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A Klee painting named "Angelus Novus" shows an angel looking as Fhough he is
about to move away from something he is fixedly contgmplatmg. ﬂIS eyes are
staring, his mouth is open, his wings are spread. This is how qne p:ctu(es the angel
of history. His face is turned toward the past. Where we perceive a chain of events,
he sees one single catastrophe which keeps piling wreckage upon wreckage and hurls
| it in front of his feet. The angel would like to stay, awaken the dead, and make whole
. what has been smashed. But a storm is blowing from Paradise; it has got caught in
his wings with such violence that the angel can no longer close them. This storm
rresistibly propels him into the future to which his pgck is turned. |
. Language itself is bigﬁ;hunﬁg{hfﬂetaphqr we are mowing around : ’
an thought takes over Greek words without a corresponding, equally onginal experience of what
hev sav. without the Greek word. the rootlessness of Western thought begims wis s transiation

In the 18th and 19th century, long before Xerox machines, people used to keep "commonplace
boqks in which they would copy passages they found in their reading. This helped fix the passage in
their mind, provided a handy copy for future reference, and also helped them quote the passage in

Take a pair of scissors? :

Choose an article as long as you are planning to make your poem.
Cut out the article. ,

Then cut out each of the words that make up this article and put them

~ Shake it gently.

~ Then take out the scraps one after the other in the order in which they left the bag
Copy conscientiously.
The poem will be like you. .
And here are you a writer, infinitely original and endowed with a sensibility that is charming

“though beyond the understanding of the vulgar. i
A language is always a melee of languages, something half-way in-between Babel as the form of
total confusion and glossolalia (or speaking in tongues) as the form of immediate transparency. A [
. _stylg is always a g'lsscrossing of tones, borrowed elements, dispersions, and developments, to which
it gives a new twist or turn. Of course, each style seems to tend toward making an ultimate or ©
sovereign turn, the turn toward an absolutely proper language, an absolute idiolect or idiom would
no longer be the language that it is: being no longer translatable exactly in order to be the i
untransiatable that it is. A pure idiolect would be idiotic, utterly deprived of relations and , theref
~ identity. A pure culture, a pure property, would be idiotic. i
" The history of music (as practice, not as ‘art’) happens to run quite parallel to the history of the
Text. There was a time when "practicing” music lovers were numerous (at least within the confines
of a certain class), when "playing and listening" constituted an almost undifferentiated activity. Then
two roles appeared in succession: first that of the interpreter, to whom the bourgeois public
delegated its playing; second, that of the music lover who listened to music without knowing how to
play it. Today, post serial music has disrupted the role of the "interpreter” by requiring him to be, in
certain sense, the coauthor or a score he completes rather than ‘interprets.’ The Text is largely a
 score of this new type: it asks the reader for an active collaboration. This is a great innovatio
because it compels us to ask "who executes the work?" (A question raised by Mallarme, who
the audience to 'produce’ the book). o hhlha ~ o I've
e e o rek best RS 1 310 S50, ey mashng o u and making
:meg ifferent. 1 just like to mash things up a bi than most peo?!e that's all

S

Plagiarsm « necessa res: o
~ P
XpioRs s o "y. Progress demands it. Stying close to an a g '
pressions, era uthor's phrasing, plagiaris
‘ 2 m

> false ideas, @g!ﬁggs them with correct ideas taint
ek 7 ’ e .

Detournement is the antithe='s oy quotatiop,.of ' a «':2?2::“ :::m away from its context, from its
because it has become quotable, because it is D of its period and form the precise

own movement, and ultimately from the overall frame of re|‘er;\r'\cce‘m A -
option that it constituted with - Bl WP

anti-ideolog
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I cannot explain how playgiarism works -- you do it or you don't do it.
You're born a playgiarizer or you are not. It's as simple as that. The laws of playgiarism are
unwritten, it's a taboo, like incest, it cannot be legalized. The great playgiarizers of all time, Homer,
Shakespeare, Rabelais, Diderot, Rimbaud, Proust, Beckett, and Federman have never pretended to
do anything else than playgiarizing. Inferior writers deny that they playgiarize because they confuse
plagiarism with playgiarism, not the same. The difference is enormous, but no one has ever been
able to tell what it is. It cannot be measured in weight or size. Plagiarism is sad. It cries, it whines.
It always apologizes. Playgiarism on the other s all the time. It makes fun of what it does
while doing it.

I don't thi re’

an(;r;értmr;l;‘tshg:te S anything really wrong
_ as material ej i

representmg a lack of 3 point oef'tv'::Cv"tera”

w't’l ir l"ue”ce because :
> . I t'“'"k t“at One Ca’ n use
Y or ust l"l‘)‘y!’ﬂg Nlat tﬂey'!e dol"g that W’!,’Ou!
. it

What's inter sting is this idea of people using as their materials thmgé that are not neutral. more

and more, artists are working with materials that are already culturally charged that's different from
say, squeezing out cadmium red from the tube: what you're doing is squeezing out Cezanne from
the tube. you're squeezing out something that already has loads of cultural resonance to it.

During the heyday of debates on post-modern, at least one critic in America noticed the connection
between post-modern pastiche and computerization. In his book After the Great Divide (1986),
Andreas Huyssen writes: "All modern and avantgardist techniques, forms and images are now stored
for instant recall in the computerized memory banks of our culture. But the same memory also
stores all of pre-modernist art as well as the genres, codes, and image worlds of popular cultures
and modern mass culture.” i ' j

His énalysls IS accurate - except that these "computerized memory

banks" did not i commonplace for another fifteen years. Only when the Web absorbed
enough of the media archives it became this universal cultural memory bank accessible to ally'
cultural producers. But even for the professionals, the ability to easily integrate multiple media

sources within the same project - multiple layers of video, scanned still images, animation, graphics,
g and typography - only came towards the end of the 1990s. :

Although software does not directly
we prevent its use
level makes it "natural® to follow a different logic-
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The past and the prese -
One is the Dreseenf, wmz; %%gsmngf rc‘:?setv:g ;UCCESSi;e moments, but two elements which coexist:
be but thr. i * to pass, and the other is the past p
; ough which all present pass... in other words, each present g%es b:c’tctho ?;Sl(r;ost ot B
G i past.

"ST A ‘ e . 5 ¢
SSEAENVE\‘J;‘hhe';e!g‘ed the obsession with complex poly-rhythms come'from't’
; beginning, when you would see someone scratching, I’t was, "Fuckin' hell, check

that out.” Rather than i
t Just playing records
chka-chka-chka-chka." I think there's mor:ar;kwards b g

g?’gce et ol - : ythm in scratphmg than there’'s been in any kind of
VE: It's not really been looked into very critically. : ‘

SEAN: You can get hold of
i Ry i of time and absolutely ﬁ;ck it over,

turn it inside out. You're actually,

Ancient Pottery Recorded Aydiq b , L e :
Ssrar::s‘;ai:vog:ed has linked x_ ..4eo (in French) in which Belgian archaeoloqiststdiscc’::uss:urr\&vsv fhey
were able to "use computer scans +¢ the grooves in 6,500-year-old pottery to e;;( ?the ery. - The
including talking and laughter -- made by the vibrations of the tools used to m

| ight be real, if it weren't for the
video is fairly good quality and would jead you to believe that it mig R atine

i 2 e
premise being pretty far fetched (and not reported anywher'e else in the nev;s) i:tatut ooy
reports that the video was created last year as an April Fool's Day hoa:t,. en Hg\:ever O ety
- 'Poisson d'avril de journal televise', translgt:s tc;: ‘A::I :do:‘l(se news::s p;“ rft s thaé Ayt
mention of Poisson d'avril in the site they link to. r Ma read s
(audio extracted from ancient pottery) was ripped off (pun intentional) from a story by Gregory

Benford, Time Shards.

i e wheel: a tone-mass —o ;
achines is comparable to the potters CC isting. But the finished

khe  upon B i py the hearer.
b‘eA X i g - bath, B e e mains empty. ItiS only filled by
[Tog‘-Masxse] v ‘;orrrnthat is produced in this manner re ‘ L e =
ey 2 kes possible, allows ea e unheh longer
T g nd while the
e g} v ‘t:‘esgl:‘onggorg ke \lables move to the € :
men
steep attack of instru
decay moves to

I discovered that a number of modifications had been made to the phonograph, the most critical of
which involves the addition of a peripheral unit called an audio-mixer. The audio-mixer unit sits in
front of the performer and is wired to two turntables by separate channels. The audio mixer has an
on-board cross-fader component, a horizontal sliding lever which allows the performer to effect

certain techniques on a single disc or to move easil nd forth between two turntables when
working with multiple d
Hop Music

what i came up with was the clock theory, where you would place the needles down on both copies
of the vinyl and when the ending of one was over you would push in the next fader and while the
other one was playing you'd spin the record the record back one or two revolutions to the top of the
break, and then when the other one was over, so it would be like push into the other like push spin
back push spin back, this made an assured way to get back, without having to pull the needle up, i
would mark the Iabeli like a clock, like at 12 and then just re-arrive.

The turnta

the front.

Everything is rhythm, the entire destiny of man is one heavenly rhythm, just as every work of art is

one rhythm

el

hm a; we common ppea roduce into this eternal flow a split gnd

::;.rms in a musical piecey, although it is somehow in time, we perceive rhythm as somet‘hmg that
escapes the incessant flight of instants and appears almost as the presence of an atempora by
dimension in time. In the same way, when we are before a work of art or a landscape bathed in the
light of its own presence, we perceive a stop in time, as though we were suddenly thrown into a
. more original time. there is a stop, an interruption in the incessant flow of instants that, coming
from the future, sinks into the past, and this interruption, this stop, IS precisely what gives anhd
reveals particular status, the mode of presence proper to the work of art or the !andscape:e Iave
before our eyes. we are as though held, arrested before som hing, but this being arrested is also
being-outside, an ek-stasis in a more original dimension




. UG Ve v o= g Aover make Iccjuun- - b GregOFY', Rl 1 & — 2
an & v O avril in the site they link to %5t (pun intentional) from a story by —UINtables when w i
1 of Poisson d'av ttery) was - o4 0 e . —~20,%. % s G & ¥ % B
extracted from ancient po : «\eﬂ P %200
4, Time Shards. ; oo'l‘ :
M o

The way this was determined was: I dictated it on this Uher tape recorder. Now this ?’; %Lo
microphone has a little on-off gadget here (click!) and then when you the click it start:\’% ®ain, so
the way I was doing it was this (click!);when I clicked on it again it meant I had someth.ag to say.

- So- if yo listen to the original tape compaosition of this, it would be

That the rest of earth is unsee, (Click!
an outer
Uknown (Click!) except thru
(Click!) language
(Chick!) airprint
&nbsp; &nbsp; &nbsp;
or prophecy of the secret (Click!)
&nbsp; heart the same (Click!) "
in Waterville as Saigon on human form (Click!)

niveriverse invisible, (Click!)

(Click!) magic images

So when transcribing, I pay attention to the clicking on and off of the machine, which literally
pauses, as words come out of my- as I wait for phrases to formulate themselves.

The chief difference is the effect of changing the density of ;he comrpunicat-on, or the bgnqwidth.
Bandwidth, as i use the term here, refers to the amount of information exchanged in unit hme.I =
"Reality" is wide-bandwidth, because people who communicate face 'to face in real time use multiple
modes simultaneously- speech, gestures, facial expressions, the entire gamut of semiotics.

Co 'z;::'\t';{e on understanding the essence of things at the present moment and grasping reality
directly. :

o

some ma;éihVayli'zed or forgotten technology

i of
I try to look a the past and continue the upgrading

Of rhythm is mage,
Of image is knowing,
Of knowing is a construct.

playing. R —— 0. € V€T 100KING o see what is
By close-ups of the things around us, by focusing on hidden details of familiar objects, by exploring
common place milieus under the ingenious guidance of the camera, the film, on the one hand,
extends our comprehension of the necessities which rule our lives; on the other hand, it manages to
assure us of an immense and unexpected field of action e







Where does it start? Muscles tense. One leg a pillar, holding the body upright be‘tween rt\rtwe fe?r:tehb?)':jd
sky. The other a pendulum, swinging from behind. Heel touches down. The w?;o e \!Vevg s o i y
rolls forward onto the ball of the foot. The big toe pushes off, and the dehc:te y b? :nyce(eweagd v
the body shifts again. The legs reverse position. It starts with a step an’c t ,e(\’iﬂu:\ e.t Smfms ko
another that add up like taps on a drum to a rhythm, the rhythm of wark'ngm~' e‘; ?,S :MAvm b
the most obscure thing in the world, this walking that wanders so readily into religion, phiosopny
landscape, urban policy, anatomy, allegory, and heartbreak.

At the end of November, 1974, a friend from Paris called and told me that Lotte Eisner was seriously
ill and would probably die. | said that this must not be, not at this time, German cinema could not
do without her now, we would not permit her death. I took my jacket, a compass and a duffel bag
with necessities. My boots were so solid and knew that I had confidence in them. I set off on the
most direct route to Paris, in full faith, believing that she would still be alive if I came on foot.
Besides, I wanted to be alone with myself.

A new study adds an unexpected method to the list of ways to spur memoriels about‘our past: bodv
position. That's right: just holding your body in the right position means you'll have faster
accurate access to certain memories

Play rules

5 ?/:,u shall investigate the unfamiliar until it has become familiar 2. you shall impose rhythmic
repetition on the familiar 3 you shall vary this repetition in as many ways as possible 4. you
shall select the most satisfying of these variations and develop these at the expense of others
5. you shall combine and recombine these variations with one another 6 you shall do all this
for its own sake, as an end to itself.

It is said that all sciences can trace their roots to Aristotle: but the science of cosmic aesthetics
started with Sarutobi Sasuke, a famous ninja (a samurai wh mastered many fantastic arts, including
that of making himself invisible, chiefly to spy on the enemy). The first step for a ninja is learning
how to shorten distances by shrinking the earth, that is, how to transcend the law of gravity. Nam

A huge part of the identity process is to consume culture, mix it and personalize it, and share that
with our friends because it has identity implications. We even share in public so that we can get
parents to scrunch up their noses. Just because technology puts the elephant in every room
imaginable, why do we have to accept their dictation of how we should consume their products?
Why can't we consume for identity, for culture, for life? Why can't we recognize that remixes are
active consumption where we've made culture personal and for our friends? We live in a world where
accidental distribution is always possible, where everyone has the potential to be a celebrity in
public - everyone wants to copy them. That's weird. But that doesn't mean that the acts we're doing

aren’t what we've always done. We just have different technologies now but the practice hasn't
changed.

I took individual words and thought about them until I got their weight a ume com and put
them next to another word, and at this same time I found out very soon that there is no such thing
as putting them together without sense. I made innumerable efforts to make words write without

sense and found it impossible. Any human being putting down words had to make sense out of I
them. - ’

If the audience can understand every word, then you're singin’ it wrong.

[tis not easy 1o cnent yourself in a whole that is made up of parts belonging to different
dimensions. And nature is such a whole...

The answer lies in methods of handling spatial representation which lead to an image that is
plastically clear. The difficulty lies in the tem | deficiencies of language. For language there is no
way of seeing many dimensions at once.

’k sforma | of The Thing or
i tion uence, more like the audio paralle :
ifnm:?g:gniser:‘:r:fh?h:rtenyzu see the h?r:m transformed into a werewolf, and just before tr_\ey
ﬂn:ily become a wérewolf ou suddenly get a glimpse of the human, then it flashes away again.

_ I started using records in 1979 while living in Boston and performing with the musical duo called
The Bachelors, even. I couldn't play an instrument so I used records. The punk movement and freed
people from the idea that you had to be skilled to play music. I didn't pick up a guitar but records

and turntables. that seems more appropriate, since that's how I mostly experienced music, through
recordings.




The Kingston dubplatecutter, every Dj's dream of a "thing that you can put on your technics
turntable to . o e
cut records” then was released in 2000. the dubplatecutter is still handcrafted 2 1ah
vinylium.

PS: And you have another D] performance called "Tabula Rasa"?

CM: Yes, it's a collaboration with Flo Kaufmann, who is a D] and specialist lathe cutter. "Tabula
Rasa" is a performance we did already twice, and we're going to do it again in London. I bring
turntables to the gig, and he brings a lathe.

PS: And he cuts the vinyl right then during the performance?

CM: I start making sounds with my turntables-without any records, just feedback sounds--by
shoving the turntable into the monitors and using the tonearm to create a vocabulary of sounds
which he cuts live.

PS: On an acetate?

CM: Yes. He hands me the first record and then I start mixing that acetate, changing the speeds,
again developing the vocabulary while he's cutting another one. It's this weird process, and within
an hour we have about six records. We start with nothing and develop all these sounds. It's great for
me because it takes me completely away from the quotation of other records. I can only quote the
medium. It's all about the sounds of the turntables and the sound of the lacquer and the needle and
the groove. I love it because it's totally improvised. I can't rely on certainties and say, "I know what
this record sounds like," and grab it. - Philip Sherburne interviewing Christian Marclay - Christian
Marclay: this artist makes music like you've never seen before and art like you've never heard
before.

Disc jockey Murray the K once punctuated his h ivery It baby!~
yped-up del with "It's what's happening
In his new job, with his carefully modulated voice, he grooms the call letters of WOR.-Fa “Thy
Happening Station*
On&Must have the main f
¢ Nave the mai tures of a picture fro|
features, so - picture from the very start, and
WO wieh 55 Much S0 that one always gets something out of looking ot 1t Gfes e Secondary
the ground pian. ng at it. Often the battle is already

Creative functions of 'non-control' and the 'finding' aspects of the work within the process
making' the work, the integral but unpredictable 'floating' variations of a Cald::re r::obile a::: the
contextual rightness of Pollock's spontaneity and directness in relation to the material and his
particular image of the work. Both show an awareness of the ‘found object’ tradition as well as
established unique and personal conditions of control of the totality. The momentary resolution of

this dichotomy seems to m ' e o
g v e to be the 'subject’ (as distinct from object) of today’s art, common to all

in amount of thought to how I set up the shot and then after that.... That's not an
Lg:;renr:\xr:vaay for artists to proceed. And then what makes the‘work mteresu:;; is if you m?::e
the right questions. Then, as you proceed, the answers are what's interesting. | ‘;:s MM S
wrong questions and you proceed, you still get a result, but it's not interesting S0 ist— o "
there. I think I learned some of that from Sol LeWitt who does a lot of that. He Deshds & 2T

that you have to work with, and the work could come out different every time But if you follow the

structure, it's interesting, sometimes beautiful and sometimes just ntersar = then R 1S to
nd then interpolate the haa" you want to °°-h Py
s now W ’
o take multiple reading? - oortant , if you kYo process it JU e

s easier for Your prain 05‘“9 gqually ! may “eegof sensations \e do
‘stpse:: Claks bt macomp\etelv i different S€ o Do L sp'\\'\
maybe you don g do next and in st = And the™ s, like MeX eras, fOF
you decide Wher = 1love: nd With 31 . With
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Vversion .
description, point of view
Btion ¢ riginal, as in a new version of the software
variation on an ongi :
adaptation
music) versioning
E:over versions ¢ earty rock and roll
sample music
recording
interpretation / ARG
remediation
appropriation /
plagiarism
originality / derived
source analysis
remix
black music
| studio one

modernism :
p(lftsetre is no truth, there are only versions

sonken, written, pactorial, cinematic

citation / collage

The original is unfaithful to the translation -

Lesser art = SOt Srtictt cioal
Good artist oy great arusts steal

L4 Al LTe : ob,
Immature poets imitate ¥ steal

The secret to creativit

The Dy 311 about dub

Artists have traditionally viewe

: d the w
in creating art respons orld as

€s to the world they liv

:vx:;es:(e)::in?g single D) Name, it js
2 '
Nature of the D) S iz oo

Man the £,
i od gather,
Is no less 5 S reappears i,
Nomad than pig paleo:.nc\?cng;‘;::tsly as iﬂfmrnation.a”,e :
ors rer. 1
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