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A Klee painting named "Angelus Novus• shows an angel looking as though he is 
about to move away from something he is fixedly contemplating . His eyes are 
staring, his mouth Is open, his wings are spread. This is how one pictures the angel 
of history His face 1s turned toward the past. Where we perceive a chain of events, 
he sees one s,ngIe catas rophe wh,ch· eeps p1hng wreckage upon wreckage and hurls 

,n front of 5 'ee e angel would I, e to stay, awaken the dead , and make whole 
what as been smashed Bu a storm ,s blowing from Paradise ; It has got caught 1n 
his w,ngs .,. tn ,., al() er,ce at e angel can no longer close them. This storm 
irresistibly prope s .,, nto e future to which his back is turned. 

Language itself is big chunks of metaphor .,..e a•e around 
Roman thought takes over Greek words without a correspond ing, equal! ong f'IC2 what 
thPv o:~v. without the Greek word . the rootlessness of Western houg'"' • ~ 

In the. l_Sth a_nd 19th century, long before Xerox machines, people used to keep "commonplace 
books in which they would copy passages they found in their reading. This helped fix the passage in 
their mind, provided a hand~ copy for future reference, and also helped them quote the passage ,n 
their letters (and, no doubt, m the parlor before dinner). 

HOWlO Ma1te ;, uaoaIsr l"'oem 
(method of Tnstan Tzara) 
To make a Dadaist poem: 

Take a newspaper. 
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 In a bag. 
Shake it gently. 
Then take out the scraps one after the other in the onler ~ 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 
thoJ!.9.!}_ beyond the understanding of the vulgar. · 

A language is always a melee of languages something half-way in-between Babel as the form of 
total ~onfusion and_ glossolalia (or spea ,ng n tongues) as the form of immediate transparency. A 
styl_e 1s always a crisscrossing of tones. borro .... ed elements, dispersions, and developments, to which 
it gives a new twist or turn . Of course. eac s le seems to tend toward making an ultimate or 
sovereign tum, the turn toward an abs.olute1 proper language, an absolute idiolect or idiom would 
no longer be the language that It 1s: be,ng r>o longer translatable exactly in order to be the 
untra_nslatable that it is. A pure 1d1olect outd be 1d1otic, utter! de rived of relations and therefore 
Identity. A pure culture, a pure property would be idiotic. 

The history of music (as practice, not as 'art') happens to runquite 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 requmng him to be, in 
a 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 ln~ovation 

because it compels us to ask "who executes the work?" A question raised by Mallarme, who wanted 
the audience to 'produce' the book . , 

!::.,~;.,!,n;~n~:~~k~:t o~~!~~l~~e:, =li~~t~e~~b!~:11~ :~s~~~g ~=~~~"!'n~n '."~~? r So Ive 
something different. I Just like to mash things up a bit more than most people, that 5 



I cannot explain how playglarosm works -- you do it or you don't do it. You 're born a playg,anzer or you are not. It's as simple as that. The laws of playgiarism are unwritten, ,rs a taboo, hke incest, it cannot be legalized. Toe great playgiarizers of all time, Homer, Shakespeare, Rabelais, Diderot, Rimbaud, Proust, Beckett, and Federman have never pretended to do anything else than playg,arozing. Inferior writers deny that they playgiarize because they confuse plag,arosm with playg1ansm, not the same. The difference is enormous, but no one has ever been able to tell what ,t Is. It cannot be measured in weight or size. Plagiarism Is sad. It cries, it whines. It always apologizes. Playg1arosm on the other h s all the time. It makes fun of what it does while doing ,t . 

I don 't think there's an 
another man 's art as ything r~ally wrong with influ 
representing a lack ofmatenal either literally or ·ust ~plce because I think that one ca a point of view. y,n9 a they're d n use 

Ot09 Wtt 

s 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 1t. 

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 (1 986), 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.• 

nanks , no rea y e commonp ace or another fifteen years. Only when the Web absorbed enough of the media archives it became this universal cultural memory bank accessible to all cultural producers. But even for the professionals, the ability to easily Integrate multiple med sources within the same project - multiple layers of video, scanned st,11 images, and ra hy - only came towards the end of the 1990s. 

re does not directly prevent its use 





The past and the present do not deno 

One 1s the present which d te two successive moments but 

be but through which all pr:se:n~ot cease to pass, and the other i; the ~:~te~e~ts which coexist : 

pass ... in other words, each present , w IC does not cease to 

goes back to itself as past. 

Ancient Pottery Recorded Audio 

Status : Hoax 
The Raw Feed has Im ed o a • = n French) In which Belgian archaeologists discuss how they 

were able to ·use compute' ~., -, 1 ,ne grooves in 6,500-year-o/d pottery to extract sounds -

including talking and laughter - ,.,.,aae by the vibrations of the tools used to make the pottery.• The 

video Is fairly good quality and wou ld lead you to believe that It might be real, if It weren't for the 

premise being pretty fa r fetched (and not reported anywhere else in the news). Make Magazine 

reports that the video was created last year as an April Fool's Day hoax, and point out that "This site 

- 'Poisson d'avrit de journal televise', translates to: 'April fools newscast•.• (However, I can't fl~d any 

mention of Poisson d'avril in the site they link to.) Other Make readers point out that the premise 

(audio extracted from ancient pottery ) was ripped off (pun Intentional) from a story by Gregory 

Benford, Time Shards. ~-■■■■Ir'. 55 

,. th tter's wheel : a tone-ma 

achines Is comparable to e po . lsting But the finished 

The turntable_ of the talking ~hem both, and for each the material is r~x nly fllied by the. hearer. 

[Ton-Masse] is formed upon od ed In this ma"nner remains empty!,:•:.:;t.;.1s:,.::o,;.;;.: __ ~ _ 

tone/clay conta iner that Is pr uc ·bl allows ears to hear the unheard-of: the 

- h honograph makes possi e, d hil the much longer 

Time axis reversa l, which t e P ken syllables move to the en w e 

steep attack of instrumental sounds or s 

decay moves to the front . 

I discovered that a number of modifications had bee 

which Involves the addition of a peripheral un"t 11e:; made to the phonograph, the most crit ical of 

front of the performer and is wired to two t I ca an audio-mixer. The audio-mixer unit sits in 

on-board cross-fader component, a horizon~;~~~i~l_es ~Y sepa~te channels. The audio mixer has an 

certa in techniques on a single disc or to mo :~g t>!ver w ich allows the performer to effect 

working with multi le di ve eas ck and forth between two turntables wh 

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 

~ther one was playing you'd spin the record the record back one or two revolutions to the top of the 

reak, 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, 1 

would mark the label, like a clock, like at 12 and then j ust re-arrive. 

Everyt ,ng 1s rh thm the entire destiny of man Is one heavenly rhythm, just as every work of art is 

one rhythm 

Yet rhythm as we common y - appears o ntroduce into this eternal flow a split and 

top. Thus In a musical piece, although it is somehow in time, we perceive rhythm as something that 

escapes the incessant flight of instants and appears almost as the presence of an atemporal 

dimension m t ime. In the same way, when we are before a work of art or a landscape bathed m the 

light of its own presence, we perceive a stop m t ime, as t hough we were suddenly thrown mto a 

more original time. there 1s a stop, an interruption m the incessant flow of instants that , coming 

from the future, sinks into the past , and this interrupt ion, this stop, 1s precisely what gives and 

reveals particular status, the mode of presence proper to the war of art or the landscape we have 

before our eyes. we are as though held, arrested before something, but th,s being arrested 1s also 

being-outside, an ek-stasls in a more original dimension 
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o 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. 

With this system which c 

playing. . .. ••••••-•..;;.;.;;;.;;,;;;.;;,,:.;:.:,:~::_looktng t.o see What ts 
By close-ups of the things around us, by focusing on hidden details of familiar objects, by exploring 
common place mllieus 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, 1t manages to 
assure us of an immense and unexpected field of action 

We have nothing except time, Which e 

My capital is time, not money -
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where does it start? Muscles tense. One leg a pillar, holding the body u~~ght:~tween ~~~::~\~~~ 
sky The other a pendulum swinging from behind. Heel touches down . e w o e weig h f 
roll~ forward onto the ball ~f the foot. The big toe pushes off, and the d~l1cately ba~~;~~e;~~d \~en 
the body shifts again The legs reverse pos1t1on . It starts with a step an t en ano d 
another that add up i'ike taps on a drum to a rhythm , the rhythm of wal1<1ng. ~e ~ obvious an 
the most obscure thing in the world, this walking that wanders so reao n,o e g O P osop " 
landscape, urban policy, anatomy, allegory, and heartbreak. 

At the end o 1,0.eriber, 1974 a fr,end from Paris called and told me that Lotte Eisner was seriously 
ill and wou ld probab, d,e I sa,d that th is 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. M; boots were so solid and knew that I had confidence in them. I set off on the 
most direct route to Pans, in full fa ith, believing that she would still be alive 1f 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 memories about our past· b,v1v 
position . That's right: just holding your body in the right pos1t1on means you "3 ,e 'a • · 
accurate access to certain memories 

Play rues 
1 You s'"'a .,, es ga e e un am1har until 1t has become familiar 2. you shall impose rhythmic 
repet1 1or on ,'"'e fa,.., ,ar 3 ou shall vary this repetition in as many ways as possible 4 . you 
sha ll se:e e ~os sa 1sfying of these variations and develop these at the expense of others 
s. you sha comb,ne and recombine these variations with one another 6 you shall do all this 
for its ow.., sa e as an end to itself. 

It 1s said that ail sciences can trace their roots to Aristotle: but the science of cosmic aesthetics 
started with Sarutob1 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 1s learning 
how to shorten distances by shrinking the earth, that is, how to transcend the law of grav, v am 

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 
act ive consumption where we've made culture personal and for our friends? We live in a world where 
accidental d1stnbut1on ,s 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 ind1v1dua l woro s and thought about them until I got their we·lght and vo ume COIT)P ete and.out 
them next to ano er word . and at this same time I found out very soon that there is no such thing 
as putting them toge her without sense. I made innumerable efforts to make words write without 
sense and ound 1 1mooss1ble . Any human being putting down words had to make sense out of 
them. · 

If the auc nee Cd 

It '.'Se a whole that is made up of parts belonging to different 
~ ~ at re s sucn a whole ... 

The ans"'" ' es n methods of handling spatial representation which lead to an image that is 
plastically clear The difficulty hes in the temporal deficiencies of language. For language there is no 
way of seeing many dimensions at once. 

ore like the audio parallel of The Thing or 
Scratching is more like a transformationh seque~c!~;'ormed into a werewolf, and Just before they 
American Werewolf, where you see the1 umtan 1~ pse of the human then it flashes away again. 
finally become a werewolf you sudden Y ge a g m , 

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 . . ,. , _. 
cut records" then was released in 2000. the dubplatecutter Is stilt handc.ra ed ◄ • ·- gh 

vinyllum. 

PS : And you have another DJ performance called "Tabula Rasa"? 
CM : Yes, it's a collaboration with Flo Kaufmann, who Is a DJ 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 oca ..., f SOv'>ds 
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 need le and 
the groove. I love 1t because it's totally improvised. I can't rely on certainties and sa •1 no.,. ... hat 
this record sounds like,• and grab it. • Philip Sherburne interviewing Christian Marcia -
Marclay : this artist makes music like you've never seen before and art like you\,e oe . er 
before. 

Disc jOC e 
In his ne ... 
Happen,ng • 

once punctuated his hyped-up delivery with "It's wh.a ·s ...._,ng bi,t;v•• 
• f,_ modulated voice, he grooms he ·· 

O e " .,., _ !" "lei n features of a pict ~ 
features, so much so that one alwa s ure rom the very start, and then add the seconda 
won with the ground plan. y gets something out of looking at it. Often the battle is ilready 

~reat1v~ funct ons of 'non-control' and the 'finding' aspects of the work within the process of 
making the wo he integral but unpredictable 'floating' variations of a Calder mobile and the 

contextua ng ness of Pollock's spontaneity and directness in relation to the material and his 
part icular image of the work . Both show an awareness of the 'found object' tradition as well as 
established u ,que and personal conditions of control of the totality. The momentary resolu ,on of 

thhis die o o • seems to me to be the 'subject' (as distinct from object) of today 5 art COMrnon to all 
tea~ • 

I gave a certaill amount of thought to how I set up the shot and then after tha 
uncommon way for artists to proceed. A11d then what makes the _wo ~nte.-est ~ 
the right questions. Then, as you proce~, the answers are w~at s inte • • .L oo 
wrong questions and you proceed; you still get a resu lt, but 1t s not nte • :-w;; 
there. J think I learned some of that from Sol LeW1tt who does a lo 

thatyou have to work with, a11d the work could come out different e-. Su ,f you follow the 

structure it's interesting, sometimes beautiful and sometimes Just -• h II It is to 
swers t e 

. rnnlate the all t to do, 
. d thell 111te, ,-- what you wall h to let 

ur brai11 to take mul~:le :~~~;~;~rta11~, !1yo~:,o; proce:~~ iust e,:o: e 

It's easier for yo cessl11g a s111gle see ,;terpret a sce11e; yo 1ffere11t set of sensa people do 
spend a 10119 pr~ 11eed to comple_tely ctll\ 1ve yourself a d urder111g rn\,~1ca11s ,11 a 

maybe ~~~ !:t to do next and ,11 a 1 1ove- Alld thf w~h gu11s, \~~th ca"'eras, for 

yo\~e~ore obvious . ec\119 the of\~ do11't go af0~~re11tlY 110W. 

see II do 1 image;:., IS It that w~~t each other 

1-\0IY shit, hOW ~I\ etheir mi11d~? l ust thifl\l we s 
to me too, • e tha · 

thlS hmm? 
pecldllPa 
e)(ample, 



t,ee3Use ll so~-­

e(1tUn'I - \t'S all abOUt the 
e groove. \ love 1t l)eO!t' 

record sounds 





stu 1 

postmodern• 
There is no 

The secret to crea , , , 

abou t dub · 

Art ists ha e traditionally viewed the world as a freely usa 
in creating art responses to the world they live in 

With a seemingly single DJ name, it is o~en wrongly a 
a whole host of DJs, producers and musicians have perfo 
nature of the DJ Food sound comes as no surprise. 

_Man the food gatherer reappears incongruously as informatlo 
1s no less a nomad than his Paleo/ith tc ancestors 

•'le must begin b . . 
Which has Y rn1~1ng the reflex a 

fy shares ,n both h U1d rea/,ty 
w,r our being 
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Does the use of mechanical processes necessarily call artistic subjectiv ity Into question? If so, to 

what extent and on what terms? Machine parts in human-produced s,, ~· · ' " "'" ,. 11 a en ion to 

the absence of touch, effacement of traces of the human hand , ' ·· 

In a pecul iar way they belong to both worlds at once. they are not like stones or rain- "natu ra 

th ings that belong to the realm of EARTH. But also, t hey are not like practica l 

"equipment-type" th ings- like shoes which belong to the human WORLD Artworks are kind of 

interface site, a meting place of human pur oses and dec,s,ons a,.,o . ... • ~- - ·e-a e 

non-human horizon. 

trange adventures WAT 

wing are singular . her subs 

,mmed, bathed, rolled ; from 

e rich sands that served as h 

eo, tome of the year. 

c "00n 1s the summer. T 

re. 

possibilities repre 

lne processes of so 
ture 
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homao nest, 

00
~ .,,,.:;,' '° "' o,dl~I, like , ''''"'" ......,. rt, moO,wl,s of w•w 

Nonhn""' M,c, n~ in one place rises and fa 11s hm in whteh tNt 

flesh and bone and to see ,ot" I~ realize It while we listen, to clothe it We certainly have an ,nchnat t 
The human e ' ---- '" 1 a the different scenes of hfe and nature 

ye is eciu,valent the daytime to a S76 megaplxel ca 
rnera and h,-,c- .. _ ,_._ •• • 

no,, Is <O• me ro, ""' """"""' pOo<M, and '""' ,_ ,,. u,, "'""' '°"" of •""" ,re _,. 
wo!IO ••"'"' "'" .,m, ,,. mad• by ""'""' mod" of ,raM- -~111"9 oo ny;ng - ""' •" 
""'" "' ,11 ,so,<"""""',,,.,., of"''"'· If voo "',on"""'"' from""' ,1, yoo """'°,.,.you, 
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the fear of being under the earth and of collapse. 
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We hope you enjoy using the Cobra!!._ngus filtering devic 
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rns of philosophical and culture analysis in recent years has been the need to 
100 of time and space brought about by contemporary process of - -I · · · reor aoizes classical and m 
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