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NOTES FOR 2500 YEARS CLASS

(Week 1)

INTRODUCTION

http://www.csszengarden.com
http://www.siberart.com/untitled%20pages/untitled1.html
http://www.siberart.com/home%20pages/home.html
photos with images removed  Matt Siber

Women of the Special Operations Executive

http://www.64-baker-street.org/main/index.html
(Week 2)

NOTATION AND THE ARTS OF READING

Karl Young, “Notation and the Art of Reading,” A Book of the Book, pp. 25-49.
Writing: notation  Reading:  performance

20c reading hide its physical base. Rediscover reading methods other cultures

Four cultural contexts for reading

MEXICO 1500  eve Spanish conquest religious books of the Mayans

Scrolls or screenfold   painted books 

Iconographic writing system:  stylized pictures that represent ideas that could be orally formulated in different ways   Not recording words   Images not symbols shaped vocalization  not what to say but how to SEE what you’ve heard

Make what they already know unforgettable:  inform their dreams, their visions, their ethics

Mounted on walls

Folded books, not score for singer:  visual counterpart for the audience

Screenfold format p. 28

Use for comparing cycles, cyclical conception of history

Page that could serve equally for a brief and an extended reading:  amount of time spent with the reading not depend on amt info in it, but how much reader wanted to interact with it

Strict yogic ritual discipline:  combine reading and fasting:  become a living page of a book

For the Aztecs, the world full of voices, human and divine

CHINA 810

Many surfaces, including rock walls, viewing of landscapes  Make copy by covering with wet paper, rub with charcoal    Body tattooed with poems   Texts inscribed on stone drums, each student own rubbing

Three perfections:  poetry, calligraphy, painting

A community of these arts because the tools are the same:  hair-brush mounted in bamboo lampblack ink Features of brush:  many kinds and lines and traceries, but cannot rest the hand

A community of these arts because  nature of written Chinese:  pictograms, phonograms, ideograms

These aspects tend to disappear reading newspaper, come alive in poetry

Interwoven pictograms, graphs of gestures, phonograms, and ideograms feels continuity of sight, sound, gesture, intellection

Most important:  etymology:  history behind each character [McHugh]

Sound poem chanted, sung, the lute  Spoken language relies on variations in pitch

Circulation:  in manuscript in 9th century   savor the paper, savor the script, figure out mood from the design, no markings or formatting or layout conventions to suggest line ends

But perhaps written to a well-known tune, there were conventions as to common line length 5-7 characters

Response:   sing it, memorize it, write a poem in response

Origin of writing in Chinese mythology:  union of light from a star with the footprints of prints

ENGLAND 1620

Part of the social scene, commonly memorized

Manuscripts, fascicles, chapbooks

Printers licensed and amount of type limited, to control the press, so type very much overused; ink expensive, a clear edition very expensive.  

Advantages of the crude unclear editions:  rough, tactile, more physical seeming words

Lack of standardized spelling, many inconsistent symbols, paper was heavier and you could see the wire marks on its surface result of printing processes, book bindings extremely sturdy, books made to last thru generations, buy used books, books designed to be rebound   In general a re-use, well-made conservation ethic

Shakespeare and Donne:  the spelling should serve the meaning

Written poem a record of spoken verse, a score that enabled the reader to recreate the spoken verse, a notation  &  ye=the  y=th

We punctuate so-called logical sentence construction norm; Jacobean poet punctuated by ear, often indicating a pause where normal construction of a sentence would not suggest one

Only 4 Donne poems printed:  written mainly for an audience of friends; worried they would damage his ecclesiastical and political career  Very personal, handwriting, theme; a bond between people

Quill pens somewhat expressive, not as much as Chinese brush

Both writing of lyrics and preaching of sermons related to theatre at this time
Donne preached his last sermon dressed in his own shroud

Make a copy:  copying as a form of reading
Taking puns seriously as cosmic synergies

NORTH AMERICA 1983

Reading for data

Standardized spelling and usage

Speedreading makes some words disappear or pass in a blur, so it negates the timing of poetry, suppresses the sensations of inner and outer ear as well as throat, tongue, mouth, deadens the physical bases of language
Visual poets sound poets experiment, no standardization  Readers must try out several possibilities when reading, actively participating in the realization of the poem

Poem’s sense expanded with 2+ readings, including misreadings

Concrete poetry of Emmett Williams 

Projective verse and visual poetry shade almost imperceptibly into performance art and sound poetry

(MacLow’s gathas:  Sanskrit words taken from mantras are selected by chance operations, placed in a grid, and then performed improvisationally by one or more persons. The grid in which the letters are encased isolates each sound as a phonic as well as visual element.) Performance:  listen and relate are the most important ‘rules.’ Same notatin used for speaking voice, singing voice, instrument.

Four Horsemen  opto-phonetic scoring

Music, poetry arts of time:  “the sense of timing in a poem can vary from the timing of discrete units, such as the clues in AS riddles or the accretions of examples in Pound’s Cantos, to the sense of time implied by spatial deployment in visual poetry, to the sense of time implied by regular meters. 

Sound itself is a function of time:  hear different pitches by different rates of vibration

Many forms of notation in contemporary poetry tend to slow reading down, encourage reader to dwell on small units of language, or least perceive words in real (ie spoken) time.

Some poets have developed performances that include the audience, leaving no room for passive spectators;  Pauline Oliveros.  

At present poetry a participatory rather than spectator art.

Book art, consider notation at level of size and shape of page, materials used, form/content of whole entity  What poets work against is often as important as what they work with  p.49 5-step program for reading
(Week 3)

BETWEEN TWO WORLDS REMEMBER BOTH:  POET AS HINGE
Anne Carson, “Alienation,” Economy of the Unlost, p. 10-44 

Simonides

5th c BC smartest stingiest on cusp of two economic systems

Coin

coinage use becoming widespread at time of Simonides: did not simple REPLACE premonetary structure

Gift

before $ many societies order themselves by gift exchange:  like Homeric Greece(9th c??)  From 8th to 4th c aristocratic gift-exchange coexists with spread of $ and commodity exchange  Gift-x:  embedded economy:  eco-life embedded in kinship, marriage, hospitality, patronage, ritual friendship.  Gift-giving is both material and moral.  Interwoven:  give, receive, repay.  Gift has both eco and spiritual content, is personal and reciprocal, depends on a relationship that endures over a lifetime. Money passes impersonally between those whose relationship ends with cash transfer.  Commodity is an alienated object exchanged between two independent parties; while a gift is an inalienable object exchanged between two reciprocally dependent transactors..

Xenia

guest-friendship:  a texture of personal alliances  A debt economy.  The point is to put yourself in debt. Strive to maximize outgoings. For whereas $ aims to change the status quo, gifts aim to sustain it. Deep mistrust of $, trade, profit, commerce, commercial persons from Homer thru Aristotle. Gift economy likes to project its functions onto the cosmos.

Delicate Situation of the Ancient Poet

Poets lived by being guest-friends of the people who enjoyed their poetry.  Trade your songs for the hospitality of the house.  Men who know a mutual and ritual connection.

Change

Money changed all this.  Simonides was held responsible for the change. Composed poems for a price. Call kimbix/skinflint.  At the time:  Pindar got a doctor’s annual salary for one poem.  And for a single course in rhetoric Gorgias also got a doctor’s annual salary. Resented less for amount, than for essence:  commodification of what was previously reciprocal and ritual, gift-exchange between friends.

Object

people who use $ form different relationships than those who do not:  Marx called them alienated, objects used by $ied are alien things and people we exchange with are alien people.  Old reciprocal relation resulted in reversible terminology:  xenos was either guest/host, xenia either gifts given or received.  Gifts carry my life into yours and vice-versa. [Xenos also means alient, outsider, stranger, but in the old economy, these were special friends, treated with special respect.] Sign of  mutual obligation:  symbolon.  Both halves of broken bone.  Money stalls objects at the borders of themselves.

Grace and Hare

Commodity form fragments or doubles character, natural properties are disjunct from eco.value, private from public self.  Thus Marx describes bourgeois Europe.  Simonides an early severe form of economic alienation and doubleness:  balanced on the border between two eco systems and inserted into disintegrating consciousness of that time, he uncovered his eyes in both directions.  Wages and gifts.  Two boxes, for graces, for fees.  Person request gift:  open the empty box of graces.  Xaris:  grace. Xaris is also semantically reversible:  favor, gift, payment, repayment, gratification, pleasure, goodwill given or received.  Love for love, trust for trust, gives way to inversion of values.  S. off-balance with his hosts or patrons.  Xenia: responsible for another’s well-being in a range of cooperative acts as wide as can be found, a substitute and complement to kinship roles.  S both friend and hireling, both xenos and employee. The stranger meaning of xenos is getting separated off from the guest meaning.

Snow

riddle rebuke poem:  seemly   a man beloved    Riddles are innately stingy.

One Is an Eater

Can’t eat money. Can sell food. Selling is the practice of alienation.  Simonides became aware of his exchange value as a producer of poetry.  Why is Hieron sending Simonides a take-out dinner (which S. then sells most of to point out the unseemliness).  5thcentury poet is no longer a member of the same social body as his audience. Difference defines the poet in general. Homer wouldn’t be blind if truth were generally apparent. Simonides would not be a miser unless language were one of the most telling economies we use.  Society that revered Homer’s blindness is suspicious of Simonides’ economic expertise. 

Sea-side corpse. S buries and erects epitaph in dead man’s voice. Dream warning. A poet is someone who traffics in survival, reinflecting the fact of death into immortal publicity.

Celan

Marx:  $ is like translated language.  Romanian Jew Fr. passport Xtn wife writing in German:  in order to write potry at all, he had to develop an outside relationship with a language he had once been inside.  “unlost amid the losses…:language.  But it had to go through its own loss of answers, had to go through terrifying muteness….”  Did he see language-death as a more universal (not just 3rd Reich) problem.

Sprachgitter:  mesh, lattice, grille:  passage, blockage, salvaging???  Condition of intimate alientation that obtained between Celan and his own language also contoured his relation with other people, as also with S.

Not Undelayed

Delay, disappointment and hunger are experiences catalytic for poets.  Poem to Buber:  Sister and Kaddish words lost to Celan.  Yizkor left:  May God Remember.  Remembering draws attention to lostness. Memory depends on void as void on memory. Once memory is thought, it can be commodified. S of K made these relationships clear in his inventioin of the famous Simonidean “art of memory.”

Memory

Skopas life for life, feed you here, you sustain me in memory. Praised Castor and Pollux, Skopas only pay him half the agreed-on sum.  Knocking at the door, 2 young men.  Go, no one there.  Roof falls in on Skopas’ banquet.  Wanted to bury remains.  Simonides:  by remembering exact place each man had sat was able to identify them all.  Simonides/poet  thinks the void and thanks it.  Cost of halving:  those twins:  share a single eternity between them, mortality and immortality HINGED in them.  A poet is also a sort of hinge. Skopas not getting a certain number of words—he is getting a memory/memorial that will make him one of the unlost. Gratitude is in order.   I remember, I make mention, I name. Memorable naming is the function of poetry within Greek society.  ORDO exact positioning arrangement data visualization  The poet does not just use memory, he embodies it.  Not an artificial mnemotechnic method, he had dined amidst the data.

BLUE HYACINTH

The four texts for stir-frying evolved from my 
blue hyacinth notebook (a daily text about 'blue hyacinth' which I 
wrote online for six months).  The direct inspiration for this came 
from a question asked me by a painter - had I ever taken the same 
subject and written repeatedly about it?  The answer was no, so I 
tried it - I entered my 'Blue Hyacinth Period'.  But also in the back 
of my mind was probably the work of other people who had a regular 
daily writing practice, both online and off, and the knowledge of 
projects such as the 12 hour .jpg which have maintained that momentum 
and a regular comitment to update. 

the stir fry...although one of the particular features I enjoy about 
the stir fry form is that there is always a selection of 
underlying 'whole texts' to be found.  I suspect only the most 
patiently obsessive of users would ever pause to supply a complete 
text that would work in the weave.  However, the idea of a temporary, 
transient addition that could somehow sizzle through the mixture for 
that session has some attractions.

Yvonne Martinsson wrote:
> The semantic twists work quite well, but syntactically we
> often end up in the non-sensical. Maybe there are too many 
> possibilities?  Maybe the sentences should be shorter, thereby 
> allowing for more workable substitutions? 

Yes, I think the stir frys illustrate both the tendency towards 
reason from chaos and the reversion back.  I think it's definitely 
possible to apply different burdens of grammatical accuracy to the 
process of building these.  When I set out to do this one I think I 
had envisaged either matching up particular 'break-points' in the 
four texts, or possibly having over-lapping ones, but certainly that 
the overall sentence structure was something that I wanted to pay 
attention to.  In the end I think this is where my battles with 
punctuation came from.

In the end I mainly only looked to deal with a single join between 
text options.  I relaxed, in other words.  With many short segments 
the job of looking 'too far ahead' starts to become like planning 
strategy for a chess game if you want to construct 'correct' 
sentences.  However, I'm sure that this could in fact be done with 
enough diligent attention to the sentence structure, cut-up points 
and some manipulation of the original texts.  

There's no intrinsic reason why you can't make the incisions to 
produce complete sentences which are then interspersed.  It's maybe 
just a little duller, more predictable that way.

An alternative approach would be to deliberately construct the 
original texts to contain interchangeable phrases, so as to actually 
use the syntax as a template to write to.  In some ways this 
challenge probably interests me less personally, but it would be 
interesting to see the results of someone deliberately constructing, 
say, a hypertext story which was designed to be implemented as a stir 
fry...the navigation method is the cursor as spatula and not the link

The joy I find in the stir fry is the element of surprise.  I'm not 
saying that I ever let go of the desire to control the options 
available to the resulting texts...but I'm not sure that I'd 
particularly want to start by engineering them from the bottom up.

Of course, the elements of a stir fry don't have to be text at all 
they could be images...or...?

Mazzy
a.k.a. Pauline Masurel

Sean Cubitt, “Multimedia” in Unspun:  Key Concepts for Understanding the World Wide Web, pp. 162-186, on physical reserve and on electronic reserve

Defining MM

All digital media: binary data:  zeroes and ones.  Any input, any computer output. Mathematica:  algorithms to graphs.  Leads to takeovers, mergers, collborative arrangements. Multimedia launch of a film, wave of releases of toys, clothes, websites, etc.  

Control

panic about hybrids:  pix in newspaper, talkies, TV  vs. each medium a special calling:  pure modernist aesthetic  Web reintroduced text into the AV world.  Can the designer control page appearance? User default settings and connection width and computer power.  Interaction between media:  hierarchical, organic, dialectical.

Hierarchy of Media

Is sound major organizing principle of TV? radio with pix? Images “supplement” text on web?  Supplementary:  marginal details which at first appear to have little significance, but which can reveal extraordinary things about the structure and meaning of the object in which they appear.  Captions:  an admission the image is open to interpretation. Gap between image and text:  read as absence of pop star’s songs. Rorty:  if we recognize the visual basis of philosophical metaphors we will abandon the central claim that philosophy has always made, privileged access to truth.` Manipulable photographs have forfeited our trust. 

Organic Unity

convergence give way to “conversion” media:  differences between media are only a matter of the conversion of data streams into one form of output or another.  Differences in media a matter for the end-user. 20c design revolution:  Bauhaus, de Stijl, constructivism:  form follows function, all elements of design share same vocabulary of forms. FL Wright, MvdRohe, goes into branding. Down with unity:  Grammatron:  mirror self in crisis, non-unified, schizophrenic, moral uncertainty, political apathy, nomadic psyches. Organic intact even as attacked, simple reversal.

Computer monitor not from TV, but radar, oscilloscope, tech displays.  Map to GIS.  Military origins of some cartographic techniques. Most significant type of visual display for modern computing comes from double-entry bookkeeping:  spreadsheet software.  Catalog, index, bibliography more than the cataloged:  from lists to databases. Narrative is not that important on the Web:  searching is.

Catalogs, spreadsheets, maps, texts, sound, image, animation:  on what site is all this smoothly integrated?

Montage 

Dadaists recognize this quality of modern life:  non-organic fragmented debris. Trench warfare WWI, utter absurdity. Max Ernst  photomontage. He decided which random effects were interesting enough to make public. Colliding fragments to make new objects:  Eisenstein and Godard. Where hierarchy uses dominance as a way of creating order, and organicism uses a kind of democracy among the media as its principle of harmony, montage can be said to depend on conflict. It is about the unthought-of, about change. Politicized montage of RTMark. On its own satire, but comparing faux-Bush site with Bush-site it creates juxtaposition out of which audience invited to create meaning. Creating antagonistic mirror site. Most dialectical site made by Jodi, two Dutch artists in Barcelona. www.jodi.org frequently uses images we associate with lost connections, error codes, and crashes. Their canvases are network computers, their brushes high-level computer languages, satiric, anti-marketing info, space between info and entropy. Work at border meaning/meaninglessness. Contradictions between unthinkably fast traffic in zeroes and ones and slow download of image-heavy pages. Is this an allegory of the global info economy, too vast for anyone to understand; commentary on relationship culture and anarchy; ecological parable; philosophical statement? When mailto button produces a letter form that automatically fills up with the Good News virus spam.  Surfing the Jodi site feels constantly risky. Ever-present but usually forgotten power of viruses if forced into consciousness.    Montage, including both political and random variants, acts like mutation in biological organisms, as a way of creating unique and perhaps invaluable new creations. We spend much time classifying and cataloging.  Poor slide librarian.  Yet catalog great machine for crating new juxtapositions. Montage:  no sense of what we’re looking for, no way to recognize success when it arrives. Depends on shock.  As pastiche, nothing shocks.  Landfill site.  Some future use for all that junk code?  Sheer number of elements can no longer be brought into meaningful whole, even as contradictions. We are condemned to inhabit an archive without a catalog:  [Borges.]

Back to the Future

Webstalker browser: ignores apparent content of page for the raw content of code and the principle of connectivity. This software prioritizes connectivity. [Citation index.] Web 1-way plus link, but Web also draws on long history of 2-way communication. Cybertime:  even the swiftest connections bring in the elements of a page in a definite order, and some elements occupy a time scale whole orders of magnitude greater or smaller than others, readily observable when downloading an MP3 or video file.  We should add to such technical time scales the end user’s time. Maybe we should be looking to slower and slower contemplation of what we have already downloaded.  Consider the meaning of linkage itself, between pages, between sites, between media.

Musicalization:  meaning and meaning-carrier are so close that the meaning of words is also suggested by the sounds of the words.  Write or find such a poem.  OR
Sonorization: links between meaning and meaning-carrier are broken. The sounds alone (and their juncture, stress, rhythm, pitch, pause, “atavisitic richness of body language sublimated in voice”) are employed as self-meaningful material. Can such a poem be written or only performed?  Make or find one.

Bring a poem.

(Week 4)

THE ART OF IMMEMORABILITY

Charles Bernstein, “The Art of Immemorability,” A Book of the Book, pp. 504-517.

Invention of writing.   rocks and caves; cuneiform and hieroglyphs 5000 yrs ago; consonantal scripts like Hebrew 3700 yrs ago; Greek alphabet 2700 years ago. 

Hebrw 22 consonants:  ELIMINATE THE NEED TO MEMORIZE hundreds of characters

Greek 24 letters, 7 of them vowels:  genius at capturing sound  subsyllabic units make any “noise”:  reproduced full range of orality   alphabet captured speech and speech captured the alphabet

Homer captures the oral culture by alphabetic tech (thus changing both)

Primary function of oral epic:  memorial, encyclopedic, incidentally entertaining, aesthetic

For storage:  need MEMORABLE, remember, memorize and echo, word games, songs analphabetic art

Earliest Greek writing:  holdover practices, scripted writing;  page not final destination, but preliminary stage, prompt for final presentation elsewhere

TEXTUAL features of writing less bound to transcription and scripting.   You DON’T HAVE TO REMEMBER  The writing takes on the work of memory, put memory in the text rather than using text as an aid to memory.  Can be done by writing that is IMPOSSIBLE TO MEMORIZE:  encyclopedias.

Epitaphs not transcriptions nor scripts for performed verbal art.  Nonalphabetic more textual, less good at evoking phonemic reality, codes, laws, accounts, catalogs, compendia

Writing makes its marks on language, diminish action, descriptions of acts of seeing give way to the idea of sight:  abstraction and reflection as media-effects

Prose has killed poetry many times but poetry doesn’t seem to get the message  Poetry the vampire medium, living on at the cost of its own mortality

Individuated lyric self, abstraction of the “I”  Also the satiric and the citystate

Alphabet:  semblance of speaking voice of poet, stabilize author identity, signature effect

Metrics of Greek lyrics maybe Rig Veda old  3500 years

Transmission should not be understood only in terms of “corruption” but also new alphabetic performances

Lyric takes on different quality in the new medium

ALPHABET; new paper; codices; mss; books; PRINTING PRESS:  language stabilization and stylistic idealization, manuals, grammars, are the blowback of the printing press.

TELEGRAPH on:  photography, telephone, phonograph, audio recording, loudspeaker, wireless, movie camera, phototypesetting, radio, tv, photo-offset ptg, photocopying, digital writing and imaging.

Writing today fundamentally POST_ALPHABETIC:  no longer relies on scripts to store info. Cultural memory is becoming digital, more image than letter.  Greek:  simul oral alphabetic;  Us:  simlu oral, alphabetic, photoelectronic  As we enter the postliterate period, we can begin to see the book (alphabetic textuality) as solid middle ground between the stage (performed poetry) and the screen (digital poetry)

Havelock:  Churchill on the radio during the blitz.  A/literate modes for most people, radio, TV

Postliteracy brings us back to preliteracy

technoformalist criticism:  Havelock, McLuhan, Benjamin, Cavell, Greenberg:  acknowledge the value of using a medium to do what can ONLY BE DONE in that medium Can the medium be emptied out, so it just the medium?  [Xu Bing]

Poetry analphabetic:  memorizable, stressed, formulaic

Postliteracy:  maybe (but post brings to pre?):  unmemorizable unexpected distressed nonformulaic  catalogs directories indexes phonebooks printing errors textual variations holograph mss

Alphabetic free poetry from storage and transmission of culture’s memories and laws, poetry’s epic function; released from that, poetry increasing became defined by the individual voice, poetry’s lyric function; with advent of photoelectronic, the emerging neither storage nor projection of individual voice, but exploration of the medium through which the storage and expressive functions work, techno makes possible interacting with language as a material and not just a means:  poetry’s textual function.

A memory of the analphabetic that is committable to language.  Foreground features of speech that do not contribute to the memory function.  Not memory that is being stored, but texture that is being exhibited, not poetry in the service of memory, but of “the continuous present” G. Stein.

Marcos Novak, “Liquid Architectures in Cyberspaces,” Multimedia From Wagner toVirtual Reality, pp. 252-265; also in Cyberspace:  First Steps, edited by Michael Benedikt, pp. 225-271, on reserve.

cyberspace:  info is not external to us, we are now within information  for this to happen we must be reduced to bits

by reducing selves, objects, and processes to the same underlying ground-zero representation as binary streams, cyberspace permits us to uncover previously invisible relations simply by modifying the normal mapping from data to representation.

cyberspace IS architecture (place human in the infospace); cyberspace HAS an architecture of its own (1:1, Babel), cyberspace CONTAINS architecture

Enter CS with our bodies, goal of technologies, but flies in face of most ancient dream of all: magic:  will the world into action. 

The course of invention is follow the course of desire, access to parts of our bodies with the most nerve endings, eyes, fingertips, lips, tongue, genitals.  Face and hands.


POETICS AND CYBERSPACE


invoke the duende

then you can capture, as fast as it is read, the rhythmic design of the poem

poetic fact:  image not based on analogy or logic.  Freeing of language from 1:1 correspondence, invocation of demon that permits access to meanings beyond ordinary language

concepts have world-lines in space-time   overlap:  can’t distinguish one from the other

In poetry, as in qm, world lines may overlap, split, divide, blink out of existence, and spontaneously reemerge. Meanings overlap, but in doing so call forth associations inaccessible to prose.  

CS:  promise of control over the world by the power of the will, ancient dream of magic awakening into some kind of reality    Poetry:  developed understanding of the workings of magic

Poet Tools:  image, rhythm, meter, accent, alliteration, rhyme, tautology, simile, analogy, metaphor, strophe, antistrophe, antithesis, balance, caesura, enjambment, closure, assonance, consosnance, elision, inflection, hyperbole, lift, onomatopoeia, prosody, trope, tension, ellipsis…

sensitive to minute variations in articulation

Every mix of words has potential for meaning:  now I can mix the words of different media


MINIMAL RESTRICTION AND MAXIMAL BINDING

“being there” key metaphor for CS where both are user-controlled variables

MR: impose as few restrictions as possible; MB:  anything adhere to anything else

user must discern meaning of combo, user-driven, self-organizing, customize your universe


MULTIPLE REPRESENTATIONS

Redirect data streams:  sleves become multiple, physics become variable, cognition becomes extensible.

Digital technology:  Form is now governed by representation; data is a binary stream; info is a pattern perceived in the data after the data has been seen through the expectations of a representation scheme or code.

A stream of bits, intially formless, is given form by a representation scheme, and emerges through the INTERACTION of the data with the with the representation; different representations allow different correlations to become apparent within the same body of data.  Appearance is a late after-effect, simply a consequence of many sunken layers of patterns acting upon patterns, some patterns acting as data, some as codes.

In the comparison between representations new information may become apparent. Two kinds of emergent information:  intrarepresentational and interrepresentational.


FROM POETICS TO ARCHITECTURE

CS, as a world of our creation, makes us confront the possibility that the reality we exist in is already a kind of CS, and the difficulties we would have in understanding what is real if such were the case.

ARCH:  art of space.  Can’t tell space from non-space without all three:  reference, delimitation, and modulation.  Space modulated to let subject observe but not inhabit it:  sculpture  Space modulated to let subject enter and inhabit:  architecture


VISIONARY ARCHITECTURE

mundane depictions:  perspectival space, graph space, projection systems.  Artists have as well given us a cubist universe, a hieroglyphic universe, cave drawing universe, Magritte universe, bringing to our attention otherwise invisible aspects of reality. Malevich, anti-gravity spaces. 

CYBERSPACE ARCHITECTURE

gothic cathedrals 100+ year experiments that could/did fall the dream and the making were one

In order for the data pattern to qualify as music or architecture it is passed thru compositional filters, processes that select and massage the data.  Any information can become architectonic:  Xin Wei.

A transformation of our conception of architecture and the public domain is implied by CS.
LIQUID ARCHITECTURE

Sartre:  essence no more a property sunk in the cavity of the existent, but rather the law which presides over the succession of its appearances, the principle of the series; concatenation of appearances

Liquid:  animistic, animated, metamorphic; crossing of categorical boundaries

Any particular appearance is devalued : don’t design the object, design the principles by which the object is generated and varied in time.  MOMENT.

If architecture is an extension of our bodies, shelter and actor for the fragile self, a liquid architecture is that self in the act of becoming its own changing shelter—identity only fully revealed over course of a lifetime.

Music was once ephemeral, and architecture lasting.  

Technology make music now the most permanent of the arts, where lifespan of earth architecture a few years.

CS architecture:  in the difference between its past and present incarnations something new has been said in a language too subtle for words. The particular impresses upon me—attention is both required and rewarding.  What is made speaks for itself in presences ever-changing, liquid.

(Week 5)

THESE FLAMES AND GENEROSITIES OF THE HEART

Susan Howe, “These Flames and Generosities of the Heart:  Emily Dickinson and the Illogic of Sumptuary Values,” A Book of the Book, pp. 113-131.
My ways are not your ways--  E.D.

Was E.D. the Mez of her day?  Did Johnson clean her up, clear her up, to read “regular”?

all handwritten:

words sometimes diminishing in size toward the end

length of dash

stray marks ignored

punctuation 

idiosyncratic spelling

Johnson:  

“She did not live in history and held no view of it past or current.” Most prolific during the Civil War.

Age 20, “her talents were invigorated by a gentle, grave young man who taught her how to observe the world…”  

Franklin:

the notebooks are not artistic structures

Howe: 

a halo of wilderness 

no message to uncode

interweaving expectation and categories they checkmate inscription to become what a reader offers them

But reduce no Human Spirit

To Disgrace of Price

Words at the end of the poem proper, words in the margins, words between the lines:    

Johnson reads the bottom of page ones as alternatives for words marked above with crosses,

and words at page bottom also marked with crosses. He substituted his line numbers.

After 1861:  a practice of variation and fragmentation also included linebreaks

LINE BREAKS AND VISUAL CONTRAPUNTAL STRESSES REPRESENT AN ATHEMATIC COMPOSITIONAL INTENTION

Immersion in immediacy.  Codes confounded and converted.

PROVOKING VISUAL FRAGMENTATION WILL BE BANISHED FROM THE BODY FO THE ‘POEM PROPER’

some poems overflowing with word variants, polyphonic visual complexity

EMERSON:  I am very much struck in literature by the appearance that one person wrote all the books.  One all-seeing, all-hearing gentleman.

HOWE:  These manuscripts should be understood as visual productions.  

The author paid attention to the smallest physical details of the page. Embossed seals in the corner of recto and verso leaves of paper are part of the fictitious real. Spaces between letters, dashes, apostrophes, commas, crosses, form networks of signs and discontinuities. Who knows what needs she has?

Almost never titled a poem.  Sometimes ink slash at end of poem.  

Poems in packets and sets can be read as linked series.

ORIGINAL ORDER BROKEN BY FRIENDS AND FIRST EDITORS.

If limits disappear, where will we find bearings?

The manuscript books and sets can be read as Events, Signals in a Pattern, Relays, Inventions, or (Johnson) Hymn-like Stanzas.

EMILY:  The one thing we seek with insatiable desire is…to be surprised out of our propriety…to do something without knowing how or why; in short to draw a new circle. …The way of life is wonderful; it is by abandonment.

FRANKLIN:  gives the letters in transcription just as she handwrote them, but won’t do that for the poems, because there is a preexisting form for poems.  

HOWE:  he represses the physical immediacy of her spiritual forms, as he sees them

DICKINSON:   “let us  +divide --  with

 

skill—

During her lifetime this author refused to collaborate with the institutions of publishing. She created herself author, editor, and publisher.

One hundred years after her death to quote her at all must get permission of and pay fee to President and Fellows of Harvard and the Trustees of Amherst.

Poetry is never a personal possession. The poem was a vision and gesture before it became sign and coded exchange in a political economy of value.

Escape framing.  After the first nine fascicles, lines break off interrupting meter.  Righthand margins perish into edges sometimes tipped by crosses and calligraphic slashes.

Oneness and scattering.

Meaning is scattered at the limit of concentration. The other of meaning is indecipherable variation.

(Week 6)

VISIBLES INVISIBLES SIDE BY SIDE:  

FIGHT OVER THE REALITY OF THE INVISIBLE:  

LIFE AS VISIBLE INVISIBLE 

Anne Carson, “Visibles Invisibles,” Economy of the Unlost, p. 45-72. 


Simonides

$ visible and invisible at same time:  a real abstraction (Marx). That which makes this thing money (value) is not what you see. Turmoil in the concepts vis/invis, this categorization. He seems to believe that v/i worlds lie side by side—may be interchangeable.  Which of the two you notice is up to you. No lines just break off.


Iconology

S. as first critic. Simonides says that painting is silent poetry while poetry is painting that talks. He uses a lot of color words, his verse described as canvases, word as brushstroke. What were contemporary painters doing? Handful of 5th c Greeks revolutionize the idea of the pictorial field. (Polygnotan revolution.) They developed a way to show 3-d on 2-d:  foreshortening, linear perspective, color gradation, superposition of paints, patching surfaces, proportional adjustments for optical illusion. No more decorators of surfaces, but magicians who conjured the real world.


Apate

Plato denounces painting:  replace life with the life-like. He’s against using ANY representational medium to defraud reality.  Ptg, sophist rhetoric, mimetic poetry:  art of deception (apate).  Best painter, the most deceiving. Gorgias:  the word (logos) that tricks you is more just than the one that does not.” Trickery inherent to logos, an insight as old as Homer and Hesiod. Plato:  poets and sophists, cut words free from any obligation to reality. S. between Polygnotos and Protagoras. Illusionism, visual and verbal.  Illusionism:  total investment in the visible surface, and tendency to disavow the reality of anything not visible.  Zeuxis:  grapes so realistic birds flew down to peck the canvas.

What a poem can do that a ptg cannot:  render the invisible.  Words that lead you to the edge where words stop, pointing beyond themselves toward something no eye can see. “The word of things a picture is.” Things depend for their meaning on word and picture at once. Both nominatives view for the attention of the genitive pragmaton, placed to read in either direction and unite all 3 words like the hinge of a backsprung bow. (Heraclitean metaphor, contemporaries.) ICONIC GRAMMAR rendering a relationship deeper than visible surface of the language.  H & S:  use sentence as a synthetic and tensional unit that reenacts the reality of which it speaks. 


Leonidas

Spartans dead at Thermopylae:  no bodies recovered.  Tombless bodies at T. and bodiless tomb at Sparta brought into relation. Apposite tensile pairs not refute or replace e.o., they interdepend.  The meaning of the sentences happens between them. Leonidas’ immortal mortality is a single fact seen from two vanishing points at once. Gorgias tells us that reality, if it exists, is incommunicable and that the function of words is to create an autonomous reality serving the rhetorical needs of the moment. Whereas S. paints a picture of things that brings vis/invis together in the mind’s eye as one coherent fact. The coherence is poetic conjuring, the fact is not. To make ptgs that talk is to engage in a conversation that is more than words and beyond price.


Sleep 

Danae to baby Perseus in box on the sea:  wakeful terrified anxious mother, serene sleeping inwardly vanished baby. Contrafactual sentence:  But if to you the terrible were terrible.  Both states of mind equally real. Consciousnesses that interdepend. Reciprocally invisible. Heraclitus:  “Men asleep are laborers and coworkers of what is going on in this world.” Poetic language has the capacity to uncover a world of metaphor that lies inside all our ordinary speech like a mind asleep. S. poems are paintings of a counterworld that lies behind e facts and inside perceived appearances:  Appearance constrains even truth.  Overtranslate:  It is in fact upon the world of things needing to be uncovered that the world of merely visible things keeps exerting its pressure.


See Not

visualize data as faces around a dinner table; two boxes, v/i graces; 3rd string lyre; add 4 letters to alphabet; not scurry to save possessions:  Everything that is me is with me.  God:  give me a day, two, four, …to think about it.  The longer I ponder the matter, the more obscure it seems to me. No trick of perspective can bring God into focus on this canvas.  [Omar’s love; object.love takes no parameter] Like the sophist the illusionist painter defines the world as data and undertakes to enhance our experience of it by perfecting our control of it. Claims to make us see what is not there.  Simonides’ claim is more radical:  profoundest poetic experience:  NOT seeing what IS there.


Celan

Conversation is THE event S. (Danae) and Celan (Conversation in the Mtns) want to stage. Can’t find one, but stand in the gap where it should take place.  Klein cannot talk the language of glaciers as she cannot speak to sleep or sea.  babble vs god-given speech, if to you the terrible were terrible  We have no other words to use.  We know they don’t count but lay them against the abyss anyway because they are what mark it for us, contrafactually.  Leerstelle on Klein as wild waves on Danae, both begin babbling into the void, then stumble on:  not listener, not words to penetrate sleep,sea,glacier, but:  go beyond human, step into realm turned toward human but uncanny, where monkey, automatons, art too at home.  (Celan, Meridian speech.)  Then both hurl poetic act, moving to register of analogy where al is possible and prayer begins.  Klein:  horst du to Horstdu.  Spirit is named in an empty place.


En Route

sleep sea glacier confronted, terrible named:  but each ends on act of recoil, blast of self.  The poem holds its ground on its own margin.  The poem is lonely.  It is lonely and en route. Its author stays with it. Her staying power:  thru catastrophe to metaphor to naming to prayer.  Her utter wakefulness.  The properly invisible nature of otherness guarantees the mystery of our encounters with it, pulls out of us the act of attention that may bring “some difference” to light here. When our grief deserts us, where does it go? Who will we be without it? 

Paul Brown, “Emergent Behaviours:  towards computational aesthetics” 

http://www.paul-brown.com/WORDS/EMERGENT.HTM#Heading1
Paul Brown, “Stepping Stones in the Mist”

http://www.paul-brown.com/WORDS/STEPPING.HTM
David Rokeby, “The Construction of Experience:  Interface as Content”

http://www.interlog.com/~drokeby/experience.html
(Week 7)
EPITAPHS

Anne Carson, “Epitaphs,” Economy of the Unlost, p. 73-99. 

Simonides

soma becomes sema, tomb piled high on warrior body, body made into sign:  a grave a sign to stop the passerby.  Purpose of the monument to insert a dead past into a living present. NOT WRITTEN ON till the 7th c. BC.  Not written on BY A POET till 5th c BC with Simonides.  He made up the genre and he sold the poems.  Formal sale of pity:  tears of Simonides, poetry of lament. Special pathos and sympathy—for sale.


Exchange

Memory for the Greeks:  timeless attention.  A poet saves and is saved by the dead.  Question of value.  Achilles:  value:  nothing worth as much as his own breath. He refused heroic exchange:  death for glory. But the public monument, Vietnam wall, requires this exchange. Tomb for Euboeans who lost the war:  at public expense their tomb.  How many lines of verse = WTC or army of dead Euboeans.  At his own expense S. sets up the tomb for Megistias the prophet, because of a bond of guest-friendship.  All about interchange:  crossing the river, exchanging q and a, exchange $ in commercial transaction, man who sees both sides of the river, both sides of a moment in time.  Fatally two-sided moment. M. must ask and answer the question of his death, a prophet; S. must buy and sell the poem that remembers. Gravestone as COIN with more than two sides:   words change commodity into communication.  Gravestone exchanges future oblivion for memory.  It purchases a moment of life for M. each time its inscription is read.


Surface

S.’s epitaphs:  first poetry we KNOW written to be read (rather than spoken). His diction from the epic, his metrics from Homer, people who read it didn’t read silently, most likely spoke it aloud, nonetheless this is not, anymore, oral verse. This poem has to fit on the stone. S. has to measure his inspiration against size of his writing surface, a material-economic fact.  Yields an aesthetic of exactitude and economy (compare compression of files, bandwidth limitations) called akribeia.  Meaning equally minute care about details of language and minute care about financial expense.

Letter shapes became precise. Convenient height. Heading letters different size. Ease of reading. Paint letter after they were cut, alternating red and black lines often. Stoichedon style letters are aligned vertically as well as horizontally (in a matrix or array, or military formation). Technodevice for this:  chequer:  a grid marked on the stone before cutting so as to divide its surface into equal rectangles, to half-a millimeter.   Reasoning with stone—count out the letters.  Money offers a design for thought, verse filled with counting, quantification, references to limit, credit, debt, gratuity, life in terms of eco. relation. “We are all debts owed to Death.” [debts, not gifts]

Keos very poor place, men age 60 voluntarily drank hemlock in order for enuf supplies of life to go around. S. emigrates early, itinerant, survives into his 90s. Poet writes on the world as the world writes on the poet. Celan home one weekend parents deported to death camp in Ukraine, never seen again. TOMB/this/SPINTHER/(upon) Spinther/SET/dead  2 interwoven sentences    Same word:  tomb, sign

Spinther Spinther’ two lives from one death, Spinther nominative and dative, Spinther meaing spark rubbed together.  

Talking Stones:  read aloud, inscribed with no spaces between the words, so need to read aloud to “recognize” the words by ear.  Responsibility of the living to the dead:  we let them go, we don’t accompany; we hold them here, deny them their nothingness, by naming their names. From these two wrongs comes the writing of epitaphs.

Motion

Celan epitaph for infant son, door slams shut. Simonides sees two-way route of time, pull open door, reverse mortal flow:  public monument, confidence, praise. Encomia not laments.  Posit active choice, not passive sufffering.  Glory no door slams shut on.  But for private persons, a tone of pity, constriction, grief kept secret. No one else can really know what Kallias suffered when he lost Megakles. 


Measure

All in the form of elegiac couplets.  Distich: two verses of different types in regular alternation.  Each verse (=line) is followed by pause and the distich may be repeated any number of times. The elegiac distich consists of a hexameter (6-beat) verse followed by a type of pentameter (5-beat) verse that is made by duplication of the hemiepes or first half of the hexameter. Note that the two halves of the pentameter are interchangeable, both ending in a disyllable.   Every e.c. has a unit of hexameter followed by this same unit broken into two equal halves balanced against one another.  Rhythmically, like a pendulum:  it moves out, movs back, by its own momentum.

Homosexual jealousy murder:  Simonides renders the impassioned facts of the story as structure rather than surface rhetoric.  Facts live in their relation to one another; and language is able to objectify facts insofar as it can name (or as the Greeks say, imitate) those relations. 

Make same relations occur among a set of words in a poem as obtain among a set of facts in the world.

The act of poetic attention gathers to itself a directional force as mysterious as gravity from the poet’s instinct for true relationships. Greeks called this instinct:  sofia.  We don’t command such a belief.

Nonetheless Celan addressed himself to issues of sympathy, exactitude, and memory, as Simonides did.


Celan

pull back from an “already no more” to a “still here”

Solve (separate, dissolve into solution) Coagula (recombine)  Alchemical commands usually plural:  Solvite corpora et coagulate spiritum   Celan addresses Rosa Luxemburg, one philosopher of the saving of matter to another.  Solution, initial separation, phase, elements turn black and undergo a death, called nigredo. Coagulation, the final, resurrection phase, called rubedo.  Black to red, logs to ash, a motion of exchange, pulling and calling.

(Week 8)

TOWARDS A POETICS OF POLYPHONY AND TRANSLATABILITY
Dennis Tedlock, “Toward a Poetics of Polyphony and Translatability,” A Book of the Book, pp. 257-276.
If poetics belongs to the interior of language, as opposed to the exterior realm of referentiality, then there are multiple worlds in which being a verbal artist means pursuing a dual career in poetics and semantics.

Greco-Roman alphabetic letters   [not the same]

Lettered invaders and evangelists

Goal of opening the boundaries between worlds
Greco-Roman desire to use “exactly the right words”

For other poets in other worlds, paraphrase has never been a heresy and translation never treasonous

Alternative poetries completely surround the world of letters

Mayan 6 million present speakers    jade plaque their date 3483   our 320 AD

Mayan poetics  Popol Vuh  Council Book from Guatemala 16th century Quiché language but written in Roman letters, chosen after the European invasion:  hypothetical poems of kinds humans might have performed at different stages in their condition as poets

Gods want beings who could speak to them, expectations both linguistic and poetic:  didn’t yearn for complete sentences so much as wanted to hear phrases or words in PARALLEL pairs

First beings:  each species only repeated its own cry, couldn’t vary it:  maker, modeler  These became animals.  They could index their presence with their calls, but could not name another species nor pretend to be one.  

For European imagination, this is supposedly paradise:  a language existing from Eden to Babel when names and things were unambiguously intrinsically and narrowly tied together, stable isomorphic (1:1 mapping) relationships.  Proper names.  
For Mayans, this is a world before language, and certainly before poetry.

Takes 4 tries to get the human:  get 4 of them.  These talk in poems.  Pairing words and phrases (Mayan, Chinese, ancient Middle East, parallel verse practitioners).

Effect is to foreground parts of the line that do NOT rhyme, as so much does repeat.  

This long first sentence of humans unusual # of poetic moves in a short time—gods are alarmed and cloud the vision of humans, now they can only see the close.  Now have to call to gods at a distance. After long wandering they recover some of their lost understanding.  Become dreamers and diviners and learn to use “instruments for seeing,” such as crystals and books.  Regain poetic skill.   [Like Eden? Loss of powers get thrown out.]

Effect of parallel verse:  verbal polyphony.   Instead of having all the associated thoughts/feelings that accompany a word be there as a kind of halo, semantic halo, in parallel verse one or more of these is actually named.  Maximize synonymy polysemy    [James Joyce project Finnegans Wake?]

Effect of stereoscopic vision  [not one-eyed camera vision, note], or is Rousseau closer:  successive impressions, redoubled blow, modification, different from presence of object taken in at a glance (gestalt, whether one- or two-eyed vision, though brain more active in the latter to calibrate them).

Either stop or move on.  Instead of being present continuously, the object never quite becomes identical with itself.  The diviner Andres modifying the word clear with words that carry sense of prickliness of spines, piquancy of chili, flickering of candle, splashing of water, introducing the discontinuity of the “presence of the same object” to high frequency.

Pun:  word dice   Sharing sounds creates a sudden shift in meaning.  

Compressed single words:  sunmoon, deerbird, lakesea,  double metonymy, complementary metonyms, planets not fixed stars, animals of land and air, all pooled water fresh or salt   Suppressed word boundary in a single word—or make long lists but leave some items that could be on the list implicit, resist totalization.

List 9 or 13 generations, a poetics of quantity.  Several documents of overlapping lists which yield names not mentioned in the Popul Vuh.

Proper names, Mayan treatment introduces a translating element, by glossing meaning in the source language or etymologically within own language, or by multiplication of ‘nicknames’ and epithets, 

Olson’s version of Creeley:  Form is never more than an extension of content.

Tedlock:  (of Mayan poetics) Form is always other than an extension of content.
Bernstein rephrased Brooks/Richards:  The problem is that the poem said in any other way is not the poem.

Tedlock:  In Mayan , or other parallel poetics, a poem NOT said in any other way is not a poem in the first place.

In a poetics that always stands ready, once something has been said, to find other ways to say it, there can be no fetishization of verbatim quotation, which lies at the heart of Western commodification of words. 

When Mayans cite, other texts or their earlier selves, in written text, they unfailingly construct paraphrases.

Three 8th-c temples in Chiapas:  a long story whose episodes are partly different and partly overlapped [DNA]

Sentences put together in the same order rather than our understanding of words repeated in the same order. Our notions of accurate quotation shaped by print, not same preprint. 

Macaronic verse:  using elements of two or more languages.  

Robert Frost as remembered by Edwin Honig in conversation with Octavio Paz:  “Poetry is what gets lost in translation.” Paz countered:  “Poetry is what is translated.” In Mayan poetics, as interpreted by Denis Tedlock:   “…a poem not said in any other way is not a poem in the first place.” 

Frost’s notion rooted in a poetic tradition that has devoted much of its energy to manipulating linguistic sounds at a level below that of words and syntax, at phonetic level most resistant to translation.  (Homophonic translation, Zukofsky finds English words to translate not the words, but the sounds, of Catullus). 

Parallel lines, wrong:  Mayan graphic code of glyphs.  Second wrong dream:  Pound and Olsen had of Chinese and Mayan glyphs.  Instead of 1:1 map, they were 1:1 visual maps, transparent to language and to the world at same time. “Unfold directly from content.”

Mayan like Egyptian or Chinese signs are abundant, no 26 letters, but thousands of multiple ways of spelling any given syllable or word.

Different words can be used with reference to the same object.

Different signs can be used for the same syllables or words.

Poem SAID in some other way is not the poem—organization of discourse and of graphic field.  Blank, free, verse, deficit in visual display:  Olsen to compensate wanted lines to notate breath, pause, a score

(reversing longstanding Western subordination of voice and ear to scanning eye).  But how constraining?  Poem said/read some other way IS the poem???

In actual performance, sustained pattern of pitches and pauses not allowed to fall into lock step with the scansion.  For any speakers MULTIPLE SYSTEMS for phrasing utterances, including syntax, semantics, intonation and pausing. Writers add whole new codes:  punctuation, signs, etc. 

Bringing multiple codes into agreement:  project for centralized authority.  Mayans, who never fromed a conquest state, do not ben their poetic energies to making systems stack.

Cecilia Vicuña, “Libro Desierto/Desert Book,” A Book of the Book, pp. 286-289.

I write with body / dancing the mark   I write with gestures /crossing and temporal

who reads the signs?  the she tattooing her body with stars

Nazca:  gravel removed to create levels of darkness readable only from distant height, maybe by Eyes of the Llama constellation   . Radiating from Cahuachi, make them see.  Make the stars see?  Lines to dance, to go into ecstasy?  Pachamana, mother of Space/Time.

John Felstiner, an acclaimed literary translator, believes so strongly in the process of translation that he teaches Keats in German, Yeats in French, Eliot in Spanish, to his Stanford students. In a 1997 interview [Damion Searls, “Bringing the Poem to Life:  An Interview with John Felstiner,” Poetry Flash 275 (January-February 1998), p.5.], Felstiner says,

[…] the poem is just as fine in the original as it ever was, no matter what happens to it in translation. But still, there’s a sense in which the poem can remain static, or dormant maybe, or quiescent, or even overcrystallized, unless it is brought back into life. … I often liken the process to a stress electrocardiogram:  you put the poem under a kind of alienating stress to see what’s really going on in it, because you can’t see that in the quiescent state. It seems to me that to translate a poem is in a sense to—I wouldn’t want to say revivify, because it doesn’t need re-; it isn’t dead—but to vivify it, especially in your native language… 

Later, he adds, “I feel that the translator enters some kind of trajectory, call it a re-arcing back, a sparking back, or call it a boomerang.”    

(Week 9)

WRITING IN THE IMAGINATION OF AN ORAL POET / HEALING

“…the thought process that invokes and uses the senses….the communication mechanism between perception, emotion and bodily change.”—Jean Achterberg

Henry Munn, “Writing in the Imagination of an Oral Poet,” A Book of the Book, pp. 251-256.
I am a book woman

tracks of the palms of my hands

hunter on track, shaman who interprets signs of illness

imprint of feet in mud, sign of existence

cure her sister

I am a lawyer woman  there is my paper there is my book

Mexican pictographic system:  on psilocybin walls covered with fine tracery of lines, take up a brush

to write is to paint  motif of Oriental carpet    or forms of script

are dreams a hieroglyphic text, what is a glyphic text?

I thought I didn’t know how to read the Big Book  (book given to help people to help the people who need help)  and suddenly I realized I was reading and understanding

earth itself written   as with cliffs above plains, but if so, written with visuals and stuff you can feel?

OR Text of nature written in genetic script

a Big Book she couldn’t touch,  “I limited myself to contemplating it and at that moment, I began to speak.  Then I realized that I was reading the sacred book of Language.”

She is saying what she sees--  giving utterance to what has been coded in advance, inscribed in her brain, innate—also cultured.  Rhythms that carry her words are neurophysiological?

“A universe in expansion, where events are the outcome of chance as much as necessity, can’t be contained within covers of a book; a reality not created once and for all but in course of realization is not written in advance but being written, it demands a text, an open-ended, unlimited play of signifiers in accord with the combinatory play of life itself.”

“And as well I see that language falls, comes from up above, as if they were little luminous objects that fall from heaven.  Language falls on the scared table, falls on my body.  So I catch word after word with my hands.  That happens when I don’t see the book.”

Chinese writing:  images dropping from star combined with footprints of birds and tortoises.

WHAT IS OFFENSIVE IN

Nicholas Zurbrugg, “Technology, Polypoetry and the Aura of Poly-performance,” Visible Language No. 35:1, pp. 020-035.  This article, from the special “voicimage” issue of this periodical, is on electronic reserve. 

auratic intensity  polyperformance

CRITICS

Benjamin:  movie actor suffers bodily compared to stage actor

Baudrillard   we must learn from those whose handicapped bodies already respond to corporeal decline--   body of metamorphosis is non-individual body without desire yet capable of all metamorphoses, no initiation just fantasies  Handicap precede us on paths toward mutation and Dehumanization????   How do you feel about that

Magic and dangerous reality opposed to dilution and dispersion:  what about Walking What Remains?

Virilio  terminal body   doesn’t move??

superman is a robot, motorized wired disabled person:  Stephen Hawking

transfers his capacities to probes and scanners (or extends??)

ARTISTS

Marinetti:   new dimensions of tactile sense  tactile table Sudan-Paris   cultural stereotypes of the crudest sort, educate the handicapped

Chopin:  new sonorities  from use of audiotape, swallow mike, like what Lorca called duende something emerging in live performance, not playing a role or representing something  Without the body it is impossible to produce the spirit  sort of dj interventions with disks music made of micro-particles rather than the Word as we know it is more easily codified by machines and electricity  vav computers have only 40 or so phonemes and we can make 1000s of sonic values

Stelarc probe internal body by swallowing camera  sound movement dance robotics gymnastic mechanically intensified  Connecting body gesture and posture with sound  amplifying a muscle signal

I could scan the space with my laser eyes  could scribble in space by blinking and moving the muscles of my face   Pierce or probe inward as well as outward   “Any form of life, whether it be carbon chemistry or silicon-chip circuitry—any form of life that can perpetuate these values in a moe durable or a more pervaisve form—should be allowed to develop.”  [Sand and Soot]

These displays aren’t:  shamanistic displays of prowess,  pseudo-med research, yogic feats of fine-tuning to spiritual states.  They are intuitively exploring new realms of aesthetics.

Extending performance by plugging body into cybersystems, tech sytems, networks, machines that in some way enable the body to function more precisely or more powerfully.  [more gently?]

split physiology voltage in on the left, voltage out 3rd hand

Alternate operational possibilities create new desires and new ways of interfacing with the world

Orlan--commercial and pop culture iconography  sights and sounds of the body populist and avantgarde

Intervene in the surgical aesthetic  Each operation has its own style.  

Is the avantgarde a way of rediscovering the classics?  Or is it transgressive?  

Robert Wilson:  I think that new technologies help us to destroy our codes, to find new languages, and rediscover the classics.

M.D. Coverley “The White Wall:  Reframing the Mirror” http://www.cwrl.utexas.edu/currents/fall01/coverley.html
obsolescence

W3C compliance

how to replace each element (image, motion, soound) with a representation in a different medium  

particular historic type of image, music, terms like recto verso

when their combination depends on carefully constructed oscillation between visual, aural, textual

how do you handle stuff like synchronicity  if one of the elements is missing per se

linear text descriptions compete with the sound channel

how do you handle simultaneity, two or more actions occurring at the same time, when the images are emergent, suggestive  --an unlayering

sidelining a main graphic focus when there is a main graphic focus materially changes the effect of the text page, alters the rhythm of the reading, and re-structures the design

can you have a text equivalent???
[Different Translation:   also for assignment Thursday, take an image poem and make it work for a deaf person.  A motion poem and make it work for a paraplegic person.  A musical poem and make it work for a sighted person.]

Deena Larsen, “What You See is not What I See”  http://www.cwrl.utexas.edu/currents/fall01/larsen.html  

the Deena and Diane solution  Deena spell dialogue into Dian’es hand, 2nd time thru she would spell the details (visual??, clothes, how people moved, what monsters looked like) into Deena’s hand

Not same experience, but then could talk to other kids

signing the meaning into our hands was an entirely different experience from seeing and hearing the movie

Deena’s kanji ideogram for sea (next week’s assignment:  visual/verbal features)

Deena’s made-up word:  symbiociation:  deep connotations and associations of images, movement, structure, and sound that stretch the meaning of the text   Sea Whispers example of “symbiociation” between structure and meaning

(Week 10)

VOICED TEXTS and WRITTEN ORAL POETRY

Just a reminder of this incredible resource for sound poetry, sound art, minimalism,
avant-garde music, etc. Charles Amirkhanian is putting the entire KPFA archive up on the web. Beginning in the 60s and moving into the present, it's a wealth of audio material. He's working in conjunction with archive.org, which offers direct downloads and various flavors of these audio files:

http://www.archive.org/audio/collection.php?collection=other_minds

And while you're at it, don't forget about the magnificient Naropa collection, also at
archive.org:

http://www.archive.org/audio/collection.php?collection=naropa

+Word Compositions by Anthony Gnazzo (1971)
An hour of word compositions by composer Anthony Gnazzo on KPFA's Ode To
Gravity. The Oakland-based sound poet and Fluxus-style writer at his very
best (and most laconic).
http://radiom.org/gnazzoOTG.php

+An Interview With Dick Higgins (1971)
Intermedia artist Dick Higgins discusses his views about California
Institute of the Arts, artists, and his company, Something Else Press, with
Richard Friedman and Anthony Gnazzo. Recorded after Higgins resigned his
post at Cal Arts, Higgins gives his reasons for leaving, discussing the
problems he faced there and his ideas on what an arts institute should be.
http://radiom.org/higgins.php

+Carl Rakosi In Memorium: Reading and Interview (1971)
Carl Rakosi (born November 6, 1903, Berlin) was one of the four so-called
Objectivist poets of the thirties along with Louis Zukofsky, George Oppen,
and Charles Reznikoff. The Minneapolis poet gave up his art in 1941 to
become a social worker and psychotherapist under the pseudonym Callman
Rawley; he resumed writing in 1964 and his book AMULET was published by New
Directions in 1967. Late in 1971 his book ERE-VOICE appeared. Rakosi reads
both early and late works and talks with Charles Amirkhanian about his
unusual career and work. Carl Rakosi died June 24, 2004, in San Francisco,
at the age of 100.
http://radiom.org/rakosi.php

+A Program on Fylkingen, Swedish Art Center (1971)
This program deals with the revolutionary music and technological art
center near Stockholm, Sweden, called Fylkingen. Included in this program
are examples of linguistically-oriented experimental music, called by the
Swedes "text-sound compositions."
http://radiom.org/fylkingen.php

(Week 11)

THE CHINESE ART OF WRITING

Jean François Billeter, “from ‘The Chinese Art of Writing,’” A Book of the Book, pp. 290-310.

with practice making each character becomes a single gesture, what is learned is a gesture more than a picture (learn hundreds of thousands by motor memory, children learn by tracing them in the air, has to be always be made in same sequence of strokes) 

not cerebral jot down:  to remember, search with the hand, palm spelling to make clear

different executions of “erh” two short bar over long bar

as if held by a force field whose centre coincides with center of square in which they are inscribed

analogy of calligraphy and music  expressiveness of brush is similar to musicality

calligraphic element (bar, dot, leg) is like a note:  

both produced by instruments

both outcome of gesture that has duration

each have an attack, body, and fall in execution

breadth of stroke similar to volume or pitch of note

nuances of inking are like timbre:  dry rough/fluid, velvety, unctuous

they are bodied and create a space

written character is like a musical motif (part of a melody connected by phrasing)

a gesture which springs from a single intention

calligraphic composition and musical composition

chang-fa the organization of space, art of composition, character size, column size, spacing of each

one extreme form of dynamic composition (suggesting that invisible forces are traversing space and upsetting the order of the lines etc) is called “Milky Way” impression of sparseness and disorder

Another form reminds one of tropical forest in a rainstorm

Repetitions slightly delicately varied from repetition to recall

in calligraphic as in musical expression there is no turning back:  needs flawless concentration  Must be done at one go

DIFFERENCE from music:  text:  meant to be read  a kind of continuum from communication (legible) to expression (visual aspects)  speech breaking into song

Listening to opera as if it were speech or surrendering to the music/ content or brushwork of calligraphy

or relish both

regular, cursive, and current script genres are not strictly defined:  brush technique is the same in all:  complementarity of the genres, need to know all to do any well   use of curve and angle

Going from motion to rest, from cursive, old cursive, current, regular, clerical, seal, seal all rest, cursive all motion.  One flourish render the execution of a great number of elements.

Shifting from genre to genre is like dancing.

Old man dancing the sardana, sketch out, elide 7-8 detailed steps of the others by one sweep of his leg, superb ease of these ellipses

One advantage of the art of writing over music is that the older interpretations have been preserved. The interpretations, the playfulness and sensibility, of the older calligraphers, are still available.

DIFFERENCE

Musician feels he’s stringing motifs together, moving thru time

Calligrapher organizes each character around a fixed center, finishes it completely before going on to the next center.  Not like our hand racing along, series of independent operations.

Chinese ideograms, in which everything is particular and nothing interchangeable, could well be less favorable than our alphabetic writing to an expeditious turn of mind.

Compartmentalized temporality—a series of flowerings.

While our writing suggests a time-flow carrying us along or gliding by before us, Chinese writing suggests the idea of a temporality springing from a source just in front of us series of figures emerging and withering away before our eyes.   Every sign is an emergence.

John Cayley, “Writing (Under-) Sky:  On Xu Bing’s Tianshu,” A Book of the Book, pp. 497-503.

also called A Book from the Sky
(www.xubing.com)  Monkeys Grasp the Moon   The Living Word  Body Outside Body   Art for the People

woodblock printmaker by training / visual installation artist

love-hate relationship with wenhua /culture

WEN:  pattern  esp. patterns that can be used as elements of writing / Chinese characters:  wenzi  or wen

Bernstein:  writing that is absorptive    and    antiabsorptive  [number of anti-absorptive techniques listed in “Artifice of Absorption” in A Poetics 1992]

absorptive:  use artifice to absorb the reader’s conscious attention, transparent (Bolter), permeable, immersive, lose yourself in it

antiabsorptive:  use artifice to challenge such absorption, foregrounding itself  and its techniques and resisting both reading and readability when readability cast as above, a window on signification; 

mediated (Bolter)

Value-creating potential of antiab in a culture like ours dominated by absorptive.

AA:  linebreaks, special fonts, sound/viz patterning, the non-paraphraseable, 

Book from the Sky  aimed at subverting all A or lexical meaning. Made up a font looks like it should be Chinese characters but isn’t. Outside all dictionaries.  Text illegible, embodied in forms which are eminently legible.  Example of high-quality late Ming book-making.  Parts and elements recognizable as preface, contents, main text, commentaries, quotations, consistent titles, broad genre:  expository prose, poetry, religious, technical, glossaries, etc.  As an object is an icon of cultural authority.``

XB:  one of the things I wanted to convey in Tianshu is that I feel that culture places too great a burden on people, it leaves people feeling exhausted.   also boring, he says

Western readers can’t read its unreadability directly if they don’t know Chinese

XB:  These characters are fair, they treat all the people of the world equally.  Americans can’t read, Chinese can’t read, I can’t read 

It shows everyone how the extralexical serves to create undeniable absorbing meanings

A contrasting Book of Earth founder on context of each specific language, maybe even down to private language (“natural” non-artifice meaning) To be max legible lexically and minimal artifice:  a dictionary inscribed in/thru nature? 

e-work:  LEXIA TO PERPLEXIA:

neologisms

cell.f I + device.  Local retracted form:  cell.f   Extended form:  Cell…f

intertimacy:  intimacy assuming mediated contact, closed as mitigated by and mediated by network communications

equally partnering elements

not really written with words:  written with combo of symbols and graphics, with words that shift meaning as the piece goes on as well as invented words    Memmott:  the text, the code, the images equally partnering elements   An image not only narrative, also diagrammatic, animate

original text REPURPOSED INTO FUNCTIONALITY rather than incorporated as text

text is readable as text, not purely visual; visual elements could be seen as text; triggers and processes could be read as text,   Shelley:  arguments made visually, thru logic of layout and grammar of link.

attaching to the network

what happens when I attach to my terminal to the network, dual spaces before and behind screen, screen as face complication of face and space that browser window presents

harsh threshold and mannerist space of the screen is the mask/face with which we colli/ude.  One no longer reads a text so much as [t](s)ex[t] with/at the screen   attached at the fingertips

forms of interactivity mediated by graphics

very complex and rich, not at all standard, or cliched

hypertext, text links, among another kind of hypertext

Memmott/Amerika interview:

once you can overlap text, image, object alters the concept of the document:  the imagine sheet that is the screen is punctur[at]ed rather than punctuated

With a document that is acted upon, unfolded, revealed, opened rather than read, full of holes to elsewhere, hinding secret inScriptions, filled with links like mines and traps and triggers, we are no longer talking page or screen, but appliance.  Like getting a new device and trying to figure out how the heck it works.

hypermediation, hypermeditation

only 10 pages, yet each heavily layered, reader asked to be patient to resist the click-happy mentality we associate with websurfing; also talks about shifting ground, all aspects of the medium that make it flicker

shares with Dreamlife:  begins with analect, source text

Talan developed his own, from philosophers’ writings, history of Egypt, merge/rewrite/merge/rewrite/etc process  Commingle writing tangential to the source-based text  

Crete, seafarers were the network builders of the Bronze Age, connecting the Cyclades islands by means of sea-duction, controlled from Knossos, where labyrinth was located  Empire was mostly water, connectivity of sea paths threading thru vacancy terminal to terminal, island to island

(Week 12)

NEGATION & ALL CANDLED THINGS 

Anne Carson, “Negation” and “All Candled Things,” Economy of the Unlost, p. 45-72. 

e-works:

NEGATION


SIMONIDES

S & C orient toward reality negatively:  meaning?

Using negative words:  S uses words that mean no 4x as often as Pindar—

Negative Adjective:  unwet   Adverb:  not never    Pronoun:  no one    Subordinate Cluase

Form positive statements via double negative: Virtue defined by 12 negative and double neg in 40 lines of 

verse

Evoking the counterfactual to the point of rivaling the present/actual:   the museum of Iraq did not remain 

unplundered  Conjure vividly events that did not occur, people not present [Epitaphic], 

possibilities that can’t be expected

To read him is a recurrent experience of loss absence or deprivation


NO NOT NOTHING (no to that “sophistic” nothing)

What is a negative?  A verbal event. A linguistic resource. “There are no negatives in nature.” Depends on imagination—two things in mind simul contradict, collusion of present and absent on screen of imagination.

Therefore the negative posits a FULLER picture of reality than does a positive statement.

S on brink of 5th century Greek intellectualism which critiqued traditional poetic wisdom [consider PPG/oral] and replaced it with a science of dialectic. Protagoras proud to argue both sides of any case--  S seems to have anticipated and coopted the critique, which was a science of measurement:  man is the measure of all things, the criterion of all things, man’s logos/reason makes nothing of reality. Simonides says no to that nothing, by rather making poems traditionally but using denial and absence in a way that sets him apart.  Simonides makes poems as ANTILOGIKA, pictures that moves inclusively over neg and positive.   Use the void to think the full     VERSUS     use the mind to un-real the real.

Consider Yeats  The Long-Legged Fly   Like a long-legged fly upon the stream/His mind moves upon silence.    S    For swift—not even of a longwinged fly/so! The change.

Two different ways to “vanish into nonexistence”

Means:  Series of contractions in line length, in syntactical complexity, in metrical complexity, in thought units, in time span, to an undefined metre, a “non”-event, a buzzing    [ED]   meTAstasis    Prosperous man …to…fly…to…change

Like time itself the fly is present only as an absence.

The poet’s control of time is a power vested in negativity. 

Once we have invented time, and we have, we can only escape by refusing to know what time it is.

Paradox of absent presence forming itself in an act of negation is the shape built into S’s concepts and syntax and poetic technique and stories he tells and those told about him.


PRIVATE CUTS PUBLIC CUTS

Smart enough to look both ways on the road that led from gifts to money

Controversy of value  

Waste words, new words, made up stories, add third note/string to lyre, invented 4 New Letters for the alphabet   

Is what we are really measuring in priced goods time?  

Dioskuroi halve immortality between them to avoid a mortal price

Simonides advises us to play at life and to be 100 percent serious about nothing [a positive nothing]

Poet provoked by sensation of absence within what others regard as full and satisfactory present


CELAN

Shock of sudden erasure, his parents Monday morning

Then split the No not from Yes   Doch scheide das Nein nicht from Ja   Keep yes and no unsplit

Croesus  (a very wealthy man)  No you’re not looking at Croesus’s tomb.  Yes it’ a poor/man’s little mound, for me enough.      C. burning himself on top of all his wealth, all oil wells,  whole weathiest wealth in abeyance to man too poor to have a tombstone


EXCISION

S.  epigraphic:  elide remove carve surface tombstone, pare away all that is not meaning.

Same relation C. to German language, his tablet/tombstone.    Extreme idiolect.   Analogy to his wife’s etchings.  WEGGEBEIZT  [Bitten away]  Mein/gedicht, das Genicht         Gedichte/poem  meinig/perjured  lie-/poem, the noem   Etching as an inside-out drawing, a negative design  Draw sun black to print white 

Celan calls this “undissembled ambiguity”

Tiefimschnee,


Iefinmnee,



I-i-e

Deepinsnow


Eeepinow



E-i-o                      name melt into whiteness of page    

Cf. Xu Bing Monkey moon look  between the moon and its reflection lots of monkeys in the shape of words or lots of words in the shape of monkeys or (my version) lots of moons in the shape of monkeys or monkeys in the shape of moons

Cf. no printed vowels in Hebrew                   poem “melt away” “too fast”  Here CONSONANTS (against all tradition) have to be supplied from memory      [full think void rather then void think full] 

Loss of sand, loss of innumberability for “6 million” = 0

What a poet knows:  how to imitate 0   with    o   (zero with O!)

Vs. Negation:    Der Tod ist ein Meister auf DeutschlandRepudiate  Todesfüge  He came to think it spoke too directly or explicitly about things that could not be said   dice Mallarme A Throw of the Dice Un coup de des aestheticism seems irrelevant a stage in which he sought to “poeticize” reality rather than simply to “name” it    Mutes? Seven and ten.

Sand art vs Snow art:  a difference having to do with time   sand stays snow doesn’t  unlike us a word can stay, repeat    Snow art keeps a sense of its own economy
Excising all that is not grace


STAR (* asterisk graphic sign  star in any language referring to things that cannot be said

What, exactly,  is lost when words are wasted

[Nothing—which measures the given and possible ]

Where is the human store to which such goods are gathered in 

Effect of Holocaust on postwar European culture:   very little  “We put a silence over it.”  says Celan

Perhaps “nothing” is lost.  Camps as where nullity of Being came forward to be known.

* pulls its sound in after it, refuses to waste a single word to write itself on the world, time is present in this refusal, stars exist in their own time     Star you see may have died millennia ago

ALL CANDLED THINGS

Celan as kid of candle:  I loved its burning down, successive phases

Drowned 4/20/70 himself   langsam löschte ein brand/alles Gekerzte

Poet’s despair is not solely personal:  a poet despairs of the word

Every poem:  do words hold good?

Poet recognize, resent, and negotiate his estrangement:  Simonides  Not despair

Invents:  poems on occasion of a victory, formal praise poem, epinician ode, honor of athletic winner

Games are for the winners  They stand alone

Community constituted by the odes/choral performance:  all the rest of us:  we watch and recognize the victor’s separate struggle, finding a way to praise it    We both love and hate it

Poet counterbalance private emotion with communal reasoning—dispensing praise and blame

Pindar most famous, but Simonides invents genre
Uninterested in athletes, very interested in praise   Do words of praise hold good?

Plato of Protogoras:  like Simonides, the sophist gave people a shock by putting a price on a commodity previously called “wisdom” or “truth”

(Platonic dialogue  Protagoras  whose philosophic point is “an art of measure that can save your life”

16 negative and double negative formulations     The All Blameless Man turns out not to exist  So good exists in WORDS, poets’ words

Gods alone have the power to keep themselves burning.  All candled things need a Simonides.

Today/Celan this authority not to the poet. Community regarded as beyond redemption. 

Gold standard of the poet  vs   smoke of the broadcasting mouth—Simonides

In Celan gold gone from the teeth of the concentration camp ex-speakers

Broadcast smoke, death-gas from pores 

No clarity even of physiological boundaries 

No ontology of measure can cleanse this community

Subjects of song speak this poem, in final couplet/sentence tell Celan to swallow down his own two-bit comment    Truth not mentioned

Simonides:   seeming does violence even to the truth     [counterfeit  ]

A negative space, tooth cavity, at center of this poem

filled with “unravageable hymn”   unverwüstliche Hymne

Does C. believe of hymn, what S believes of gold, it does not become defiled?

Celan inspired by Hölderlin whose Hymns inspired him.   H’s tower at Tübingen

if he spoke of this

time, he

could 

only stammer and stammer,

over-, over-

againagain

(“Pallaksch. Pallaksch.”)

PP what H used to say in his late years to mean  “sometimes yes, sometimes no” when he was mad. A word for yes-and-no might be useful.

Read back and/or forth:  “A riddle is the purely originated”  starts 4th strophe of H’s Der Rhein   Origin as riddle or Riddle as origin.

If language were a commerce, punning would be its usury.  Money breed out of itself instead of “spent as it was intended”—Aristotle.  Punning generate a supplement of significance.

A praise poet has to construct fast, in the course of each song, this community that will receive the song. He does so by presuming it already exists and by sustaining a mood of witness that claims to be shared primordially between poet and community but in fact occurs within his words.

The witnessing of what is praiseworthy is PRIOR in him/her to praiseworthy acts, as s/he is prior to the community that will acclaim her/him its poet and SO invent itself.   Whoever we are once invented, s/he is already there, watching the flame burn down.

Neologisms--   if we can’t construe, call them mad.  If can, they raise questions about our own linguistic mastery.   We say  “coinages”

A new compound word in Celan    liepoem noem   evokes something that now suddenly seems real, although it didn’t exist before, and is attainable through this word alone      It comes free,     like praise it  has to prepare for itself an ear to hear it, just slightly before it arrives—has to invent its own necessity.  

( Week 13)

COMPOSITION AS EXPLANATION:  CODE WORK

or, Absence of Paraphrasable Content

“the real origins of poetry are marked by absence of contents”— Sklovskij

Jerome McGann, “from ‘Composition as Explanation (Of Modern and Postmodern Poetries)’,” A Book of the Book, p. 232 (start at second paragraph)–p. 245.
228-232, not assigned:  Pound learned power of graphic and typographic book production from William Morris and Pre-Raphaelitism.  Kelmscott style:  very reminiscent of 15th century printers.   Bodley Head:   textual clarity style.

Harlem Renaissnce books too, under influence of graphic revolution.

Yeats Oxford Book of Modern Verse 1936 reformats Pater’s prose as a free verse poem.  Mona Lisa.

Taking a cue from Zukofsy 1932 Objectivist Anthology. Collaborations.  Revwritten.  

COMPOSITION:  typographer;  visual artist;   musician—wants to use the other two forms of composition solely in service of “how the voice should sound”  This is Zukofsky’s aim and an aim that goes back all the way to Whitman.

But all this interest in the “physique” of poetry had more influence on the verse tradition that thought of COMPOSITION more connected to the visual imagination of painter, graphic artist and typographer.

Mallarmé’s experiments.  Apollinaire’s Calligrammes.   Cendrars’s simultaneity. These also more visual.  In American verse go back to E. Dickinson. Her verse a kind of graffiti. Certainly handwritten visually eccentric—dashes and plusses.  

Most important visual practitioner:  Bob Brown  1930 The Readies. Same year as Pound’s A Draft of xxx Cantos.  Pound rag paper handprinted etc.  Brown pamphlet on cheap paper.  “optical poems”

“Writing has been bottled up in books since the start. It is time to pull out the stopper.” 1450-1950 (1929)

He inspired by G. Stein’s Tender Buttons.  Story doesn’t have to be “a tangible hunk of bread interest,”absence of paraphrasable content.  Brown bathing in Apollinaire.  Brown’s reading machine. “…fresh, vital eye-words will wink out of dull, dismal, drooling type….”

1931 anthology Readies for Bob Brown’s Machine.   Conscious appropriation of:  Futurism, dada, simultaneism, zaum, vorticism, cubism, German expressionism.  Here eye interested in spatiality, whereas in Zukofsky, eye interested in composing temporal forms. 

Postmoderns appropriate this:  concrete poetry, Jackson MacLow’s chance poems, Clark Coolidge’s spatialized text, Robert Grenier’s poster poems, Johanna Drucker’s books of “words made flesh.”

Susan Howe:  postmodernisn begin Pearl Harbor, world once again lost, Rachel weeping, lost faith in referential signs, turn toward Adamic language of performative utterance, scripts purely sonic and visible.

Q/A form of this essay by McGann. 

Word field page of Susan Howe’s Pythagorean Silence:  the composition of the page IS its explanation

Almost empty recto with this verso.  Her pages closer to math/geom. Constructions that to linguistic events.  The sound of her thought is visionary. Set of sonic echos that dictate her poetry’s network of relations.  Howe’s pursuit of transmigratory meanings.

Marjorie Perloff, “from ‘The Futurist Moment,’” A Book of the Book, pp. 160-166, 175-177.
Blaise Cendrars, “The Prose of the Trans-Siberian and of Little Jeanne of France,” A Book of the Book, pp. 167-174 (the visual poem).
1913 La Prose du Transsibérian et de la petite Jehanne de France (poems, simultaneous colors, in an edition attaining the height of the Eiffel Tower)  22 panels 7 feet

Roleplaying of Freddy Sausey to Blaise Cendrars.  Sonia Terk.  

Cendrars’ publicity campaign on behalf of his poem.

Simultaneous:  BC:  text and image.  Boccioni:  memory and present vision, representing successive states in linear sequence, depiction of many analyzed states simultaneously.

Simultaneous:  SD:  otherwise dissonant colors not so in complementarity.

Simultaneous:  BC:  spatial and temporal distortions, collapse present and past, Russian orient and Paris.

Poem-painting as a kind of advertising poster, or luminous billboard.  

Advertising=Poetry 1927  Flash Masters to canned effects (Megan Sapnar).

Performance life of this poem in 1913-1914.

Unfolding aerial map aspect of Delanuney’s ptg.  Delauney’s ptg undermines the verbal text.

Mez (Breeze) Beehive 3:4 http://beehive.temporalimage.com The Art of M[ez]ang.elle.ing: Constructing Polysemic & Neology Fic/factions Online [3]  [e]vol[ve]ition::Omeganumeric Mezangelleing::

E-poets on the State of their Electronic Art:

Mez http://www.cwrl.utexas.edu/currents/fall01/survey/mez.html
TEDLOCK:  The whippoorwill can index its own presence with its call, but it can  neither name the laughing falcon nor pretend to be one.  [Roles, Masks] 


p.273  5lines to 10 lines


I would dance her round and round


I would dance her on and on,


inside the great fortress


the great walls,


in all four directons,


in all four corners,


just to mark the greatness of my death,


my disappearance,


here at the navel of the sky,


at the navel of the earth

Codework:  “The computer stirring into the text, and the text stirring the computer.”—Alan Sondheim

Codework:  “The way code processes code.”—Florian Cramer

 “mez's writings are, in my view, examples of reflecting the virulence of digital text without actually coding in programming language. - The beauty of ‘mezangelle’ is that it uses elements of programming language syntax as material, i.e. reflecting formal programming language without being one. Of course, many other aesthetic options in Internet poetry exist, and many of them may have an aesthetics which totally separates the textuality of the digital poem from the internal textuality of the machine. I just prefer if the latter is the product of an aesthetically conscious decision _against_ algorithmic coding (i.e. as its negative reflection). 

+

“If it doesn't (conceptually, aesthetically) matter at all for a work whether it resides on the CD-ROM or in the Internet, then I have difficulties calling it ‘net literature’. The fact that something displays in a browser isn't enough to make it, to quote mez, a ‘net wurk’. You might consider it picky, but in my view ‘net literature’ and ‘digital literature’ aren’t synonymous per se, although they frequently intersect today. I could, for example, think of a lot of analog ‘net literature’, like Mail Art or even 18th century letter novels, or  Japanese renshi poetry. 

+ 

“The code poetry of, among others, mez, Alan Sondheim and Ted Warnell seems to build on two developments a) the re-coding of traditional pictorial ASCII art into amimetical noise signals by net artists like Jodi, antiorp, mi-ga and rederic Madre, (b) the mass proliferation of programming language syntax through web and multimedia scripting languages and search engines. For the reader of mez’s ‘netwurks’, it remains all the more an open question whether the ‘mezangelle’ para-code of parentheses and wildcard characters only mimics programming languages or is, at least partially, the product of programmed text filtering.”— Florian Cramer, lecturer in Comparative Literature at Freie Universität Berlin and transmedia 01 jury member for the Artistic Software Award. 

(Week 14)

ARTIFACTUAL WORLDS:  GAMES / GENERATIVITY
Artistic control over generative iterations of machine code is limited, whether or not the code was self-written, but software [poets] conceive of generative systems not as a negation of intentionality, but as a balancing of randomness and control.—Florian Cramer?

Alan Kay, “User Interface:  A Personal View,” Multimedia From Wagner toVirtual Reality, pp. 121-131

doing with images makes symbols  realizing computer is a MEDIUM   not a static book; not passive TV; not tool or vehicle [whoever put the haft on handaxe: extend arm not just the fist Message receipt is message recovery:  must first internalize medium so can subtract it to get the msg  Learning to use the tools reshapes us.

What book does:  individual use.  Potentially can detach from social porcesses, from the vivid/overlyvivid now, from slavery of commonsense.  Enter an abstract realm for ideas not easily visualized.  It made us scientific by changing our thought patterns.   

To be literate/ electrate (Ulmer) you must access (read) AND generate (write).  In print, using RHETORIC, you generate what demonstrates and convinces.  In computer writing, using PROCESSES, you generate what simulates and decides.

Piaget Our minds made up of separate mentalities that tend to interfere and compete with e.o. They develop with the child:  Enactive kinesthetic, imagistic iconic, and then finally the intuitive knowledge is in place to allow more powerful less vivid symbolic processes.  Imagistic systems darts and flits and thus tends not to get blocked. Symbolic system has long attention span and gets things done, but gets blocked at the creative and even the problem-solving.

Modeless:  to go to next thing without backing out.  Object-oriented:  the object knows what it can do. 

Eliminate the distinction, delete, insert, replace.  Communicate with:  our selves, our tools, our colleagues and neighbors, and our agents:  computer processes that guide, coach, act as amanuensis for us.

Network not seen BUT FELT as a shift in capacity and range.

Bill Viola, “Will There Be Condominiums in Data Space?,” Multimedia From Wagner toVirtual Reality, pp. 287-298

we have been living this same moment ever since we were conceived:  parts, times, and highlights come from memory and sleep. Gapping, seeing as parts, means can rearrange. Memory a filter like the five senses.  Remembering everything:  psychosis.  Life without editing is just not that interesting.

Only recently ability-to-forget prized.  (Bernstein would say, came with print.) Artificial memory systems.

Itako.  Japanese e-companies way behind.  People who without wires or hardware have for ages regularly communicated thru time and space with ancestors long gone.  The itako take the “walk thru hell” in their minds, bring spirits in on this path, and send them out on this path

Whole space already there onto which ideas and images map.  3-d graphics a conceptual geometry is created within which forms can be created, manipulated, extended, destroyed. The graphics display screen becomes that mysterious 3rd pov looking in on this space (mind’s eye),which can be moved, relocated at will. In our brain, constantly flickering pulses of neuron firings create a steady-state field onto which disturbances and perturbations are registered as percepts and thought forms.

Video: we see the narrow slit of ‘now’.  Editing:  see the video has a score.  [Bitstreams:  whole of Titanic on one painting.  Mamber as well.]  Poetry whole poem before us (see end before we get there):  one-page poem.

Gamelan players can’t play only a section from the middle.  Music learned by rote, not by written notation. Taking out a few bars an idea that did not exist. Music learned and conceived as a whole.

Paolini one frame for each piece of his work:  15 years of work go by in less than a minute.  Poof!

old idea of an idea and image architecture, a memory palace, in great Eur cathedrals and palaces, as is the relation between memory, spatial movement, and storage of ideas.

Merge computer and video:  notion of master edit and original footage will disappear.  EDITING WILL BECOME THE WRITING OF A SOFTWARE PROGRAM THAT TELLS THE COMPUTER HOW TO ARRANGE (shot order, cuts, dissolves, wipes, etc) the information on the disc, playing it back in specified sequence in real time or allowing the viewer to intervene.  NO PHYSICAL CUT.  Playback speed variable, the cardinal 30 frames a second one fundamental frequency among many.

Tesla (uncredited inventor of radio, transmission of intelligence). Now finally video is getting intelligence, eye is being reattached to the brain.  We are in process of shift away from temporal, piece-by-piece approach constructing a program (camera, monocular, narrow, tunnelofvision, single pov) and towards a spatial, total-field approach of carving out potentially multiple programs (computer and its holistic software models, data spaces, infinite povs). We are proceeding from models of eye and ear to models of thought processes and conceptual structures in the brain.

Tantric three expressions of deity:  anthropovisual Image; yantra: geometric energy diagram; mantra: sonic representation through chanting and music.  Same electronic signal can be an image if fed into a video monitor; an energy diagram if fed into an oscilloscope; and a sequence of sounds if fed into an audio system.  

Visual diagrams of data structures:   branching (same old linear logic in new bottle); matrix (non-linear array, enter at any point, move in any direction, at any speed, pop in and out at any place); schizo or spaghetti model in which all directions both equal and not (everything irrelevant and significant at the same time)

porcupine doing his hissy circle dance quills up—cut lights completely, he stopped dancing and moved off.

He really gave it to that big blinding noisy thing that rushed toward him out of the night.  

Gonzalo Frasca, “The Sims: Grandmothers Are Cooler than Trolls” http://www.gamestudies.org/0101/frasca/
Babyz:. The fact was that a game about humans engaged the audience to take a critical look at both the simulation and reality. While this kind of effect is the main goal of artists working in other media (notably Brecht and Boal in drama), first time that I witnessed it to such a degree among videogame players.

Will Wright, The Sim's designer, main design strategy was influenced by Scott McCloud's Understanding Comics , particularly the section when McCloud explains how the reader fills in the gaps of what happens between each panel of the illustrated story. Because of this, Sims speak gibberish, and dream and converse by using icons rather than words. Wright: an elegant solution that not only works but also encourages the players to project their thoughts on the cute little computer people. 

Sims is not as much about human relationships as it is about life administration. Certainly, it was quite ironic that I spent many days cleaning my virtual house up, while my own apartment was not in, to put it in a nice way, great shape. The problem is that simulating relationships as the ones portrayed by Chekhov is currently impossible, because, unlike The Sims, they are not based just on actions but also rely heavily on dialogue.

What the designers did not anticipate was that players would use this album feature to craft stories starring their Sims. Album became a comic book.  Check out the "Ventura Family Album" (abusive husband). What I would like to see in future versions is a feature that would not only allow to create narrations, but also simulations. In other words, instead of crafting a pre-chewed narrative, I would love to be able to use my Sims to create a small game or simulation that could be played - not viewed- by my fellow players. 

Instead of simply telling the story of an abusive husband, it would be great if I could define the rules that govern my idea of what an abusive husband is. I would then let him free within a constrained environment so players could experiment with it. Instead of delivering a concrete husband, I would create a potentially violent husband. My view of this situation would not be conveyed through a series of descriptions and events, but through the set of rules that I selected to govern my virtual abuser. Actually, it would be great if other players, who disagreed with my concept of "abusive husband", could modify my code and post their own versions. 

Certainly, the game may be making fun of suburban Americans, but since it rewards the player every time she buys new stuff, I do not think this could be considered parody.  This takes us to the fascinating and yet unexplored realm of simulation rhetoric: what are the characteristics of parody in a simulation? 

Is ergodic parody possible at all? Parody is a genre that works well in representational forms such as narrative, but I am not sure if there is an equivalent in simulation. While traditional representation just mimics characteristics of a referent, simulation also models its behaviors. 

A movie that makes fun of consumerism just depicts events that are watched by its audience, but a simulation make the players perform those actions and I think this is not quite the same. A parody or not, The Sims is designed in a way that makes it hard to have fun unless you buy a lot of stuff.  

At the "Entertainment in the Interactive Age" conference, Will Wright claimed that while he believed human nature could not be expressed by the five traits that define each Sim (neat, outgoing, active, playful and nice), he had to select just a few characteristics due to time and technical constraints. With such a limited set, the final product will definitively carry the bias of the selected traits.  While the only objection that I would make to the game is its blatant consumerism, this is not The Sims' most important ideological claim. 

The Sims' most powerful statement is that human life, both on its personal and social levels, can be simulated. Hopefully, more videogames will soon be staged in living rooms and bedrooms instead of in a galaxy far, far away. And maybe, just maybe, some day videogame advertisements will focus more on ideas than on polygon counts. 

)

“As Conway showed in the 1970’s, games are more fundamental than numbers.”—Barry Cipra, What’s Happening in the Mathematical Sciences 1998-1999

Bring an algorithmic or recipe or game poem. 

Or, write a poem using these related ideas:  

http://www.english.vt.edu/~siegle/Comp/Queneau.../queneau....html
http://www.english.vt.edu/~siegle/Comp/Oulipo_s_N_7/oulipo_s_n_7.html
http://www.english.vt.edu/~siegle/Comp/Exquisite_Corpse/exquisite_corpse.html
Mitchell Whitelaw:

I think I mean the latter. "Generative" as in grammar, seems to me to be a permutational kind of generativity, an exhausting of combinations.  The generativity that a-life art seeks is more like a surprise, a spark, the moment of emergence. More organic, certainly, and without a form/content divide.

The question of environment is a powerful one. Some a-life / art systems are tightly sealed - the computer is its own environment. Others (eg Sommerer and Mignonneau) are transparently interactive (though in finite ways). Often in either case "environment" is a very limited figure, reduced to a few parameters, or a static, empty field, or a handful of interacting "species". A lovely counterexample to this is the way organism and environment can sometimes be fused into a single dynamic, self-constraining system (more like our ecosystems perhaps). Driessens and Verstappen, and especially Mauro Annunziato, do this - both are joining us later in the month...

In general I think artists will try to have it both ways - to both claim and disclaim authorship. For some metacreation is an amplification of creative will, for others it's a surrendering of creative will.

Paul Brown:
Speaking from my own perspective - in the late 1960's
I was seeking ways to remove myself from the work.  A major
influence was Ehrensweig's "Hidden Order of Art".  This was
a popular concern at the time and had parallels in other
genres - the flat field painters who painted the edges of
their canvases in order to reify their is-ness and
undermine the concept of the framed surface which held
"content".

Sol Lewitt's quote in 67 also influenced me:  "the idea
becomes a machine that makes the art".

After I read about Conway's Game of Life (in Scientific
American in 1970), working in video - making feedback
synthesisers etc... and also doing lightshows for concerts
for some years I began to develop a system where I would
create a process and that process would create the artwork.
Originally I worked on paper using dice and random number
tables, etc...

So I could remove myself by one degree.  This is also very
similar to the concerns of the Systems Art group of the time
who were also an influence.  I first saw computer work in 68
and it seems the natural tool.  By 74 I was using computers
as my main medium.

Later I would realise that all my attempts to remove myself
had failed - I had produced a "personal" methodology and
body of work.  People would see my work and say "that's a.


A quick historical link-up which shows a parallel circuit to the one of Paul's practice: happened across some work yesterday by US generative/code artist Casey Reas, in which he begins by implementing some of LeWitt's wall drawings, in code (with LeWitt's permission). This is part of a wider investigation on Reas' part, of parallels between conceptual and software art. See http://artport.whitney.org/commissions/softwarestructures/map.html

Of course before LeWitt's instructions there were the instruction pieces of Fluxus... like LaMonte Young's "draw a straight line and follow it." Florian Cramer notes the parallel with code art here http://beehive.temporalimage.com/content_apps43/cramer/oooo.html


Henry Warwick: 

First, I would submit that the concept of authorship in ALife art is NOT
meaningless, merely decentered and/or convolved.

Second, saying "art is about the evolution of visual knowledge" is only true
to a very narrow sense of what art is or can be, and has a number of
political and economic relations bound into it that I feel are unwarranted
as I believe it is a completely inadequate and disuseful definition.

Third, saying that art is not about buying and selling names speaks to
platonic notions of knowledge that I find ahistoric and inadequate, and
directly at odds with transparent relations of production and distribution
in the work relative to how art exists in our society. As it relates to
ALife art, it points to the inadequacy of the first notion regarding
authorship.
5: No computer can reprogram itself; self-programming is only possible
within a limited framework of game rules written by a human programmer. A
machine can behave differently than expected, because the rules didn't
foresee all situations they could create, but no machine can overwrite its
own rules by itself.}"

But this is false. See for instance
http://www.fact-index.com/s/se/self_modifying_code.html . The technical term
is 'self-modifying code'.


Mitchell Whitelaw:

My research used 'artificial life' in a quite strict, disciplinary sense, to refer to the line of work started by Christopher Langton and documented in (for eg) the journal Artificial Life. So according to that definition a-life refers to synthetic or simulated living systems in artificial media, and most often computation. (so BTW, Casey Reas' LeWitt stuff, isn't a-life art - though it is generative. It's an example I would say of a kind of permutational generative approach (outcomes of a relatively static and closed system)...)

But... there is a very clear link between "the life of art" and artists' use of artificial life. Organicism is an ancient artistic lineage which holds that the ideal structure for a work of art, is a "natural" or "living" structure. In the book I use Klee and Malevich as examples of a kind of formal organicism - one that proceeds by trying to make rational or formal abstractions of nature, and then attempts to set those abstracted elements loose with "a life of their own." There's more of all this in my "Abstract Organism" paper, here... http://creative.canberra.edu.au/mitchell/papers/abstractorganism.pdf

The techno-organicist impulse is alive and well (ha ha) in contemporary a-life art but also elsewhere... even where a-life techniques aren't used, plenty of works play with (or play at) living autonomy...

Paul Brown:
It's my opinion that the new aesthetic emerging from interdisciplinary collaborations (including the computational arts) will eventually undermine and destroy the long outmoded beliefs of the current artworld status quo. Somewhere, deep down (in their subconscious?) they know this and react
as humans always have done by rejecting the new, denying its credibility. 
(Week 15)

UNKNOWN OLDER POETS & (ONE?) WORLD OF VOICES 

On Lionel Kearns http://www.vispo.com/kearns/ by Jim Andrews

http://dbqp.blogspot.com/2004/11/on-on-lionel-kearns-jim-andrews-and.html
Mark Hansen and Ben Rubin Listening Post http://www.earstudio.com/projects/listeningpost.html
The project Listening Post by Mark Hansen and Ben Rubin won the Golden Nica in Interactive Arts. It reflects the activity and interactivity of the web, but does not provide interactive features for the audience in the exhibition. This piece has a stunning effect on the audience. It dominates the space and, almost like whispering, displays words on its huge array of little screens accompanied by clicking sounds and spoken words. It has a shrine-like effect on everyone entering the room and people sit down, lie down, stand or slowly walk around, magnetized by the seductiveness of the installation.

David Daniels The Gates of Paradise http://www.thegatesofparadise.com/tgop.htm

http://www.thegatesofparadise.com/pdf_toc.htm
http://www.thegatesofparadise.com
A Human Being Called David Daniels http://www.arteonline.arq.br/david/ by Regina Pinto

N-SPACE N-TIME 

“The number of positions on a chessboard outstrips the number of elementary particles in the universe.”—Barry Cipra, What’s Happening in the Mathematical Sciences 1998-1999

American Book Review handout

e-works: 

Ted Warnell Berlioz http://warnell.com/syntac/berlioz.htm
Martin Dodge Cybergeography Research Bulletin 

http://www.cybergeography.org/bulletin-2-08.htm
Technosphere Simulation http://www.technosphere.org.uk/
Listening Post by Mark Hansen and Ben Rubin displays online chat rooms to demonstrate how information moves at the speed of light between remote points on our planet, allowing for instantaneous communication.

