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This writing is intended for those who feel the ubiquitous
7 presence of television, who will challenge its conventions, who will
insist that those who acknowledge responsibility for its work make
known their iritentions. And be responsible in truth.

These I have in mind. |

I have in mind also that youthful persomna in each of us, that
marvelous human we once were who looked tcward the future_and wondered
why our elders insisted that it be like their past and why they
refused the perfectly obvious queries offered. I have in mind
that young ?isiénary in all of us who still occasionally emerges in
simplicity and Eands; asking ancient questiens: why must it be this

way? Why can't we see? What is greater than human affecticn and
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respect? I have in mind that wise young voice we all know inti=-

mately: why are things more valuable than being, than animacy and
health? What is property that it be cherished beyond life?

I have in mind that portion of consciousness we call life af-
firming.

Given that as a point of depariture, it would not be surpris-
ing for some to ask: Hhat has such a perspective to do with tele-
vision?

Now, for those who would ask the question, a broader relation-
ship must be drawn. For, until recently, television has been re-
“garded ﬁnlyvas a function of industrial power and the marketplace,
And there are maﬁy of us who have not been able to think of it in
other than these terms; that is to say, we have thought of tele=
%isian as being out of our hands. Others have been responsible,
not us, |

Obviously, this is changing.

And it is with respect to possibilities inherent in this
change tHat my perspective is focusing.

Thaughlugan first cbservation this change may appear to e-
merge from technology only, there is more of a mon-technical nature
which is equally relevant.

For instance: 'theié appears to be a growing movement in our
culture téwafd identification of responsibilities and intenti@né;

Whether or not such can be strictly attributed to young people

Loy}
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(as some have said), its energy is affecting us all. 1In vafigus and
subtle ways, many of us are insisting that respongibility be verified
and accounted for, that intentions be clearly stated.

There are some who may say there is nothing new about this.
This is not change. And, indeed, if it is true its influence will
dissolve with so-called maturing pragmatism. But what may make this
generational movemént different and important insofar as té;evigian
is concerned is that technical developments are making it possible
for individuals to accept responsibility for what they do. |

Tools, distribution m&aﬁs, display surfaces,’ economic avail-
ability and viability are ;Eangiﬁgi We may have greater choice.

And we can be responsible for what we choose,

_ The television generation has come of age. And it appears to
insist on more human-centered, process-oriented, individually re-
sponsible acts,

- It is to ﬁhis condition I direct myself, as well.

Television can be regarded seriously in such contexts as
these: as scmethiﬁg other than a means of profiting in great sums
of money; as something other than a saphisticated means of distri-
bution. » |

It can be thought of as a way of generating and interconnect-
ing -images of man more richly eamp@sédg more responsible to human
spirit and intellect, rooted in ancient imagination.

Television experience need not be determined by nor dependent
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upon big business, big institutions, or big government.,

These are possibilities which lie before us and can draw us .
together.

If we choose.

I1f we responsibly choose.

And choice is what much of living is about. Social creatures
as we are, we are also individuals. To exercise choice is to exer-
cise our individuality. Individually, we must responsibly encure
that choice is available,

For some, it is dreary and débilitating to anticipate only the
old television, éhe 0ld prime time television space.

There are many in our human society who care little for art,
though even they are influenced by the perceptual act any single
work may represent. Many among us are comforted and stimulated only
by what is éénventignai; still, even they must subsequently move
with generational change.

Some of us are motivated primarily by instincts for power and
authority. Others by service. And there are those who see the
former as the latter,

And for more of us than most of us care to recognize, there
is little more to motivate being than one's quest for survival,
art of évgluﬁiaﬁ's density. The invention of new tools, the

on

(]
L

extrapolation from old tools to new uses and ways, is always present
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and influential in the life of man.

We in American culture are on the crest of an evolutionary
wave-pulse = from foot, hand, speech toward image. Electronic
tools which we have invented, or have been given us, are fgrcing the
change. Our cultural portion of human consciousness has become deep-
ly involved with Electricity,'

Our use of electricity as material can tell us a lot about
ourselves. This material as image may be a precise and inviting
clue. Electricity is both image and material.

Can we disregard this? Can we decide that this most recent
accelerated development is inappropriate to our human intent?

No, it is too late for that., Electrical material and imsge
are omnipresent. We cannot give them back to the past. -

So, we must live with them. And choose how we shall live.

Some do not think about this at all. And perhaps the reason
is simply that thay-da not pargeive electricity this way. Since it
can't be walked on, can't be held in one's hand, it is not reallty.
They are still building permanence, are still supporting schemes to
move things around. For them, material is perceived as solid only.

The material identified as electricity
energy is not solid., Yet, it is formable; it is shagable.

And since it is ours to use, we may decide what for; what shape
we need and want it to be.

Society is. complex. It is difficult for individuals to per-
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E__F

ceive and exercise choice; it is the exercise of individual choice
which makes society possible,

S0, in the end, each of us must choose.

There are thase am@ng us who draw much of thgif faiEh and en=-
ergy from that tradition called art. |

Some of these recognized electricity or electromagnetic energy
as materjal a long time ago; from oil, candle, gas to electric Light-
They've given form end shape to this material. They.have expressed
our passing and our condition. They have made art.

And their art can be described as image. |

Responding to technical change, to new tools, they have given us
new form. »

Only a short while ago in the span of human time, television ap-
peared amongst us.

Its system-characteristics are an extension of precise technolo-

C &Y _
Tool-makers make tools for specific purposes: to get specific
tasks accomplished; to get specific work done.
We shall have to wait for gifted and conscientious historians ta
tell us what work the television tool-makers had in mind. But one as-
pect of their intent is clear: the;r tools were invented to move mov-

ing pictures through the air from one place to another.

i

That which appears ( s moved and re-appears) is image.

Electrical material is the substance of these images.

10 -
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s essential that artists who employ conventional television

e

It
tools understand this, Once they do, conventions will change; for,
exploration, discovery and change are inherent. in the artists' milieu.

This recognition is not the sole responsibility of artists, how-
ever, | -

Those of us not so gifted must recognize this new material, as
well; it is very likely the essential building material of American
society. And because of our universzal influence aﬁ the other popula-
tions of our planet, it will undoubtedly proliferate for all human
civilization, |

It is unreasonable to anticipate any human future without elec=~
tricity ﬁt:ElEEﬁrémagﬂEtiE energy at our ﬁivilising center.

S0, we must choose how to live with this likelihngd. However

present. And may even replace those images which have preceded them.

Images have become, and will continue to be, part of man's real-
ity.

Just as with the word, we can ask: what does the image stand
for? '

Or, from another perspective, we can ask: is the image, itself,
experience?

On firét consideration, the‘answgfs to either of these questions
might appear quite simple. Further,reflegtian may prove otherwise.

Indeed, conventional television is wurth pondering in this

11
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conmection.,

Television technology permits us to generate and distribute
moving pictures. This is manifest in two ways: (1) those moving pic=
tures pre-recorded and (2) those moving pictures representing actual,
on=going experlenge in shared and common time.

In one, the idea of image is clear. In the other, it is not.

If image is connected with past time, it clearly stands for some-
thing.

1f image.is connected with present time, it seems to be something
else., It is very close to experience when it is live.

It is either close to, or it is, itself, experience.

How allied these q‘ES:’DﬁS are to the notion of trust!

When it is important to us, our beings tend to urge us to seek
the difference. When 1mages representing past time are made to stand
for (or, at least, loock and sound like) ongoing life, we trust the
makers and pﬁfVéyaré of those images will tell us. When they don't,
it's because they and we assume that the situation in which this oc-
eirs is fictional, is theatrical.

this abounds in trust. If.the distributed

L

- The converse o
images are occurring as time-present we and the purveyors must as-

sume no fiction, mo theater. We trust this is true,

The characteristics of conventional telav151an distribution
substantiate this inférence af trust, p:;marlly because that which

occurs does so in the prlvate, intimate living space of the home.



FILMED FROM BEST AVAILABLE COFY

Yet, whether fictional or non-fictional, Ehst which is perceived
is totally imagistig- Thére is nothing emanating from the piece of
" glass but 1magé. And the material is electromagnetic radiance.

With or With@ut sound, there is'ngthing else there except its
technical support system.v o

Réspectlﬁg this relat;anshlp, gaftigﬁiariy in time:prESEHt,.image
'apgeazs very like exger;enze; Does the image stand farrsomething, or’
is it,'itself,.aiﬁﬁe? Do we intend that itzbe metaéhar, or symbol, or
'do we intend that it be only what it is?

- Given the enormous presence of television in contemporary American
life, it is likely that ﬁa membéfs ﬁfjthe human family have ever had‘to
carry such burden éE-réspcnsiEiliEy as ﬁévthcsa who make and purvéy the
electrically generated imagas which appear in our homes. -

And now the art;st has taken up the tools of television.

. He has-alréady begun tn'ahange them. For some time to ﬁaﬁe!
his surface will be ‘a plece Df glass, his materlal, eieatranlz flow.
These, a speaker system and v1deatape are his minimums.

What do past time, present tlme, and the images meét to him?

Will he tell us sﬁcries drawing his references from theater/mo-
tion pictuté higtéry?, Or will he perférm.ég on a musical instrument?
if hE.Qhéﬂéés to do so, and there are others like hii,_will he insist
on a new kind of score, a new composer, tn.ﬁake their perférmancé one?

Will he become an élegtfani a ter, as gome are already naming

him?
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The answers are in how he regards the image.

His is the same quéstiaﬁ as ours.

How shall we live with electrical material?

Part of this question is not new for EhéréftiSti In one way or
another, he has always lived with image, What is new for him in con-
témpnrary life is an increased aczess to this electrical material.

Réiatlvely low cost tools and surfaces are avallablé to him now.
Half a million dollars is no longer needed to purchase what is neces-
sary for thelmaking‘af works.

Nonetheless, it is easy for him to be confounded. -

His most apparent referent is the old mévie/télévisian studio.
He has not been particularly welcome in these, so he has little ex-
periencég Furthermnre, the Egghnnlggy is ;Dns;derly more aampléx than
most he has emplnyed previonsl Understandably, he feels the damis
nance and influence of the eﬂglﬁéér/éééhnalagisti And this is a some-
what new relatiansﬁip for Eim.ta expiarei'

Agalﬂ, thaugh dlstrlbutian is nnt a new agns;dératlan for art=

magﬂetlc flelds of retention ls new, -

Whereas hlstariaally the artist s work is cnntained in the ob~
ject he greatés; in elegtrlaal enviranments the iject 1is exclusively
imagistic. The only product that can be possibly identified as ngéct
is a vldéatapé record of the art.,

Now, here again we are faced with time-past/time-present. It

14
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is both subtle and discrete. And it, as a source of re flection, can-
not be ignored.
' Hsny aspects of th;s abaund. 1 _
Funﬂtlnnally, of aaurse, the ﬂantral quest;an is: Whgt ig origi-
nal?
If our newer artist chooses to perfarm his wurk 1n shared time,
- the original w i11 bg shared Experienze IEtalﬂEd in memory .
If he does not choose this way, the original will be the master
record of the time-ccmpﬂsed wark
' In this mode he has, agaln, atﬁér gﬁgicés} Either he.may pass
the master on to someocne else, or he'ma? retain it, aﬁd Ehé?e copies
of it with others. )
There is a lite:ary analagy that may serve in clarlfylng this:
a reaarding of the a:iglnal expezlenﬁe may be alther the handwritten
work 1tself, or a printed version. 7
Iradlt;anally, the latter means has been Ehe Piédﬂmlﬁaﬂt choice.
And so it will not be’ surpris;mg if the new video artist daes
not follow a similar course. Videptape will be his d;stributlﬁn means,
or, his "publication". . | R ‘
Where the analagy may be no lgﬂger apprnprigte is whEﬂ he real—,
izes that he, himself, will be fEEpﬂﬂElblE fgr his own recgrdlng; Hls
‘master will be gfrhls own making.
Here, clarity begins to appear: what making:prnaess will he

elect? 1If he excludes EiméﬁﬁféEEﬁﬁziﬁ this process, he will be

15
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removing himself ft@ﬁ‘éﬁé unique aspect of this newest material, elec-
tronic flow. - .

Since the convention he has to draw from includes theater/motion
picture attitudes and references, he is going to be tempted by time-
past _

ﬁheraver tiﬁe has béén‘régggn zed as the making edge, the artist
has had this canf:anﬁatlaﬂ.

Any hlsﬁary of aﬁy art also 111(;11.11:1&5 a history of thE making pro=
cess. The- questlgn, "how was it m.a:ie?", pemeates much of our thought
about works of art, .It is ::ertalnly not negessarlly the damlnant
theme in all Quf-féspgnses; but for those who would learn ta make; it
must be very central. - - o i B

For those who will ﬁaﬁe_wérksrgs video artists, imgges, timéé‘
present, and thé re;qrding wili always be a:gania to the making pro-

cess. Exeept for those who elect to instrumentalize performances in

All time arts, whether L’-hEl‘l_" object be pé:sgnally Embndied or
not, have these three inseparable elements interlocked when they are
not presanted llve.

This has always beeﬂ a t:gublescme trio for artists, albeit
],,,:Lttle understnad by the critic/mon-artist and the others.

This may be the very reason telev;sian's impact on our cul-.

_ ture has been, for many, such a dilémma.: We have made little or no

effort to understand the relationship between image and making précess;

16
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When we humans choose to express ourselves in formal terms, we

are always representing. What we make for one another can be described

jin]

as representations of the experience we've had, the experience we'd en-
joy having, or the one we're having in our ‘héads. 'Méstly it's a re-
presentation of something we care about. | |

Whaﬁ we make aﬁythiﬁg in Eérmal:terms; it's always a representa-
tion. _ :

It's the word "fcrmélﬁ that:kéys that idea, of course. When we
use a tool, we're being formal. When the tools we use are desigﬁed for
the materials we use, we are in a formal way. Where specific tools
are designed for particular materials we are baggming‘very,aanscigusiy
formal. - And what we make formally is always a representation of

- 17
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something.

Representations are very real, and can evoke very real réspnﬁses.
- It seems that muéh of the history of human ekperience attests to this,
and that any confusion we may have has to do with our ﬁﬁglafiﬁy about
representation and responses; that is, when we are referring to formal
matters. We can't let ourselves pretend that the fEPTEEEﬁEaEién is
the original impulsé; It's only a g?asp of it, a wisp of it. The
original was probably beﬁt&:. . We have to believe that. And, above
all, we musn't pretend that belief, 7»

Some people don't like to think about art. Ferhaps such a con-
cept is muéhrtca farﬁalgr Or, perhaps;,instiﬂgtivalyi they don't like
representations of 1ife. They préfez the original,

All right. Na quarrel;r These are valid‘féasgnsi‘

about formal mattérs .

In llfé we evolve. The evolution Lsr so vast no sir gié individ-
ual can perceive or comprehend the magnitude af-passlngi' '

SDmE af us exPEflence this in formal tarms and have gaﬁhered
rites, rituals, and theglagiEs arauﬁd us to attést to it. Others
- have a different idea of this prgfaund process. "Religion will not serve
them, Such people find science a formal means of satisfaction, |

But let us imagi.e an art -- é formal means -- ﬁhich‘will aid

us in express ng this wonder of evolving, this becoming,

It is not inapp:apriata that we consider this; for, besides

18
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religion, SEiEﬂBE,_éﬁd all the rest of it, we also have art as a means
of expressing our interééﬁg.aur :Qﬂsc;ﬂusness, our caring.

Let us extend our imaginations furﬁher to 1m;lud not only an
art which embadles evolv1ng, but one whlch readily accepts -- indeed
.begs, pézhaps - far our pDIthH;

Such an art may ba Elééﬁrgﬁié.

"That which is becoming' is a way to describe the experience
which occurs in electronic art, !

That wbich confirms the experience is mot a formal n'j ct. It

is a formal process. That is because time .is an inherent part of the

. natute of ElEGttﬂ'ﬂlE ilt‘:w.p

And electrons flowing constitute the material of this newer art.

As we recognize thls, all manner of possibilities gather in con-
Séigusness; )
a visual camponent of co pﬁsitia,ia We're sophlstlgatad abput this
- matter with respect te'saund_‘ Musical anmpasl'l attests to this.
Now, we may be able to visualize process. Electronic flow introduces
us to this possibility.

And with it, we confront the edge.

" The edge. Edges.,
What do these words -- edge, edges -- signify? What are we try=-

iﬂg to identify?

19
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Time was when people wére satisfied to put every sort of ex-
perience into categories. (Scrt gf éxpériaﬂge}. |

But samethiﬁg is changing, also. 615531f1c3tlgn, yes. Defini=
tion, yes. But if we come dawn too hard the edge won't hold.

What is an edge? A _

At least it's separation., A ;u;;iﬁg edgé separates, A:tivai
at an eﬁgé tells'ﬁs wﬁat we're lea#iﬁg, and where we might be gaing_
The point is; we're moving -- wﬁether grganlcally through volume en-
vironments, or mentally thrmugh spaciousness ;nseparablé.

To recognize an édge,ls to act maturely- -But regagn;zlng is nat
the whole act. Hbvement, EVGlViﬁg, becamlng, cant;nues. And the con-
tinuum is in our art., Tc perge1ve that maturély 15 very, very diffi-
cult for mgst. Imp9551ble for same, for a few, thé miracle is that,

if it is wisaly shared, it touches.us all in one way. or another.

-

For these latter -- be they prophets, mathematicians, or art-
ists == the mature p%r@éptién'tréiéﬁéﬂdetEE'éagé; o

Something spegiai is.héﬁpéning amongst us today. We are mix-
ing each athes, and because of thls the edges are blurrlng. Surely
we will dlscgver new dEflﬂltlBﬁ agaln, and evalve ‘'with that. And
1magin;ngagantlnuum out ahead, we are reminded that another change
will accur.» o | : 7 |

And the edges w;ll blur again, .

But, for the moment we're in it.- We'afé'mixing and mixed. And

the edges are blurring.

20
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One way to express ourselves at this portion of the continuum
may find electronics at least as valuable as tradiﬁiﬁﬂal modes.
 And if we can learn to émélgy electrons as human expression f§r¥
mally, we may help nﬁrselves along.

Art 1s our meeting place.

Lét us remlnd aurselves that every time we make ‘anything, we make
a representation of something else.

| Gnge it's made, it, too, may be zegarded as or gi, nal. And from
it, other IEpIESEHtatiBnE can be made. But, we must be clear about
that which we make. 1It's very traubleseme to get into this, But we
must make every effart to keep aléar about ~continuum and §ra§ess.

Continuum and pracéss are anga;ng, they are anather way of
identifying what we mean by the word Mevolution", or "evolving." Con-

sciousness is-awarenessraf the contimmum. Consciousnes s constructs
the edges. 5 .

When we make something we combine consciousness aﬁd continuum.
That which we make repreaentsl=ﬁ stands for -- both,

But it stands there as represaﬁtatigns.é

And that's the way it was. 7

Representation is élways a gaﬁfiguraticn of some portion of
past consciousness, The :épreéeﬁtétiﬁn may bristle with a sense of
ptéséﬂ;&- And acute per :eptign of 1t may seem a manifestation of a
prégéﬁfgr But the object itself is a tepresentatian of time gone.

Electron flow is a unique,manif tation of continuum. Therefore,

21
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when electron tlow is fagarﬁed as material to employ fa:maily, those
who employ it -- and it, itself == are concurrent.:

7 Tape technology has evolved as a means of retaining glggtranic
flow, -

So ﬁhgse who employ this material fﬁrmaily can iémpﬁse it for
~ tape retention. 7 :

That which has been ﬁadelcan.be'made ta;ééeur again and again by
rewinding the ta?e and iettiﬁg it umwind the gathering of images that
represent the past staté ﬂf consciousness. 7

If the maker, the tools, the material, and the tape are conformed
to the consciousness ta be repreaented, then a work of art may be re-

tained for dupllcatlan and playback.

How shall we go? Why might it serve us to take this>ﬁEWEr form
seriously?

In America, at least, most of us EﬁjﬂY a personal architectural
space in which a number of eleetﬁ@nié ahﬁneetiaﬁs are made.,

Mich of what occurs as a consequence of these comme ctions serves
us in vary;ng degrees of utll;ty; saund recording. systéms, radio, and
television can be included.

: Electronic art is cousin to these three.,

- The cousins are related mast s;gﬂlflcantly, perhaps, by the re-

presentative nature of their family hErltage.

-Sound playback systems, radio, and televisimrm each deal with

22
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representations. Even a so-called live broadecast in either of the
iatter :wo media is a rePfesentatiaﬁ of the actual event. Indeed, tc
be very precise, even a live braadcast is a recorded rEprEsgﬂtat;an of
that event, No radio or television broadcast technology could con-
ceivably be Emplayed'tﬂ_pass‘cn,thé total experieﬁgeg,-ItJmust be
clear to all of us that even in whatiwé‘regard as the best of these,-%“ﬂ
a low order of selectivity is involved.

Art, by its formal ﬁature, téﬁds tawafd‘higher orders of selec-
tivity. ‘ |

But, in all cases, that which occurs is representatlve of some=
~thing, It is not the passing. thlng itself,

Since, for mgst Americans, élg;tznnlg connections are part of
our personal architégtﬁral space, it is not unreasonable for us to con-
sider how we might enlarge the possibilities féf'highar.érders of se=
lection. The teuhnclagy is there anyway. It ”'11 1mprﬂve aﬁd 1n-
éréase in versatillty. Haw can it serve us better?

We may be at that portion of continuum and . process where we
can 1nterannnést persunal architectural space w1th evolving culture in
more seieatlve and persanai waysi .There may be ne evolutionary con-

nections. .

And, of course, new art.
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Pogsibly because television monitors have been emplayed as il-
lusionistic surﬁacﬁs, 1mages ccmprlsiﬁg representat;ve (ﬂr real;stlc )
content are th@ught tﬂ be the only lndlgEﬁaus anes.l  And, ré$pegt1ng |
habits dEVElcpEd aver the br;ef v;ewxng experience of brﬂadcast years,
it would seem reasonable to think this way. It is not necessa ily
true, however. ‘ |

It is also p3231ble to generatg and to p35331ve a farmal ex-
p§r1Eﬂﬁe ;DﬁpﬁSEﬂ of Elegtrnns EVEIVlng on such surfaces pfeclsaly as
they are, not as metaphazs of sgmethlng else. Thesf images may be
the only truly 1ndigénaus ones, 7

But bétween a;knawiedging_such passibilit? and creating a work

of such character, an artist must also acknowledge a rigorous and new

24
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discipline.. And at the core of this discipline is time.

Such a formal passing, be‘ﬁg that which it is and no more, is
a vision of continuum, of flawiﬁg,‘ef beeeming. o

And in this the new prlnelplee of eenetruetlnﬁ are waiting; ﬁet
as planes eﬁd volumes derived of Euclidian. persgeetive, but as petterne
of recognition inherent in relative metiaﬁ. | '

Theugh_eli created work exemplifiee the represented - iE'being
the outer manifestation of an 1ﬂner feet == the new works to which |

these speculations are direeted embedy eemething heretefe:e denied the

creative mind; namely, a VLSuelleatlen ‘of ﬁreeeee.' Ihue, it is likely

true that as this newer aspect of art emerges, we w;Ll discover that
we ‘are no longer able to refer to iﬁe“pfe&ﬁee‘ee"e]wefk;, iﬁeteedg'ee’
will have to discover some identity closer to "experience",

The newer artist ereeting.frem disciplines eeﬁtered in time and

process will make an ;§Eg£ienee.

For, the ochserver ef theee eeeurfeneee en these eleetrenle sur=
aces will be enjcylﬁg a eeneurzenee elweye releelve to his state of
being at that time.

If thet whleh is peeeiﬁg eeeurs, eay, in ten mlnutee tlme, it is

He and it are ;eeg@;n' ;e eeger; Dnereennee be regerded without. the
other.
Thet whleh he experieneee ie unlque to hlm == in a ‘time pre=

scribed by Ehe ertlet.
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And that paftigulaf time contains the artist's ﬂﬂmpﬂﬁiﬁiﬂﬁ,:the
the abserver needs the métaphar to enjoy the éxperlence.

‘Teo uﬂderstand this gamplex zelatlgnshlp, the newer artist will
have far to go. To per221ve the new as dlSEipllﬁE he will have to

enetrate Ehe ald.

L]

He will no longer be satisfied with the older concepts of frames.
He will now impel himself tawafd'nEWé:'écngepts of overlapping fields
where edges mingle in fiﬁité w@n&é£; 'ﬁéelénger will he be able to com-
pose for a blink of an eye. Now, he will need t@fappreciaté_the-gift
of seeiﬁg,zthe_bLinking of eyés,'the dynaﬁics of a dialogue between the
stored imaging of the mind and thérpéfceivéd‘iﬁaging of eyes gathering
fluxes. 7 ; |

He will have tﬂ laarn gantext and the lmpagt of merglng SeriES.

Like the ancient Ehlnese and Japanese aall;graphers, he will have
to train himself to trust himself go that his s;ngle act, his single
gesture, will be an argénie anticipation -~ kn@wiﬁg,aiways'that some=-
thlng follows whlgh is an exEEﬁs;gn and amalgamatinh of what begani

He w1ll have to teach h;mself technlques ‘for preparing himself
for the ‘act - cf consciously enter;ng the flow of electronic matter so
that he w1ll be free to adapt to his own swift and llghtﬁiﬁg discov-
eries as he passes and composes amangst thei: passing. _

There 15 time fDr thls, but it is stlll hidden in the future,

And the critical observer? _ _

He must wait for the artist.who is being born there.
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t us try to understand something about the making process

to television, something of the differences between con-

ventional television image generation and emerging newer ways.

In the former, creative attitudes emphasize dissemination of ia-
formation and are sustained by principles drawn from communications
theory.

In the latter, these attitudes are nurtured by a long history of
art, and emphasize creation of experience.

' Since experience can neither be given nor received, the making
process for one must be markedly different from the other.

Employing the language of conventional practice, in the former,
ced. |

the work is produ

o]
“~J
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To assist us in understanding the differences between the two
making processes, we will use an old word in a newer way and say the
latter work is mixed.

There are profound differences between the two.

Evolution can be described as organic change.

+ Or, to put it another way, organic change is both ripening and
fruit.

Or, natural growth; maturing in symbiotic fluxes.

And this =-- or these =-- are contexts for thinking about Ehe mix.

Fruit of the mix is its experience, not its message.

And when its fruit is objectified (which is to say, capable of
definition) then it has form. And if it is formal and evcﬁéﬁive, we
may call it art,

The mix is a newer way of perceiving the television making pro-
cess by which man, his material, and his tégis transform his inner
visions into external, objective facts. Into intention and form. Into

i

One can neither command nor demand a mix.

One can cgmmaﬁd and demand a production.

The fundamental difference, of course, is in how the making pro-
cess is regérded by those who participate in either of these under-
takings. -

There are those makers who regard that PEGEEEE-ES being more

akin to evolution as organic change.
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It is for them that the concept of the mix is more relevant., For
them, a making is both ripening and fruit. The objective experience
cannot be delivered upon demand. It can appear orily through a mixture
of ecraft and inner impulse.

For others, craft is all. And for their production, concrete
ard is séparate from ripening. The fruit is custom-made for another's
needs. And tends more toward message than toward experience,

To mix a work is to be rewarded with invaluable and heretofore
unavailable experience.

To perceive it separate from the process by which it was formed
is to enjoy experience heretofore unavailable,

Unity. 7

We cannot demand unity of one another, We can only seek it,

And we can seek it together.

The making process ¢. tered in the mix commences with questions;
in production, with concepts.

"I don't know" begins the mix.

"I know'" begins the productiom.

The fruits of both are useful. Of one there is lasting suste=
nance.

:Nét "how do we do?" but, "what is this we do?"

In the broadest sense, there is hardly beginning and end to the

mix. It is a formal centering on the in-between. We do not interrupt

continuum and process; we become more aware than before. We merge
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identities,
There is a time indigenous to the makers and the work. It is
not another's time. It is their time.
It is a most complex matter. And we are just beginning to un-

derstand.
In the mix, consciousness is not denied, as so many have inferred.

Rather, consciousness invites and welcomes one's unconscious. We pre-

pare ourselves for an in-sight,
The making process of the mix yields experience more readily
than information; for, we do not always know what we know. If we know

that we care, in asking "what is this we do?" we are likely to discover

for what we are responsible.

To experience and respe ect this responsibility in the matrix of

one's craft is to move closer to that history of formal experience we
call art.

The nature of electronic media tends to place any single in-

o

dividual in a context of interdependence with others. This is not
necessarily so, but likely. Though the mix as making process is per-
fectly reasonable for anm individual, it might be essential for a number
of interdependent persons who wish to ;featé a work of art.

Unity cannot be imposed from without. Unity is drawn fram with-

We do not know how the mix as making process works. We do know

that it has worked when a work exists.
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Images are interconnected with experience; or, as some have said,
they become experience.
In either case the work is present. It is here

The extent to which it can be referred to as a work of art is

determined by maﬁy factors, of course, among which are those elements

which can be dlreutly lﬂfEfIEd by craft and skill.
Among the unskilled and those of limited, or little, craft, a

mix is hardly more than play. The result is rarels work. It is cer-

e

a
tainly experience, but of little relevance to those beyond the making.
Works of art infer perceivers and makers met in formally com-

b

One can conjecture that it is because this formal character is

osed ective reality. Through the work each experiences the other.

L]
\U\
\L...m

present that experience dominates information. Information is included,
but experience is the over-all.

We cannot continue without experience £ form.

With reépect to fields of electrically generated images, form
cannot be experienced until we understand that the material with which
makers objectify their insights is electrical.

Though Exgtic harbingers of future fields abound in our techno-

logy, at present electronic flow is manifest

n relatively determined

U\

surfaces. .

For sighted images, a piece of glass with phosphor paftigles on

its imner side is the surface where our electrically generated human
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expressions may occur. Though we may modify its configuration by

various external means, it is our primary aesthetic surface.
Whether light is converted to electricity or electricity is modi-
presently

fied and directed within the system, electronic material is
most manageable on these pieces of glass.
experience

Formally then, electronic material can be composed as
the most

for this surface; and for a very practical purpose, this is
legitimate surface available to us at the present time.
Let us start with that, at least.
upun a crux of a question: since the material is

Now, we come
a flowing, the experience
composition in either of two possible ways:

as form?
do so in the context of a live performance

It becomes a formal
(1) when those who mix it
it render it to the magnetic fields of video-

or (2) when those who mix
tape.
Our aesthetic surface, the glass, is constant in either case.

The images are manifest only thereon.
In the former, the makers and perceivers coexist, are concur-
the makers enjoy this concurrence.

rent in time. In the latter, only
process so dynamic is this meeting

) What makes the mix as making

in time in either case. This, and the fact that because the material

is electronic flow and manifest instantly on a surface available to
making and the made are concurrent, as well.

all -=- thé;makEfsi the
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Time and process are joined in this multiple act directed to
unity. Passing and acecumulation are visualized as one. The formal
composition has evolved amongst us. We have expressed our one.

It has yet to be explored. However, it is so profoundly a part of
this newest formal act of art that as these makers draw away from con-
ventign, they move closer to questions inherent in such ancient his-
tory. L

Where will such’ performances occur? How will the glass surfaces
be contained? How will walls be thought of, then -- and entrances and
exits?

How shall such an experience begin? What will motivate the formal
character of such performance?

;Will the performers be visible? Or, only their images, their
performances?

We must question all our memory and imagination will allow.

The performance of an electronic mixing unit may be regarded as
the presentation of its imsgesi Must we see the living people amongst
us as this occurs? Is that a necessary part of their performance --
that they be séEﬁ?

In theriitefary theater it is necessary, for the performer em-
bodies his performance. In the dance theater it is necessary for the
same reason. Yet, in both, theilr presence is not essential, else we

would not have motion picture theaters and television monitors in our
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Some prefer one type of presentation over the other. Why? The
only difference would appear to be living:pgesenaa in shared, common
time of space. But, that is a significant difference for some; to
be sharing the same space volume and time is of great importance to
them. Why?

And that of music? Why do some feel that being in the presence
of an instrumentalist is important? Yet these, too, enjoy recordings
of their work. :

Some state of mind in each of these instances makes one diffe-
rent from the other.

How shall we identify and try to understand this state of mind?
What are the dynamics of being in the visible presence of a performer,
Whéthéf or not his physical being embodies his performance?

These are questions an electronic mixing unit must face if they
choose to be performers.

We have left the conventional broadcast mode. In this newer con-
gtex&, we are no longer considering a piece of glass in a private liv-
ing space. We are considering one or more of these surfaces in a
somewhat public space. |

We are speculating about image aslpEffcrmaﬁce_

Image is certainly the pérfarmaﬁge in a motion picture theater,
In this sense, all previously recorded playback can be regarded as a

presentation of images, as performance.
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So, as we move toward image in public space, the questlcn of
whether or not the living presence of the image maker is important be=
comes central. _

In the case of an electronic mixing unit, historical references
will help. And they will most likely come from music.

For, in the long histgr? of performance, only the musician em-
ploys material other than his physical being with which to give form
to his expression. He émplays some instrument other than himself.

At this juncture, it might be significant to point out that con-
temporary electronic music presentations are qualified by somewhat the
same considerations. There are clearer paths to understanding here,
however, for there is a long and sophisticated history embodying much
theory and experierce in theizase of music,

With respect to electronically generated images on pieces of
glass, there is very 1ittie-histafy, and even less theory. And prac-
tically no explicit references respecting performance in public places
designed for that purpose.

Clearly, in our speculations to this point, three genres of ques=
tion have developed: glg the place 7

2) living visible presence of instrumentalists
3) image as performance played back from pre-
- viously recorded experience.

And clearly, also, each of the three qualify the others.

Let us combine one and three, and pzaceed frém there.

The key qugsﬁian‘fgr those who would go this way must be, as al-
ways: what is inteﬁt?
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What do we intend? 7 :

Here we must propose one assumption, at the very least: what~
ever the space may be designed to include, minimally it must contain
capacities for both sight and sound playback of previously recorded ex-
perience.

That is to say, accommodation must be made for our pieces of
glassi Also, Egr:cur spealears.

Questions about entrances and exits we will put aside for the
moment. These.are quesﬁians of edges.

But what about direction?

Pieces of glass and speaker systems tend to be directional con-
‘texts of performance. Shall we continue this way, or shall we ask
whether this is necessary?

Which is to ask: are the performed-for fixed in one direction,
or do they move? Or, do the surfaces move?

We are asking questions about minimums. Our imaginations can
free us to speculate on many levels about reflected light and sound,
about deflected sound and liéhti But before we can do that, we must

identify our minimum needs.

our intent?
But what about those who may not choose to think of themselves
as performers, but who elect the mix as their formal means of self-

expression?
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You will recall that earlier a fundamental question was raised
concerning form: since the materiai is an electric flow, the ex-
perience is a passing; then, how can it be thought of as form?

It was answered as follows: it becomes a formal composition in
either of two possible ways: (1) when those who mix it do so in the
‘context of a live performance, or (2) when those who mix it render it
to the magnetic fields of videotape.

In either case, the visual manifestation oceurs on a piece of
glass. |

That which occurs there need not be thought of as performance.

A cursory exploration has been made respecting image as per=
formance. A number of questions concerning place and attitude (or in-
tent) have develaﬁed.

Now, our attention is being drawn to a subtle shift -- away from

image as performance, and toward image as representation of interdepen-
dent artists formalizing their meeting.

Those who identify their making this way are not performing with
instruments. They are creating their work with tools. The two-dimen-
sional glass is an aesthetic surface upon which they form images. They
are less like musicians, more like painters.

What makes this so difficult a matter to understand is that time
is the very edge upon which batﬁ so-called performers and non-perform-
ers balance their gift. -

When we regard a flow of electrons as the formal material, then
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we must be conscious of time. We @anﬁat think otherwise.

Time and performance being inseparable, those whose material em~
bodies time can become easily confused about themselves with respect to
performance.

It is rare, and strictly metaphorical, when a painter is con-
gratulated on his performance. |

Yet here we haveia medium urging us toward fresh new farmé -
the image experience of which is painter-like and music-like and neither.

This new artist, whether he regards himself as performer or not,
must be clear about himself with respect to the form he has chosen.

Up until this point in our speculations we have focused our at-
tention on the wvisual imagé; This was alluded to when the minimum re-
quirements for the new presentational space included accommodation for
sound. |

We must attend to this.

Because uneclarity is further compounded when sound is included in
the form,

The video artist enjoys two aesthetic surfaces. One for sight and
one for sound. |

He creates in both. The material is the same for both. Elec-
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rated as sight. And visr versa. Systems for each can be independent
or they can be interdependent. It is the material -- electronic flow --

which makes thém one,
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Yes, this new artist =- this video artist, whether he regards
to the form he hasg chosen.

As one watches the unfolding grace of a group of individuals

terpersonal rite and play. Even a kind éf dialogue grows in the mix.

The dynamics of this dialogue is less an interchange of words;.
it is more a meeting where imagination and skill are exchanged. And
each one feeds the growing input of all.

Presence is proclaimed.

an\

And restraint is the mark of the disciplined.

Then, something happens.

The instant is announced when someone says, "Let's record it".

A change occurs.

A psychological shift occurs.

A tension appears.

And if the iﬁterdépeadent persons who have contributed to the mix
thus far can meet this change, this shift, this tensional difference in
the process -- then their composition can be retained, to be returned
again and agaiﬁ on videotape at willi- :

It is in this supremely diffi;uli and sophisticated act that com-
mitment is made.

But such commitment need not be made until all are ready.
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this possible., The preceding commitment may be erased. And we may try
again.

For some, it is this capacity which is most inviting, and which
separates the new process of the mix most markedly from the old process

of production.

Videotape technology, in either case, is the same.

In production there is intensive pre-plamnning and rehearsal. In
the mix there is continuous growth intens ifying one's sensitivity to
others participating with him. And, of course, to the emerging uni-
fication of these multiple inputs.

Though generally and superficially both may appear similar in
this description, there is a far different attitude which supports in-
tention in each.

In the former, one objective is to communicate and to form a
crucible for this communication which simulates reality of a past order.
In the latter, one Dbjezzive is to create a record of experience oc-
curring in the‘present, ' 7 '
| In the one, rehearsal is imperative. In the other, rehearsal is
antithetical. We cannot rehearse our present. We can only rehearse
what is past given_ |

Seeking pezfégticﬁ is central to attitudes in one. Seeking pre-
sence is central in the other.

In praduztlgn, videotape recording is segmented. One objective

is to perfect each portion, or to extract from portions such segments,
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as appear to successfully represent the most perfect simulation. And,
in the end, to combine them in an orderly fashion compatible with in-
Eeni;:

In the mix, Vidéﬂtapé recording best reﬁresenﬁé the experience
enjoyed.when it is a record of the whole.

When a mixing unit elects to record, its attention is gentered
on process, upon realization of the whole experience of making in the
present. They da not rehearse to reé@rd; They record ané record and
ré;crd until they are satisfied the P sent ié given.

Respe;tlng the mix as making pracess, most feel - that it is this

supreme consciousness of t;me, of paSSLHg, Df the evolving experience

of b21ﬁg in the present that best sustains the creative act;

Time. passing, ac:mimlatlcns gatﬁefing- This is most human-like.

Growing from within while keeping.iﬁ touch with relationships without.

=

is is most himan-like, -Softening sharp edges of differences by liv=
ing out intercourse with respected peers. This is human-like. Dis-
covering and féeggniaiﬁgrthé fuiirth#ust of multiple int ntion ns .exer-
igised by responsible chers;' This is to be alive. And to meet and
combine these féEDgﬁitiﬁﬂs: This is to m@vevus OTl.

To know one's measure of intention is to know a great deal about
anésalf;’fér,'sure;y, we all intend,. And those who would entertain
the mix will learn to develop this self-awareness as a portion of new
disciplines. 7

0ld diseiplines which serve are no t to be discarded. The formal
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creative act is a very old omne. But new possibilities are always ap-
parent to those who will attend. And new disci iplines must grow with
natural evolution.

Either we evﬁlve or we become extinct. Some feal the mix may be
clgsef to one than té the other.

Questions wi thout answers are f:ustratlng. But we must go this
way. It is the time for this ' We and our ;ulture are in dialogue to-
gether. And the outcome @f this isbngtrﬂlearg One thing is clear, how-
ever; we mist be respnns;ble for what we do. 'And 1o zezpcﬁsiblllty is
VP@ESlblE'WlthQuﬁ commitment. No ‘commitment is possible without our
personal, human iﬁ?éivemént. And what makes us unique amgzg-all the
creatures of our world is our - capacltles for refléstlﬂﬁ. ‘Reflection’
will not occur W;thaut the quest;an. ' Nor will involvement.

Up until recently, and'still the general rule, television has
been an altcgether 5321vat;ve phénamen@n. It has carried the seeds of
performance and Expresslcn from athgf hlSﬁGIlES and other forms.

But recently, a subtle change has became recognizable. This
chahge involves the same tgcls, the same material, the same surfanes-
But samath;ng dlffarent is appearlng,_

It is more farmali_ IE demands new fecagniti,ﬁs and new dis-
cipline. And because in superflglal respects it is like the old, those
who could represent themselves by this means must not slip into super-=
flgia; generalities.

What is happening is not old television. What is happening is
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We must make personal what we intend to do. 'If we are to be
theater-like, then we must inform ourselves of this ancient history.
If we are to be misic-like, then we must turn to these sources for
guidance, 7 '

If we are to be none of these, then we must discover what it is
to be moving alaﬁg different paths.

It is in such questions as we raise and in perseverance of our
quest that we will recsgnlze what we de.

Production commences with concepts. Tare realization is a record
of our answering the questlgﬂ- how shall it be done? And usually the
concept is an expression of anrindividuai effort, an individual péri'
ception of pﬂssibiiity; The'sugaéss of the production is mea sured by

one 11d1v1dual's capacity to nurture and sustain others' intentions

and skills: in an 1ntelleatual feeL;mg, working environment fg" which
he has accepted resp@ns;b;l;ﬁy.

To trace the commencement of a mix is to travel deep into the
inner fluxes of a number of individuals; and to lose the trace in a
distant past.

A mixingruﬁit finds itself. ‘Someone among the many seems ta
"see'" an emerging context. And he identifies it for the others. If
the mément identifies tﬁe'égnvergengés of others' '"seeing" as well,
then the outward maniféstatiaﬁf@f the mix appears. This is hardly

form, and yet it is a moment in which comsciousness turns toward form.
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Now, a living-out must follow.

The living=-in has been gaiﬁg on for all of anyaﬁé‘s life,

As before fof some, this deszrlptlen may seem to rapresent both
production and mix, the word "context" being used in plac:e of "concept',

But again, as before, the difference is centered in twn qult.e funda-
mentally different attitudes. .

In one, a single individual accepts responsibility for unity.
In the other, each discovers his portion of responsibility for all --
an extremely complex matter yet little understood.

In one, definition as pr ise as pQESIblE structures process.
In the other, symbiqpicflike balances structure changing definition.

Communication is central in one.

Experience iS'aEnEréi in the. other. "

So much has béEﬁ—IEEEiV&d;

So much to give!
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i

Finding perspective is difficult,
We know that from what we went through during the
-he matter

since.

(getting around Byzantium, if nothing else). So difficult t
and so impressive the result that we've been wedged into it ever

1 great many of us have.
and a few others, we might have got ourselves

That is, _ 7
And had it not been for .Cezanne, Ffeud, Einstein, Schoenberg,
Moore, Ghandi, Jayéé
stuck again. Chardin?
But little by Litﬁlé we're on the move.
;Beginnings, middles, and ends appear so canﬁiﬂgingi Yet, still,

Euclidian block substances are melting.

Rivers of becoming flow,
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The old questions:
how do we enter
still persist,
how do we exit
A fact of the matter is this: we have ehtered. We have indeed.
Shall we let exits take care of themselves?
One teacher admonishing his students to pay attention said th:l.s.
"So we all know there's birth and there's death. The question is:
what are we going to dg»with the inshétwaén?"
Yes, indeed, finding perspective is difficult. And equally dif-
fieult is EhaﬁgingzﬂflEVEﬁ diécérding it
One wonders whether it is ‘that Eentral one way Grrthé other. Cer-

tainly a Zen Master would speak a sllght shrug, if he spoke anything at

all.
Possibly there may be, at least, another means, one ﬁhiah fluxes -
with relationships. .

Fluxes are not perspectives.
Relatiﬁnships are n@ﬁ pér$§5§§ivésf

éeftaiﬂiy wﬁaﬁ_they ére aré‘pgssiﬁg saﬁethiﬁgs. Théy are essences
and centers- of caﬁtiﬁuiﬂg process — pra:essiﬁg,cngtcward convictions and

énmmittments'melding and evolving.

In the old ways we seek ldent ty in dges and dEfl‘nltl ons. In

flux, however, we seek 1dentlty 1n meeting, discovery and recognition.
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But of organic nature which naturally includes us if we are aware.
Where are edges, subliminally speaking?
Is there a geagraphy of flux?
If there is, it must be in mind.
Let's assume that. There are infinite descriptions. Let's start
from this one.
Geography of flux is mind. -
Mind is zelatigﬁshi§ in flux.
New myths await the pulses of our béiﬂgg Together. In noosphere.
Noosphere is stable only in the sense that it is, as it were a
skin around aurrﬁlanetihgmei It is also flux and being. Noosphere is
us in mind. Molecular, chemical, eliatr al relationship evolving and
‘perceived in mind.
Noosphere is the accumulating evidence af our presence informing
and rebalancing our splrlt of life and becoming.
“Now, if weééafé to articulate-this in artful compositions, flux
and relatioenshi P is miliéu, the vélum&, Ehe surfaces.
The new perspective is persanal and refarentlal- And relates to
the only t::z;th one lmaws. |
And beckons us toward ﬁéW'thh-
Toward naasﬁherg.
Gegéraphy of fiux is mind.
- Ge eography of naasph&re is planet-mlnd.

And the new artsrare here,
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S50 is renaissan CE;~ another chance.

We are noosphe réémlﬁd tcgether.

We embody flux and relationship.
The new arts are héré_té cherish and nurture this possibility.

Thus, thé new'perspeative -- if it be pérspestive at ailiga in-
fg Tms us as fafm Qurselves-, 7
And we can recognize that we are our own form. If we are willing
Eo depart the old perspegtive;
. First, meétinga

Let the new afts appoint the time. The place, we know, is géaﬁ

graphy of mind.

How shall we meet?

In immocence, where all is true. In imagination, where all is in-
nocence.

What time is passing now?

How shall we be appointed; we who are flux and relationship?

Shall we 1nterzupt the ending, and begin in the middle?
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process prints
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Whether or not we think in the old terms of production, the new

of the mix, or perhaps, something which combines them both, we must
have a context which joins us.

With the old history, the context is ‘either script or scenario
or outline. This form, of course, is literary. To whom is this 1lit-
erary form directed? For whom is it intended? Close examination will
show that its object is the actor or actor-like simulatﬂr;- it is
shaped so that he may have a point of meeting for rehearsal w1th others.
It suffices, given the as- 1£s1t-wereshappenlng-fofethe-flrst time
milieu. It may be inappropriate, hgwsver; for those who wish to ex-
perience presence in the moment of péssing, unrehearsed, for those who
wish to be re?réSénted in timEsprésént;' Not as if, bu: is.
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If this be true, then what means shall be employed to establish
context for them?

What follows is a collection of pieces which attempts to move us
in this direction. .

Though employing words, and thus detivative of literature, also --
our object is to draw a frame of reference of a different kind. They
are designed to function as triggers to greative-théught! They are not
to be thought of as an eﬁd, themselves, to be embodied in some form or
other; they are merely entry points into conscious creative effort.

They are clearly theater-like.

But they are intended for video.

That means that eléctrically generated imaze is the object, not
human, or "natural" representations. ’

In other words, we are trying to discover new ways of represent-
iﬁg the nature inherent through all of us, but conformed as electrical
image.

‘There are also presentational questions in these designs. Does

ch occurs fafmally'taRE'plazé only on video surfaces?

or8

the Expérienée wh
On one, or many, or ones of different dimensions? How is the sound
system deployed?

That is to say, what are the aesthetic surfaces?

‘Are the electrically generated images pre-recorded or presented
live? Or, a combination of both? '

O
If live, are they mixed with living actors in an architectural
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volume which includes everyone? Or, as in the theater and other
- theater-derivatives, are some separated fFrom others formally?

This, then, is the -intention: ‘E.,c: raise questions and to tfigger
interdependent creative thought through contexts. | » :

These are a collection of old romances El‘ld céiebfstiérj;s for newer

‘eyes and newer ears; for old new mind.



FILMED FROM BEST AVAILABLE COPY

FIRST MOVEMENT
(introduction)

Aristétlé‘,
Metaphysics., lD.: 7
| ""There is then samethlng Whlah 15 a;ways maved with an unceasing
motion: and that matlnn is in a ait;ie_ ~and this is plain not by
reasoning only but in fas;ts : _sn that the first heaven rrrugt be eternal.
There is then ééméthiﬁg (alsé)'whi::h mt‘;ﬁfEé it. But since a mover which
is moved is an 1ntéfmedlaﬁe, there must be alsn some mover which is un-
ﬁﬂv d (by anather) etérnal Ex;st;ﬂg as: substanca or tuality (or
energy)i Naw the nge;t whather of Ehaught or d251re causes movement
in this Way, ;t causes movement w1thcut ltSElf b31ng mnved; And the
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primary objects of thought and desire are the same; for while the object
of appetite is the apparéﬁtly good, the ﬁrimafy object of rational desire
is the really good, and our desire is consequent on our opinion, rather
than our opinion or our desire: for the first cause is the'thinkingi And
the Reason (éf intel ;t) is moved by the object of its t hﬁught- and in »
the a13551f1¢at;an of objects of thaught, substance (Qr 331ng) is’ prima-
ry, and of substance that wh;;h is absolute and in energy (or actuality).
- . .But moreover also the guﬂd and the absolutely desirable are in the
same class; aﬁd that is best always or prapﬂrtlanally, Whlch 15 primary.
"But Ehat the Flnal cause is amgng things unmoved is ShEWﬁ by ngl-
cal distinction, since it is (an abgecc whlch exists) for the sake of
something (which dES;ZEE it): and of these (two terms) the one (the ob-
ject) is unmoved, whlle the cher (whlch desires ;t) is not. The Final
Cause then causes movement as belaved, and SDW;rhlng:mQ?Ed by it moves
all other things. ' |
s‘éapabié Gf-béiﬁg otherwise than

-

"Now if something is moved it.

g
it is. Therefore if the first turning af the heaven by an energy (or
actuality) and is.so by virtue of its baiﬁg set in matlaﬁ (by another
agency than its own), it mlght bé 6thérwise in place if" not in substance.
But siﬂge, on the chér hand there 15 some mnver, 1tself uﬂmﬂved ex=
isting in Eﬂergy, th;s may not be otherwise in any way. For lacamatiaﬁ

is the primary change, and,éf lécamétiaﬁ:thét which is cirecular: and

this eircular motion is that whlgh this unmoved mover gguses.

T

"of né;essity Ehen it.is Being, and so far as of necessity, ex-
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céllently, and so a Principle (Qr First Gauge).i;.Fram.such a f;rst
cause then are suspended ‘the Heaven and Nature. And the Qécupatlgn (or
11v1ﬁg work) of this Principle is ueh-as iz the best, during a little
while 1ﬁdeed for us, but itself is ever in this state;;;whiﬂh we’ cannot
. «s5ince 1ts Eﬁgrgy is also 1t pleasure;;.;énd therefore itVié that

our waking and sensation and thinking are pleasantest to us, while hapes
and memories are pleasant indirectly Ehrcugh these activities....And
thought, in itse;f,,deals with t the abgegt.whlch is best in itself, and
the sﬁpfemé with tﬁe'éupféme Naw it is.itself. that thought (or intel-
'lect) thinks, on account of 1t5 part cipa ation in. the abject of thaught.
“for it beccmes 1ts own gbgégt 1n.the act of apprehendlng and thlnk;ng
iﬁsy Eji‘t;;' so that thcught (1ﬂtellect) and the abjéct of thaught are
one and the same thlng. For that wh;ﬁh is receptlve of the object of N
thaught and can apprehend substange is thought (or intellect), But ;t
is in energy by pnssesslng lts mb;egt "o that thls (f;ﬁal energy of
possession) rather than that (lnltial reaeptlv1ty) is what thought seems

to have divine: and the energy of 1ntellectual speculatla, is what is

pleasantest and best. » 7
-"If the:; in i_;h'is r‘gagi estate, as we are sc@meﬁimes, Géd is ‘always’;
it is wanderfulr'aﬁd if more so, then still more wonderful. But God is
so, and l;fe 1ndeed bélangs ta Gadi "For the énergy of thought is 1ivef
-aﬂa that is Gad 8 energy. We ‘say then that Gud is a l;Vlng being, eter=

nal, bests 1) that life and an age gantlnuaus and eternal belong to God,

for this is God."
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FIRST MOVEMENT

The Space where the verb shall be born is without any Form. No
shape c;n: substance exists here. IE is a ‘vacuum ~=--- an imagination-

ess place, without substance or mean:.ﬂg ————— withaut: life. " There

i

=]

=

'aﬂméss nor shadow ===== only the llght of ::npanderabie dlstant:e,_

)
[n]
[a

ﬂly present There 15 no - EVld c gf befare _OT . TOW oY afteg. There

o duration V,'“‘ only Spaca and - 1nf1r11te place. ch deflﬁltlcn, rm sug-

b
[Fy]

gestion, no integral, mno duration. - Nathlng but Space and we;ghtless,
dimensionless, active Light. ‘No sound whatsaever; save the sound the - o
Listener heérsin'i;i-'mselfﬁ “But hé is not Viﬁ' Ehis’ﬁslacé; He is out of

it ===== cibjec.tive, anl::.c;:.pating —=ﬁj—':—' waiting to enter. |

His thr:ughts are of ‘this place, but, it haviﬁg no meaning, they
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Wm
]

are turned within to intimate reaches and confines bearing the mar

[x]

S
ye!

]

[
i
[
o

of his own life, As the Space remains empty--—ass—h;s antiec
;hangesrtérguriaslty, tg 5pe;ulatlgn, to Waitlng wonder. He becomes
alone, fﬂ:gettlng that he is- a part of many .

And indefinable Farm in shaﬁaw moves somewhere in the Space. It

ﬁct recise enaugh to give any—ev1danée cf directign.’ It is gone

[ ad
[ri]
wm

even befare the L;stener IEEI;SEE that he has become a Watgher. Now
he is peering 1nta the Spage to verify his- fEEllﬂg of Presence. An-
other incongruous Shadaw form appears to advance and recede, He hears

- a sound as of the mavement of a_l;ght suﬁstaﬁce thraugﬁ.a liquid. Even
as he realizes that he hasvbééamé a Waﬁchéf, hé;}é becoming a Watcher--
Listener. Now two shédaws apprgach from opposite depths, Qppﬁs;té '
héightseiﬁi-——aﬁd as they cross, in movement=-~---~there is giearly an
instant hesitation--~-===a. falnt suggestlnn of the consciousness of the -

other's presengéi' The liquld sgund is vaguély affezted for an instant.-

Even at the moment, they pass each. ﬂther, and dlsappear.-'

<

The Space i itself again, a and ngth;ng more. The Ligit is un-

deflned and evenly pr §SEﬁt. i 7 A 7
ﬁgw the Space appears to be deflnlng itself, Ehaﬁgh'the Light
seems not to change. A Cube ls_béiﬂg fo ad in thE’ééﬁEEf of the Spaéa,
The Space is begumlng Flace, perhaps. The Gu be 15 immobi ile, austere,
fEﬁSEﬁahléﬁ!!E;i;a'dEflﬁLtlﬁﬁa' The WEEEhEt-IlStEﬁEr ;atal@gues a Fact.
It isvﬁhéfe éﬁd'gbsérvablgf? Iﬁ does not vanish, but is still unrelated:

====--except to its own spatial dimensions.
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A shadow passes carefully across the whole Space-------and the

Cube is alearer-sﬁ-—aﬁas its Light is unchanging.

A sound Df ilquid mgvement becomes dlszerﬂable even as the sha-

1]

dow causes a vague IElEtlDﬂShlp. There lslfepetlﬁléu, irritation in
‘the saundaaﬁﬁs=ian EVldEﬁt pattern of dufa ian in snund——-!!--as though
1nsubstant;al fgrm, welght, ‘new-matter existed in it. Ihe allipervadlﬁg
shadow deepens the Space whlgh it fills, and the Cube seems to grow_out
. gf the shadow, 'Igs L;ghﬁris constant. ' ‘ B

The WEEEhEE*LiéEéﬁET'iS entering the Cube. His consciousné€ss is

finding a Place=---=---his attention grows to éxplafatiaﬂ,'and'béing in

the vicini ity of the Cube, he watches aﬁdAiisténs. Ihe 11quid sound in-

creases in valumg,;ﬁut it'ls not as ?Ef;eptiblé as the Cube. 'Sﬁddeniy,
he is made conscious of a Clear-Light Form which is conscious of it-
self. It moves with'ﬁaive‘majesty across tﬁé SPEQEEEQs—éﬁpaﬁsiﬂg for
a moment befare‘the Cube.  The rhythm of the liquid saund is interrupted
by more irritation than befase!§e=4ﬁsbut as the GlearﬁLight Form moves
to a far point in the Space, it resumés its rhfthmla pattern, repeat-
ing itself, Théré is more substance, mgre reiatianship now. The
Clearanght Form walts at its d;sﬁant paiﬁt; L 7

A Crimsaﬁ=nght Farm Entérs=ﬁﬁsﬁa—and prn;eeds as did ;herﬂLéarﬁ
Light Form befnre it---—=—-whieh, even as .the Crimsnﬁ-Light Form pauses
before the Gubé, is glnwiﬂg in Qﬂlﬁf whlch appraxlmates the new one.

The color is-app aghing that uf the new ane, butits form is unmoving.

To
Even as this is taking place, the. 1iqu1d s@und increases in intensity
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’-fsi—!=and thcugh sllghtly, its rhythm changes-=~===- and a pattern

within its first pattern beccmes dlscern bié; and in ter—weav1ng sound
of two rhythms grown from one. 7 - '

The Crimson-Light Form does nét'pass by the Cube, but seems to

seek Eﬁtrance into ;t—-—ae!sa horizontal movement Df appraazhlng and
w1thdraw1ng in a small areaiiessi-as though the force of its contact
with the walls of the Cube moves it back=-=-=~w-and it returns again,

. Its movement is not complex, but it is not isolated from the chythm of
the liquid sound. They seem now to be assaéiaﬁed, theimbvément,a;d
the’rhythmic'SQund- 7 | |
A new sound has ente ere d; the sound of saftamatter impinging it-
1’ against an 1mmavablé wall-a-ie ~not ;ntense, not pervading. -But,
: each time the Cr;msen—L;ght Enrm téuahas the wall, its cntact is
heard.  This gr w;ng harmgny cf saund and mﬂvémeﬁt is being added to
by an action of the Clearsnght Form, n@w moving vertic 1ly!ﬁ—s—seaom=
Pleﬁenting the Crimson-Light Farm s contact with. the wa laf the Cube.

s Primordial Action. A shadaw mavlng regﬁlessly across

=]
\;T'
[
]

i

a horizontal ?1aﬁé[éf’thé-3pace draws fram the nght a base structure
Which is :evealiﬁg.itself in ledges and planes hDIl' ntally;. '
The Cube is ;nev;tably resting there. '

The aggregate rhythm af saund and mQVEmEﬁt is: be;ng inareased;

*

and as the harlggﬂtal planes are ra?ealed a new s@undsﬁ==——snat unlike
a glant drum!s——!--but at a vasﬁ distgnge——=ié;-a magzc;asmlc manifes=-
tat;nn—!a=—-s3a1ﬁ5 ‘the mﬂvement but of a 51ngular ‘beat, advancing
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color of the Crim aﬁ-nght Farmi—sggaihalts'itg vertical mﬁvement, and,

for an instant, appears ‘motionless; but'scan'it‘finds the rhythm of the

advancing drum saunds!e—sssaﬂd as thaughrmgtivated from a point within

all the Whllé to be advang ing tawa:d the C:lmsgn!nght Form. Simu

1
ﬁane&usly, with the entrance of the’ drum.gaund the Cube glvas Evidéﬁcé

or crimson, it isAﬂgt Qlear. aSaDn; hawe’er it is zlear that this light
illumiﬂatiﬁg the Eube is becamlng more precisely deflﬁed——---—ﬁalraady
'beginﬁing to cast its shape darkly across the path of the Clear-Light
Form whlgh bElng thus 1nterrupted, halts. The CrimSaﬁ—Ligbt'Férm ap-
pears to have found Fea r, -as the shadow gf the Cube leaps suddenly in

a severe path across the hﬂrlsantal planes and levels. This dark path

has made an QbVlQuS GDESQlQuSBEEE far the Crlmsnnﬂnght Farmsasas—a_

, ,

ing gradually from the Cube, is ddEﬁly made awaré cf ‘the -
Clear-Light Fc.\rrn f

! Sound is now appraachlﬁg an - ;ﬂt&ﬂsity which 1mplles aséeﬁsiaﬁ
toward cllmax;' The saund of the gantact cf the tw Light Forms has
been assimllat 2d 1nt§ h rhythmla liquid scuﬂd even though the Crim=
sanélight Form isinaw ally aware nf the PEESEEEE of the Glear-nght
Form. The deep shadow of the Cube ssparates thém,-thgugh ‘they are on
similar piaﬁesg'tﬁa Clear-Light Form slightLy'abDvé'thé Crimson-Light
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Form on a vertical piaﬁe; The shaft of live Light 111um1nat1ng and
-energizing the Cube 151 w precise and present.
A Place in Space is’ alearly daflﬁed.

7 Ihé'Spaé is ai’v with Sound and Light and Unrecagﬁigable Fnrﬁ
Eut ‘somewhere within the life of thE twa, now crlmsaﬁ, formg====m==
there is a strong céﬂs&iéusﬁess of each other. ' '

The Clear-Light Form is haltedQééaﬁ——éxpandiﬂg:aﬁ& contracting.
Now the Crimson- -Light Form is expanding aﬁd;c;ﬂtfécting in like rhythm.
They are JDlﬂlﬂg;‘ » B o

Ffaﬁ:pianeg and depths, but in varticél growth, shadows éf.Farms
spr;ng w;th the ascendlng EXGltEmEﬂtggés—-ESPrlng 1ntD Eelng, enclosing

the twa L;ght Forms and thE Cube! They are 1mmablle, but v;bratlng

With antia ipa tlan, mganlng unkncwable, mystery, awe, and impuls;an.

the sound of an astral bady plummetlng thrﬂugh 1ﬁcamprehen ible spac

climbs in pltgh and_valume—ssﬁe!sgraw1ng more intense even as the two
 prl;§rdia1 i’ es pprcxlmaﬁe each: cthars-ffsﬁgﬁ'

And as they tguch'=—;as-;-: .

As the Path Gf their movements must 1nev;tably force them to=====

The rhythms Qf all Ehe sounds cascaée in a harmcny of relatlcﬁ-

ship.. The Space is 1nstant1y filled. w;th lﬂSLght UﬁlVErsal slarlty,

equation-~===-=~ ~of Light and Sound aﬂd'Life |
And in the instant it is done, and dissolving ‘into a symphony of

g1
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Séuﬁd-péeﬁgﬁiiﬁﬁi;simplé;_- religious, peaceful---====dissolving into
deep, elusive night.
Only the external ,crutl!ings of the Cube are v?isible, as though thin

lines of golden light had drawn a skeleton of Cube in the dark.
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SECDND MOVEMENT

Part I
As the harmonies dissaive and wﬁisper away--=----the drum sound
reaedlﬁg with- themi—sii--the Cube llghts 1tself in a fundamental, un-
fathnmabla aalar---—i-ﬁrgveallng on Elthér SLde, two human flgures--Eﬁiﬁ—

Male and Fémale. At the precise ;nstant that they are perceivable, the
drum sound ceases its movement away from th;s Place======-and there, at
a vas dlstaﬂﬂe, hﬂvers-aia;—esaundlng ltS pawarful notes in a SiéW,.rEﬁ
laxed, unhurried rhythm, ' ' |

The two figures are aware of a 1ifé"wiEhiﬁ theﬁ, the{fxarmsr
crossed over their eyes, their backs to each ather-é—saésSEParated by

the Cube. They_are;stan&iﬁg erect. Digﬁity;' Simple, unrealized. Two
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majestic humans.

As the pairs of arms unf@ld  like petals of a flower opening
Eassisilettlng the heart of the bud seek the llght—s!:ss-the sound of
wire brush on cymbal shimmers a soft Qres¢enda-éss§i§aﬁd two shafts Df
pure amber Light steal frﬁm h;gh_app§$1te Q%EEFES of the Spaag-tg carve
_twé diagonal ﬁaths in tﬁe-déep shadow. - DppﬁSité faces of the Cube are
the Light, tha;r bfeath;ng_tgrscs bathed in the nght, ,Thelr heads
bend back to seek therneﬁ wéfmfh, and'théirifa¢35jfi§§'thé'Eew energy.
The cymbal- shlmmarlng ceases as their faces find the neﬁ énérgy. The
cymbalsshlmmerlng ceases as their fages are poised. .Thé distént drum
beat becom:s, for an ;nstanﬁ, a syncopated irritation, butrrésalves it;
self and repeats its interﬁaithythm'égéin;rl | |

A femlnlne meladysiﬁﬁ—ﬁ-hardly a melady-ﬁeeé!smsré a. pluéking'
strlng-saund searchlﬁg far a fgrm w1th1n ltself 1t ‘does not - kHGWQaiiésé
a feminine string sauﬁd pluzked and sustalned— plu&ked aﬂd sustalﬁed
l"éeg!!aﬁséchaés and moves through hér partlgﬁ af the Spaae. He is
115§en1ng, but does not knﬂw prec cise ly ta what he 15 1lsten1ng. His
head inclines sllghtly tDWEfd the scund; She is mDvlng in sgzret un-
dulat;gﬂg, fitt;ﬁg hersélf to the strlngssaund, 1t flttlﬂg itself to
her. Ihev are discovering each other==emmmu -the s»und and the female.
As her eyes travel in curved lines alﬁng the substan&e_af her figure,

~ they descend ever towards the darkness beneath, on which she stands.
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Her body waves and bends toward the earth-side of. the Spage. ‘As the:
melodic line of the strlng-scuﬁﬁ baccmes more caﬁfldenr the Male at-
tempts to correlate a rhythm of his own tﬁ the one he senses. Thé :
herantal planes and levels are be&mmlng v1s;b13 out .of the darkness

‘at_her feet, not at his. The colors are of earth and salld welghted

,i—ifs-—mQV1ng toward the center of grav1ty w1th;n 1ts substance. ‘Even
as the earth is in the L;ght-a-—f—sanather strlng=saund lower in’ pltah
——!#%-!plugked ‘and Seek;ng a sustaining line, beglns to augment the

iflrstaé—sss-and the llnes the Male fall@ws a:e not. so curved so soft
sé—ésﬁ-but seem to represent force. ln squares and aﬂgles--ﬁs——str;angles

and knives of preclsiaﬁi H;s cgnsc;ausness facusea on his hands, flﬂ-
gers spread-e:é——-gla51ng and apen;ngiﬁ!sa--the palm and the baak—ﬁ—-fii
the powering WIlst, a fularum=pa;nt b21ng fauﬂd The pflmary Emph551s
of hlS string- sound commences to aEGEﬁtuatE the QpEﬁiﬁg and clcslﬂg

. flhgers of hlS r;ght hand," whleh is held befcré him. He 15 flndlng h

a fist. VShe—s!---!suddenly aaﬁsglnus of his sound, pnlses==--iséa '
saulptured figure abéut to step fg:th fram the Cube-esiﬁ—sand the two |
strin g-sauﬁds are aware of Eaah cther, draw1ng glas i; harmﬂnigus;
1nterdépend2ﬁﬁe-==eésita s;mnllglty and near-unlty._ Then=-====-his

fingers, closing closer in undulatlans nat unlike thase her bcdy made
. before-==-mm=g snap Shut!!E=!!saﬁd he QWﬁE a f;st ‘a pcwerasubstance.
It stands at- hls eye level and Slﬂwly he raises it abave his head.

He is not challenglng. He is dlSEQVETln . There is antiglpaﬁlnn

in the mament.-.és thf two strlng-snuﬁds appraximaté each athers--ss——
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]
o
[

as his fist is held aloft in the path of his amber Light=-==---ag
poises, about to step forth from the Cube=------the distant drum-sound
becomes irritable, couples, intertwining its own rhythm.

And with great, but controlled free energy, he swiftly plummets
his fist toward the earth.

It strikes----~---and from his throat a clear, beautifuyl--=----

almost victorious vowel sound escapes into the Light, which is even
: ; ,

then cascading at his feet drawing from his portion of the Space, the
planes and 1evelslé§mpietiﬁg Ehe Eullgimagé Sf'the earth-substance on
which the Cube, the Male, and the Female stand. Her voice joins his
------- a unison sound. And the two melodies explode====--=-yith the
remembrance of the melodic line still evident in the musical gcntaﬁrs.
The drum-sound has picked up a swifter beat, a suggestion of urgency.
The Female has flattened herself against the face of her side of the
Cube==m=m== arms extended at her sides, back arched. Except for the
now=-swifter beat of the still distant drum, there is no movement, no

sound--~~----o0nly broad, enveloping, impending anticipation..
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SECOND MOVEMENT
Part II

This, now, is a bridge of anticipation-=--~<--a bridge arcing out
of the past into the future, and, a sir@ulaﬁ memory 1s expressed---—-=-=
as, standing aloft, the Male leans back against the Cube, his arms ex-
tendéd as the Famélé's;i-EEa-agd they, together, are without movement,
but of the very heart of vertical motion. Pois:d thug-==-~=~~immobile,
but fully expressive of internal activity—a§=—eewe hear and &ac;h the
circular memory.

The distant drum stops.

All is silence, filled with an impénetrable consciousness of sound
as of a yawing‘wind=EEérgy'sweeping'thraugh ﬁhe jagged m@uthuaf a deep
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céve into the Light.

Now there is a memory-sound'of a light substance through liquid.
It is suddenly irritated, then resumes itself, but with a defined pat-
tern of duration. All the Light in the Place we have come t@ know is

washed with shadow==-=-=-=-=--once, ‘twice, and a third time. Now the Cube,

the Male and the Female are less clear, léss defined. The two diagonal

paths of amber Light have receded with the three shadow values expres-

sed.
A once-remembered, now near forgotten, Light passes across the
shadow space to pause suspended in a corner. Another Light-------a

 faint crimson Light approaches. The durated liquid sound is irritated
momentarily, then resumes itself and splits into two rhythms, one in-
tertwined in the other. Neither is dominant.

7 The faiﬁt crimson Light approaches tte Cube, but now she stands
covering LtS face-~-====and as the Light approaches and recedes, the

sound of a soft matter impinging itself against a substance joins the

As the harizaﬁtal movement of the faint crimson Light approaches, the-

ceiucer of her body is revealed--=--<--her vortex meaning, Then it re-

The first Light begins again its vertical movement. The sound

of the distant drum joins--=--=-=--and as all the rhythms now joined grow

in intensity and volume, tae first LighﬁiappzﬁthES the Male side of

the Cube. Its mavemEﬁt be;ﬂg vertical, washeg the Male side cf the
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Cube. Its movement, being vertical, washes the Male from head to foot;
this, in rhythm with the approaching drum-sound-------and its color is
approaching that of the faint crimson Light.

We are observing the memory of Primordial Action. A Space subtly
defined by Light; a Cube of fundamental color at low intensity; two
barely visible diagénal paths of amber Light lifting a Male and Female
out of the Place; the horizontal planes énd 1évels on which the tatalr
visible image rests, pulsating with earth-color and v;brancy. WE are
fluttering---====and an appfcaching, distant drum.

Two faint erimson Lights are moving; one, gently touching the
torso of t the Female in horizontal movement, the other, washing the body
of the Male from head to foot,

All joined in gfawing harmeny of movement and sound. A memory

of a memory---=----a vague remembrance-------not so clear as at its first
conception, but there-------appealing, stealing into the conjoined life-=

beats of aeons forgotten.
All expressions have found a level, and cannot prgceéd beyond it.

The Female's hand grasps the edge of the Cube. This is natural. She

does mot turn to watch herself do this The Male hand dges likswise
The sounds indicate no irritation, no Qveraaming of each other=======

simply an express;cn of waiting, an antlglpatlﬁﬂ,
The wire on ﬂymbal gathers its energy and drawg .upward in intens=

ity the two dlagaﬁaL paths of Light revealing the two humans. .
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From a vast distance-----=--a high, plummeting sound begins its
earthward journey through infinite Space-====-=-and the hands of the
Female and the Male, fingers extended, are reaching across the front
of the Cube toward each other. Their heads are turned away. They do
not see with their eyes. They are sensing with thei r two extended,
searching hands. Already, their bodies are apprgachingifﬁ-—-—héads
turned away-»=-=----the plummeting rocket=-sound coming with fierce speed.
The two Lights seem now to be pushing them together. They are being

moved upon by two forces of Crimson nght-i-—---ln ideal harmony. Their

:,4—,

Then, they tauch'4=§sﬁs- '-: h%
The two sustaining Strlﬂg=5§ﬂﬁd$ leap into the Place~==-==== and,
together, the two humans turn toward each @ther—ééﬁaé-sne to the other.

The two Light Forces have entered them. They are bathed in faint crim-
.son Light. And the diagonal paths of amber Light have lifted, and now
cross where their two hands meet. The symphony of sound is e#&iting
and primitive, but not sexual. Ther® is no evidence of naked, appeal-
‘ng music that seeks to 1ull the mind or éxclte the heart to passion.

t is a natural symphcﬂy-———sssa discovered mament, met. The plummetlng’

==

racket has joined tham, and is dlsappearlﬁg again into its elusive,
secret Place. They are looking at each other with meaning they do not
analyze. It ié bareiy curious. It is ﬁérscnal and within them con-
taiﬁeﬂf Na Symbcl from one pair of eyes to anathér has traversed the

Spa;e which separates them, They recognize nathlng in eaﬁh other.
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They are simply looking=------they are seeing another humam.

Suddenly, there is evidence of decision in the Male. The symphony
of sound whispers away, leaving the distant drum-sound poised, sounding
itself in a new complex of rhythm,‘built around one precise, repeated,
primary beaﬁ; This the Male is finding. His foot is lifted from the
ground, then lowered, hased on this primary beat. He repeats this
mcvement, looking down at his foot. She watches him with great concen-
tration; follows the path of his éyés_ Again he repeats tr° foot move-

ment. Then, looking at .er with studied care, he reaches across the

She does likewise on his. They are locked together, fingers to wrist.
His body-comes away from the Cube against which it has been resting,

He is maéiﬁg a first step. Without realising what éhe_is doing, she is
helping to support him. Her body . becomes a fulcrum for his movement
-seai-sher weight becomes a fulcrum.

Finding the primary beat, he cautiously steps down a plane. He
is now away from the Cube. She is seemingly <linging to it. Now, he
turns to step along the horizontal, His steps are short and carefully
timéd to the primary beat. He is approaching on a horizontal line her
point of Place on the vertical. Now he is in front of, but below, . 1er.
His free hand reaches out to grasp thS!*!E---aﬂd the hands lock, fin-
gers to wrist, and he now faces her. .She,:taﬁds lgaking down at him;
he, a plane below. He is baekiﬁg Eaﬁn? she is falluwiﬁgi They are

taking first steps tagethe' ------- -a ﬁascade ’ﬁ magic Light fills thﬂlr

91



FILMED FROM BEST AVAILABLE COPY

Place. The Space is becoming more vivid, more illuminating-=-----=
though there are evidences of elusive romantic---===-and, perhaps,

faintly sentimental shadows. New planes and values of Space are re=

vealed at new depths., New horizontals=------above t them; above and
Surfcundiﬁg them and the Cube. They are descending, but even so=mme=n=
a new, great earth -movement is being performed==-----as the central

mass, the Cube its Center, is moving upward, as they descend.

o

At first, this awesome Chiange is not discernable, so slight is
the movement, but a new sound ié entering thé Place~=--=-=-that of reed-
pipes. This augﬁents'thé slow upward thrust of the central mass, and
thus accentuates it. The Male and the Female are moving farther and
farther away in descent. The distant drum is receding gradually,
though never becomes inaudible., The reed-pipes are increasing iﬁiins
Eénsityi: And as the influx of Light increases, the new horizontals
being revealed, are actually ascending, too=----=-s0 constant is the
upward thrust. The Cube is changing its fundamental ecolor, as it as-
cends, becoming, through values of blue, more distant and unattainable.
At last, there is an equalization of thls 1ant Change in the struc-
ture of mass. What we see now is an ascending development of horizon-
tal planes, their surface definition revealing in slight curve from

| right to left, the Cuba resting on the highest point: the Male and
‘Femalé now standing at the bottom on a flat, unending plane stretching

The SPaQE'Withlﬁ which this large mass now resides is distant

02
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and impenetrable-----=-endless, timelesg=======an expression 1n color
of eternal depth.

The reed-pipes are organ like; ascending and descending, entering
and withdrawing: ever increasing ths counterpoint arocund a wry earth
melody which first expressed itself as the upward movement began. The
drum is still with the pipes, but in them=--~=-- -not, itself, a notice=
. ably strong Element_ Actually, a fugue for reed-pipes-==~===organ like
—s=sme=ig grcﬁi‘ng in the Place. And at the moment when this is recog-
nizable, the Male and Female arrive at their new plane, and the adjust-
ment of ﬁhe mass is complete. ,

A near ice-blue, crystal Cube stands alone, untouched=--=-==-at

the greatest height.

B ’
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THIRD MOVEMENT
(Introduction)
The ways man chooses are not defined. There are no inevitable

paths to a reasoned future. One assimilates evidences of time and

and imagination is a mystery, never acﬁcretely'salved, but communicated
by impulse and evaluation. Judgement is not a simple publication of
one's expression of the right EE%EE? There is a complex editing of

the phenomena af’ggigg{‘aﬁd Dﬁa'é Evalﬁatign and judgeiéntiis as much

a phenomenon, itselfa
remembers by way of a quigkaﬁgd pulsa; a fluttéring heart, There must
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be first things somewhere in the swift growth and change of life. But
hidden in the ecstacy of the instant, they spring into human substance
and idea ~-====and are deep in existence before one observes, one day,

a habit that came in a flash, was cherished by instinct-love, and stayed

1
1
i
1]
1
I
i
~r
o
(o
R ]
Lay]

orgotten. And the search in remembering comes some other

Man does what he must do by some standard and act of balance,

Action is the evidence of this. Ancestral vc ces whisper reminders out

of the past=====-== -and the present represents a fragment of their con-
tinuum, Loo===-=--=gweeping man into the future of endless maturing and
change.

A brief bundle of instents gathered in retrospection of being show
him that he did select, he did choose. He did spring into Light out of
universal equation--==---his presence, the sum of giant computations
ever-expanding, never-ending, infinite. And when he moves and is moved
upon, exquisite new configurations are set in motion, exploding a new
combination of energies into future Light. Into Light he is born,
bringing the modifier (himseif} and the myriad shadow forms within him
-==----all moving toward inevitable conscious darkness and death. ‘hus,
thé universe teems with his Presence, hlmsélf a mult i cormed reflection
of unnumbérgdfPresenges before him, But he is not alone in Conscious-
ness, And inward and outward he is, as harmonic and dissonant undu-
ilatian of the ;ampo$1te Presence==—~-=-a reflector of relat;ans, a re=

lation itself m=m==ay plﬁ-palnt of Less-than—L;ght EKPTESSlng a rela-
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tionship of a relationship.

some moment-=--=-=--the point at which Time began=-------there was

>
rt
i

a First first thing; a silence which exploded into Being, and living ac-
tlan, heretofore never experienced in such a Form, rushed out of the

macrocosmic womb=---~--and started the process of becoming. At some

Instinet guided him. It also misg 1ded him. " S0, choosing and
discarding, he developed will, and realized Selection.

And so it is of First Things we procéed from, gathering whatever
manifestations of value we gense-~-----slipping away from, and mag-
netized toward a hoped for, once remembered, created instant; an im-
perceivable bending of the First soul and consciousness toward itself
through imponderable distances.

One must select and make choice, select and make choice=======
sensing the Light, seeking to penetrate the shadows, fingering the
melancholy mis-choice in the mind's eye, which sees what ever it is
stimulated to see; gathering the fabric of reason around the naked self;
a stranger among strangers in the lomg night.- '

Definition escapes reason even as it is given analytic shap a
wisp of fEQEEﬁ Etlllﬁéss grasped w1th the 1ntense despe:atlan of one who
is about to step farﬁh into a constantly changing new world. And that
which was begun becomes sought, and the search is man;fald and organic.

IhErF can be no isalating eacape, fgr the present is an instan-

9
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stored for inevitable selection and choice. And then the pressure of
inner knowledge becomes g;:éatér than the force of entering experience;
the self must shut the present off, and dwell with the past awhile=====-~
and dreams, the future, are born of Will and Hope, seeing the discarded
mulﬁipies lying about one's life. Thus, Time becomes an ever-constant
pexrvader, a Force itSelf; a three-dimensional aaﬁfinement; from which
there can be no severing off.

But there are these First Things-------and we sense them all about
===-====and even fan@j we generate ohe now and.again, yet knowing in the
secret élaﬁé of self that, truly, we are dependent upon another; that,

in truth, the miracle of Life, itself, is the First Thing we would dis-

And so-------Life comes into Light, bringing with it these count-
less shadow forms====---these expressions of Less-~than-Light; this sha-
dow-past and this shadow-future. And the way is sensitive and lomely,

e seeks another. One seeks another human expression--=-=----one

1

who will augment and balance and equate. Meeting is inevitable, but

A symbal:must be féuﬂd,.a'passléérdE a code which can penetrate the
shadow; a sign, which sPéfkg the ins :uv iab: tight,

The distance between two pairs :i #vei, wwo pairs of hands, two

i
M

pairs of lips is as great as the opposite, 4bgtract poles of eternity
bent back upon themselves=--====when no common symbol prevails,

The disacvery,@ffaﬁather,gaﬁnatrblassamriﬁté'méecing without a
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mitual sign.

But two discover=--===-and meet. What is the First Thing which
sings at the center of Space betvieen and within them?

And are they well met?
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THIRD MOVEMENT

Suddenly, all is 1ightless'

A sound of earth shifting; unsteady planes of earth shifting and
scraping rock against rock, Pebbles and earth fall on the surface,
Occasionally a tree, troubled at its roots, quivers and-=------finished
==-===-falls to the horizontal. Leaves aﬁd‘gfééﬁ dismembered parts
scatter in disarray éo follow the sucking stream down. No sound of
.animate life to be heard, No bird cries. No animal gruﬁﬁé or shriek-
ing calls.  No Earth nght. ) ” |

This 15 a lagked struggle cf farces bevgnd the aniﬁate of
mysteriaﬁs, 1mpersanai energies roaring a m@m&nﬁaf? ‘supremacy of mat-

ter,

- a9
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Sky light boils out of the turbulent edges of thunderheads scrap-’
ing their bellies against other thunderheads, Wild, sharp edges pierce
the Dark.

Distance is far-reaching, as sounds rumble up out of the past and
crash into the present. Unknowledged, unproportioned Light blots dark-
ness out in an instant of violent strength.

And the clear Cube stands at the high-most point.

The Male and the Female are on their EEEESEiii——shnldiﬁg each

other. They hava great need for each other.

All is stillmess.

Then, the wild, raw Light stops. Therexis no Light. There is no
Sound. .

From a far disﬁancé directly bahind;the Cube, the hollow drum be-
gins again. Its first beat is dull, and a painful time stretches to
its second. The interval is long. Again the interval Lgng. Again
the intérval, then the third beat.

Within the Cube a Light glows and fades in the same intervals as
the sound which preceded it. Now the drum and the Cube-Light are beat-
ing together, By the seventh drum beat, the Light from within the Cube
has grown to the proportions of a shaft, and with growing pulsation re-
veals the Male and Female directly in its path. 7

They are as we saw them for the instantsiﬁ!¥éslagked in needful
ambfaae; héads résﬁlﬁg on each other's shoulder, kneeling. A

A tlnkllng of a bell-:éiﬁﬁ!a small brass-sound which £ills the
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the Space. And the Male and Female raise their heads. The drum stops.
The Path of Light from the Cube bathes them from above and behind.

The brass bell again. '

A tambourine shimmeriﬁg; then struck dumb.

The Male and Female risé; Their arms fall to their sides. They
are facing each other, and looking directly at each other.

A tambourine shimmering, then struck dumb,

A trumpet-sound===----high-pitched, penetrating----=--heralding

a coming. It is weaving a silhouette within the Cube-=-----a silhouette

arms clasped to its sides. As the trumpet's rhythm becomes more so,

the silhouette grows in excited movement. The trumpet's climax is
reached, and as it is, the new form leaps from the Cube-------and stands,
1 arms outstretched as if to embrace the universe. It is directly above
tlie Male and Female. They have not moved. .

Now there is charged silence-------and no movement. Multicolored

Light is gféﬁiﬂg‘iﬁsthé darkness around them. Still no movement==-====-
and no sound. ‘ A

Stealiﬁg into tﬁa consciousness is the 5Qﬁnd of the reedpipes
heard before. The reedpipes are organ like, ascending and descending,
entering and withdrawinggassnéﬁan increasingly complex gaﬁnﬁerpnint
cmmmmmca fugue for reedpipes. At a point of ascension-~=-===an in-
evitable pﬁiﬁﬁﬁ%ﬁa—s!the new figure, the Cube Figure, holding its arms

toward the Male and Female, begins the descent toward them.
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When it arrives just one plane above them, and directly between
them the fugue stops-=-=----=and in the tinkling of the brass bellemmmmn-

The Cube Figure swiftly moves between the two.

This movement is a severing movement. The two are cut apart.
She turns and falls EG the earth, head in her arms. He rushes after
the swiftly moving Cube Figure which is wildly circling the Female,

leaping and scissor-kicking the Space around her. The Male tries to

adept, his potential is clear. She does not watch, but crouches in
self-hiding on the earth.
Now the Cube Figure is moving alone--<=-=-up and down the planes.

he Male is standing beside the Female, watching.

[ |

bodies moving thrnﬁgh Space. Gradually, the Cube Figure is approach-
ing the Cube whence it came. It stands at the highest point, beckon-
ing the Female to join it.

Shying away from the Male, who is stuﬁneﬁ gndzpefplexgd, she
ascends toward the Cube Figure who enfolds her at last. They do not
touch faces, but their bodies are tightly joined.

The Male watches.

Swiftly, the Cube Figure dresses her in veils, carefully folding
them to reveal. She permits this to happen, occasionally attempting

an adjustment of the folds herself,

=
=
Tl
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with decision----~---and, as he does so, the rhythmically complex drum
begins its primitive compulsions.

Without glancing at the Cube Figure, all attention focused on the
Male, she starts the descent toward him. The Female melody of string=
sounds joins the drum and follows her down.

Now she stands before the Male who is kneeling again. Gently,
and with great care, he bends down and kisses the hem of her .gown. She
watches carefully, but makes no supporting movement.

The Cube Figure stands above=------ watching intently.

The Male rises, and as he does so, the male string=sounds jai%i
and the symphony which ended the Second Movement once again fills the .
Space in which these two dwell.

For the first time, their faces touch.

He kisses her.

The trumpet melody joins the two string-sound melodies.

Their embrace is impenetrable.

string symphony receding with them; the multi-colored light fading.
Only the drum=-sound is left, its primitive, wild interweavings in-
tensifying the silhouette of the Cube Figure==-=---alone, within the

pulsating Light which generates the Cube.
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EPILOGUE
This, then, is an expression of an. eternal legend of discovery,
meeting, and recognition. |
Space and Light are the overt expression of the snergy of uni-
verse,
And Life moves into Light bringing with it the broad mystery of
the interval between birth and death, the shadows of darkness made

by the life-modifier of Light.

continually expresses itself in rhythmic dimensions of modified Light
and Sound. And each individual life is a éamggsiﬁe expression, bound-
ed by it self and ever expanding into superhumén expressions of the
gigantic relationships conceived of these temporal classifications.
And no two of us can ever possess the same image éf the present. A
universal differentiation is exquisitely generated in the core of an
instant. Moving and éxpgﬁdlng along countless intimate avenues in
time's continuum, no two individuals are permitted to OCCUPY ==~=m==
at the same mamént-éss——athe same point in space.

Always=we===-ag we are allowed to imagine=~---<=there are points

of view other than our own. From some point of v1ew, a classification

vi
§ being made, a codifying agent is afield.

e

And whatever the phenomenon may be, all its plastic dimensions can
never be totally realized in its present. For, instantly; it expands
into other harmonies---~==-or dlssgnanges—s----sdépendlng on some point

of view.

=
o
il
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II

Though geometry resides in style, the theorem is unknown. Per-
haps a dimple in a thought may be the that which once was this. |

Reflect upon the web, the fragile trap.

A gun is camouflaged in golden brass and filagree. What is in-
tent? When made, was but creation. Still its functions strike the
bloody blows.
| Then, what is true? :

Consider a weed at the roots of a lemon tree. The fruit is sap=
ped, but vhich the blossom? | | |

A child throws a pebble at'a sea=bird. 1It, startled, rushes frem

the water's face and strikes a blind man fishing off the shore.
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Does he see?
Ambivalent secrets wheel and turn like giant galaxies, each sight-
ing careens Or reflects the other.

much truth contains the hand grenade?

1s right for what?
treegrower who is unable

How
You say the color is right. The dawn, the
lved despair of a

sunset, the tearing, unreso

to live without his book?

we have walked upon the moon, they say we are capable of

Since

doing anything. Is this the truth?
Then, feed the starving.
1f we shall educate a sentinel, what ghall he watch and 1isten for?

The weaver weaves.
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IIT

Human sﬁuﬂd;r Sad, searching sound-===---moving through corri-
dors; a man singing to himself a song which once went from him, now
goes inward. Moving into light, a shadow, his eyes searghvearth and
see nothing told. Hands toe the wall. Then, motionless, he leans a-
gainst a stone, suspended like the soft down of a bird-=----=waving in
and out of light.

The drum of his heart speaks--=~-=-=the soft-slippered sound grows,
>filling the place with its deep vibrations, clothed in black velvet.

A vision és;ap25a ssssss and ELEES the face of memory. Heart stops,
and echoes aﬁﬂ echoes itself away.

No sound. Silence.
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Light searches-=~~===; fingers removing veils from statues.

Sighs follow each as it falls away.

A slender streak leaps into the place--=w=~- and stands quivering

in the earth, A Javeline=~====a young virility-e-----= -elecktric and

waiting.

From above him floats down a new veil, and covers his head and

torso. He is motionless, yet alert.

The singing voice from a great distance~-=--~--stops.
Someone calls-—ﬂs=§sln a whisper=====-=-
Mirrobo==-====?

A question which has no answer; a question asked as ritual.
The Javelin moves directly to a stairs and ascends. On the.thin

linre of light and dark, a form joins him, and they kneel and share a

language-======no words are audible. 1
The Human returns-------and at the bottom of the stairs, watches

the mystery unfgiding above him.
Mirrobo, he says?

And the two at the top cease their rite, and watch, unmoving.

He speaks agaiﬁ-a——sﬁlerrabg?
Someone is weeping. Who is she sitting on the racksasii—ﬁhar

head in her arms———asﬁﬁweeplﬂg?
The Human goes to her.
The two at the top of the stairs standsﬁ—!--—then the Javelin _
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descends three steps. The Form follows, but stays behind him.

Mirrobo=-======, the Javelin says?

rhythm, more than one, many in one. Velvet touches velvet in sound,
and the light grows===-=-~==gtars of light sparkling---=---leaping out
of darkness to ignite for an instant, then eﬁpiée.

Off the rock to the earth she comes; her body with the wood-sounds
=======the other, waiting.

The two kiss lightly====-=--and each spins away.

but not listening.
But the other three are there-------and knéw‘that the sound is
Strings-------plucking strings join-------and a hérmaﬁy comes to
the place. And magic light comes. The world is temporal and tingl-
ing with life. ' ;
Movement grows from motion of three. One is without movement
~====e=-ayare and participating==-====but without movement.

Then statues. Silence.
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Perfect glass is penetrated-====~-and falls away from itself.
And fine, delicate glass lies broken.

This is the story.

And they wandered forever, these two. Losing and finding. Want~-
ing and waiting. Leaving and returning. Separating and joining.

The Javelin}is a gliver of lightning stripped from a giant shaft
on the right hand of the God who conceives the souls of humans. He
bursts into flame at the joining point of two lives whom he has
created far one another. This he does once in a millenium.

Feeling the heavens rocking in the tumult of such rare creation,
a lesser ‘spirit, who was self-conscious because she was unable to
conceive, came from her hiding place-------and watched this terrible
thing. The great heat of the flame welded her hearing shut. And ever-
.more she has lived in that ome giant moment of sound memory; her ears
sealed. The God realizing what had been done, and unhappy because
of this-------stripped from his shaft a streak of lightning-=--~-=-
and gave it breath and form. This he gave to her, and said,

He shall be-yaur part forever.,

Strange, too-------for instantly, she forgot that she was im-
perfe;teseaﬁ!saﬂd{ ho longer was self-conscious of this odd thing
which had happened to her. But somewhere in her eternal mémary—iﬁeeé—
there is something she must recall. '

She and the Javelin live somewhere, to be sure, but the place

is so many that it would be impossible to descrihe.
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And every ome hundred years the two humans are joined; they who
were conceived in fife?s!saiﬁand commemorate their heavenly union.

And the Javelin and the Spirit are joined to them in this com-
memoration. ’

The Javelin needs no soul-----==for the Spirit is his. And he
is her etermal music; this they both know.

The two who were born in fire are fused into one each time the
‘great circle festival is held--=-=-=and this, of course, makes them both
temporal and eternal, Having been born of a God, they wish to return,

but the distance is great. o

All four are joined in a strange uﬁi@n; they shall go on meeting
=======and éxpi@ding in the sound and light of theif'flaming birth,
And the God has watched this. ’

The God has watched this for thousands 6f yearg-====-=and is won-
dering whether a mistake was made. L

Perhaps it was hasty to create a Javelin without a soul. Perhaps
“the circle must be se#ered;' | 7

And that's the story.
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1

Not me nor thee; the. great life farce;

A s;lve: aylinder, 'a cone, a fallEﬂ sgldler, dead.

A grawling Eagla, wings fanned Qut in duty time beyand dull thuds
of iron. Amang, a hEll-ﬁhﬂppéZ pants and caughs its dank, rust blades.

| ,Fuﬂereal muffled snare.

Raund Asian zhild face.

An invitation to a masked ball on the m@@n§ orange daffodils in
violent burst of flamé.: | - , ' ;
| And the ;hild ‘holds the head of the soldier in her'iap, her lap,
her 1applng WEter at the Edge of rot.

Two flnwers blacmiﬂg in his eyes.

Never more, never more, nevgf more. |



FILMED FROM BEST AVAILABLE COPY

v

pink flux passing to bfcnze;ja vessel
of oil, | |

sand wind pouring over cleats of steel.

cermonies Qf innocence o

Ehiidréﬁ

dreams

sails in the rain

hopes
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VI
Sitting, astraddle a Wall of Stone-------hands alasped forward
in comfortable repase—;-—saalegg dangling, a ynuth we see.

Beh1ﬁd aﬂd above, at great distances, are gv1dencas of planes
: and caunter-planés rising at ihGllﬁES-E!!ﬁﬁ—juEtlng, not harshly, in
and through each athersaﬁﬁeasdisappearing, then, into shadow.

An an;ienﬁ, Er;endly Wbman appears. - 4

A Snund of Echués comes with her. Shg_ig;filléd with all the
people @f her 1life, but mnviﬁg alone. Thé Yauﬁg Oune is'iﬁtereéted
His thﬂught& perhaps, are ung@nventianally elsewhere, but he watcheg
her with concentration., He hears the reverberations of memories. She

~ does not, « for she is of Ehém. They are indistiﬁguishable to her. At

o
- .
'™
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the crosspoint where they meet=w===--ghe pauses-====--and a smile of
infinite wonderment fills her being. He jumps to earth, and stands be-
side her, leaning against the Wall. | |

She approaches-------fingers his check ani brgé—a!isﬁﬁtakes from
her pocket a Gift, aﬁd offers it. The SQuﬁd af bass-wind wanders easily
into their spage. The Ygung One accents her gift and moves away to
stand, one foot on an as;end;ng plane; watching her over his shoulder.
| She is soon gﬁﬁé.r It is natural that she should le

The ¥uung Gﬁe climbs the plane on which his fﬁﬁt rests; effort-
lessly he climbs, Having arrived where he has willed himself to go,
sits-———!!alcaking at the Gift. It is small, old, precious. He is
pleased. He concentrates greatly, fhé sound of Ehé,bESS‘Wiﬁd is gone,
and he is alone again. -

A company of. Revelér -s——---campelllng each other — Eralia by
to the disharmony of brass horns and piping . flutes., A snare d:um ac=
companieg them. Far a brief moment the Young One be;gmes AWALE === mme
but his interest waﬁes, and he reclines with grace on the plane_ The

Gift - regts easlly by hls shoulder, a sharp pinpoint of light touching

off its inner stars.

:Earth,and grass are tossed like dripping Ealls from one to the

éth3;§i=4if=and the’ Revelers wildly clap their hands and dance. This
is not gross. This is natural and unnatura1=ﬁ—————ﬂ1umgy and beautiful
aséé-ﬁ-mamentary and eternal.

They couple gach-athér, spying a mqméﬁt of escape they find
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private plaﬂéE; and are actively still together. The sound of their
‘gaiety has quieted, and a soft-footed rhythm has joined them======-
interrupted by personal and intimate explosions of sound which beat and
fade away. !

The Yaung GﬁE finds an Dbgect in the plane on Wthh he reclines

The sparkle of the Woman's Glft diminishes. A high, unmellowed wacdsr
note sings and grows, s;ggs and graws, sings and grows. He lifts the
Plane-object from its hldlng place; then,- ris;ngEésﬁ-=—1eaps to a plane
above, thdlﬁg his new prize aloft. Suddenly he is aware of the wom-

an's G;fﬁgsés---and, puttlng h;s new nbject dawnaaaﬁEﬁ-ﬁot wishlng to

the Gift left ‘behind. Swiftly and surely he tosses it inta the air
!5--ﬁ!-ahd the teellng is good. lee 'a wonderful plaything, it is
.Eagsed agaln. " Each time, he throws it hlgheriﬁﬁsi—i Then, saﬁlsfléd,
he puts%iﬁlinrhis pocket-====--and moves back to the plane above: The
Planasabjegt ié,fégainédEissﬁssaﬂd balanging on the edge of a dEEEEﬁd:
ing level======<like a tightrape walker-====<<he appzaaches the majar

surface, singing to himself, -

From he shad@ws, the heads and shaulders éf the couples peer
On the major SurfEEE!!!i-!!thE Yauﬁg Qﬁe stands.

cle. Twittering llké sparrows, thgy chatter. Then, giggiiﬁg=ﬁﬁﬁﬁ!aaﬁd
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needing ather things, they run away-------with different partners.

A Jealous One is léftfbéhindi

.She moves to the Wail beside the Young One----==--,

The sound of marchiﬂg feet approach from a distant place, and
gathering persistent facusiis—!—smafﬁh-by! - As theﬁ pass, the Young One

lifts himself and abserves. The marching feet are going away. He fol-

Hig,hand stiil clasps the Plane-object he has'fauﬁde=e2ﬁ§sand
soon he realizes this.  He rolls it across the grnund---s!==wishiﬂg it
were a ball, perhaps, but f;nds_that ;ts surfaces are piked with tiny
spikes. This'he knsws as he'héars it rcll’ﬁaward the Wall. He follows
Lt!ssséesaﬁd, crouched like a dlEE-plE}"EE, fii,ﬁgé it a;gainst the Wall,
There is no weight of his’ bady in thls—ﬁ4ie--:ather a sudden pastime.
It returns to him, and he throws it againi At last he is tired of this
=======and gits, legs Sprawled ‘back agalﬁst Ehe Stl‘;}ﬁE, flipping his
new toy from hand to hand. ' '

Above him, eyes focused strangely, head dawn--!!!!—the Reveler
who left herself behind==w=w=a=is there. .

Perhaps he has seen her, but has not noticed her. He is alone,

.she is not. | 7 | o

A hot sound=~-----not a whlﬁ;ng sgund---;ea-but a cajoling, pe-
netrating, pulsating sound appraaahes—as—-—!she hears, and is apparent=-
1y satisfied. "

She gaﬁhers the sound into her, and sh&dawﬁméving aigngrﬁhe Wall,
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moves to his side----=-=--then, slowly backs away, making her personal
mark in the space which grows between them. Her movements are those of
one preparing a track, plotting a course, defining a channel. And the
movement haEthliﬁESS'aﬁd nature in it. And the melody is in her, and
can be heafd | '

Then,; having done these mysterlaus th1ﬁgs===—%-!5he waits for her
lover to be born. '

Nigﬁt_camés iﬁAfrﬁm the outer places, surrounding this warm place,
but, being ﬂighﬁi“ﬁﬁé!ﬁlESVés a pool of leftover day where the Young One
removed the Gift fram his pocket and 11&5 down ta rest _He tosses tﬁe
plane Dbjact away. ' -

The hour is presentﬁﬁﬁasasand fipé!

And the Gift shimmers in the soft night light.
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VII

Now, here's a ténder PQESlblIl -yt
You take a man and a woman of -- say == si ty, sixty-five, or so;
== those WhDrhEVé been fetiféd' re-tired. |

You builé them a Watch about the size of one~-quarter of the Empire
State Building, nnly made Df cheap plastlc in the design of the Taj Ma-.
hal, Wéstern ver51ﬂﬁ. '

émd Yu:u_ surround this incongruous retreat -- re-treat -- with a
Super Market Golf Course Game Room Shuffle Board Television Set moat.

- Then you make two access pnlnts thruugh the wall, and append a

drawbr;dgé to both; an entranae and an exit. '

At the Entranae vou place a gatekeeper in striped pants, tennis
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shoes, and a thin, mascared moustache. At the exit, another of similar
dress and mien with the additiom Qf & black silk top-hat and pearly gray
spaﬁs; | | | | ‘

'Naw, you invite tﬁis man and wife to enter into this exit out. -
And (with PIEfZEEQEdEdeﬁSiE ngfufmed by silly saxophone players) you
dampen the sound of the ti&king watch.

Next, you gradually suck. out the air until a near-vacuum is a=
chieved. 7

Then, you erect a,néﬁn sign, which reads: YOUNG PEOPLE KEEP OuT,
EXCEPT FROM 2-4 PM ON ALTERﬁATE-SUNDAYS? AND ONLY THEN IF DIRECTLY RE-
LATED BY ELOOD TDgiHGSE WITHIN. - _ - o ~

By Ehié ﬁeans, we may all éfficiéﬁﬁiy, but gradually, diminish
wisdom, EQPE; 1éarﬁiﬁg, 1ave,fespéét; and PTﬁdEﬁéE- And with ex-
quisite precision, withdraw from the hﬁman spégiés, leaving our portion
of the §laﬁet~in:the hands of carnivores disguised as men.

Theig'are’many vefsicné of this possibility. Each of us may want

to recognize his own.
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-sometimes there is no sound save
the beating of one's own heart pumﬁ, the drum-
miﬁg erfingéfs, the tawny stret;hing.muécié in
the sun; the pipes of wind in a grainy cascade

or an oppressive whisper bEGEQﬁiﬂg
'the dead

~and all is mauve, dark, midnight

green at the deep, scratching center
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IX

As light appears in this place, an individual atop a structure
devised of many wheels and planes is seen carefully fécuéiﬁg and con-
trailing the»verf light which is Eﬁtéiiﬂg. He is unaware of us. His
attention turns to a ridiculous télésaﬁpe int@iwhigh he begins to peer
from the wrong Eﬁd. Dddly enaugh as he manipulates both light and re-
verséd telesaapé focus, gradually an Image is revealed on a large visual
surface which constitutes our wall. ’

The immobile Image is an eﬁchanﬁing'fgrm in repose. Slowly,
vthréﬁgh gradual degrees of motion, it begiﬁs to breathe. The Hsnipué
lator is acutely concentr.ted on his giant instruments.

Now satisfied that he has performed all necessary functions, but
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unaware of his reversed f cus, the Manipulator carefully descEﬁds to the
floor. A small figure, h investigates the wall in a nearsighted way,
Ultimately, he achieves a proper dista ice and sees for the first time
the delitiaus:imSge.

'The énghaﬁtlng form in repasg sleegs quletly; generatlng dreams
which pass fleetingly on its faze.- ‘

Wish;ng to share with others his discovery, the nearsighted Ma-
‘nipulator scurries about, and gémes'upéﬁ an industrious group of fellow-
men bu31ly Engaged in necéssary, high utlllty tasks.

Bursts pﬁ_llght pap and glow where the busy ones work.

The Manipulator- tries to involve one in conversation. He is much
too busy, passing gbge;ﬁs to another who, somewhat 1mpatlent1y,Jwaits
to r2321ve them. He tries agaln w;th anather. .Now and then he glances
over his shaulder at the sleep;ﬂg flgure breathing relaxedly in the soft
lighti He is yet unsuecessful in gettlng anyane to ﬂ@tlEE hlm.

Aﬁ last one daes lay dawn his work, and l;stens., The subject of
‘their conversation is the rEGllﬂlﬁg Image. The listener is snmewhat
sympathetlg, beckons aﬁather to Jcln them. Tagether, the Ehree dlscuss
the phenamengn, thcugh they never look at it. .

' One eager young pérs'n is i teréstgd!sﬁﬁé—sand joins them. Stim-
lated he vnluntéers t@ get the othe ers ,attéﬁtlon, whlch he does w1§h
some success, and a circle of peaple is forming.

The Manlpulataf is so busy}taiking Ehatihis attention no longer

returns to the Image which, though 5ti11 breathing, is gfédually

=
I
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disappearing-------as a more .varied (but éubdued) iight is illuminating
the gathering circle. | '

At sgome point in its mévament away fram percéptlb lity, it dis-
appears entlrely, leavlng an empty burnlng cclgfsspace.
terest, and return. to the;r apparently 1 ssary Wﬂrk Some would, per-
haps, like to remain, but are compelled to get to th31r tasks.

‘Fina 11y,;someth1ng of a small group has formed afcund him, and
‘it moves, ~activ ély subjectlve, taward a v1eW1ng point of the Image.

The Manlpulatar prepares them, then shaws théﬂ where it-is.

It is gone.

He is Sufp”iséé;='Fgr an instant there isléagfusiéﬁ;: He asks"
them to wait, to be patient, aﬁd moves ramps and ladders to his giant
instrument, and plunges into his work again,’ '

The light on the wall éhanges anérfluctuaﬁés éa heima§és various
pots and ‘switches. S

This actian'is'taking place in s ,L,n e, the- llgh;:iiiumiﬁatiﬁg—

. the busy ones haVlﬂg faded the sauﬁds w1th lt. |

" The small group . wha came to see the Image are recllnlﬂg, leaning,
waitlng, some 1nd1cat1ng 1mpat ENCE === Bthers, dlSlntErest

He bu511y concentrates on his fask 922351gnal1y suppa:tlng the
changing compasitions and colors wit h Wﬁfds to thDSé who wa " apart
from him. '

The wall is moving and'gfawiﬁg with many férms; bﬁt_n@tv recog=-
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ﬁ.sable as the Image seen before-~-----or any objective, related fact
they can share.

7 -Soaﬁ, the group dispersesss!ssiﬁeagh individual responding in'a
singular manner to the c@l@féd action b31ng pe:fgrmed on the wall._ Ap-
parently: unable tg maké aﬂy sense out of it--=---- they are moved tD re-:
turn ta their former work. -

ThE Manipulator hav1ng tried, at first, to keep them tagether
i——!!ssna-lgnger does so. At last, he leans agaiﬂst his. complex
machine — spént and lﬂtrDSPEEEiVE. -

But one still walts apart. t *1 waﬁches; Aﬁd he, EEElﬁg the
Manlpulator subs;dlﬁg, joins him. It Ls the Ynuth.

"He . tflEd to ccmfcrt h;m but, uﬂsuccesslul, and 1ﬂterested in the

great maghlne, he occupies hlmself with famlllarlzlng hlmSElf Wlth 1t.

B Angldentally, or by some pattern of Judgemgnt not iﬁdlc ’ d "'us;
- he finds that the teles;@pé is backwards--—!sa*aﬁd that 1t is movable
-m====aon its vertical axis. He is Exélted. HE arous he Maﬁlpu!

1arar—-ssss-and tagetheraa--=--they try Eurnlﬂg the teles;cpe in a
circular nrbit It is heavy, and requifes much manlpulat;cn of tha _
wheels-====ﬁebu§, finally, it gradually starts its w1de circular move~
!ment. - '

The colors on the wall are changing tc a rare ganstan;yaﬁﬁ!ﬁe-
and a dlstant and mnv;ng evaluation.

Deap within it, a ferm is hegiﬁnlng ‘to graw -

A saund,antiglpates the fetum;ﬁg-



FILMED FROMN BEST AVAILABLE COPY

All light is fading, including the tiny pops where the busy ones

work,

The Image is coming into the place--==m===
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X

Politizal gesture p@iitical_gesture political gesture political
gesture gesture gesture gesture jester,

Political jester. Cap and bells. Balls and chains.

The political jester gestures again.

And again and again and again.

Smiles that crack stone, Smiles that crunch hope. Political
gesture. |

Swollen hands %wallen hands.

Lips‘E@uﬁeing bouncing caressing ingots of fat,

The New Fool, strong as an ox, powerful as a commercial, lean as

a missile; rich with the blood of Ghéﬂgis Khan.
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Holding flower, eating flower; the political jester digests the
political gesture.

The gesture, political gesture; a fan-belt whirring.

Computed, expedient mediocrity sublime; the political gesture.

And nowhere to go, nowhere to go -- save downward in concentric
swallowing of one's own rubberized tongue, shaped Ey the biometric sta-
tistics of Fabulous, Fabuléué, Fabulous, and Gagad of 10-9<8=7=6=5=4=

3-2-1 Haﬁisan‘Avénue.
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XTI

four minu!es of tension moving to
the uttermost outreach; initiating
change from one specie to another; the
religious edge of passing into

tﬁe beginning of something utterly
other

a drum signal

geography of anticipation
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XII

Far removed from a distant pastire grazes a goat; the ram of
sacrifice, mountain borme, lean. Here where it " ‘ves, the rarest
parts of mist, swirl majestically about the scra, s of stone racking
:Ehe sky. The air enfolds the ancient scent of blossom; fantails of
fresh grass design silver patterns of rumning wind. Bleak rocks

sharpen their edges in the cold air. Below, no relationship.. Be-

Twelve figures; the multi-divisible, stand waiting the ascen-
sion; twelve robes of ice blue melting to space.

The Sentinel stands at the top of a green stairway, forming with
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meticulous care a garland of wild roses. Impassively, he looks down to

the valley=====-=then, unhurr;ed, seeing no sign of ascendant, plucks

another thorn from a stem, and continues his exquisite creating.

The Ram of Sacrifice grazes, ungiving of itself; non-participant,
the victim,

The beneficent gad,ﬁ-e——iiliesEslééping.

Reas: n is unlocked, and the secret thiﬁg'is done.
can say it quite that way again, for the images have melted
Below, a child has turned

None

away into the vast emptiness of non-reason.

man=--=----and spoken. The spoils of words have been divided. The

god has become his other half, and now plummets toward our divine source.

Radiant spring has burst into song======-and kissed away the con-

The ascension is near the half-moment, nearly now.
Even the Ram of Sacrifice raises its head-===«=-and shows ex-

pectance in its unmoving frame.

Slowly, jEStlEéllYiﬁ——-

w
enfolds the waiting spirits.

The faint sound of a carousel begs to enter. As it increases, the

sounds of caged beasts and deep-throated men join its thin tune, and a

miniature circus comes from behind the curtain.

tent is arched=~=====and on the'earth!flagr a clown is escort=

e

ng a young girl to her satin cloak. She bows gragéfully; blowing

\n..lu

kisses to the garish, multitude, the audience, which perches grandly
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and momentarily on frail glass bleachers.

The blare of the tin, tiny trumpet-------and the rattling snare

Outside, the carousel hawker invites those unable to pay for the
main attractions, to ride the merry-go-round. And it starts and goes.

An unearthly hand reaches out and touches the circus world. Life
turns to statue. For a brief moment, one can hear the heavy-footed
ticking of a clock, slowing down-----=-stopping.

This is a museum!

A procession of academicians, traditionally garbed for medieval
winter afternoons, file by twos through the spectacular opening. They
march soundlessly, Ghaﬁtiﬂg a fugue of intricate proportion. They ar-
range themselves as jurors before the statue of the Clown. One of
their number steps forth, and cabling an intricate phraée, introduces
the unsolvable problem.

The young girl enters self-consciously from her private place.
She clutches her robe about her. She pauses, and lgéks about===-==-
terrified at the frozen faces-~-----staring, wide-eyed. She tries to

speak, but is unable to, Motioning her toward them, the .Juror takes

from his robe a measuring stick, and points to the Clowm.

=

She is suddenly overcome and approaches the Clown. He is unmable
te respoﬂd; for already, he is the past. The present stands in formal
.Ltire=======being objective======-,

The Academicians wait==~-----then, unsatisfied, each, singly,
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begins his particular private search. Occasionally, one or another
tries to look over the shoulder of a particular busy colleague, and,
sometimes, is apparently able to glean valuable information; for, smug-
ness commences to fill an otherwise clear eye, and many notes are taken.

At first, it seems to be a picture of intricate confusion, but
gradually a form appears and is repeated.

Various onlooker-statues are questioned, and as each is con-

and giving every indication of thought. Others are gossipers. Others
have nothing to say, but hide their faces-------and blush. Now and

then, one breaks into weeping. Another prays an answer. Some form

is appearing; for slowly, the ranks of the Academicians are being
thinned as, singly, in pairg=-==---others, even three or four, arms
locked====~=<they go out by the spectacular opening through which they
came.

The young girl is quiet now. She leans back, her head against
the Clown's knee.

Soon==m====-all the academicians are spent. And she is alone
====-~=the only living life in the vast multitude of stillness,

Outside, the carousel begins to play--=-----its rhythm respectfully’
slowed down. It is playing a new melody-------an earth-hymn. There is
no hawker's sound to distort it. It is, alone, the gﬁly sound.

She riseg==-===--gand with dignity, removes her outer robe. She

=
L
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Her movements tell a story

moves to the accompaniment of the carousel
of a mysterious journey. She has moved a great dist ance, and weary of
expectant life budding within her, seeks shelter in a place made holy
by her Presence. The earth is warm where she lies. Overhead, the

A child is born.

Sentinel waits patiently.
the onlooker-statues

The movement is finished
" Gradually, with exceed;ng reverencEEEEE
They have borne a child within
umber pass thr@ugh

came back to life,
But even as the last of thei

themselves, as well,
the spectacular door, the ecry of the hawker begins-
them to come ride the merry-go-round.

They appear no longer to wish to ride. Disturbed, he jumps off
his pedestal, and comes into the arched tent
=--=-==-except for the Clown and the young girl-
Looking at them======<he has no

For a moment, he looks

It is empty---
deep in sleep.

who appear to be both
in the world took place.

again

understanding of what

as though he might wake them, but motivated by another idea, he rushes

through the opening, and, in a moment, we hear the music of the carousel

' . His voice grows lighter as peaplé come to ride, in

speaks cajoling earth-poetry, and the music plays steadily in ci
' t,

speeding up
moving farther away, and with it, the light

He
fading away=======
in the tent-------until nothing is léft iﬁ the darkness but the young

cleg===m===

girl=-=----serene, perpetual--
- Imperceptibly, she fades away, too.
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lifts-------presenting a place farthest removed from the most distant
pasture. The film of twinkling light lifts-=-=-=--and reveals the same
suspended, waiting moment as before.

The Sentinel stands at the most high step of the green stairs
stretching.déwn into the valley==~----=forming his garland of wild
roses.

The Ram of Sacrifice moves toward him. The twelve figures turn
to watch. The Beneficent God waits. |

Respectfully, the Sentinel descends almost out of viEWﬁsasﬁEE_

then, Pausiﬁ§,>receives a Form slowly ascending the broad stairs.

l—'l\

ight turns inwarde===-=--and the infinite darkmess is pene-

rr

trated by fresh, new light lifting forgotten images of past into pre-

* gent:

Zoroaster
Moses
The Prophets
Jegus
Mohammed

- Savanarola
Ramakrisha

Gandhi -
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XII1
Commemorate the Dead, remember passing.
Hail the fathers, mothers, clans. Find cousins.,

Commence,

Do not forget. Accept the burden of the gift, each aspect of
the journey.

Each one 1lift it, settle it upon his back. In solemn ceremony
join them. Move toward river's edge. :

Do not tell them what you do not know., And tell them, who re=
fuse to be your kind: tell them parables..

Conivene the tribe.
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Now, sound the bone=horn.

Re-cite the tongue.

Rattle stone.

And when the hour strikes, befriend the snake. Draw rituals in
sand for goat feet and the paw, |

Wait for rain.

And do not be impatient at the wind.

Anoint these holy ghosts at last with one atomic spark =- the
sweet at last.

(if you will not be my brother I will kill you)



FILNED FROM BEST AVAILABLE COFY

XIV

elusive weave, warp and ﬁ&af; thin
angles twining tensions 'round a spiral;
Eyiinders vacuum held; jasper gold
dots melding to our stringing light
ancient candor faces, moulded shadow
severance
slipped
~calcified in stone, this jungle of
red coals pulsing
a spire, a hand, a violet jasmine
an iron box fused
this chorus of éspirate outgoings

burden of dust
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XV

thirteen beads on twelve emerald
spires

seven hands

and four black wolves baying at the

MmoorL
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An Ivory hall-we-m--pillars, ==-m---the ceiling, a silver mist
breathing. Diffused, braad avenues of 1igh|: filter through mesh open-
ings in the high vault. An oboe and a flu!:e (the light and ‘the dark),
playing in tnisan,'iﬁvent with each passing ins;antéisﬁs!éand never re-
peat themselves. - -

" A Seeker awakens and moves-----=-comes from fAr AWAY-m=-=--gii-
‘bracing the pillars, his cheek pressed against the mellowing ivory.
Perhaps there is a path he follows, but he does not know. o
! A Hessanger descends ta the flnnr, and Ecgether,'aware of each
| other in aeons past, Ehey move alnng the high hallwayi-—---atagebher,

a potential.
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A cello-sound cammémqrétes a hope, once wished for, never to be
forgotten, now too distant as it augménts the QEDE and the flute. The
Seeker and the Messenger stép tc-listen; seeing something, hearing more
in éhe shadows between the ivory pillars. Something vague and memory-
like moves sleepily in the deep éhadaw;_scmaﬁhiﬂg éhgstelike, but more
of dream than féafi We cannot see it, Eut the Seeker and the Messenger
can. The cello-sound whispers away into silence. A flutteriﬁg of many
wings tipples the avénues of light----=---and for a brief time, the
Seeker seeks.nverheéd; the Messenger watchéé. The oboe and flute, in.
unison, are unhesitant, the continuous, the éVéfFPIESEHt. .

A Summer Wind-éﬁtersnfﬁom a door back along the high ivory hall
and circles the Seeker swiftly from head to feet, twisting his cloth
about him. For é moment, the Heééenger-is.éaught in the sweeping gust,
and spins, ﬁéaf unbalance----=--but regains itself, And floats to the
floor at the Seeker's feet. '

This pgrticipatianAfeﬁinds the Seeker of a‘stor?, and he reveals

it to the watching Messenger.

He is filled with excitement. His hands draw outlines of young
ideas in the space around them, There are steel-like kicks in the air

-==----and & harp-sound finds him. The Messenger watches. Taut skin
the passion of the'harp,
He, the Seeker, pulls at long cords of the past; from between

the pillars wild,vimgatient, éélfish, and beautiful idea-forms are
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drawn taward him; some filled with f's entment at being torn from memory;

fiercely between iﬁng flngers haldlng a sparkling tiara; each its own.

Some do mot participate, but move as shadows m might-~-=---unat-
tached. '

As this is happening, t the ivory pillars have begun to glow with
1nterﬂa1 1ight—————seeach blendlng with the other, but 1nd;v1dual none-~
theless; now théy are becoming many tones as multi-colored light from
the floor diffuses and mingles. Now the Seeker is moving thféugh this
light, his torso 1mmérsed in Eafth llght from beneath him. The idea-
forms are joining hands, and are moving araund him===-=---all moving
"~ alike, all looking alike======2all seemlngiﬁ-—éisgggif—i--—aS one. And

all is light; growing broadanlng, expanding, DV&prWériﬁgi golden and

white. Until at laste-=----ag thcugh one could see no more, there is s0
much to séeiaiisiiall disappears in an instant; one flashing, nearbind-
ing iﬁstant;ﬁée-ssall is gone.

And black. N

Tha anly sound is that of the oboe and flute,_ln unison, 1HVEﬁt1ng
‘the never-r epeated meludy |

HUSH=======gave the nbae-fluﬁe.

SDFTssséﬁaisave the béating;

STILL---==-save the stirring.

Out of the hush the soft, the still---==--instantaneous, cold

blue grﬂws_fram Ehe darkness as thaugh an atom had burst in slow motion
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And in the gentér of harsh blue, ;eetering on a high pinnacle, a

sharp rock shot into space===-=--a crystalline man is; wav1ng his arms

slowly, graphleally mov;ng his arms like a geometric octopus, human-
braihed jerking at the wrists' great chunks of matter in the Earms of
cubes and squares and triangles-====--and a large circle seems to be
the extent of his reach, i

As the light encompasses this crystal form==-=-=-yarm, pulsating,
vibrant colors reveal on the earth beneath, in niches, on plateaus, at
turnstiles,‘at wheels===~~==at desks, at“baéks—sass—sat ma;hiné labours
==--=--at repose and activity=======forms of 11V1ﬂg creatures engaged

in tasks_@f the man-world. Thus, the tool-maker hands to the wheel-

spinner-------and the turnstile turns—ess—ﬁ-and the bookmaker writes,

and the weaver weaves h;s cloth, handing it to a lady who waits besid
a man in disguise-=-===~=and they, in turn; disappear--~=-=<=and he, at
the desk, compiles hié raw statistics., And there is no sound, save the
oboe and flute, in ﬁﬁlSDﬂ.‘ ) ‘ , .

The grystalllne man on the p'*: cle speaks, He tells them below

of the great ice age, and of the rlver-flaw1ng histary of the earth;

of the movement of the soil, of blrth ‘and death, and decay=-=-=-= s-and as‘

e

is voice commends them to lls;en, plnEPDIEES of light steal into the
viein 1Ly where each one is. Some contain their same proportions always,
others growing and receding like fire-flies in the tw111ghti——!eeve3 so,
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imperceptibly, more light comes to them.

On the walls behind the crystalline man, the outlines of his story
grow pictafiaily: the lmages af wild m nountains, the stark faces of
barbaric creatures PEETng from behind dark obstacles=--=---=--scaffolds,
through space, thréugﬁ light and sound, images of gods and demi g ods
of witches and poets and’schéiarsﬁe=—---and beauﬁymakers. ’

The ctystailine man's face is never revéaled for it is hidden by
a mask. ‘ 7

The MESSEngEI reappgars, and ”’th a loud cry, he rlps the mask
'fram‘hlsvfaze, aﬂd—thg Seeker is revealed. He is the ;:ystall;ne man.

The panorama on ﬁhé'sky behind him dissolves in colored chaog===~=--
and, fcf a moment, it appears he might fall from his'higﬁ balance. He
feels naked without his mask But, feaésufing him, those below form a
human ladder down which he carefully descends to the earth. As his feet
touch the low pniﬂt’af his descent, the cellaasauﬁd and the hafp—gound
join agaln the music of: the oboe and fluEE!i!=ﬁﬁ‘Sﬁd as these ascend in
ﬁgntrapuntai ac;ard thase who have alded him flnd themselves helpless-
ly moving awayassﬁi--ba;kwards---issaarms Extendlﬁg toward him and to=-
 ward each athér, until, 5112ﬂt1y, they glip into the shadows.

We are left alone with ccuntless images as the light ecloses in

around the Seek
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gone. But it does not seem so .dark. It does not seem so fierce a

darkness-------for, the new music fills the déep imagination, as coming
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from one's own memory.

From far away the Seeker shall come~=-====and the Messenger shall
come., And he shall be joined by others-------memories, new forms,
ideas. And the ivory hallways will echo the sound of their soft-com-
ing footfalls. From above, winds will tipple the avenues of diffused
light. The cello-sound and the harp=sound will grow distant and more
éistante-aésii;ntii, at last;:the oboe and flute shall be the only con-
tinuum for the composite Seeker who does not know the heart of the se-
cret, un?epeated melody, but shall sense it again. |

He will lean again, his head and shoulders against an ivory pil-

ghost move far away--~-----moving out of sleep for a little time. And

2 1
a warm Summer Wind will encircle him. He will compel with his strength
the idea-forms to come and dance with him.

A And the Messenger will watch without judgement, without need to
know more, without féar of disconnection.

And he, Messenger, will deliver his message at last.
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XVII

%]

A pot; that'

what this one's about. And a pan, as well? All
right, a pot and a pan. More? We must havé a spoon?

Very well.

This one's about a pot and a pan and a spoon. .

Now, what shall we make?

We could boil polluted waters, and skim the scum with a spoon.
With it make a bitter porridge for a giant toad.

We could bang on the pan, and call attention to our insanity as
we argue about whether or not we shall have air tec breathe.

Perhaps we could merely reveal the careful hands which make good
pots, good spoons, good pans.

In the end we might have made a king-pin for a coupling, or si-

lence in a kingdom of noise,
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AVIII

‘our Gaﬁsﬁituticﬁ

our Bill of Rights

our leather belt

our nails of iron

our copper drain

our beaten hoof

our magie land

our place

our sad and righteous liturgy

- . our life
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- XIX
This is an apparently empty, always Eféseﬁt, now-place. A place
like a wide, hollow, empty box energizing itself from within its walls.

Bayandssaiﬁa-above,'beiaw, on all sides-------swift, precise activity

elf is eternally confined. The receding action

7]

which the activity it
is visible and audible; intensely, intricately organized, but impress-

ing itself on the Stranger as chaotic violence-------bombarding bodies,

light, and sound.

As all action on the outside diminishes====---from within, the
space lights to full vermillionm. . '

And there is no sound, save the ticking of a clock which increases
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in volume as the color grows in this empty place.

The clock is persistent and ponderous, its builder having believed

that time is long:
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A voice of a Stranger enters. It i

The voice calls from a great distance~===---
Hello=-======~
The sound soaring up, escaping his lips, and leaping into the dark-

ness to fly as far as it may go. There is no echo; no answer.

A heart-beat quickens, and counterpoints the clock-sound.
The Wheel-sounds spin away-=-==----leaving nothing but purple space,
a silver ball spinning to a standstill, a heart-beat, and a Stranger,

prostrate.

He speaks in a normal key.
An echo answers an echo answers an echo answers an echo=-—==—==

and is silent,

An echo of an echo of an echo of an echo of an echo.
A base string-sound is left at the end of the last echo, then de-

scends in bursts and crescendoes to a deep vertical puint of pitch.

=
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There the heart-beat is-------gctivated slightly, moving now at
a faster beat=w-=-~=~but still i rregular, v -

The stranger speaks again.

I affi-e—————

Tympani roll up speedily, then diminish, and a choir of voices
answers A

I ap-======~

. The contemplative sound, the contemplative music enters again.
Now the Stfangér is moving. He walks slowly to the rhythm of the
heart~beat toward a wall of the box.
One hand touches the wall. The other hand Follows the first.

The voices help him as he searches the wall of the Room.
Whenever his hands, fingers moving and searching, touch-------

~ the area is activated with light, and the tympani accentuate it for an
instant, ) ; |

The voices tell him the story of strangers-------how they come
from darkness into the light, and half—blinded, Séaféh; as shadows,
the knowledge of their Being. How circles are locked in circles, never-
ending, immutable, but expanding secret circles.

As the chorus ascends with confidence, themselves re-vivified
telling the tale, the Stranger moves about the Room, touching off ex-
plasiané of light, revealing challenging dreams which move majestically,
each image anticipating another. ‘

He speaks to them,

st
Ln
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The chorus has told its story. And it is finished.

And the Stranger is standing beneath the silver ball which begins
to whirl——siia—aﬂcgmpanled by the entering whirring wheels, introduced
in reverse of the order in which they came.

The dream-images are receding--~-=-==-moving back into the mystery
whence they came.

The light is purple again, then moving toward vermillion

The Stranger is leaving the Room.

All sound is reversed., All light is reversed.

The ball is disappearing---=----now, gone.
The snare drum======-
The heart-beat-===«==
The eclock-sound beginning again. And outside-------at a distance,
the voices====== ’
E‘ll&:ﬁsi—ﬁ——

but going away from the box. A voice filled with anticipation and

excitement, compelled to share.

Thisvis an apparently empty, always present, now-place. A place

like a wide, héllgw, empty box energizing itself from within its walls.

Beyond===--~--above, below, on all sides~-=---==gwift, precise activity is
approaching-------moving away from more distant outer boundaries within

which the activity itself is confined. The growing action is visible

and audible; intensely, intricately organized-------and impressing itself

'—‘I
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on the Stranger as order, harmm;v—ﬁﬁ-—unified; interlocked bodies,

light, _and sound.




XX

the meeting

of slow feet, of fast hands,
of wavering eyes, of dangerous tongues

| the meeting

of drain pipes and ear mould,
of concrete paper money of dangling partici-.
ples in the half light of stern clocks ?unﬁing
behind time

the meeting

the late meeting :

the dry hieccough in the hallway

and the filing desks shining in
the corner

the meeting

ot
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Oh where, oh where has my little dog gone;

Oh where, oh where can hg bam=c=aua

With his tail cut short, and his ears cut long;
Oh where in the world can he be? )

A Clown enters, bouncing a large rubber ball, It is a patchwork-
ball of many colors, as though sewn together in momentary bursts of
recognition. There are stars and moons. And spectacular effects which

fizzle in sparks that were designed to leap out to the edge of darkness,

but fell short=-=~---and gasped in mid-air. There are round faces
which bend and stretch on the soft rubber. And rocket-toys===-==~and

streamers waving at the end of triangular wishes. The ball is a mal=-
leable surface of patched dreams.

The Clown's feet are large and flabby. And-===---Jeaping and
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bouncing=--~-=-=he comes into view from behind a structure representing
precise méthémati;é; It is regular and mechanical, and humorous.

A sound of bowling balls speeding down their hardwood track ac-
companies the slow, agcending and descending rhythm of his bouncing
ball--====<the strike accentuating the contact the ball makes with the
earth.

A slow burst of light accompanies the ball's ascension, in har-
mony with the speeding bowling ball-------and achieves its peak at the
instant of the strike. The colors are pyrotechnic in the burst and
strike. .

Away from this place, and in rhythm with the bouncing ball==m=---
are the sounds of numerous wind-instruments-------rising and falling
cascades.

The Clown is personal and pleasing, stamping his flabﬁy feet in
complex movements as humaroué and incongruous as he can make them. He
cartwheels, teases, laughs at his fat ball=~=---~floating up to the
sky, then down to the earth. -

At a point in the space toward which diagonal zigzagging straight
lin~s converge-===-=-he leaps and bounces the one bounce of gll-==--=s

and slowly, the ball ascends out of view. And the sound is ended,

slow motion, the pyrotechnic display dissolves into shimmering, soft

colors.

H\
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momentarily fulfilled.
From many points within the super-mechanical, mathematical struc-
ture-------and from other places originating in many quarters-===---

speed-walkers, arms high, elbows and arms pumping, feet moving from ball

There are many-=-=----and of various sizes and shapes, of many attitudes
(of many colors and cloth) ==-----and all moving swiftly in personally-
generated directions. Though they pass ciasa to each other-------they
do not touch, nor does any apparent token pass from one to another, ex-
cept an occasional

Hello, how are you=-=-=-==

+ the answer

Fine, how are you-=-==--=
being directed to the questioner even as the answerer is moving on to-
ward his destination.

Cccasionally, one hears such words as
beautiful-===---

to hell with it==-=~=-=
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absolutely ridiculous-------

exceptionally understanding

disgusting=======

my word--

how didee dDédEE*E‘=§==

skutleti addle di babble-
there is someone---
springing up out of the intricate movement being performed with such
Occasionally,

precision.
Paths criss-cross=------and the twain is never met,
two paths are parallel===«=-- and though the bodies are moving in similar

directions, one is moving faster or slower than an other.
Observing the speed-walkers with graduated concentration, the
==and almost before

Clown gathers himself together on the couch-=-
what he is doing is recognizable, he is copying their movements and their
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sounds.

Over and around, up and down the couch he moves, enjoying the oc-
cupation to the fullest-------then, leaping onto the earth, he approach-
es one--=-=--and, following him off, apes him. On he comes again, copy-

ing anecther.

Clown and his subject-=--~~-begin to smile.

The sounds are slowing down to a less-hurried pace. The speed-
walkers are becoming less speed-walkers, and, now and then, even attempt
to join with the Clown in making fun of themselveg-===c==and gently,

warmly, beautifully-------the action. becomes less strained, less tense.

the Clown is left dancing a carefully selected representation of the
preceding display.
A single violin accompanies him.

"He is alone as the great rubber ball descends from above.

the massive structure, the sounds and the light as before.

:Ag he disappears~-~==--the sounds with him--=--=---the light slowly
dissolves into shimmering, soft colors of warm hearts' affections.

And the violin plays in the darkness=------it, too, finally

whispering away into silence.
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XX11

small rivers join ocean; tree
forms speak anagrams, write hieroglyphics,
mingle with morning mists

blond ponies mount the light

snails crawl away, and dawn
tu;fns to azure jelly

another day between two drying

chunks of bread
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- XXIIT

Any who passes by will do so through ten discrete architectural/
presentational spaces. The duration of his coming and going is about

thirty minutes.

Let's play a game. _
Assume we have all the technical and financial necessities avail-

ble to us. (Anxiety overtakes the possibility of joy, so, we won't

]

reflect upon that,)

Since the only available surfaces we have at . the moment are our
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imaginations, it will have to be words that carry the experience. There
are no other means.

Let's élay the game all the long way. We not only have unlimited
technical and financial facility -- we also have all the afchitegtural
space Werwsnt.

We don't, for instance, need anything the size of San Francisco,
New York, or Chicago (though, God knows, that would be marvelous). Nor
do we need even a place the size of a large exhibition hall, But to
Pla? this game, it will be more comfortable if we have 10 spaces at least
equal to that required for bowling alleys.

A little more, perhaps. In width, a bowling alley and a
length, a bowling alley. And the largest of any discrete architéétufalf
presentatiénal space will not exceed this. Some will be less, but, pro-
portionately, the same. That is to say, not as many cubic feet, but
consistent with ﬁhe larger shape, proportionally.

So, we have ten of these. A maze. And our composition will be
their Ariadne's Thread.

In this way, every individual can be his own minotaur.

At the entrance to Cubature I an individual is .given an attractive
piece of paper, upon which is printed something like the following

It may be true that for the artist whose material is centered
in time his principal concern is for context. It is possible
that context nurtures and creates content in time-centered art,
However. action proceeding from such an artist's perception of
context will, itself, be of a new order if this pProposition

can be verified. It may evolve and emerge for each who experi-
ences these imagings as a personal and private vision; a vision

le1
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which each of us contains, but one which is constantly blurred
by the inevitable multitude which constitutes the passing con=
texts of our everyday lives.

One would want him to read it. But, if he elects not to, so
He has entered Cubature I

If we know how to, it would be good for us to have composed this
portion so that he will pass through it in about 3% minutes.

In each cubature we have employed our technology to afford us
optimum compositional conirol of visual and acoustic surfaces.

Naturally, we have had to leave his head, his eyeballs, his ears,
and his body to himéelfg

But we have tried to arrange our facility so that through sight
and sound we can invite him to féllgw our lead. We must be able to
whisper in his ear, to tell him there is something to look at in precise
places we have chosen,

Something else: in all the cubatures there are three dimensional
matters composed of other than electronic materials. And we must choose
them very carefully. For, they are works of art as well.

We will light from without as well as from within. And what we
light must be moving rmd provocative.

What is important now:

is that we try to come

together in another new place we've never been.
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Siﬁuitaneity is impossible to write. Yet simultaneity is precise-
ly the activity that occurs in each of these cubatures. Mostly, every-
‘thing overlaps. Many inputs are outputting all at once. How do we write
a mix? We don't. That's exactly why a mix is a mix and not a write.

S0, this is what I'm going to try to do:
describe certain three-dimensional phenomena
describe certain electrical phenomena
describe some hearing
and offer certain discrete statements, quotationg, statis=

tical data, etc.

It is reasonable that some or all of this may not be to your taste.
But whether or not it is, or you replace anything with something else --
each of us has to mix it alone. At this point in our evolving.

It's this question that is important: how do we get away from pre=
tense or performance and still present something in someplace other than
someone's living room?

the sound of them, the sound
of their brass

hands clapping

thumb and fnrefiﬁgér juxtaposed

Words:

if we were not to ask for everything, why were we given life?
will some one speak first? will some one say "no" slowly?

I know only what has been given me. I have no other knowledge.
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a catalog of generations.

there is no performance here except your own

if you will not be my brother I will kill you
and the brass oarlocks tippling in the light
and the walls pulsing

and the sound of tinkling mingling with waters

It hath been told thee, O man, what is good,
And what the Lord doth require of thee;
Only to do justly, and to love mercy,
And to walk humbly with thy God. -
' Micah 6:8
Their land also is full of idols: ' :
Everyone worshippeth the work of his own hands,
That which his own fingers have made.
Isaiah 2:8
Who is Jeremiah that he must haunt us so?
Cubature I sea, oceans, waters, brine

3:30
It's either the smallest or the largest of the spaces. Who knows?

(macrn;asmjmierocasm}
bridges from land to land, from moving to not-moving
pips, squeeks, bumps, bites, snarls, hisses, whispers, whirs
scratches, nudges |
and all the sounds of all the waters, drop by drop,
swoosh by swush, giggle by gaggle,

tides, beaches
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and slow wind: uninterrupted yet

electric images glow
and sweep

erratically around the room

a stew of living matter here
there
another place
bare, brown feet walk along a wall

a-spear-is-flung=a=fish-is-dead

in the center of the cubature two brass oarlocks dangle, and all
around their shape is repeated, reformed, studied, lifted out and re;
turned to trees, to slingshots, to crutches, to gunwales
Cubsture II Rock (the land, the land, the planet)
2:00 A three dimensional rock sculpture stands in this place. It
.is huge and simple, And Rock.

The fleoor is rough and gravelly. And here and there it gets
in the way. And people get pissed off in Cubature II. (for God sakes,
Maude, if you should go, don't wear high heels)

There is mo pretense about this floor. We put the earth
there, the gravel there, the rock there. Just as we put the concrete
where we did.

We carried that stuff up from the beach and dumped it there.
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You walk through it, brother; it's your turn.

But on the walls, above and below eye level -- it's a dif-

ferent matter. It's electric matter. And there we've tried to grasp

in electronic imaging, the essence of rock, the essence of plants that
grow out of its crushing leftover, the essence of trees, And, perhaps,
one carefully chosen flower that mixes all over and around the place.

Sounds: whatever they are, it would be nice if
they poured over and around the sound of rock.

What, God, what does a rock sound?

And rotten rock, and falling rock,
And a lot of statistics; not what we've come to
call ecological statistics. Statistics about the
size of things, the weight of things, the height
“of things. Not value stuff. Just dumb, silent,
big, heavy,xln;ampre hensible, imponderable, un-
believable stuff.
Like: rock melts at such and such a temperature

Mt. Everest weighs such and such

Most of the planet is melted rock, and it

boils at so many feet below the skin of
our home,
there ain't no rock airplanes
rock me to sleep
(stuff like that)
HoId3:  gpall I tell you what I hear?

This ancient socund n@w, this
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present then; this present then
so ancient now.

curselves?

A holy war? Butterflies must be
night, and carved of rock
If I do not see this beauty for
myself, T will not have a way
of believing it from another
This brilliant sunlight, These
disasters made by men. Oh,
this sad and glorious earth!

- Is there no possibility of a unique
and inner law uniting us?

Cubature III Wood

2:00 -
The floor is constructed of wood with the grace of a

Kabuki stage, and the iir space between, so we may hear our feet mov-
ing in relationship to one another. (That is the;handishaped wood)
Tﬁe other wood in- this place is not shaped by human
hand.
it's shaped by a beaver's jaws
by a wood pecker's beak

by termite's chewing

and all the walls are an electronic manifestation of

images chomp
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and images chew

and images peck

and beautiful images build beautiful floors, but
beautiful trees make beautiful lumber. And beauti-

ful trees must die.

and saws gfiﬁd away
and axes chop 7
and the sound all down very low so that
we can hear our feet moving across the
beautiful floors '
and the sound of feet walk across our heads. Or
run across. But just enough so we must look up
to see.
And ‘there's nothing to see up there,
“but a light bulb, a gféat big light bulb ﬁhat blinks

on and off as the footsteps pass by overhead

When people are beautiful, it is so wonderful to be together

To be beautiful is, itself, a celebration

And to do what one knows how to do best -- and be beautiful

== that is marvelous, indeed

If you will not be my brother I will kill you.

-t
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Cubature IV
2:00

Words

ILMED FROM BEST AVAILABLE COPY

String, twine, rope, cable, chain

‘Upon entering this space, one must have the feeling from

the beginming that as he traverses the long distance
from the entrance to exit, he will surely be tied hand

and foot.

‘Samewhat; perhaps, as one feels when walking through

underbrush and one's face becomes wrapped in a web.
Or in an attiec. Or, an old, musty basement. Or, in

a stairwell at night.

There is a sculpted figure in this space. And it is
repeated. It's constructed of 1%§gﬁhs of tying-together,
linking together stuff. And it ﬁoves, It seems it almost
moves about. Or, our moving about moves it about, And

from the moment we come upon it until the moment we leave,

- we are confromting it.

Is time knowledge?
And relatlve movement Expérlénse?

If T cannot, how does someone do it
for me?

What did he mean when he said, “this
work is finished?"

There is an antique elephant's necklace that hangs in

our home. It's beautiful, it's heavy, it's unthinkable.
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Even for an elephant. Though it is ceremonial ornamen-

chains, strings, cable, rope:
They're utterly transient stuff.
What's a cable for? 1It's something that's made

so that two immovables can give, Give? Immovables?

Same with rope, string == any of that stuff. We want
to tie things up, but we want to be able to free them

from their bindings.

If we weave the stuff we get something éfrgnggf than

when we began.,

Maybe we might give everyone a rope, and say,

"skip it."

A piece of aﬁything to tie anything up with -- whoever invented

that must have been close to the same one who iﬁVénted the wheel,

That's us. _
All that's us.
We did that.

I don't want my boat to go adrift, but I don't want my hands tied
either, Or my ankles.
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Can I have them both, or must I give up one?
The excruciating duality of discovery.

Sound: what is being heard is an accumulation of dy-
namics Er@ﬁ entry to exit. All grounded in
the theme of tensing these tying-together
things more and more. Nothing ever breaks

or smaps, but it sounds like we're close to

it when we leave the place

But that's not only what one hears. We also

that are whispered -- almost on the run

and certainly on the sly.

And the words are the ones we don't say
until we draw close to the edge of sanity.

And they burst out all over the doctor.

Have you ever noticed how profanity never
passes that nice person's lips until he/she -
goes insane? And then a mule skinner

wouldn't have such a mouth.

Visual electronic surfaces in Cubature IV are sparse, erratic,
muffled (do you know what a muffled drum is?), but not dark.
They cluster together, and run away when you come too close.
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It's that goddamned sculptural’

Whatever that dominates this space

Maybe words crop up on monitor faces.
Dienbienphu
Phom-Penh

Bloody Gap

Authorize

Mother

(glass, plastic, etc)

Cubature V
2:00 1t commences by one's neariy colliding with a wall =- even
though all the rest is in front there.

It ends by turning a corner, and seeing yourself,

The experience of this place is all
represented and reflected. And from
the moment you enter until you leave,
there is no way to get away from images

of yourself.

'You can be narcissistic if you like, but

you're in an echo chamber,

any image you put in gets doubled,
trebled, quadrupled.
the only way to get.out of this is to
go back. And if you turn around to go back
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you'll meet yourself coming toward yéug

You can make it still if you stand still

and get others to do likewise.

The only way to stop these visual surfaces

is to stop dead.

Watch someone else, and you'll discover

He's watching you.

Just imagine 100 videcons connected to 100 monitors.

On Relay. On Delay. On Play.

“TURN ON

The sounds are different, though; they're of another place. And
snatched from Privagy. All private and natural.
like

in latrines
in doorways
in vestibules
in commumal kitchens
or showers
or beds
or funeral rooms
or buying tickets
or persuading lovers
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or receiving gifts
or babbling in rage
like

real time, but played back

(if you do go, Maude, for God's sake look neat, at least.
Why, there was a close-up of my mouth that turned up all
over the place. But you should have seen Harry's tongue.

In a second, it was everywhere)

And the sound of the private voices, the reflections and representa-

tions of the private pictures won't cease until you leave this place.

It is not only electronic surfaces. It is reflective surfaces,
as well, | |

It's above, below, and all around.

But the sound is always the private sounds of private voices

in private places.

And if you try to speak to the one beside you, he can barely
hear you. You have to get your lips up very close to his ear.
And if you do, a monitor's surface, or a reflective surface

somewhere will look like someone's kissing someone.

Words: if you will not be my brother I will kill you.
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Cubature VI the mechanical principle

3:00 '

it don't necessarily The sun rises and sets a lot
happen this way: it's

simply that somehow clocks tick a lot

we decided.

And we have to get i the moon comes and goes

out from under it, ;

ides rise and fz11 a lot

o

calendars change pictures a' sut
selling

. Happy New Year

Somewhere in all this there has to be a big red apple.
And it's got to fall on Newton's head. |
Picasso (to sec.): What's an apple for?
Sec (to Pablo): It's to eat

Picasso: - Then, why do we try to paint it?

In this cubature somehow the participant has got to be taught
a lot, | |

There's a psychologist in someplace like Harvard who can teach
a pigeon to bowl in seven minutes by ringing bells, punishing, re-
warding, and all that..

So, if he has seven minutes with a pigeon, and we have three
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minutes with a human, we have to take advantage of the difference in
the size of the Erain;
(What is a pigeon-brain anyway?)
And what we have to teach him is this --
. There's another way to comnect up stuff tham in series.

In a nutshell, the mechanical pflnClplE (as we might call it)
is that if ome thing breaks down, it all breaks down.

Well, that's a description of the way wheels and pistons
work. )

But, it is not the way an organism functions.

If we decide it's all about wheels and plstons, the de-
scription will stand for a long while. If we decide it's
about organisms, then we got to move on. nght on.
(that's Cubature VII, but we have to
be clear about where we're taking them.,)

Just for fun, since we're jaurﬁéfiﬁg down this road together, someone
might volunteer to make a report on what the Chairman of the Bank of
America chooses to have:as a hobby. There is probably more lnfarmat;gn
packed in that than in any expert assessment of the state of the Big

Board in the New York Stock Exchange when bidding opens at noon tomorrow.
And surely it is closer to Einstein than to Newtonm.

Talk about e;éiagical balance: -~there was this fellow who decided to
rob this bank. And the door was ma&e of some sym;hétici transparant
material. He whacked the lock, and the door disappeared right before
his eyes. The only trége was some metal junk on the street at his feet.
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And a tiny, thin line of white dust -- straight across the opening.

You get the right dog and the right bridge all meeting at the
right temperature, and you may find a dog swimming for the beach.

Is there anything more incomprehensible than there being enough
nuclear power stockpiled so that it amounts to, perhaps, a dozen tons
of TNT for every man, woman and child on the planet?

And all as security against a war?

We're stuck among wheels and pistons.
" We got to get out of that.
It's time.
We know enough to put value where it is: wheels and pistons are
beautiful. . -
Universe and living organisms are béﬁter, And more beautiful.

And more to the point we all have to deal with every time we decide in

favor of getting out of bed in the morning.

We've got our paés%rsﬁthfgugh in Cubature VI. The mechanical
principle,
When we move around this place, the walls look like exquisite ice.
But, no castles, 7

No swans melting. Or giant carp melting. Just exquisite ice.

Clean. Pure. Capable of holding in suspended moment a living organism.
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How many of us make judgements and decisions while we ramble

along? : * 1 .

And if so, what has that got to do with machine principles?
S50 much of what we discard -- or fail to remember -- represents

the truth of éiactly where we're at.
Still in Cubature VI.
v‘?hé walls look like é§quisite ice.
But, the ice rusts.

In the center of this space there is a living sheep. That's the
sculpture for now. , ’

A living sheep. Not just any old one, but one of those beauties
that are-raised by very pink cheeked, healthyréH Club girls. It would
be beautiful if she was there, also; but it's unlikely we could ever
work that out. It would be beautiful, because the vibrations from

this young lady would actually bring things together.

their perfect sheep? Sée, this is a blue-ribbon winner. - Our sheep is
the best=-of=show.

Why her emanations would be so lovely is that she won and her
sheep won. And the prize was that she didn't have to sell it to a

perfect stranger at $14 a pound for mutton chops.
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.Anyway, it's unlikely we can get the girl, but we can certainly
get the sheep. !

And a lot of people will feel good about all Ehat.

So, a living, pérfeatlf bred prize-winning sheep is our sculp-
ture for this place.

And our sculpture dwells in a transparant sphere mounted in a
gyrgscépig mechariism of some sort. Everyone is invited to move the
sphere, but no matter what kind of force tﬁéy apply, or in which di-

rection, the sheep is always comfortably balanced on the plane of the

And the floor is laid of the kind of material Busby Berkeley
empleyed in those extravagant dance numbers for those Ruby Keeler
movies in the 30's.

Maybe the sphere isn't a sphere, but a transparant apple. I
don't know. '

When anyone touches this object =- (and so perfectly balanced
it is, that a little finger of a child can move it) -- musie-box
music is heard. Tinky, stringeley musizsb@xrmusiz, “Rockabye Baby",
no doubt. ' 7

Now, the electronic surfaces are all about this sheep.

. From birth to carcass. . ’
Those are the sights and sounds of this place mixed with the

sporadie, spontaneous, chancy music of a misic-box.

Words: ‘Rivers of waters pass through me. I am woven of threads
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for you. Will you let your éyés follow mine in this
careful time? '

Here is a celebration of sacrifice preceded by our
ancient, grazing ancestors. Rest, procreation, and
feeding. Then the sacrifice of celebration. Then, all
serene again. Pirged. ’
Grazing, feeding, procreating, resting. And the sacri-
fice out there -- that distant there.

These tall grasses, these distant grasses beyond that
open, sunlit field.

What is a nation and who is the holy soil, the sacri-
ficed? And what does this have to do with the possibil-
ity of birth? ' ,

Any miracle is authentic. And is one.

Is there no possibility of a unique and inner law
uniting us? : '

If we understand motion, movement, and speed in techno-
logical terms, what keeps us from understanding these
phenomena in personal terms?

If 1 cannot, how does someone do it for me?

Your beauty is so precise. If I reachlautjrwill I find
you? Are you there, that is?

of the people,

To exit Cubature VI, one has to pass through a Rube Goldberg
old, dirty joke.
The sort that tickles you

and you almost die laughing
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as you pass through wheels and pistons

Perhaps the exciting surface is a life =size monitor representing

your approach.

Words: "And as we exit, we pass through ourselves."

Cubature VII the Drganlc princip ;7
3:30
Words: s-what did you have -for lunch?
-=-D'ya have a good weekend?
~=-Hiyg ==

=-Did you watch the Sunday Movie last night?
--I think there's no other reason in the world for ==
- ==1 don't khaw, I'm so -~
-=One thing I'm sure of --
==Johnny Carson's no different than you and me when
you get right down to it.
--What's so strange about the truth?
--That's the way I always ==
== I don't know. I just don't know.
~-=Wow,
-=50, who are you?
=-1 was walking down the street, see -=
==0h, God, it was awful. Just awfuli
==Let me teil you- scmethlng....
--It happens so many times I think I invented it.
-=Nobody asks me to save my- money anymaré Why iz that?
=~0h, I dunno--- : '
--Maybe, maybe, maybe
--Perhaps you're right. On the other hand.....
--Thank God it's Friday.
-—Sametlmes I do, and sometimes I don't.
--What's so great about ~---

this is a gallery
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A painting gallery
A sculpture gallery

it is spacicus
and cool
and there are handsome leather settees to sit on
and guards moving on small wheeled plat-
forms, looking at their watches.
= painﬁiﬂgs hang. you study one. Suddenly, it's
haﬁging alongside the one you were studying. And a new
one has replaced the first. you might turn to discover
that it is also across the room at the far end, but larger.
each hanging painting is clearly, discretely different from
the other.
there is no confusion about which is whieh;rit's
just that, how can they be studied if they move from
place to place?
it's quiet and cool and distant and the guards are looking
at their watches.
the fact is, the hanging, moving pictures
are quite beautiful
A typewriter taps in the distance
A phone rings, a secretary orders lunch for her boss and herself.
with a pickle.

And the beautifuilgaiﬁtings chug along
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One, 'the most beautiful of all, occasionally takes
over. And all the paintings are that one. And it's
difficult to believe
(This Cubature is going to get crowded. It s going to be very
difficult to get folks to move through this one. Our cycle is
3% minutes., But, we got to figure a way to s&famble it, be=
cause people are not going to want to leave. Can we entice
them with a reward?)
And there are classical, kinetic sculptures. They make
sounds. And each one is reaching out to communicate.
more audible and sensible the conversatiom.
These are classical, kinetic, sculptural communicators.
With messages.
Never statistics. Messages with warm and personal
content.

And the leather settees are fine to sit on. But, if one does =-

the gculptures are far away. Aﬁd cannot be heard.

Coy

One sound that ffequantlv crops up amor.g the
sculptures is made of the word "touch"
but when that sound is heard, it's long and lush

and composed of tonguz and air

See this miracle af one line, one stroke whlch narks him?
Why do we say he is gone?
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Whose smiling rests in this sculptured face?
The slave, the king, the emperor, the president are free,
All children sit down in the midst of play and study this
clay..
shall we re-enter the cave to restore ourselves?
What is a nation =-==7
Who dares the isolation?
We will surprise the light with a new one of our own, and
be authentic. Any authenticity will do; just one to rally
'round, to use as plumb. If speed of light be constant,
we'll find another for companion. They will be one together.
They and we will be one.
Who will be the first to think at the speed of light?

A typewriter taps in the distance

A phone rings

A door is inadvertantly slammed shut.

Cubature VIII dwelling place

4:00 :
three-dimensional objects in this room are of the
i

home, or in this home are of the room, or-----
and each is lived in} or on ----
someone must have just got out of that bed
that refrigerator door is open; close it or
the temperature wil

le of that book resting on

7]

L

o

T v
L3
o

r+

What i
the arm of that chair?
is that table Heritage~Henrodon?
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there's a plastic pillow
there's a hand-woven one
now, that's exactly the candelabra I was telling you about
if ve were to invest in a larger sofa, that's the kind I want
this space is lit for a home )
every portion of it is lit the way it is a home
that is, such is
the case if you stay away from it. It's all there in the center.
Arranged ) _
If you disturb it, it fights back
You disturb it when you get too close
You have to learn this )
For, when it fights back, it's embarrassing
It's obscene
Electronic surfaces in this Cubature are all concentrated
amongst the home furnishings in the center of the space
except for the acoustics of the outer walls --
(we'll come to them in a moment)
And all this sculptured group is separated from
the space around by the raised and scuiptured

island upon which it rests.

Words:
If you will mot be my brother I will kill you.

back along the edge -- at the wall =- the sounds are an orches-
tration of all that has been heard until now. Wherever our

visitor moves, he will be reminded of where he's been. But
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through his ears, his bones, his skin.
There is only the island to watch.

Cubature IX Sacred Remnant

4:00

the sculptural elements here
are the people themselves.

light them with care, for they
are béaﬁgifﬁlg as well

and wé move

only death stills us now

ppearances of violet, purple and orchid

amongst sienna, burnt umber,
orange, and rich browns,

and, occasionally, grays

To what purpose is the multitude of your sacrifices unto
Me? saith the Lord: I am full of the burnt foEf;ﬁgS of
rams, and the fat of fed beasts; and I delight not in the
i« *ood of bullocks, or of lambs, or of goats.

Isaiah 1:10-11

And when you spread forth your hands, I will hide Mine eyes
from you: yea, when ye make many prayers; I will not hear:
your hands are full of blood. Wash you, make you clean;

put away the evil of your doings from before Mine eyes; cease
to do evil; learn to do well; seek judgement, relieve the

oppressed, judge the fatherless, plead for the widow.
; Isaiah 1:15-17
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Woe to the rebellious children, saith the Lord, that take
counsel, but not of Me; '
And that form projects, but not of My Spirit, that may add
sin to sin;

Isaiah 30:1=2

In sitting still and rest shall ye be saved,
In quietness and in confidence shall be your strength;
And ye would not.

Isaiah 30:15=16

the "end of days"

the wolf shall lie down with the lamb
the leopard shall couch .th the kid
+..And a little child shall lead them.
+.the suckling shall play at the den of the asp
++«they shall not hurt or destroy in all My holy mountain,
For the land will be full of knowledge of the Lord
As the waters cover the sea. :
Isaiah 11:6-9

.+ .They shall beat their swords into plowshares,
And their spears into pruning hooks;

Nation shall not lift up sword against nation,
Neither shall they learn war anymore. ' :
’ Isaiah 2:4

ectasy in serenity; a sweet and yearned-for -
pain transformed to love

For as Isaiah understood, there can be no redemption for
man unless he conquers self-deification. 'He must abandon
the worship of his own creations, and liberate himself
from his lust for power, avarice, domination, and the

cult of the state. There can e no redemption until man
recognizes his moral obligation as transcendent and divine,
No form of government, nc level of material, well-being,
will save man. He will be redeemed nnly when 'towers fall,
and Jerusalem triumphs over Babylon.'

=
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What is at stake, finally, is not only intelligence but
feeling. Man has to change his heart. Salvation, the
prophets tell us, is preconditioned by repent. nce. The
redeeming act of God waits upon man's initiative.

Abba Eban

again and again. and yet again

i
o
[aM

in a rich, sweeping sphere of circles we flow

love the word, yet overtake it
Gvercome

The sixth century (BC)

" Confucius
fao-tze
Buddha
Pythagoras
Isaiah
Jeremiah
Ezekiel
Zoroaster

Sacred remnants

Lt

rocks and stones
the sound of bells
An eye, a very special eye whose pupil ﬁaves, but "impercep-
tibly out of stillness;
An eye which never appears distiﬁatly, but vaguely reveals

‘itself through folds and motions == and in sizes and propor-
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tions 3x4.

and throughout the fields, on various planes

were Jeremiah, Ezekiel, Elija@; and Isaiah present; and
3

1

the medium were theirs. But not as explosion; as a reminder;

an evolving; a re-revelation. A continuing. A privacy to
return to. A vision to enter and within which to embrace

and love oneself.

pay attention

serenity is interrupted by terrifying noises of the
contemporary world;

interrupted, Eut to be continued.
the awful sound of a military jet approaching and leaving.
As it passes overhead, the eye appears, the pupil moves

ever so slightly

the sounc uf a fist punching in terrible, steady blows

to the flesh
the cocking of a gun

cameras pan, not only objects of experience, but images
mixed on the surface, as well; images of those objects

being, or previously, recorded
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texture

unsentimental texture
are

texture; not symbols and signs

images will not "stand for"; images
he image does not represent; it is

for me, t
make not the objects of life; make love

not the apple; its eating

save the children
rain on the surface; not rain falling.
rain being the wetness of growing;

and warm against the face and eyes

save the children

taste our tasting

What is an acceptable human being?
Reflect upon the demonic aspects of the mind.

Words:
Speak to strangers
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We continually need. Yet, we destroy what we need.
the dancers inherit the party

children gather at the cavern's mouth in silent
recognition..

The smell of man’s nature is acrid and sharp, bringing
tears to our eyes, .

the cup of possibility

Holy vessels are fired in solitude

What shall we build?

We nourish eagles, kiss the tail feathers of doves

I want to discovei daisies in that v1alent burst
of orange smake and flame

Some wrinkle over with waiting

inner eyes stare from behind closed 1lids

to perceive with clarity is to be impaled on a paradox
oh, this tortured and joyous Jerusalem

we dangle in clusters in dark shafts, our faces painted
and masked

flowers are paper
butterflies like soldiers
we are marking the sky and moving away

a light twinkles at the far frant of the tumnel; it is
a soft ice cream stand

if we were not to ask for everything, why were we given
life? - ' )

how absurd it is that to do the right thing is absurd

poetry in scars
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secular appointments in a holy schedule

all because we, seeking, chanced to look each other's way,
and forgot to whisper, "beloved!"

we die between each heartbeat. And where is now?
a witness is among us

will someone say no?

how often the disparate is the vision

who will acknowledge the earlid?

g

erenity images for seeing:

sherry droplets on the glass, with sherry surface as part of
background. &

male and female hands against the texture of male and fe-
male legs; male fingers tending toward the location of the
knee; female fingers tending toward the inner thigh and
groin, ‘

the movement of an eye tenderly reflectiva, seeing
something in a small field; concentrating and attentive.

drawing figures in the sand with a finger, a stick, a
cartridge, a.tool, a piece of paper, a piece of food

water at the prow of a canoe. And at its wake
butter melting in a pan

honey pouring on velvet
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What did Helen Keller see? What did she hear?

Here is a constitutive moment

Cubature X air

4:00
volumes of distance
and air
one simple, three~dimensional electromnic
Something is the only occupant
and the sound worth caring about is drawn gently from the space
between two reaching out hands |
I was walking the streets of Jerusalem. The language
of Jerusalem is Hebrew. I noticed a girl of about ten, or so, ap-
proaching me. The buildings on both sides of our walkway were pocked
and parched with leftover messages of a vicious war amongst brothers.
As we came closer to one another, we both wished to say something, but
we rach knew we did not know the other's language. ;Eeiﬁg older, know-
ing there were a number of solutioms, I was silénced with indecision.
Apparently, she had a few words of my language %%, ~v w2 came along-
side one anatﬁer;-she laughed openly, and said i+ %7# e was sure
was the one we both wanted.
With all the sweetness of the first hello, she said
~ "Goodbye" |

And, there, apparently self-conscious of her daring,
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she ran.
And I turned.
And she, turning, glanced over her shoulder.
Aﬁd we both waved.
That sound mixed with the former, sound composer -=~-;

the sound of what she meant to say hello when ’
she said goodbye.
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XXIV

a ceremony for the dead who dwell
in the searing light of noon, who live a-
mongst us nonetheless; the belt-walker man=-
agers, the dréam-takef%; the mollusks of men;
the dead who die laughing at ceremonies for
the dead who dwell in the searing light of
noon

who will never welcome the sun
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The National Center for Experiments in Television is a group of art-
ists, technicians and scholars engaged in developing tools and prac=
tices for 2reat;ve television and studying the image-based experien=
ces in man's individual and social life. Its formal activities --

- research, traihlﬁg and the making of the v;deatapad works == are in~
' terzelated in this ongoing search. The Center is principally sup=
ported by the Corporation for Public Broadcasting and the Rockefeller
Foundation. The National Endowment for the Arts has also made grants
for Center activities. It is associated with public television sta-
tion KQED, San Francisco, and is located at 288 7th Street, San Fran-
cisco, California 94103. Director: Brice Howard. Executive Direc-

tor: Paul Kaufman,
Videospace, the first volume in this series of thoughts by Brice
Howard, was published in April, 1972,

design and illustration/William Roarty
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