Holland, Denmark, GErmany ..........ccoccvvveerereesnessenns 4:00 pm, March 5, 1974
Austria, Hungary, Poland ..........ccccceveeeiiniiiieeeninnenns 4:00 pm, March 5, 1974
Switzerland, Czechoslovakia .......cc.ceeeeeeevrenneneeennnnnn. 4:00 pm, March 5, 1974
Finland, Lithuania, Greece ........ccocoeeeurrenirirnnineannnens 5:00 pm, March 5, 1974
Noscow, Kenyd, Irale ..o sssummissrsmssssssaiim 6:00 pm, March 5, 1974
Fodia, COVIBN ummmmimsisamsmpes o ssssnssmmssss 8:30 pm, March 5, 1974
DB o R 12:00 pm, March 5, 1974
NewW SOUth Wales .....issemessesussnmmssninssnsassassssmmssmsssans 1:00 am, March 6, 1974
San Francisco, Los Angeles ............cc..... T —— 7:00 am, March 5, 1974
Vancouver, Seattle, VIctria ........cccciceivnvereeeeiiscsssannne 7:00 am, March 5, 1974
HEREE ot R DS 8:00 am, March 5, 1974
Chicago, New Orleans ...........ccccceveveunenmrerenenensereennenne 9:00 am, March 5, 1974
New Yark, Montreal ..cu.ssisisosssmsssvassn i 10:00 am, March 5, 1974
Greenland, Brazil, Argenting .........cccceeeerevevnnneceeenenens 12:00 am, March 5, 1974

* Reports should preferably be written in English and within about

hundreds words.
* Please add to your report the place you hear the sounds

mieko shiomi
osaka, japan
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Original Cast:

A Man . . + « Keith Waldrop
A Woman ., . . Susan Hankla
Waiter ., . . Larry Brenner

A table for two, set with napkins, tableware and a few hors-
d'oeuvres, In the background, some four-hand piano piece by
Schubert,

Enter a waiter leading in a man and a woman, Their drees
should be a little more elegant than the table and the watiter
would make one expect, The man does not look pleased with the
decor.

The waiter takes their coats, seats the woman, goes out with
the coats. The waiter will not speak in the play.

As soon as the woman is seated, but not showing any haste,
gshe starts nibbling at the hors-d'oeuvres.

MAN: (eitting back, as though half-resigned) 1 suppose this
place will have to do.

There is no answer, The woman will say nothing throughout
the play.

MAN: After all, we can have a good conversation anywhere., Now,
last time. . .

He 18 interrupted by the reentry of the waiter. Throughout
the play, whenever the waiter enters, the man will break off his
sentence., Since the waiter enters more or less from behind the
man's back, this may occasionally give the effect of conspiracy.
The woman, however, though she seems to be listening to him, never
reacts to anything he says. At present, she 18 still working on
the hors-d'oeuvres.

KEITH WALDROP
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The waiter has brought in a menu. The man takes it, the
woman 8howing no interest.

MAN: Ah, the menu. Hm., Now what will we have?

He opens it, looks it over, never malking the slightest move
to let the woman see it.

MAN: (to the waiter, pointing at itemg) 1'll have this and this
and ... hm ... this, The lady will have this and this, Oh and
a bottle of ¢ mm ... this.

The waiter nods each time. He retrieves the menu and goes
out,

MAN: Just our luck, to get a deaf and dumb waiter. Let me see
now, where was 1? (She does not answer, still at the hors-
d'oeuvres.) Last time, we discussed the mind-body problem.
Today I think we should talk about a more important, more
essential question. Today ...

He stops suddenly, realizing the waiter is back, bringing
salads, From now on, the waiter will bring in many dishes, always
one at a time. There is no need for cues, as the man simply stops
whenever the waiter enters. The speech therefore proceeds with
innumerable stops and hesitations.

The man eats nothing at all. If the waiter sets something
in fromt of him, he moves it casually, without interrupting his
monologue, to the woman's side of the table. She eats whatever
arrives, unhurriedly, unceasingly, never pointedly disregarding
her companion, but never reacting, never answering,

MAN: (with whatever interruptione) Today, we will discuss the
topic "The Magic of Communication.," Now obviously, and first
of all, we must distinguish between communication on the omne
hand and on the other hand WORDS, Because, of course, they're
not at all the same thing, WORDS, my dear, are human, And,
being human, they do not communicate., Let me give you an
example., The great linguist Chesterton has pointed out that,
etymologically, the word 'cab' and the word 'garbage' combine
into the word 'cabbage.' Now what does that tell us? what
does it mean? It means nothing, it tells us nothing, because
it is nothing but WORDS. And WORDS do not communicate.

But whereas WORDS are human, communication is animal., Take

for instance--just for instance--a ragbbit, Now if a rabbit is
happy, he purrs, 1If a rabbit is angry he snarls, This is
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communication, Since it does not have WORDS, it ecommunicates.
And what is true of the rabbit is true throughout the animal
kingdom: the happy animal bursts into song!

And, leaping up, he bursts into song, At this point he faces
more towards the audience than towarde the woman, His song is
ghort, because while moving his arms in a grand-operatic manner,
hie hand comes into contact with the waiter. He i8 immediately
quiet, 8its again, 18 8ilent until the waiter ie out,

MAN: Just our luck, he's not deaf, just dumb,

The waiter bringe in a bottle of champagne im an ice bucket.
As the waiter i8 about to open the bottle, the man takes it,
motioning the waiter to leave. During his next speeches, he works
with the cork, clumsily, aiming it sometimes at various parts of
the audience. When it finally does come, he pours the woman a
glase, takes none himself, refills her glass whenever necessary.
Meanwhile, he talks on. She continues eating, drinking,

MAN: Communication is always outgoing. There is always an over-
flow. Communication is forward, onward, outward. The basic
law of communication is the second law of thermodynamics.
According to this law, we start with some energy at some point
and see that as the energy moves outward in all directions
it naturally becomes diffuse, degraded. Like an explosion.

At the point of the explosion, the energy is immense, pure.
The farther you get from the explosion, the less impact there
is. Far enough away you get no impact at all, but only a
report.

Now any communication 1s an explosion, a concentration of
terrible forces. And scientists are just now beginning to
realize that this is the force that accounts for the creation
of the universe. Yes! (insistent, though his companion has
shown no reaction whatsoever to what he is saying) The best
physicists are now coming to discover that at the heart of the
universe, at the very center of all things, there is a
gigantic Rabbit., COMMUNICATING!! They call it the "big bang
theory."

Now nothing could be clearer than ...

At some point, the waiter brings in a tray of fruit. The
man gselecte a banana, waves the waiter off, and while continuing
to expound his theory, carefully peels the banana, throws the
peel aside, and gives the peeled banana to the woman.

MAN: Nothing could be clearer than the distinction between what
I have been talking about, communication, and WORDS. Words
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carry one away from energy, away from meaning, farther and
farther, They fold inward., They conceal, They take the
truth and make it ... mm ... I forget what they make it, but
anyway. This is very clear in scientific language. The
technical, Latin name for the common American robin is, as
you may be aware, 'Turdus migratorius.' Or, being translated,
'Shite errant,' Now does that mean? Does that make sense?
Does that grab you? Of course not, Or the rabbit: ‘Lapidus
timidus,' which any fool can interpret as 'Shy stone.' What
has that to do with anything? What does that communicate?
Nothing. It is WORDS,

WORDS do not communicate, because they are human, Communi-
cation is divine. You will easily see that there is something
veritably godlike about communication--it spoils everything!
Thus the duty of mankind, our duty as intellectuals, our human
prerogative, our categorical imperative and objective correla-
tive, is constantly and without ceasing to transform communi-
cation into WORDS,

Because communication is magic.

When the two of them entered, the man put a small brief or
attache case by the table, eo that it was not removed with their
coats, Now he opens it,

MAN: With communication, anything can come out of anything.

He pulls out of the case a huge, flat, white, comic rabbit,
As when he began to sing, he 18 on his feet, like a stage
magietan, turning the rabbit this way and that to show that
there are no strings attached.

MAN: Anything, I say. Anything!

Out of the rabbit, he pulls a collapsed tophat, tosses the
rabbit aside, clacks the hat open and puts it on. Snapping his
fingers for the waiter, he puts some money on the table,

The waiter brings their coats and helpe the woman into hers.
As the man and woman prepare to go off, arm in arm, the man pro-
duces from his coat pocket a candy bar. She is eating it as
they go off. The waiter is clearing the table.

MAN: (to the woman) 1It's a great relief to talk to you, my
dear. A great pleasure, You so obviously take it all in,
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NOSTIM 143804
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I WAS SITTING ON MY PATIO THIS GUY APPEARED I THOUGHT I WAS HALLUCINATING

a play in two acts

World premiere at Eastern Michigan University, April 5, 1977; produced by Richard
Barr and presented at the Cherry Lane Theater, New York, May 10-30, 1977; subsequent
performances at Théatre de la Renaissance, Paris, January 16-29, 1978; Schowburg
Theater, Rotterdam, January 31 and February 4, 1978; Royal Theater, The Hague,
Februsry 1, 1978; Stadsschouwburg, Amsterdam, February 3, 1978; Theater II, Zurich,
February 6-8, 1978; Théitre de Carouge, Geneva, February 10-11, 1978; Piccolo
Teatro di Milano, February 14-13, 1978; Theater Des Westens, Berlin, May 26-30,
1978; Staatstheater, Stuttgart, June 1, 1878; The Royal Court Theater, London,
June 5-11, 1978; co-directed and acted by Lucinda Childs and Robert Wilson, music
by Alan Lloyd, lighting by Beverly Emmons, set by Robert Wilson and Christina
Giannini, costumes executed by Scassi.

Act 'l is performed by a man. Act II is performed by a woman.
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ACT I

Prologue

The stage is set but dark except for a spotlighted telephone on a small aluminium table downstage
left. The telephone begins ringing continuously 10 minutes before the curtain. After 10 minutes,

as the houselights dim in a count of ten seconds, the light on the phone grows brighter.
Blackout.

The lights come up in one second to reveal a room as the phone stops ringing. The blackdrop is
a black wall with 3 open arches. Behind the arches very bright lighting suggests an open space.
Against the black wall there is an illuminated glass shelf, on which is a spotlighted wine glass.
Upstage right a man wearing a white silk shirt, a black silk robe, blasck silk hose and black
slippers is lying on a brushed aluminium chaise lounge. He ignores his surroundings and moves

in a totally self absorbed mamner following his own thoughts in silence for 4 minutes.
Blackout.
When the lights come up the arches have been blocked in from top to bottom with grey filing books,

and a small movie screen hangs just under the proscenium arch down stage right. The man leans

forward and speaks his words punctuated by music played on an offstage piano.



I was sitting on my patio this guy appeared I thought I was
hallucinating

1 was walking in an alley

you are beginning to look a little strange to me
I'm going to meet them outside

have you been living here long

NO just a few days

would you like to come in

sure

would you like something to drink

nice place you've got

don't shoot

don't shoot

and now will you tell me how we're going to find our agents
might as well turn off the motor and save gas
don't just stand there go and get help

I've never seen anything like it

what are you running away from

(you)

you

has he gotten here yet

has who gotten here yet

NO

what would you say that was

(what would you say that was)

125

(1 2 5)

very well

(very well)

play opposum
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(play opposum)

open the doors

(open the doors)

one you all set

(one you all set)

go behind the door

(go behind the door)

now is the time to get away

(now is the time to get away)

1 and 2

(1 and 2)

I'll be with you in just a minute
(I'1ll be with you in just a minute)
I'1]1 be with you in just a minute
(1'11 be with you in just a minute)
oh hello that's just the call I was waiting for
(oh hello that's just the call I was waiting for)
ready aim fire

(ready aim fire)

aim fire

(aim fFire)

where

(where)

you're here for ulterior motives

I graduate with honors

you're 0.K.

watch out

father

(Father)

NO
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NO

NO

15 years ago I remember the address it was 7 Pearl
I must keep that in my mind or was it 7 years ago
the reindeer are getting restless

there's a mechanical drummer

there's a mechanical soldier

there's a mechanical bird girl

she's all made of silver

the snake was used to living in a warm climate
Codie

I've been promised a vacation

she's all right Charlie

Martha

it's been a long time

it's been a long time

I don't even know what to say to you any more
I'1ll be with you in just a minute

I1'11 be with you in just a minute

oh hello that's just the call I was waiting for
ready aim fire

aim fire

I guess you're not so lonely now Martha

if only I knew what you thought

shall we all rise and sing

1757 they're going to close the museum

they're going to burn the place all up

they're going to set it all on fire

Street
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Rosemary

it's after two

stop swallowing air you swallow air when you get more excited

do you know the district is he Gary

wa have a male victim here

Jonny

Jonny

there'

don't
Codie
NO NO
125
ready

ready

Jonny
Jonny
s a snake behind you
move
Codie

15 years ago I remember the address

aim fire

aim

I'm exhausted

what about the argument that

to come in this way unannounced

we call it air

it's quite the luxury just imagine to be frozen in nitrogen gas

oh yes but come on

this really isn't much of a welcome

oh sorry thank you

thank you
thank you

excuse me

I never said I was about that sort of thing

tell me about it

it's very simple it will lend the suspense

I want to see the girls where are they
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there's a connection LEAD OUN LADIES

everybody's walking out on me tonight

I'll be with you in just a minute

I'l1l be with you in just a minute

oh hello that's just the call I was waiting for
ready aim fire

aim fire

I mean it's you I'm after uh uh

and there he golds

nothing can stop him now

go back or else

I've never seen a body so steam up

do you want to know something ridiculous

(I'm sorry what)

I ran into a brick wall

it makes a lot of difference

seems like always

you take the things out of the plate and you put them back
it's nmothing I can say to you because it's so ah
they put this thing on an axis

NO

NO

NO I can't get away

(I'm too busy)

what

what's that

now you call 'em that's right just follow your nose
gé ahead yeah this is it

(speaking)
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how many of those are there

(excuse me yeah)

did you make the call

(are they home)

it doesn't matter

(hey boy what's esating you)

are you ready to go

(as ready as I'll ever be)

yeah wait

(thanks buddy)

go ahead

(he's gone)

I'll be with you in just a minute

I'll be with you in just a minute

oh hello that's just the call I was waiting for
ready aim fire

if anybody makes one wrong move

stay in there that will be up to you buddy
stay in there

thank you

I'll be right there

what

what's that

I CAN'T get away I'm too busy

NO

NO

NO

(take the things out of the plate and put them back)
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(it's nothing I can say to you)

it shouldn't be a total loss

(let's see what it leads to)

everybody here

do you need help from a dying man

look I'm dying

what took you so long

I sure feel safe now

operator do you hear me now... this is an emergency
Codie Codie let's get away for a while
honey let's do it

now just time for a game

are you ready

I'm ready

get some sleep

I had this dream last night it was so terrible it was so real
yeah

I can see through you

I think it's the other way around

I can see through you

try it

don't let me influence you

he& get me out of this drain

it's not worth it

hey this is easy it's nothing to it
hey this is easy it's nothing to it
you're not trying hard enough

keep trying
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trying
trying
throughout the years we've been honest with each other
I can't stop myself... but more time will have gone by
he wants everyone to pay for his problems
I was alone... I left the beach house
that's not what I was saying
one person can only do so much
it's going to be an all new beginning for us
all those fears can be laid to rest now
we just have to close the door on the past

well that makes sense doesn't it

you see I was sure it was over

what I told might not make any change

what's the matter

I have to

Jonny

Jonny

then come with me now

what's the matter

I have to

these glaciers are actually retreating from view
observe the penguins

operation deep freeze

in fact it's getting cool again

the dangerous blowing snow

our flesh will freeze if we don't keep moving
penguins have an amazing ability to keep shivering to keep them

warm
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minus 126.9 degrees farenheit

at one o'clock in the morning it's broad daylight

I don't want to do this

I don't want to do this

it's bleak and desolate and then the sky will clear

it's much more than ice over land

how do I know

oh dear I've got to get you to bed
interesting

interesting

I have no dog

I just have a dog a small spaniel... what do you make of it
he was about 5 feet 11 inches

he had a great aim

could he have been a professional

that's my phone

hold on a second will you please

there's someone here I would like to talk to
yeah fine just fine

is this the man that talked to you in the park
get over to the expressway

0.K. it's about time

502 is completely out of sight

it's the bottom of a very deep well

blonde woman attractive expensively dressed
yeah her and about 1000 others

sit down

then try
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we tried
all right
0.K. it's about time
502 is completely out of sight
you must trust me
take that pen and dictate
write exactly what I say
"long ago I'm thankful that time

has come when I may truly...

let there be no grief"
I paid it little mind as 1 could
that phone is out of order don't touch it
thank you for being here
thank you for being here
I don't think so
sometime you something you don't kmnow where it's leading
I'll see you out
may I hold your hand stranger
has the moment come
it's come suddenly I want to weep
yes I would like to speak to this is an emergency
what's wrong you seemed changed hello 1'm here
it's about 5 miles outside of town
that's right that's the place
if it's not one thing it's another
I'm just fine
I'm a little tired and thirsty
it's a real nice ring

I like it a lot
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he shouldn't go out there alone

he's the one they want

oh my God NO

the mouse raised his tiny mouse voice and said 1 2 5

and NO one heard him

the seal barked happily... rooof!

and there was a rolly-polly duck

Rocky River is called Rocky River because it has a lot of rocks
the giraffe turned his neck slightly to see what was happening
with his long hairy arms he pulled wildly on the oars

and on across the grass

one fine day... it's about a fox

he is too immature to overcome it

e 6B

2 6 8

6 yeah B

it's the dice you play too fast you intimidate me

the Bahamas 7

oh I was trying hard to make it seem that way

oh oh I'1ll think about is some more

come on sit down

come on sit down

I'm going to live to the day I die

it's amazing how time can change circumstances and things
hold it

hold it

hold it

I'm a man of mission

Mrs Rabbit surely you're not laughing
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what had happened

ah there had been a fire

I'm afraid I'm late

I had to go the long way around because of the fire
oh yes of course

it can't be an antelope the horns are slipping sideways
look look you I can't swim the antelopes are laughing
good

what will happen to my passions

I need time to think about this

thank you

thank you

NO

NO

NO

NO

put it in there

put it in there

and you need a little bit of time

I have many friends here they have helped me
there's so little time we're wasting it

that's fine with most elephants

I've got to go

dognappers are increasing

I'm all right

sure you're in great shape

how can I help it

I have never understood
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of course I don't like it
that's why I wanted to talk to you
there's nothing I can say

just tell them I'm on the phone waiting

you don't have to tell us anything you don't want

time is the factor that's fighting against us

I'm sorry but that's the way it is

I was sitting on my patio this guy appeared I thought I was

hallucinating
I was walking in an alley
you are begimning to look a little strange to me
everything's gone except the bed
I guess not many people need chairs
yeah I guess it's a hard thing to sell
all right I'1ll do what I can
I'm only saying
it's perfectly anything you say Mrs Miller
you look like a man of leisure
hm
hm
hm
who wants to wrestle
lock the door on Mrs Miller

I cleaned the last stuff out of my office today

NO
NO
NO
NO

thank you
thank you
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NO

are you all right

I guess I'm fine I'm

what made you change your mind

oh he won't let me forget

someday 1'l]l see that he forgets
that's so important to him

he says it hurts

it may be normal but it ain't cool

now how do I know I'm not a doctor

I'm on my way over I want to talk with
this apartment is the only thing left
this bed cost over 100 dollars

bad memories

well don't let him upset you

according to Freud slips count

I am I mean I was

I'l1l do that

but I'1ll have to talk with Mrs Miller first
you're playing hard to get

must be
em
all right

I can't turn back now I know about this
what does that mean

it's impossible

Seamore wants the script early

are you raising your voice look

writing stuff is hard work
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so what do you think is funny

well ah ah I guess... oh ah ah ducks

they're hilarious

maybe you would just like to do the script and forget about it
all right

I want to make sure that that

I want to be here

I'm very happy here

I'm doing what I want to

I'm sorry

I didn't intend to fade off that way

I may go inmstead listing

1 forgot what I was doing

I could be wrong

I said I could be wrong

I was surprised he dissppeared so suddenly

NO NO apparently the memories are just too strong for him
I'l1]l be home in an hour

what

what's that

NO Dad just in the back yard

what shall I tell the cops

how much later

before anybody else gets hurt let's put a stop to this
let's get this place back to normal

we went over here and knocked on the door

and there was NO answer

there was a woman

I'm sorry I know it was

me
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thank you Mrs Miller for narrowing things down for us
now where is my big red "A"

you made a fool out of me

it's almost fun

I'm not laughing at you

hello we're all fine

where would a fourth of July party be without a pool
I'11 talk with you tonight

will we see you at the pool party

give me 5 minutes

what's normal to one man is a crime to another

I don't believe a work of it

hello how are you

we're going to have our own pool in by Labor Day
you're doing the one thing you swore that you would never do again
will you connect me please

I thought I would leave

no use

it keeps coming regular

he's walking alone and it starts to rain

he can't get away from it

he's scared

Martha wake up a car's coming

for now let's let NOone say nothing

what am I doing

hey could that have been

ah

did you ever know a man that told a lie so much he began to believe

it himself
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sit down I'm hiding some place from the rain

ah this doesn't make any sense

1 started in this alley

1 looked to see if they were following me

they were

you're a fool you can't make it

stay there

that's the world

that's the real world

I haven't had anything anything to drink yet

and now we have the responsibility of continuing
turn around

0.K.

who wants to know

put your hands down

(hello hello)

ask for the time

fine organization

third shelf one at the very end with red binding
anything you want anything ask for it

look act natural like nothing is happening
everything is all right we'll do a little experiment
you're a pretty cool suspect

this is where you are thinking

hunh ?

maybe you ain't ordinary

you didn't walk way out here

I guess I didn't

just bring her into me

put her over there
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won't you come back

I'm sorry I guess you look like someone I know

he could take a car and put it back together

come back here

come here

come back

any man who can out-trick

I see your point

hello there

hellao

you're a newspaper woman

oh how nice to see you

it looks like a good day for a couple of dames to take a swim
oh oh lots of time to think things over

now don't get upset about the way he managed the newspaper
I'm going to stay here and talk with him a half an hour
I'll put an end to this

he admires her reticence

she is living in the pool house

is that obvious

I suppose there's a possibility tiiat is a coincidence

I'm different now

different how

well when I moved to this valley I made promises to myself
not bad

not bad at all

I haven't seen a hostile sign yet

just a heavy feeling
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everything started to hum
not bad
not bad at all
as a matter of fact it's getting thicker
getting ready is an important step

the political aspect

the social aspect of it all
if you open the cl~set door on all things you'll find it's not as

bad as it
it reveals the mystery
where's your next stop
I don't know I just do it
the United States Orum Corps
you can hear them now
they will be joining us
another hard nose
just use your head
that's the way it's got to stay
just use your head
just this one time
all things are subject to accidentally qualities in a big static
’ space that forms the sculpture

catch me later maybe I will
what kind of child was he
a very happy child ?
what happened then
I mean did anything change in the house
have you named that dog yet
yeah Moppy
like master like dog
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