University of
< Reading

On Waiting ... For Their Words To Leave
Our Mouth

Book

Published Version

Rowlands, A., Clausen, S. ORCID: https://orcid.org/0000-
0002-6536-6236, Barnard, L. and Bayerdorfer, M. (2021) On
Waiting ... For Their Words To Leave Our Mouth. Strauhof
Museum, Zurich, pp132. ISBN 9783952523230 Available at
https://centaur.reading.ac.uk/102529/

It is advisable to refer to the publisher’s version if you intend to cite from the

work. See Guidance on citing.
Published version at: https://strauhof.ch/ausstellungen/on-waiting/

Publisher: Strauhof Museum

All outputs in CentAUR are protected by Intellectual Property Rights law,
including copyright law. Copyright and IPR is retained by the creators or other
copyright holders. Terms and conditions for use of this material are defined in
the End User Agreement.

www.reading.ac.uk/centaur

CentAUR

Central Archive at the University of Reading


http://centaur.reading.ac.uk/71187/10/CentAUR%20citing%20guide.pdf
http://www.reading.ac.uk/centaur
http://centaur.reading.ac.uk/licence

University of
< Reading

Reading’s research outputs online



ON WAITING...

strauhof

FOR THEIR
WORDS TO LEAVE

Text, Korper, Kunst, Raum

3/12/2021-
9/1/2022







FOREWORD/
VORWORT .5

S.8 JORE AMUSAN
$.12 KIRA VAN ElIJSDEN
sis  CHRISTINE ELLISON
s2« ANNABEL FREARSON

READING GROUP $.30
ECHOES AND CITATIONS

TEXT BY LISA BARNARD S.37

S.58 MIKHAIL KARIKIS
.62 HY EWON KWON
.66 1ZIDORA L. LETHE

ANGELA MARZULLO
.72 A KA MAKITA



DEAR READER ...

TEXT BY ALUN ROWLANDS

GROUP READING

S. 96

S.102

S.108

S. 114

S.120

BIBLIOGRAPHY

IMPRESSUM

Diese Publikation versammelt die Arbeit von mehreren
Autor:innen und Formen von Autorschaft: Alle Kiinstler:innen
der Ausstellung waren eingeladen, in Form einer carte blanche

bis zu drei Doppelseiten beizusteuern. Die Group Reading/
Reading Group - Julia Aschwanden, Soraya Gmiir, Noah Joel
Huber, Chiara Siciliano, Caroline Stadelmann, Kerstin Wittenberg,
Maria Garay Arriba, Malou Dobson, Lucy Harwood -
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This reader assembles the work of various authors and forms
of authorship: All artists of the exhibition were invited to
contribute up to three double pages. Group Reading/Reading
Group worked on contributions as a collective; they have been
examining the reading and writing body as well as reading

as experimental activity. Alun Rowlands and Lisa Barnard both

gave an art work in the form of a written text.



On Waiting ... for their words to leave our mouth, began as a project with a

deceptively simple proposition - to examine the relationship between art and
literature. Emerging from shared research interests between F+F Schule fur
Kunst und Design, Zirich and Reading School of Art, Strauhof generously be-
came the locus and host for interactions amongst artists, curators, and learn-
ers. The social dimensions of reading and writing shaped the initial reciprocal
exchanges. We initiated two online workshops, ‘Writing out loud’ and ‘Reading
out loud’ convened in Reading and Zurich respectively, that problematized ide-
as of artists writing and literature. We began by considering the multi-dimen-
sional sites for writing, waiting for the host to join and glitching through online
reading groups. We looked at ‘how’ artists ‘write’ within their work and what we
can learn from our reading. Each session mapped the movement of writing from
the page to a site, to performance and installation, to digital platforms and
networks. We distributed the possibilities inherent in the relationship between
art and language. Here, the letter, the word, is seen and experienced. They are
made corporal, translated into sounds, figures, images or patterns. Sometimes
this literature is scrambled or negated, as language is unbound from the spines
of books as well as from its received forms and meanings. And, in some cases,
from the obligations of communication altogether. We grappled with linear and
non-linear narrative, textuality, the interplay between image and text, the line
between poetry and performance, creative forms of documentation, and what
constitutes a version versus an iteration. And the ethics of leaving a reader with
imaginative work to do. Working with these bodies of text also created an op-
portunity to move more freely among disciplines. To help us develop these ide-
as we hosted three online artists lectures. Annabel Frearson presented cultur-
ally significant texts, literature, anagrams and unspeakable sounds within a
conceptual art writing practice that asks what if words are a finite resource that
need to be recycled, shared and recombined to remain usable? Una Lee told us
stories, inviting us to consider liveness and veracity across the networks that we
assemble and act within. Jesper List Thomsen’s readings figured a social body.
Thomsen shaped our understanding of spoken language as movements of air
pushed by the lungs, provoking vibrations, which are tuned by cords, throat,
nose and mouth. Our bodies are sites for accumulating language.

The pages of material included here, in this reader, are drawn from all par-
ticipants of the project alongside contributions from the exhibiting artists.
Contributors to this reader reflect the multitude of questions posed, answering

in a range of subject positions, argument, and form. Attention to the perform-

FOREWORD/
VORWORT



ative, fictive and material dimensions of writing, as both personal and social
inscription, becomes apparent. This estranged literature, often poetic, often
opaque, is captured across the following pages. A closet drama, not intended
for performance but written for the reader who stages the work through their
reading. These uses of literacy and fiction embodies experience for learning and
knowledge. Call them poems, scripts, cognitive maps, metaphors, or narratives,
the scripts within artists’ practices are how we describe the world to ourselves
and share with others. We tell ourselves stories about ourselves (identity), write
about the world (perceptions), raise our voices to others (connections), along-
side the drama of our experiences (embodiment). At the same time, we are
lured into learning about the world through someone else’s eyes or listening to
someone else’s voice. Learning is an ongoing prompt of the fluctuating ecolo-
gies of what it means to know something. This is not deceptively simple and can-
not be easily parsed or transcribed into a corpus of literature. Words are more
than stagehands of the body, they can illuminate, absorb, and translate matter
into something else. To document, as verb, derives from the Latin docere—to
show, to point out, to teach. Documentation can exceed the indexical, the ped-
agogical and imaginative. A self-eroding writing, an embodied writing, that dis-
solves when seen or uttered, that amplifies different voices. To be concerned
about art and literature is to be a learner participating in the poetics and politics
of the present through emergent bodies of writing.

by Alun Rowlands
University of Reading/ Reading School of Art



Wie wird Literatur zum Material einer kinstlerischen Praxis?

|

Diese Frage ergab sich aus der Schnittstelle zwischen der F+F Schule fir
Kunst und Design, der Reading School of Art und dem Strauhof. Der Strauhof
befasst sich als Literaturmuseum ohne eigene Sammlung schon seit Langem
mit der Ubertragung von Sprache und Text in eine raumliche Situation. Das Ko-
operationsprojekt bot die Gelegenheit, einmal aus einer ganz anderen Perspek-
tive auszuloten, wie Literatur von zeitgenossischen Kunstler:innen gelesen, ver-
wandelt und eingesetzt wird. Uber einen Zeitraum von fast zwei Jahren fand ein
transnationaler Austausch statt, an dessen Ende nun die Ausstellung «on wai-
ting...for their words to leave our mouth» und der dazugehorige Reader stehen.
Diese beiden Elemente sind in engem Bezug aber doch unabhangig von einan-
der entstanden. Die dabei sichtbaren Uberschneidungen und Doppelungen, Er-
ganzungen und Widerspriiche spiegeln auch den Geist der Zusammenarbeit der
drei beteiligten Institutionen: Es geht nicht darum, eindeutige Antworten zu
prasentieren, sondern vielmehr eine Suche nachzuzeichnen und Moglichkeiten
aufzuzeigen, wie Text und Kunst, Kérper und Raum miteinander agieren.

Ich bedanke mich bei Mirjam Bayerdorfer und Irene Miiller, Iris Ruprecht
und Daniel Hauser sowie Julia Aschwanden, Soraya Gmir, Noah Joel Huber,
Chiara Siciliano, Caroline Stadelmann, Kerstin Wittenberg (F+F); bei Susanne
Clausen und Alun Rowlands sowie Maria Garay Arriba, Lisa Barnard, Malou
Dobson, Lucy Harwood (Reading) fir Entstehung, Entwicklung und Umset-
zung; bei Chiara Zarotti und Laura Lackner fir die grafische Gestaltung; und
nicht zuletzt bei den Kinstler:innen Joke Amusan, Kira van Eijsden, Christine
Ellison, Annabel Frearson, Mikhail Karikis, Hyewon Kwon, lzidora L. Lethe,
Angela Marzullo A K.A Makita, Tine Melzer, Elodie Pong, Szuper Gallery, Anne
Kathi Wehrli und Latefa Wiersch fir ihre Beitrage zu Ausstellung und Reader.

von Remi Jaccard

Strauhof
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grrrl manifesto

we believe in the power of riot grrrl
we believe feminism is for all

we pelieve in free speech

we pelieve in girl-love

we nave tne rignt 10 be angry
we have the right to feel safe
we have the right to be heard

we have the right to be who we are

we refuse to serve the gystem
we refuse to hate our sisters

we refuse to shut up *
we refuse to starve ourselves

we want full opportunities
we want control of our bodies

we want revolution now
we want you to join us *
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class. Oh yes. Duty Free breakfast: bring it on! By the time we take off I am
feeling fully accomplished. Here I am, eye to eye with a wondrous herd of
congenial snatches as the cabin crew sallies down the isle for the safety
routine. I willingly consent to being restrained in the bondage of my seat by
one of these bright blue angels of the air. I admire her immaculate apparel
and chemical proficiency, lingering over the sound of clasping metals as one
side is glided in to the other with a satisfying 'chink’. Her name is Brandy -
or could it be Caroline, or perhaps Dawn? - and she is Austrian apparently,
not from Holland. Either way, her accent is diabolically alluring and full of
the plaited rustic charm of hay meadows and snow-clad peaks as it flows into
my ears like a trickling mountain-stream. How annoying when we are
interrupted by Bernard's choicest cheese and cheerfulness. Quelling my
embittered discontent with hard spirits I find the Southern Comfort
comfortless but it nevertheless has the unexpected advantage of rendering
me so absolutely, assuredly, audibly, barbarously, completely, deeply,
dismally, dreadfully, eminently, exceedingly, exquisitely, fearfully, fervently,
heartily, hideously, immeasurably, infallibly, insultingly, irretrievably,
irrevocably, Italy?, listlessly, loudly, miserably, negligently, northerly,
obscurely, officially, painfully, particularly passionately, peculiarly
perceptibly,  perfectly  perpendicularly,  positively,  profoundly,
proportionably, really remarkably, shamefully sincerely, singularly
strenuously, terrifically, totally, triumphantly, truly, undoubtedly, utterly
lly, wretchedly drunk that I am
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ted. No need to say the sun IS in the sky, sun in sky suffices. The verb TO BE can
easily be omitted from any languages and the followers of Count Korgybski have
done this, eliminating the verb TO BE in English. However, it is difficult to tidy up
the English language by arbitrary exclusion of concepts which remain in force so

long as the unchanged language is spoken.
THE DEFINITE ARTICLE THE. THE contains the implication of one and

33

THE ELECTRONIC REVOLUTION WILLIAM S. BURROUGHS

only: THE God, THE universe, THE way, THE right, The wrong, If there is
another, then THAT universe, THAT way is no longer THE universe, The way.
The definite article THE will be deleted and the indefinite article A will take it’s

place.
THE WHMNTFEF MONCTEPT MEF RFTTHER /MR Richt Aar wreane nhaeieal e
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T
Left
Hand
of

Darkness

Proklamiere den Text mit wilden Gesten.
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Lies nur die Konsonanten oder Vokale des Textes vor.

Idole und
ihre
Morder

.8

Reisse iede zwolfte Seite aus einem schlechten Buch und falte daraus Origami Tiere



achrele den Text.

» ='\5\“ \‘

Nimm ein Buch. dessan Fnda dir nicht nefailt ind erhraiha ac nan
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One Thing
I Know




Meine Mutter:
Damonologie

Tatowiere den Text (dir oder jemand anderem).
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Wir sind
Lockvogel,
Baby




ECHOES
AND
CITATIONS

Text by
Lisa Barnard
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AN ESSAY
PROBLEMATIZING THE LANGUAGE
OF INTERPRETATION

In this chapter | study Boomerang, an
artwork produced in 1974 by Nancy Holt and
Richard Serra. | frame this artwork as a
staged transmission. My aim is to engage in

a dialogue with this transmission while
channelling the divide between subject and
object relations. | use a citational method
which involves close reading and the cutting
together of separate texts. While my own
subjectivity inevitably informs my textual
decisions, behaviours, and tendencies, | hope
to contextualize my writing within broader
discourses of art writing and performance art
through detailed citations of additional
external sources.

My reading of Boomerangis developed
in parallel with my reading of Lexicon of
the Mouth: Poetics and Politics of the Oral
Imaginary, by Brandon LaBelle, particularly
the chapters “Inner voice, self-talk” and
“Recite, repeat, vow.” Direct citations are
lifted from LaBelle’s writing, as well as
from his references to the words of Edouard
Glissant, taken from his book Poetics of
Relation?, and Judith Butler, from her book
Bodies That Matter: On the Discursive
Limits of “Sex”3. Additional citations are
taken from How To Do Things With Words
by J.L. Austin®, the Bible®, Paradise Lost

by John Milton®, “The Burning of Paper
Instead of Children” by Adrienne Rich’, The
Meat and Spirit Plan by Selah Saterstrom®,
and “Echo” by Gayatri Chakravorty Spivak®.
Engaging these texts with the trans-
mission, cutting the words and movements
together and forcibly allowing language
to slip, | hope to define and problematize
the language of my interpretations.
This chapter is structured in three sections.
Beginning with “Checking that her speech
acts,” | frame Holt’s transmissive act as
an externalization of her internal speaking
and listening processes and consider this
framing in relation to the term “speech act.”
In the second section, “Tense + murmur +in-
terrupt,” | identify the sounds of the
transmission and draw them out as inter-
ruptive. | try to deconstruct these ob-
Jject-sounds, find their fragments, definitions,
and origins, while they continue moving.
Ending with “Monster, echo,” | focus on
the echo in the presence of others and ask
what, if anything, can be contained (in

language).

1 Brandon LaBelle, Lexicon of the Mouth: Poetics and Politics of Voice and the Oral Imaginary (Bloomsbury:

New York and London, 2014), 87-101, 159-171.
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Edouard Glissant, Poetics of Relation, trans. Betsy Wing (Ann Arbor: The University of Michigan Press, 1997).
Judith Butler, Bodies That Matter: On the Discursive Limits of “Sex” (New York: Routledge, 1993).

J.L. Austin, How To Do Things With Words (Oxford: Oxford University Press, 1962).

The Bible in Today’s English Version, 4th ed. (New York: The Bible Societies, 1976).

John Milton, Paradise Lost, Ed. Christopher Ricks (London: Penguin Classics, 1989).

Adrienne Rich, “The Burning of Paper Instead of Children” (1968), accessed October 28, 2021, https://www.

sces.swarthmore.edu/users/99/jrieffel/poetry/rich/children.html.
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Selah Saterstrom, The Meat and Spirit Plan. (Minneapolis: Coffee House Press, 2007).

Gayatri Chakravorty Spivak, “Echo,” New Literary History 24, no. 1 (1993): 17-43. https://doi.

org/10.2307/469267.
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CHECKING THAT HER SPEECH ACTS.
Boomerang s an artwork that was produced as a live TV broadcast in Texas, USA, by Nancy
Holt and Richard Serra in 1974."° Boomerang remains in circulation today as a video with
a duration of 00:10:26." This video documents the artists staging a transmission within
the contexts of a recording studio, a public broadcasting channel, and a TV audience. Nancy
Holt is the visible protagonist, the only body we see, and her voice dominates the auditory
sphere. Sometimes from the background we hear other voices. | refer to these collectively as

The Crew.

GRAPHIC:
BLUE BACKGROUND
+ WHITE TEXT

“AUDIO TROUBLE”

Nancy Holt speaks into a microphone (input).

Her immediate speech is audible, unmediated, received: This is her voice.
Her voice is transmitted as an audio output (headphones, speakers, airwaves).
The transmission is received by herself, The Crew, and the TV audience.

The transmission is received at a slight delay: This is her echo.

TlHree tineanmssin s o i 65 e inesnt st aa o gt by THhss.65 e e,

Holt speaks and her voice is immediate, audible, received. She speaks into a microphone
and her voice is transmitted at a slight delay. Holt wears headphones. This completes
the electrical circuit positioned on her body, a circuit that amplifies, and extends, her voice.
Her voice of her body. The production of speech and its delayed playback combine audibly
in the form of an echo, manifesting, as Holt describes, as “words...things...boomerang—ing,
back. Boom—mer—rang—ing—ing. Boom—mer—rang—ing—ing, back.”"

Holt speaks and her voice is immediate, audible, received. She speaks into a microphone
and her voice is transmitted at a slight delay, beyond her body. Transmitted outwards, her
voice and its echo are heard by The Crew, the TV audience, and us watching the video now.
Several times we hear the voices of those working with the audio-visual equipment to produce

the broadcast. Holt can and does engage with The Crew throughout. We are certain of

10 “In Boomerang—which was broadcast live on a TV station in Amarillo, Texas—Holt’s words are fed back to her
through headphones with a one-second delay.” Quoted from “Nancy Holt, Richard Serra. Boomerang. 1974.”
The Museum of Modern Art, accessed April 18, 2021, https://www.moma.org/collection/works/314418.

11 Nancy Holt and Richard Serra, “Nacy Holt & Richard Serra, Boomerang,” John Muse, uploaded April 17, 2010,
YouTube video, 00:10:26, accessed April 18, 2021, https://youtu.be/8232JTnRrHc.

12 Holt, Boomerang, 00:03:17-00:03:38.



40

others responding, of dialogue, when we hear voices off camera (clarity aside), but The Crew’s
non-verbal signs, such as body language, facial expression, hand gestures, and eye contact,
remain elusive. One member of The Crew addresses Holt often, letting her know what is
happening and instructing her.

The video restricts our view of Holt’s surroundings, of the physical space and of those
around her. The camera is fixed towards her face, a talking head. Holt’s location on the screen,
her profile and gaze shift over time with the angle and proximity of the camera. Her face
and neck stay contained within the shot.

There are two exceptions to the visual field. At 00:04:28 the video cuts to a blue graphic
with the text “AUDIO TROUBLE.” At 00:05:22 we return to the studio and to Holt’s pro-
file, where she is in dialogue with The Crew. The blue graphic, minus its previous title, appears
once more at 00:05:51. Holt’s voice and echo remain audible, her monologue continues,
and she reappears at 00:05:55.

It is unclear if the entire audio exchange was heard in the same way as we perceive in the
video. Were Holt’s voice and echo heard aloud by The Crew in the studio, in the live moment?
Were The Crew wearing headphones? They would have needed to receive an audio output
to be certain that the broadcast was working as intended. Was Holt’s echo muted or recorded
separately to be edited in later?

Holt looks at whoever she talks with, indicating that non-verbal communication is
taking place. The Crew can hear something of her in real time, either aloud in the space or
through headphones.

As the central and active body in the scene, Holt’s task is to translate the experience into
audible language which she does through a performed monologue. Her speech shows signs
of distraction, including varied rhythm and emphasis, repetition, filler words, long pauses,
stuttering, nervous laughter, asking for clarification, and justifying her actions. We are seeing
and hearing Holt navigate her ordinary and atypical vocal qualities. She is having to
concentrate:

Holt Yes, | can hear my—eh—echo.
And er, the words, are coming, back onnnn-on top of me.
Uh—
The words are spilling out of my head, and then, retur—ning into my

ear.®

In the book, Lexicon of the Mouth: Poetics and Politics of Voice and the Oral Imaginary,
Brandon LaBelle argues that language’s force lies in its “socializing” capabilities. We learn the
words, but we must also learn the movements to make these words, and their sounds and
meanings, happen. Speech is based on acts of recital and echo that are learned, performed,
and sited in the mouth. He describes “a figuring of the body,” a combination of movements,
shapings, and contourings demanded of our bodies to participate in shared language.”

13 Holt, Boomerang, 00:00:03-00:00:25.
14 LaBelle, Lexicon of the Mouth, 159.



41

For LaBelle, language is “prior” to individual or collective identity, and | am thinking about
what is written onto and into Holt from the outside. Addressing herself, and her satisfaction,
some behaviours appear more deliberate than others:

Holt The words, keep tumbling out, because | want to hear them, | want to

hear, my own words, pouring, back in on top of me.”

Holt is wearing headphones and a microphone. She faces the camera, but her eyes look
beyond, towards The Crew. She speaks mostly to herself, occasionally to The Crew. Following
their instruction, Holt is trying to speak her thoughts as her thoughts to herself but is dis-
tracted by the sound of her voice and its echo. Becoming accustomed to this, she begins to
speak and listen for her own enjoyment. She is experiencing pleasure from speaking her
words and hearing them come back to her. Often disjointed, her sentences spread across two,
three, four pauses. Uttered words become caught, flooding Holt’s head and body. She is
thinking and waiting and waiting and choosing where to go. The Crew, male voices, combine
urgency and frustration when instructing Holt. The camera is fixed with Holt in shot, a por-
trait in bright studio lighting against a muted grey set. Holt is learning to speak.

“I ” « ” o« ” h ) ” o« ” ” d &« ”
, we,” “my,” “they're,” "me,” “you,” and “your,

Using naming conventions including
Holt addresses her speech in relation to an other, to the outside of herself. This is not in
itself unusual. It is through speech, LaBelle describes, that we acknowledge existing frame-
works, the outside of oneself, because to take part in language we must possess some
of its rules and processes.' Naming designates, aligns, and locates. It is this movement, its
provocation of expansion and capture, which acts. Naming initiates action. Naming is action.
It is a speech act.

Holt is receiving very few instructions. The Crew handed her a script, telling her to
ready herself. Someone will bring you a headset, they said. Before arriving, they say to wear
something you feel comfortable in, something you wear a lot. Holt is wearing a white
t-shirt and blue jeans, old clothes held together by muted grey threads. Anticipation and
awkwardness charge the atmosphere. Someone will fit your headset for the broadcast,
they say. The headset will have over ear headphones and a stick microphone for positioning

beside your mouth.

The Crew There is to be no scripted dialogue, they say, only stage directions filled
with errors in the allocation of lines to speaking parts.

Holt Due to audio trouble, there will be no sound check.

Someone approaches oFFering a headset. Holt takes it. She places the headphones over her
ears and positions the stick microphone beside her mouth. Anticipation and awkwardness
charge the atmosphere.

15 Holt, Boomerang, 00:02:34-00:02:41.
16 LaBelle, Lexicon of the Mouth, 160-161.
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The Crew [SHOUTING]
Soundcheck!
Holt “In America we have only the present tense. | am in danger. You are

in danger. The burning of a book arouses no sensation in me. | know
it hurts to burn. There are flames of napalm in Catonsville, Maryland.
| know it hurts to burn. The typewriter is overheated, my mouth is

burning. | cannot touch you and this is the oppressor’s language.””

Through acknowledging identity, we (must) refer to the existence of other identities:

LaBelle The name, which is placed over a body and subsequently draws that
body forward as an identity, also enables further naming—it gives
to the one who is named the potentiality of naming again, of addressing
the world around and in doing so, to conjure, capture, or pronounce;

to command, resist, or appeal.”

An “I” allows for a “you” and a desire to designate: To you, | am you; To me, | am |; to you, you
are |; to me, you are you. These names enable “us” (another name) to distinguish and to repeat
this pattern. When the body is named, identity emerges as a possibility. This is because the
body, having undergone a naming process, has seen, and learned, an example, a model, such that
it can repeat, apply it onto others. LaBelle calls this sequence a “citational chain,” where
enacting performative techniques, such as appropriation or mirroring, enables experiments with
identity.” He cites Judith Butler, her book Bodies That Matter: On the Discursive Limits of
“Sex™

Butler ..agency is the hiatus of iterability, the compulsion to an identity
through repetition, which requires the very contingency, the undeter-
mined interval, that identity insistently seeks to foreclose.?

For Butler the foundation of speech is the very capacity to speak or to be spoken of or to be
spoken to. This capacity demands respeaking. Therefore, it is only through respeaking that we
can attempt to establish any sense of individual or collective agency. | write the opening of
Butler’s sentence in antonymical terms:

Oppression is the continuation of silence.
Prison is the maintenance of the unspoken.

Imprisonment is the continuation of the unspeakable.

17 Rich, “The Burning of Paper Instead of Children.”
18  LaBelle, Lexicon of the Mouth, 160.
19 Ibid, 160.

20  Judith Butler, Bodies That Matter: On the Discursive Limits of “Sex”(New York: Routledge, 1993), 220. Cited
in LaBelle, Lexicon of the Mouth, 171.
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LaBelle says, “[w]e must try identity on,” implying a need, an impulse to do s0.?' What com-
pels us to try identity on? | find it difficult to imagine an existence, a people, without language,
without repetition of the external, of a shared reference-language, drawing outside within.
This adopt-adapt approach and difference among bodies demonstrates how identity is never

“l,” operating instead

finished or fixed. We do not arrive as a complete, fully formed subject
among mutable acts and linguistic processes. In LaBelle’s words, we modulate, animate, dis-
cover.”? Agency, should it occur, does so only through replayings of what has been experienced
or interpreted in others. These flashes of agency are few in comparison to the proliferation

of iteration, again, and again, and again, but there is the possibility of possibility.

LaBelle I am always already in this gap.”®

| place myself here.

Holt’s words intensify when she plays with her echo, testing and responding to its qualities
and effects. She waits, taking turns with her echo, repeating words, extending sounds and
syllables, and describing her enjoyment of the sensations produced. Holt’s fragmentation of
the words “a mirror reflection, reflec—tion, reflec—tion. A mir——rr—rr—ror re—ee—flec-
tion,” becomes what it describes, a functional, active description.?

Speech acts do something, perform something, as well as present information. In a series
of lectures presented in 1963, J. L. Austin set out three main types of speech act: Locutionary;

llocutionary; and Perlocutionary. The following examples are quoted from this lecture series,

collected and published in the book, How To Do Things With Words:

(E.D
Act (A) or Locution
He said to me ‘Shoot her!” meaning by ‘shoot’ shoot and referring by
‘her’ to her.

Act (B) or lllocution
He urged (or advised, ordered, &c.) me to shoot her.>

Act (C. a) or Perlocution
He persuaded me to shoot her.

Act (C.b)
He got me to (or made me, &c.) shoot her.
(E.2)
Act (A) or Locution
He said to me, ‘You can’t do that’.

21 LaBelle, Lexicon of the Mouth, 160.

22 [bid., 161.

23 [bid 171.

24 Holt, Boomerang, 00:06:09-00:06:20.
25 “&c.” = etc.



44

Act (B) or lllocution
He protested against my doing it.

Act (C. a) or Perlocution
He pulled me up, checked me.
Act (C.b)

He stopped me, he brought me to my senses, &c.

He annoyed me.?

| have been having some trouble with the term itself, “speech act.” “Speak” is a verb, and to
speak is to carry out an action, to carry out the action of speaking. But to say that to speak

is to act is ambiguous. Speaking of an action does not mean the specific action has taken
place. Speaking is not acting, in the same way that thinking is not doing. To recognise a speech
act is to recognise it as an act, an act beyond its manifestation of speaking as a verb, beyond

the body doing speech. Reading this name, again and again:

speech act

speech act

speech

act;

helps me further. | have been conceptualizing it as “speech as the
subject or object.” This is odd, because the typical convention in English is “blue book,” where
it is the book (the subject or object) that is blue (the verb or descriptor). Switching this order
makes the words and meanings strange,

adjective—noun vs. noun—adjective
blue—book vs. book—blue
speech—act vs. act—speech.

Because it is dependent on speech taking place, | have been thinking that the word “act” is the
descriptor or adjective, as in:

active speech
or actioning speech
or action caused by speech.

Literally “act speech.”

While this might be relevant to defining the forms of speech acts, especially the perlocutionary
speech act, it is not what the term speech act means. Austin conceptualizes it as an act first,
an act codified by speech. Other kinds of acts we might express through language as “acts of,”
for example “acts of heroism,” or “acts of God.” Rewording Austin’s term as “acts of speech”
helps me further:

26 Austin, With Words, 101-102.
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A speech act is an act rooted in speech.

It is an act that is spoken action or speaking action,
or,

speech emerging from action.

The speech act is not always, or not only, represented by the literal words or sentence. The act

itself can be implied or be caused to happen.

Austin We can similarly distinguish the locutionary act ‘he said that...’
from the illocutionary act ‘he argued that...” and the perlocutionary act
‘he convinced me that...””

To expand on Austin’s example: “He said that” speaks to its literal meaning with little regard
for outcome; “He argued that” implies that intention was made evident. “Argued” does

not mean “said.” They are not sufficient substitutes for one another; “He convinced me that”
describes an action that has been caused to happen, through some ways or means of com-
municating with me. He has changed my thinking or caused me to carry out an action regard-

less of whether my thinking has changed.
LaBelle We must try identity on.

Is this statement an instruction or an observation coded in metaphorical language? Or is it
a speech act? It is not locutionary. As a research outcome, evidence of work done by an
academic, it can be a simple observation, or we can read it as an order, a demand, or a warning.

He wants us to do it, else his hypothesis remains unanswered, unechoed:

Locutionary He said to us, “Try identity on.”
lllocutionary He suggested we try identity on.
Perlocutionary He convinced us to try identity on.

LaBelle describes the premise of the film Stranger Than Fiction, whose protagonist, Harold
Crick, notices a voice inside his head. This voice, new and seemingly separate from Crick’s
mind, narrates his life to him, inside his head. It is not heard by those around him. The mes-
sage of the film, LaBelle concludes, is embodied in Crick’s happiness and sense of purpose
improving as he pays greater attention to this, his inner voice. LaBelle challenges the laziness
of this sentiment, for equating happiness with freedom from the “institutional and the
mundane,” for even presenting this relational distance as a possibility, and for ignoring the
ways we internalize external ideological systems. Following Michel Foucault, he then presents
the counter argument that our inner voice gathers up the outside to reconfigure a perva-

sive internal presence, one “keeping us firmly in place.”?® Where are the boundaries between

the external and internal voice? What separates these? How do we proceed?

27 Austin, With Words, 102.
28 LaBelle, Lexicon of the Mouth, 91-92.
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Our inner voice is held hostage, ignorant to social and psychic narcissisms, to sentimentality,
and the indifference characterizing neo-liberal capitalism. But our inner voice is also active. It
can interrogate itself, checking our beliefs and values. Citing the words of Adriano Cavarero,
LaBelle charges self-talk as not only of cognitive value, but that we find and seek pleasure in

speaking, in announcing “uniqueness of being,” and in enacting experiments with legality and

taboo in the social realm.? Self-talk embodies “the core sensuality of voice.”°

Holt The words, keep tumbling out, because | want to hear them, | want to
hear, my own words, pouring, back in on top of me.®

When there is writing that | don’t want to do, | avoid it while also worrying about it. For
example, when | need to edit a section of text that | wrote some time ago and under pressure
to meet a deadline. | know the writing is unfinished. It is barely begun. | remember hasty
research and feeling overwhelmed by my sense of shallow understanding. To write this past
writing again | must find a way back in. Reading and re-reading, putting the old words back

in my mouth and speaking them out loud, | must hear and feel them, even those which are not
mine. | imagine speaking words for the very first time. | think about creating language, about

ownership and originality. | pretend the words are mine and | drive them in and out of my body.

TENSE+MURMUR+INTERRUPT.
Holt’s verbalized exchange is unusual. She is not simply noticing a thought, saying it out loud,
feeling and hearing it in her body as she speaks it. Instead, she is noticing a thought, saying
it out loud, feeling it in her body, and then a secondary voice, an echo, is added. Holt quickly
learns to expect her echo to follow any utterance she makes. She describes needing extra time

to verbalize her thoughts, and to start and finish her sentences,

Holt Sometimes, | find, that | can’t, quite, say a word, because, | hear s-,
a first, part of it come back, and | forget, the second part, for my mind

is stim-u-lated, in a new direction, by the first half, of the word.*

There is an anticipatory moment when we have words, when we are almost about to transmit
them. LaBelle writes that this self-talk “must come out,” and when it does, “| speak to myself
as if | am two. | feel myself as another.”® Like a rehearsal process, the formation of a script,
self-talk underscores the social contract, anticipating contact and conversation. When spoken
aloud it shows the flow between self and surroundings. A testament to the performative
power of |anguage, it does a transformation.

| hear Holt speak her sentences in sections or halves. | watch her wait for the echo

(herself), for her turn to respond to it (herself). | sense her thinking and planning for the next

29  Adriano Cavarero, For More Than One Voice: Toward a Philosophy of Vocal Expression (Stanford, CA:
Stanford University Press, 2009). In LaBelle, Lexicon of the Mouth, 101.

30 LaBelle, Lexicon of the Mouth, 101.

31 Holt, “Boomerang,” 00:02:34-00:02:41.

32 Holt, Boomerang, 00:08:02-00:08:31.

33 LaBelle, Lexicon of the Mouth, 93-94.
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step. | anticipate with her. Her echo does not simply cut her off, subtract, or cancel her out.
Repeating what she has said, it elongates the exchange, problematizing attention, forming an
artificial echolalia. I'm watching, and hearing her struggle, to adapt, to continue, trying to
remember how her sentence began, to finish it, compelled to finish it for her.

LaBelle Whether such a conversation in fact ever takes place is not so much
the point, but rather, self-talk seems to psychologically prepare us for
its possibility, and its imagined dialogical flow... 3

that must sound within the mouth...3®
dipping in and out of auclibility.36

As well as Holt’s own echo, there are several moments and sources of interception and
interruption coming from outside of her:

The Crew Multiple voices who verbally interrupt Holt to provide instructions
or to explain what is happening.

The Interference Separate audio recordings are fed into the audio and frequently cut off
Holt’s address. These are short clips of voices, feedback sounds, and
other transmission-type noises. Sometimes the words are recognizable
and sometimes they are not.

Audio Trouble As described on p.4, lasting from 00:04:28 to 00:05:22, the
video cuts to The Blue Graphic with its title “AUDIO TROUBLE.”

The Interference can be heard.

The Blue Graphic As described on p.4. The blue graphic, minus its previous title “AUDIO
TROUBLE,” appears once more at 00:05:51. Holt’s voice and echo
remain audible, her monologue continues, and she reappears at

00:05:55.

The Interference is noisy subjects and objects which sound like metal. | hear it as a precursor
to the larger disruption, and its visual echo, Audio Trouble, and then The Blue Graphic.
Interrupting Holt, | hear them, her inner voice externalized. While they change the tape,
someone opens the studio door. Holt shuts her eyes, says nothing audible.

[HOLT]

LaBelle ..the construction of an imaginary voice, if not the imaginary itself
as it exists in articulated or worded form, and always marked by an inner
silence and its conjuring reverberations.?’

34 Ibid, 94.
35 Ibid, 97.
36 Ibid, 93.

37  Ibid., 98.
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The Interference
Holt

Holt
The Interference
Holt

The Interference

The Interference

Holt

The Interference

Holt

The Crew
Holt
The Crew
Holt
The Crew
Holt
The Crew
Holt
The Crew
Holt
The Crew

Holt

The Crew
Holt

Audio Trouble

SOUNDS OF ADOOR OPENING AND A HARD OBJECT
MOVING ACROSS A HARD SURFACE

It is—

The Interference Wilder, thee
It is—

Than, loo—

I’'m hearing other, things—

OBJECT OR FOOTSTEPS ON A HARD FLOOR

The tenuous—

[ Break]

ness.

Coming in on, me. There’s something, else, besides, my own, voice.

[ she just mouths the word “voice” —we don’t hear it ]

[THE SOUND OF THE WORD “VOICE” IS OBSCURED BY
The Interference]

AMBIENT NOISE OF AN INTERIOR SPACE

That I'm hearing ... The words, become, like things. I'm throwing, things,
out, into the world, and they’re, boomerang—ing, back. Boom—mer—
rang—ing—ing. Boom—mer—rang—ing—ing, back. The words, bounce,
and come, again, | hear, an empty space. My voice, or the microphone
system, lost, a word, or two, that | spoke.

Ok. [INAUDIBLE] We need to take a sixty second break.

Oh.

We're just gonna pick up right where you were.

Uh—huh.

[INAUDIBLE]

Oh yeah?

Do you think you can keep talking for another five minutes?

Sure.

Then talk for another five minutes.

Oh.

Can you talk for another five minutes, we'll look at it and see

what you think.

A six—ty—

[INAUDIBLE]

“Think of it, eating an entire bicycle.”®

[00:04:20]
[ GRAPHIC: BLUE/“AUDIO TROUBLE”]

SQUEAKING SOUND OF WINDING MAGNETIC TAPE.
AMBIENT ELECTRICAL NOISE. AIR.
IN THE STUDIO, HOLT REMOVES THE HEADSET AND BEGINS

38 Saterstrom, The Meat and Spirit Plan, 129.
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TO EAT IT. METHODICALLY PICKING IT APART, CONSIDERING
HOW TO INGEST EACH SHAPE, SWALLOWING, WHILE
CONTINUING HER NARRATIVE.

Holt “Think of it, eating an entire bicycle. A Schwinn Shimano 3-speed
with a Stingray Gripper Slik back, an iridescent blue aluminum frame,
liner-pull pedals, brakes perched like doves in the crook of curved
handlebars, vinyl grip-taped. Some parts of the bicycle could be swal-
lowed as plunking a penny in a well. But others like the chain wheel
would have to be let. Lowered through upward rippling esophagus,
sprockets snatching linings, eviscerating the passages, until cavities jam,
then fist knocked, in. Other parts like the alloy kickstand would require
the entire body for acceptance, a slow-motion robot dance. He didn’t
eat it all at once. That would be crazy. He ate through time. At the
hospital when technicians see the x-rays they spit their tea. Word gets
out and in the local papers. He was the guy who ate an entire bicycle.
Why did he do it? | ask Ruth and lan. They think it’s hilarious a guy
would eat a bicycle, but why? Did he eat a bicycle so we don’t have to?
Maybe God sent a man who eats bicycles. He was probably mentally
ill but is mental illness a disqualifier in the realm of men sent from God?
We don’t know that it is. We can’t say there is a God. The |—just—
know—it—in—my—heart feeling could be impure. It could be confused
with something darkly sexual, for example. Don’t you think it’s tragic
that a man would eat a bicycle? It’s a lonely thing to do.
| think the man thought if he ate the bicycle he would save himself
from spontaneous human combustion. The heel-licking threat of dis-
appearance. | think he thought if he ate the bicyle he could stay. Ruth
and lan laugh and Ruth splashes half her pint she laughs so hard.
That night | sit in front of the bay window, and in my head | say to Ruth
and lan that when you hear a story about a man eating a bicycle it’s
like hearing a story you already know, it is impossible, but isn’t. | say:

May the story of the man who ate a bicycle be a lesson to you.”®

The Crew hands over a script and mentions something about maintaining the correct use and
emphasis of tense. There is no scripted dialogue, only stage directions filled with pronominal

errors and ungrounded grammatical tense.

[00:05.20]
[HOLT]
The Crew [ Inaudible]....corrected.
Holt Am | on?
The Crew Yeah, go ahead.

39 Ibid,,129-130.
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Holt
The Crew

Holt
The Crew
Holt

Holt

Holt

The Interference
Holt

The Crew

Holt

The Interference
Holt

The Interference
Holt

The Interference

LaBelle

What?

[Inaudible].

Ok!

Yes?

Sixty seconds.

Alright. | just had to, wait for, six—ty seconds, to come back on,

which makes me think, about, the difference, between, the instan—ta—
[THE BLUE GRAPHIC]
neous times, in words,

[HOLT]

and, delayed time. Instan—ta—neous time, is an immedi—ate percep-
tion, whereas, delayed time, is more like, a mirror reflection, reflec—
tion, reflec—tion. A mir——rr—rr—ror re—ee—flection. Delayed time,
puts another—

| don’t hear my own voice again, I've lost the words.

AMBIENT NOISE OF AN INTERIOR SPACE

Itis—

[Inaudible].

Itis—

Than, loo—

Am | on?

Wilder, thee

s—..u—lated.

The tenuous—ness.

The voice is circumscribed by this linguistic structure,

empowered by the enabling support of language, while at the same time

tensing what counts as proper speech.40

“Tensing” is a verb. The root word “tense” refers to timing as in past, present, and future,

and beneath these, the murkier grammars such as past-perfect and future-imperfect. The

future-imperfect tense describes a speculative proposition, through asking “what if..?”

Future-imperfect tense gives permission to ask questions.

Tension.

Tensing refers also to muscles or physiology, as in your tightening limbs for everyday move-

ment or your body reacting involuntarily to stress, becoming agitated, for example.

Tensing what counts as proper speech.

40 LaBelle, Lexicon of the Mouth, 159.
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Before understanding there are murmurs and fragments. Referencing Sleep Talk Recordings
Vol. 1(1998-1999), a series of sound works by Paul Dickinson, LaBelle argues that sleep talk
episodes “occupy or spirit a liminal territory,” both internal and external.”

Tense has an application in phonetics:

“tensel > adjective 1 (especially of a muscle) stretched tight or rigid. Phonetics (of a
speech sound, especially a vowel) pronounced with the vocal muscles stretched tight. The

opposite of LAX.”#?
Movement.

Tension implies limits, enveloping a range or spectrum between lax and tight. LaBelle acknowl-
edges a social aspect to language where, through choice or otherwise, we are producers,
consumers, and critics. Our words, non-words, slang variations, and mispronunciations rise
and fall along our mouth movements. Mouths

contort rules, words and sounds embody.

The non-words, mutterings, and inaudible speech introduces tension in the transmission. Holt

mouths the word “voice.” | instinctively move with her mouth. “Voice,” we mouth, in silence.

MONSTER+ECHO.
Holt is performing a monologue to translate the experience into speech, her voice addressing
both inside and outside of her body. | want to know what she can see. Is she alone in a
confined space or in a studio with a group of people? Is she watching herself or others on a
monitor? To do their job of documenting the closed audio loop, The Crew need Holt to
perform. They wait for her speech, for her echo. For LaBelle, most of our conscious, deliber-
ate self-talk is driven by “energy derive[d] from the involuntary, unconscious movements
of the oral imaginary. In other words, to the unvoice, as that voice behind voicing and that

tempts the mouth into speech.”?

We must try words and mouth movements on.

GRAPHIC:
BLUE BACKGROUND
+WHITE TEXT

“INTERNAL NEGOTIATION+EXTERNAL INFLUENCE”

41 Ibid, 93.
42 Oxford English Dictionary, 3rd ed. (Oxford: Oxford University Press, 2010).
43 LaBelle, Lexicon of the Mouth, 100.
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GRAPHIC:
BLUE BACKGROUND
+WHITE TEXT

“PRONE TO MISHEARINGS, MAD
REVELATIONS, AND SPIRITED HAUNTINGS”#

LaBelle navigates words of semantic similarity. Chapter eleven is titled “Recite, repeat, vow.”
It opens with a short introduction followed by eight sections, which are, in order, “Prior,”
“Accent,” “State,” “Oath,” “Public,” “Echo,” “Doubling,” “Repeat.” “Recite” does not
reappear as a section heading. Some words reappear or else diverge into similar but different
associations, an ordering system demonstrating multiplicity of meaning. Words, lexical
identities, are messy. Three prominent words in LaBelle’s chapter are:

Recite

Repeat
Echo.

| can repeat Holt’s words, recite her monologue, echo her mouth movements.
| can recite Holt’s words, echo her monologue, repeat her mouth movements.

| can echo Holt’s words, repeat her monologue, recite her mouth movements.

LaBelle connects echo with repeat and recite, words which invoke controlled, deliberate
vocal production, but then argues that “repetitions and echoes are prone to surprising inter-
ference.” | think of multiple speakers with varied vocal physiology:

| repeat what you have said and my respeaking generates and demon-

strates difference.

This respeaking not only repeats the original (when or whatever that is), but others it,
expanding the “narrative of the ‘original.””*¢ From worshipping the ideal, a single original, to
recognizing the multiple, the space widens and more is permitted, more words and meanings,
more languages. In tracing old words, a channel opens up to negotiate the past with the

247

present by “literally amplifying the skin.”¥ It is the echo that embodies a “hybridity of voices.”

It is the echo that “always threatens to exceed into noise.”® LaBelle’s evocation of worship,

44 Ibid, 92.
45 Ibid, 171,
46  Ibid, 170.
47 Ibid, 171,
48 Ibid, 170.
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its bodies and idols, its ideals and monsters, swells speech, taking it beyond the self to a more
public, yet still intimate and bodily presence.

The headphones act as a physical barrier, closing Holt off from and minimizing sounds
made by others and the ambient noise of the room, enabling her to speak to herself with less
auditory input from her surroundings. The headphones also psychologically separate Holt
because she is aware that she cannot hear other people around her as she normally would.
Headphones are a common everyday item worn by users to listen to audio with reduced
external noise and to enhance a sense of isolation. The function of a microphone is to amplify
and direct audio towards a specific location or receiver. Microphones are used in AV trans-
missions but are also very commonly built into everyday items like mobile phones and
headphones. Wearing a microphone in a room of people where Holt can freely communicate
in the knowledge that she is also addressing a larger unseen audience undermines any clear
sense of isolation for her performance and we can watch this knowing that she knows she is
being watched. It is possible, for Holt, that hearing the audio playback through the head-
phones intensifies the delay of the echo. It is possible that Holt is wearing noise-cancelling
headphones and cannot hear her voice and each word that she speaks. In this setup, she
speaks a sentence without listening to her own voice as it happens. She only knows she has
spoken by recognizing the movements her body makes to produce vocal sounds. She is
effectively speaking into a void, or a vacuum, like trying to scream to interrupt a nightmare
but no sound will come out. In this setup she speaks and time passes before her ears regis-
ter that she has produced any sound. Her body’s sensory feedback system is obstructed or
interrupted. In another more likely scenario, the headphones are not noise-cancelling,
they are just regular headphones so she can hear what she says as she says it with no interrup-
tion but at a lower volume and muffled by the headphones. The casual interactions with
The Crew tell us that she can speak to them freely when needed. Holt’s voice is the only voice
we hear as an echo. In the transmission, the instantaneous speaking—hearing feedback loop
works as normal but then is also very quickly added to. Holt hears what she says as she says it,
but she also hears it again, in a different time and space, less than a second later.

In the book Poetics of Relation, Edouard Glissant describes,
The plantation, like a laboratory, displays most clearly the opposed
forces of the oral and the written at work—one of the most deep-root-
ed topics of discussion in our contemporary landscape. It is there
that multilingualism, that threatened dimension of our universe, can
be observed for one of the first times, organically forming and disinte-
grating. It is also within the plantation that the meeting of cultures
is most clearly and directly observable, though none of the inhabitants

had the slightest hint that this was really about a clash of cultures.*’

49  Glissant, Poetics of Relation, 73-74.
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Spanning the individual and the collective, bodies and cultures bound at once, a silencing was
enforced across the plantation. The prevention of subject-formation drives owners to control
their possessions, their objects.

LaBelle The silent, inner voice is paradoxically an articulated figure; a second,
shadowy body that at times may come alive, here and there, to extend

our own.>°

In the essay “Echo,” Gayatri Chakravorty Spivak studies the ancient Greek myth of Echo
and Narcissus. Spivak speaks of the imbalanced research into these two figures with colonial
patriarchy favouring the male, if only to cast narcissism as a specifically feminine trait.
Reading Ovid’s version in Metamorphoses, Spivak rewrites Echo’s punishment as containing
its own reward. While Narcissus is stuck and always alone with his same view, Echo embodies

possibility. It is not known who she will meet, who she will echo. Her voice remains.”

Echo Out there, is the feeling of sound. Along the edges, mute. Does even
the ground feel my footsteps? You are leaning too far over the edge.
The water is freezing, | cry, but you don’t hear. The almost words rough
up my throat. Its river narrows. Can | write my own words?

Here,

| am,

| move...

| write... no sound comes out. Can | write my own words? To recite is
to re—say, re—utter, repeat. Do you hear me? You show disappoint-
ment. | promise you turn to stone while | cannot reproduce my
thoughts. | cannot focus my eyes to meet your gaze. My expressions
are emotionless. My tones are flat.

You Say something! Look at me!
Echo Look at me.
Them You are weak!
Echo You are weak.
Them Go away!
Echo Away.
You If you won’t leave, then | will! Goodbye!
Echo Goodbye ... Goodbye.
My mouth goes flat.

| watch you leave, aggravated,
| watch,

you disappear. Like

listening, can | speak

of that.

50 LaBelle, Lexicon of the Mouth, 92.
51 Spivak, “Echo,” 17-43.
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In the epic poem Paradise Lost, John Milton expands the biblical story of Adam and Eve, who
are tempted by the serpent into eating the forbidden fruit. In this Christian narrative,
innocence and obedience are God’s plan. These characters are lost after The Fall. Adam and
Eve, punished by God, become guilt-ridden, tortured by knowledge, and mortal.>2

Genesis He said to him, “You may eat the fruit of any tree in the garden,
except the tree that gives knowledge of what is good and what is bad.”>?
LaBelle ..to the unvoice, that voice behind voicing and that tempts the

mouth into speech.>

Eve And | perhaps am secret; Heav'n is high.>®
Genesis As soon as they had eaten it, they were given understanding

and realized that they were naked...>®

Echo can emerge unexpectedly, catching off guard the audience as well as the speaker. | am
thinking of Adam and Eve, before, then waking up together, and after, watching their dazed
flesh grow wild:

Milton So said he, and forebore not glance or toy
Of amorous intent, well understood
Of Eve, whose Eye darted contagious Fire.
Her hand he seiz’d, and to a shady bank,”
..up they rose
As from unrest, and each the other viewing,
Soon found their Eyes how op’n’d, and their minds
How dark’n’d; innocence, that as a veil
Had shadow’d them from knowing ill, was gone,*®
..They destitute and bare
Of all their virtue: silent, and in face

Confounded long they sat, as struck’n mute.”

After the Fall of Man, we can talk about shame, about the monstrous, sin and temptation.
Innocence is lost and what remains is the abject and horror. Bodies and languages are trans-
formed into symbols of tortuous complication and divergence from an ideal. The body

52 The significance of “fallen” and “unfallen” language in Paradise Lost is discussed in detail by Liam D. Haydon in
the essay “Ambiguous words: Post-lapsarian language in Paradise Lost,” 2014, in Renaissance Studies, Vol.30,
No.2. DOI: 10.1111/rest.12110. Accessed October 30, 2021.

53  Gen. 2:16-2:17.

54 LaBelle, Lexicon of the Mouth, 100.

55 Milton, Paradise Lost, bk. 9, line 811.

56 Gen.3:7.

57  Milton, Paradise Lost, bk. 9, lines 1034-1037.

58  /bid., lines 1051-1055.

59  /bid., lines 1062-1064.
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becoming echo. | relate this to LaBelle’s description of a “wild...expressive..monster,” the echo
exceeding suppression.®® Like Spivak recognizing Echo’s punishment as its own reward, | want
to hear Glissant’s multilingual world and LaBelle’s insistence on the abject grow

among pre-lapsarian Edens. Recitals of identities, frequently subconscious, even accidental,

are more like echoes, echoes of identities. This is where agency is the hiatus of iterability.

LaBelle marks the mouth as a channel, but then complicates these figurative associations with
the mouth’s presence as a literal channel, drawing the metaphor back from abstraction to

the body.® When we speak about things other than speech and language, we can only “tell” of
them. An example:

| am watching the transmission.
The mouth acts. When we speak about speech, we can do the things we speak about at the
same time with the thing which is doing the speaking.
Mouths open “wild ... expressive ... monstrous.”®?
Spivak ..the lithography of Echo’s bony remains merely points to the

risk of response...It is the catechresis of response as such.%?

LaBelle writes the section “Echo” towards the end of the chapter. Reciting what has come
before but wilder into echo, it functions like a mouth speaking about speaking: this is a
text echoing about echoing. The mouth is a speech act. It speaks about speaking and acts
about acting all at once. | am stuck on the idea that self-reference somehow embodies

the speech act:

Locutionary My mouth said, “l will speak for you.”
lllocutionary My mouth recommended that it speak for me.
Perlocutionary My mouth blocked my voice, it spoke for me.

60 LaBelle, Lexicon of the Mouth, 170.

61 “The mouth that moves may also be driven by uncertainty, as a channeling that unsteadily maps the politics of
speech.” LaBelle, Lexicon of the Mouth, 165.

62 Ibid, 170.

63 Spivak, “Echo,” 27.



CONCLUSION.
As | read again “Introduction: Movement” in
LaBelle’s book, where he outlines listening as
an area of interest, | thought that this book is
not about listening at all.

It was recommended to me some years
ago because of my interest in reading aloud
and in speaking texts. After buying a copy, |
spent a few months reading and re-reading
the same pages of “Introduction: Move-
ment.” This year, the same thing, reading and
re-reading the same paragraphs but this time
starting in “Preface: Associative,” where,
following Glissant, LaBelle outlines his
“proposition for an acoustical position of
caring for the extremes” where listening is
“the basis for knowledge production that is
equally a position of radical empathy.”¢*

| thought about these ideas a lot, in that
month or so.

When | finally returned to the book
years later, | finished “Introduction: Move-
ment,” and after “Preface: Associative”
again, | scanned “Index,” and | moved from
“Sister McCandless” to “Siren” to “Con-
tents” to “Lisp, mumble, mute, pause,
stutter.” | listened to voice, to the mouth, the

” o« ” o«
gasp,

and more, all beyond or vehicles for language,

lexicon of “burp, recite,” “chew,”

words, speech words—spoken words being

heard by another.

64  LaBelle, Lexicon of the Mouth, viii.
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But the more | flick from “Lisp” to “Scream”
to “Suck,” | figure these are sounds we must
hear. We do not stop listening when a speaker
is caught off-guard and coughs mid-sen-
tence. We cannot block extraneous events
and fleshy messages from landing on our
eardrums. | think these are the extremes
LaBelle advocates to care for, the parallel
utterances, languages, objects, the others to
our clear-cut spoken turns of phrase. In this
essay | have tried to enact this position,
through a transmissive rewriting and respeak-
ing the words of others, through background
noise and audio trouble.
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MIKHAIL JACOB OWEN GRACE
Jacob you had an interesting

idea about turning into a bee
because they are dying out

—can you
explain your We get a gliding thing and
idea? stick a lot of paintbrushes on

ourselves. We jump off from
somewhere high up — off

a plane. We fly onto a tree,
rub on its flowers and get the
pollen on the paintbrushes.
Then we fly onto another tree

SIMIHVM
"TIVHMIIN

and put the
pollen on There are two reasons why
that tree to you can't do that. You don't

pollinate it. have big bushy fur to rub
the pollen on and you don’t
have a big long tongue to

suck the
We could get a flying bicycle  nectar up
on a tree to pollinate it, and for the

instead of a big bushy fur you queen bee.
can stick paintbrushes on

your body.
How the heck would you put
a bike on
You get on the bike and atrea?
then you run and jump off
a mountain and then
you glide... Or you can just get a

stepladder.
How are you meant to carry )
that many paint brushes to
pollinate the tree? And | don’t
think you'll be able to afford

all them
We can use the ones from paintbrushes.
school and borrow the ones
my mum has. She's got
billions of
them. How are you meant to rub

the pollen off onto the
paintbrushes? Flowers are
about this small Jacob.

OWEN SHOWS A SMALL GAP BETWEEN HIS THUMB AND INDEX FINGER.
JACOB PERFORMS A DANCE WITH HIS SHOULDERS RESEMBLING THE TWIST.

It will have to be with your
belly, not your back! That'd
be easy... But there are one
billion flowers on one tree.
How are you meant

to pollinate

them all? That's mad. And it could
cost a hundred pounds
to get it done...

Why should we even care
how much it costs? We are
going to save the world.

OWEN GETS DISTRACTED BY A DRAWING ON THE WALL AND POINTS AT [T,

Owen: Erm, why is that man
eating his belly? | wonder if
like the insects eating poison,
he ate something funny

and his tummy is aching?
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JACOB OWEN COREY GRACE

LINE PHOTOGRAPHS OF AGRICULTURAL
INA HAND-POLLINATING APPLE
TOOLS MADE OF STICKS

SHES.

We could do that and get
money —yeah!

It would take the whole day.
Especially if you do it one
by one flower.

Yeah, just save the bees.

61

Save the bees...
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Excerpt from script

e Script for 'the Life of a Comedian' (English)

Bo Won Nam appears on the stage

(While lifting his thumb)
Hello, this is Bo won Nam. Hahaha.

I was born into a wealthy family in a small village called Geumsan-ri in Eunsanmyeon,
Suncheon-gun, South Pyongan province. When spring comes, beautiful

flowers bloom everywhere and beautiful birds can be found in and from the

mountains.

(Mimics the sound of a bird)

A calf cries, (mimics a calf mooing)

A chicken cries (mimics a chicken crowing)

A puppy cries and a dog cries (mimics a dog barking)

I grew up in a very small village where animals used to cry day and night.

There was a mill in the house, a bicycle, and a phonograph.

My father was a landlord. Thus, every day I heard the sound of phonograph whilst
standing in front of it.

There were various kinds of sounds kept inside it.

All of Korea’s folk songs were in there.

(In a folk song style)

The smoke of coal and white charcoal burning...

Let’s enjoy. Enjoy this in your youth. Because you won't be able to when you're old
and weak...

Whenever I make sounds whilst sitting on a rock,

a grandpa walking past stops and says

“How old are you, little boy? Enjoy during the youth”

(Pretending to give a clout) He gives me a clout with his knuckles.
“Hey, you little boy. You should become a clown. A clown.”

A small radio. On the radio called ‘National Matsuda’, the surrendering voice of His
Majesty the Emperor of Japan came out.

My age was ten by then.

(Imitating the Emperor’s voice in Japanese) Sekai daisei mada. Wareni niaraiz
sikanomi nai. Dekkiwa haraddani jangakkunano. Dakkudang oh hiresidae.

The generations of the world will not be beneficial to us.

The enemy threw the brutal bomb and everything was over.

We had the pleasure of liberation.

That’s right. Five years after that. When I was fifteen years old.

At that time, I was in the second grade of junior high school.

June 25 1950

Chungsung in Gangwon province. Foggy morning at 4am.

(Making the sound of a second hand while looking at the watch on the wrist)
The sound of a frog from somewhere

(Mimics a frog croaking)

...continues
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o Script for 'the Life of a Comedian' (Korean)
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VILIIXVIN'V'I'V &
OTINZdVIN VIHONY

in the name of all mine, | tell you this:

Freedom is in you. .
Freedom has always been in you
and forever will be.

They named you mother, daughter,
grand-mother, aunt, cousin, wife, mistress,
saint, prostitute;

We hear, female, that you are worth less
than the male: but who do you claim to be,
male, to classify, judge, lock-up that which
you say is female, can you say ?

1 will tell you, you who we call woman,
you who ends up taking on those roles
“other, daughter, grand-mother, aunt,
n, wife, mistress, prostitute, saint,
dave been free since the dawn of time.

You are free because you have never

‘told anyone what they are or are not or

should be or should not be:

You are yourself because you are pure
of this cowardice, this lowness,
this weakness.

Perfect you are born,
perfect you remain in yourself.
74




Au nom de toutes les miennes je te le dis:

La liberté est en toi.
La liberté a toujours été en toi
et le sera toujours.

On t'a nommeée mere, fille, grand-mére,
tante, cousine, épouse, maitresse, sainte,
prostituée;

On entend dire femelle tu vaux moins

que male: mais qui prétends-tu étre mdle,
pour classer, juger, enfermer ce que tu

dit étre une femelle, le sais-tu?

Moi je te le dis, toi qu’on appelle femme,
toi qui finit par endosser ces réles de mére,
fille, grand-mére, tante, cousine, épouse,
maitresse, prostituée, sainte, tu es libre
depuis le commencement des temps.

Tu es libre parce que tu n’as jamais
dit a personne ce qu’elle est ou n’est pas
ou devrait étre ou ne pas étre:

Tu es toi-méme parce que tu es pure
de cette lacheté, de cette bassesse,
de cette faiblesse.

Impeccable tu es née,
impeccable tu demeures en toi.

f
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VILIXVIN ' V'V R
OTINZdVIN VIHONY

Woman, if you must seek a camp, if you
must take refuge and escape the idiotic
division imposed by patriarchal capitalism,
thenchoose to be yourself since you are
the world.

You are the earth, you are the good and the
evil, you are love and hate, you are happiness
and unhappiness, you are joy and sadness. «

If your place is not in the patriarchy,

be happy: you are not of the weak
andthe cowardly. If you are not welcome
at the table of testicular capitalists,
rejoice:

You have not been polluted by their
unhealthy food; your spirit has not been
poisoned by the abject food of these
eaters of corpses!

lace is at the centre of the world :
<together all those left by the wayside
¢apitalism and build a society united
by solidarity and equality.

You are humanity, since you have given birth.

He who thinks to exclude you has lost

himself by identifying with the world and

with his thirst for power and possession.
i




Femme, si tu dois chercher un camp, si
tu dois te réfugier pour échapper a cette
division idiote du capitalisme patriarcal,
alors choisis d’étre toi-méme car tu es

le monde.

Tu es la terre, tu es le bien et le mal,
tu es 'amour et la haine, tu es le bonheur
et le malheur, tu es la joie et la tristesse.

Si ta place n’est pas dans le patriarcat,
sois en heureuse: tu ne fais pas partie des
faibles et des laches. Si tu n’es pas admise
d la table des couillus capitalistes,

jubile:

Tu n’as pas été contaminée par leur
nourriture malsaine; ton esprit n'as pas
éte empoisonné par les mets abjectes
de ces mangeurs de cadavres !

Ta place est au centre du monde: reunis
toutes les exclues du capitalisme et batis
une société unie, une societe solidaire,
une société égalitaire.

Tu es ’humanité, car tu I'as enfanté.

Celui qui pense pouvoir t’exclure s’est perdu
dans son identification au monde et & sa soif

de pouvoir et de possession.
¥
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VILIMIVIN V'V &
OTINZYVIN VIHONYV

Since the dawn of time, you have known
that you could halt these cruel games when
the time was right.

Now is the right time:

Wake your sisters, your grand-mothers,
your daughters, your grand-daughters.

Come together.
Unite your forces.
Wage the Holy Strike.

Woman, the times are no longer
for giving birth.

It is the time of awakening.
It is the magic time of refusal.

Nothing can stand up to this violent wind,
since in truth | tell you:

You are the force of this world.




Depuis le commencement des temps, tu
savais que tu pouvais arréter ces jeux
cruels quand le temps serait juste.

Maintenant le temps est juste:

Réveille tes sceurs, tes grands-méres,
tes filles, tes petites-filles.

Unissez-vous.
Unissez votre force.
Faites la Greve Sainte.

Femme, les temps ne sont plus
a I'enfantement.

C’est I’heure du réveil.
C’est I'instant magique du refus.

Rien ne pourra résister a ce vent violent
car en vérité je te le dis:

Tu es la puissance de ce monde.

(s



DEAR
READER ...

Text by
Alun Rowlands
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‘Dear Reader ...” is the script for a curator’s talk drawn from the pages of the
journal NOVEL, edited by Alun Rowlands and Matthew Williams. Written as an
ongoing epistolarium, it assembles a collection of letters from literary sources such as
Dickenson, Salinger and Barthelme alongside artists writings from Chaimowicz,to
Strau. Extracts from Meunier’s ‘Act of Correspondence’, published in the second
issue of NOVEL, punctuate the text asking how forms of correspondence figure ideas
of reading, intimacy, and friendship.
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DEAR FRIEND - Are these more orderly ? I
thank you for the truth.

1 had no monarch in my life, and cannot rule
myself; and when I try to organize, my little force
explodes and leaves me bare and charred.

I think you called me ‘wayward.” Will you help
me improve ?

2.11.72

Prologue
The story that follows is not mine. I do not know who wrote

it.

It came into my hands as follows. My reputation as a writer
was established almost wholly as an author of fiction, despite
some editorial work, when I launched on a series of three
interrelated novels with a marked sexual bias. Shortly after
the first in this series was published, I received two
anonymous letters, one one week, one the next. Both were

signed ‘God’, both were postmarked .

Six months later, a bulky envelope arrived, it contained the
manuscript that follows. There was no covering letter. The
postmark on the envelope was, again, . Whether the
author was or was not ‘God’, I have no idea. The letters were
vulgar and illiterate, but the illiteracy at least may have
been assumed. The story that follows will be judged unpleasant

by many, illiterate it certainly is not.

Although I am naturally interested by the mystery of origins
(and teased by a suspicion that it may be intended as a parody
of my work) I find the story interesting in its own right.
There are echoes of and like the whole seems
something between wavelength and frequency. My duties as
editor have been light. I have divided some very long

paragraphs, I have corrected a few spelling mistakes and I
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given the piece a provisional title.

My motives in getting the story published here is to contact
the author. If she still keeps a watchful eye on my writing

she will see that she has achieved print.

* % %

April 7, 1975
Dear ,

My apologies, but for reasons that seem to me, at least, rather passably sane and fair,
Dve found it best, by far, not to read scripts or books that come in the mail. Years
and years ago, I did have a short go at responding to gestures of the kind, but it led
to complications that I couldn’t manage.

JDSs

% % %

DEAR _

Although you do not know me my name is , I have seized your name

from the telephone book in an attempt to enmesh you in my concerns. We suffer
today I believe from a lack of connection with each other. That is common
knowledge, so common in fact, that it may not even be true. It may be that we are
overconnected, for all I know. However I am acting on the first assumption, that we
are underconnected, and thus have flung you these lines, which you may grasp or let
fall as you will. But I feel that if you neglect them, you will suffer for it. That is
merely my private opinion. No police power supports it. I have no means of

punishing you, , for not listening, for having a closed heart. There is
no punishment for that, in our society. Not yet. But to the point. You and I,

, are not in the same universe of discourse. You may have not been
aware of it previously, but the fact of the matter is, that we are not. We exist in
different universes of discourse. Now it may have appeared to you, prior to your
receipt of this letter, that the universe of discourse in which you existed, and
puttered about, was in all ways adequate and satisfactory. It may never have crossed
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your mind to think that other universes of discourse distinct from your own existed,
with people in them, discoursing. You may have, in a common-sense way, regarded
your u. of d. as a plenum, filled to the brim with discourse. You may have felt that
what already existed was a sufficiency. People like you often do. That is certainly
one way of regarding it, if fat self-satisfied complacency is your aim. But I say unto

you, , that even a plenum can leak. Even a plenum, can be
penetrated. New things can rush into your plenum displacing old things, things that

were formerly there. No man’s plenum, , is impervious to the awl of
God’s will. Consider then your situation now. You are sitting there in your house,
with your fine dog, doubtless, and your handsome partner, conceivably, and who
knows with your gun-colored car in the driveway, and opinions passing back and
forth, about whether they should build a new meeting hall or not, whether the
children should become Tomists or not, whether the pump needs more cup grease

or not. A comfortable scene. But I, , am in possession of your
telephone number, . Think what that means. It means that at any
moment I can pierce your plenum with a single telephone call, simply by dialling

. You are correct, , in seeing this as a threatening
situation. The moment I inject discourse from my u. of d. into your u. of d., the
yourness of yours is diluted. The more I inject, the more you dilute. Soon you will
be presiding over an empty plenum, or rather, since that is a contradiction in terms,
over a former plenum, in terms of yourness. You are, essentially, in my power. I
suggest an unlisted number.

Yours faithfully

* % %

Dear NOVEL,

The fear of failing to reach the other, the failure of writing
as well as the hope that the reading implies an understanding,
that the meaning is conveyed to the other are characteristic
for the process of writing letters. The choice of this
communication media evokes memories of the past, when humans
had to rely on it if they wanted to get in touch with a remote
person. However, unlike one might assume, the letter does not
constitute a particular special case of communication. With

regard to the constellation of those involved in the
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communication process, a letter can be seen as an example of
communication itself, if it is assumed that one structural
characteristic of any message is the need to cover a distance.
What is evident here is the way from one to the other as well
as the delayed arrival, which, in terms of an awareness of
distances and of the relationship from the time of writing to
the spatial absence of the addressee, is intrinsic to the

moment of writing.

For an exchange of letters, the possibility of a response is
strictly indispensable. A letter originates, because there is
someone who is not at the same place as oneself, but who can
be thought of and who is addressed by trying to write to her.
However, this writing is not like spoken language that has
been put into written language; the written form emphasises
the conveyance of the message and the situation of thought
changes, when the text itself comes to the fore. The dialogue
is inevitably limited to one person, you and I are embodied by
the same person, insofar as the answer has to be imagined and
the addressee becomes fictional. This leads to a soliloquy

that is always initiated by the other.

* % %

Dear],

As itinerant workers we go, where the work is... and yet, at some time has not each of
us sat in a bar or cafe in a distant land, merely then to ask of ourselves; why travel
when I might just as well be bored at home? Rare therefore is the city in which we
can both work and dream... Living almost the life of a monk - albeit of a gracious
order - I have developed the semblance of a routine... so although I often lose
myself walking about the city - the better to enjoy and discover it - I have
nevertheless established my own landmarks...

... These brief sorties during which I enter an imaginary dialogue with the city’s
citizens, are like late morning shopping, 2 welcome interruption form the routine

demands and isolation of my studio...

Dear J, do not imagine that I am suffering from a surfeit of history... Just as
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intuition precedes reason so I have discovered much here by happy accident and
only later has detail come to my attention. But here some awareness of history is
inescapable...

When I sit in Cafe Sperl, for example, my thoughts tend to oscillate between their
own subjectivity and a memory seemingly rooted in the surroundings. As though a
gentle but insistent aura pervades this now dilapidated place, prompting me to that
it was once the regular meeting place of enigmatic thinkers...

Indeed throughout this city, cafes were once the fertile meeting ground between
the public and the private. Those citizens subjected to grossly overcrowded housing
were forced by circumstances to take refuge in such places- here to live out much of
their lives - to receive their mail, to eat, to even shave, to court and to marry... And
from the pretensions of insufferably claustrophobic middle class homes it was also
the cafes that a precocious young intelligentsia escaped, there to establish their
particular groups and forums...

If then the cafes once appeared to symbolise a relaxed and carefree existence of easy
gossip, slow waltzes and cream pastries - the very image an increasingly anxious city
was eager to project - these enchanting institutions were also the product of a grim
reality...

MCC

* % %

Dear NOVEL,

The moment we start to write a letter, we are exposed to
seclusion. With every written word, the writer becomes more
and more aware of the separation from the other, that someone
is missing. The distance to the addressee becomes increasingly
insurmountable if one tries to address the recipient by means
of a letter. It is thus the act of writing itself that is
supposed to create closeness and demonstrate attachment. What
is significant is the moment of addressing the other, which
enables the writer to performatively achieve what she is
describing: she simulates the situation of addressing someone,
while at the same time living through it, regardless, whether

and when the letter is read. However, the communicative
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exchange is already achieved by the mere fact that one can
write to a potential reader. The temporal delay, which is
intrinsic to the sending of a letter, cannot be ignored, but
be utilised in a productive manner. The loneliness, the
distance, the uncertainty if the letter will get to the
addressee — this prevention of the direct presence of the
addressee make it necessary to have trust in the act of
writing a letter. The process between thought, word and
writing, between you and I, of an inside and an outside,
already creates closeness... This imaginativeness generates a

fictional presence in the writing.

The writer encounters a multiple materiality: There is the
object, which, in its necessity to cover a distance, is
disruptive and leads to the stagnation of dialogue.
Furthermore there is the non-congruity between written words
and what is meant or thought, so that it often seems necessary

to clarify any misconception by writing a further letter.

The construction of identities in the text of a letter is
complex and raises the question as to who are we thinking of
when writing a letter and are we really writing to this
person, or do we in fact also have to make up the addressee.
Her absence changes the form of address. We have to image the

addressee. We also picture her reaction. How absent can we be?

The immediacy of dialogue in a letter is fictional, but used
by the writer to overcome the gap between space and time. It
is an attempt to envision the other, to make her visible. And
vice versa, the word itself finds its addressee and in doing
so, depicts her. The search for appropriate wording, for a
tangible other, leads, from behind, to the formation of the
imaginative addressee. It can become an authoritative trait of
the writer, to replace the absent person by her own image. And
the more this approach is pursued and the more real the image

becomes, the further away the real person seems to move.

* % %
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‘The New Year lamp musli shop lamp letter

The New Year’s resolution is now to communicate more positive things, or at least
to see them, when there are some things positive and to look more to the outside
world to find them... let me stop writing here, I get tired, I am actually very glad I
have written or done something here again, I was not that busy for many days. After
writing just one letter the day seems already over again shortly after three now, my
energy spent... but maybe I’ll have another bowl of musli instead, the second or
supper musli...

Some months ago I promised myself, to write a longer solid narrative text about
maybe something which begins for the first time and I thought that there are many
first times. Before too late, sitting down, I decided I wanted what is easiest. But
there is an easy answer, but that is what it is all about here, the easiest.

JS

% % %
POSTSCRIPT:

The idea of a reader, who looks over the shoulder of the
writer thus assuming a position of power, in which she
virtually starts to write herself, provides a perspective of
the writing process, of the ambivalent situation in which a
thought shall be transformed into a communicable form, in
order to become public. If it is the case that I construct the
image of a reader in the course of writing, the addressee,
simply by virtue of having been addressed, derives in return
the right to announce a judgment in the future. The reader is
not the second but just as much the first. Both positions —
the provisional judgment of the reader and her image in the
imagination of the writer—repeatedly become a mutual occasion
to reformulate what already exists. Even the prejudgment is a
text, and an openness is certain inscribed in it, to the
extent that it is acknowledged provisionally. The structure of
a letter — that the necessary construction of the other is
evidently fictional — becomes essential to any form of

communication, if the other is understood in relative absence
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to oneself. The question remains if the fictions are not even
an essential prerequisite for any kind of rapprochement, if a
person is not assimilated, but if its strangeness and
uniqueness are met with a story that does not define but
respond. To correspond could thus mean to accept the
experience of a distance, without trying to shorten it,
without applying the fiction to a tangible other, but to
accept the existence of non-congruity. Getting to someone
implies covering a distance. To become aware of and to respect
this distance (by means of fictionalisation) means to respect
the other as a person—in order to do him justice and to
concede him an undefined space. The question, as to whether
the purpose of a letter can be ascertained at all, if its
purpose can only be invented or remembered, could be
accompanied by the proposition that there may not be a real
addressee who could be reached, but maybe someone similar. And
she remains indispensable if the will of expression is to be
worthwhile.

* % %

Letter to (x9770)

No apologies necessary — Both of us have resorted to a bit of master baiting (sic)
when our positions have worn thin — Facts which are mutually agreed upon
phenomena are hard enough to come by let alone truths, which are the relations
between facts. Your questions have been most stimulating when most vexing and
neither of us would boast I think of the competence of our answers — Let us assume
that I am an artist (a matter not beyond dispute) and not that I have a leftist
philosophy but a temperance of dissatisfaction deriving from the history of
protestant dissent in Europe (the same dissent which gave rise to capitalism) — I am
sceptical, distrusting, pessimistic by nature and by choice but I do feel sure that 400
years ago in various corners of Europe my ancestors lived the lives of mal treated
draft animals — The last 400 years has seen the rise into history of untold millions
who without the courage of dissatisfaction would have remained in their brutish
state — Numerous revolutions have occurred in that time —~ the most glorious and
successful have been the ascendancy of capitalism — the organisation of the mass
modes of production and subsequently of distribution through capitalistic practice
and ideology have been the most dynamic events in conscious human history —
Where then my dissatisfaction — It is this condition that leads to the romance of
objective evil in modern capitalist society and the resort to inappropriate objects
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such as art or drugs or mysticism — That is to say even if the capitalist system were to
achieve perfect justice it would forfeit its claim to the allegiance of mankind secking
to reproduce itself it would fossilize and finally extinguish human aspiration ~ It is
no irony that once capitalism has finished its magnificent work its theory & practice
must be extirpated if the human race is not to sunk back into barbarism — Enough
of potifex historicus — What about my own view of myself as an artist in this society
— First everyone in a human culture is profoundly implicated in it biologically — in
the style of maintaining and reproducing human life — No one of us lives as a bird in
the air or by dropping mana (sic) of the chosen people — We are each of us
implicated in the organisation of the modes of production — It is infantile to
pretend one is not doubly hebephrenic to aspire to be severed from culture.

* % %

Dear ,

Books are thick letters to friends. They are telecommunication
in medium of print to underwrite friendship. Ever since
Philosophy began as a literary genre, it has recruited
adherents by writing in an infectious way about love and
friendship. Not only is it about the love of wisdom: it is
also an attempt to move others to this love... its capacity to
make friends through its texts. It has been re-inscribed like
a chain letter through the generations, and despite all the
errors of reproduction, indeed perhaps because of such errors,
it has recruited its copyists and interpreters into the ranks

of brotherhood...

If we consider the epochal results of mail, it becomes evident
that it has a particular relationship to the writing, sending
and receipt of philosophical writing. Apparently, the writer
of this type of love letter sends his work out into the world
without knowing the recipient — or even if he knows him, he is
conscious that the transmission transcends him and might
provoke an unknown number of chances of friendship of the
writer of books and letters with nameless, perhaps even yet
unborn readers. Erotically seen, the hypothetical friendship
of the writer of books and letters with the recipients of his

messages represents a case of love at a distance — and this



entirely in the sense of knowing that writing is the power to
transmit love not only to our nearest and dearest, but also
through the next person encountered, into the unknown, distant
future life. Writing not only creates a telecommunicative
bridge between known friends, who at the time of transmission
live in a geographical proximity to one another; but it sets
in motion an unpredictable process. It shoots an arrow in the
air, with the objective of revealing an unknown friend and
enticing him into the circle of friends. In fact the reader
who sits down to a thick book can approach it as an invitation
to a gathering, and should she be moved by the contents, she
thereby enters the circle of the CALLED, making herself

available to receive the message.

Letters that are not mailed cease to be missives for possible
friends; they turn into archived things. Thus this — that the
important books of the past have more and more ceased to be
letters to friends, and that they do not lie any longer on the
tables and nightstands of their readers — this has deprived
the movement of its previous power. Less and less often do
archivists climb up to the ancient texts in order to reference
earlier statements of modern commonplaces. Perhaps it
occasionally happens that in such research in the dead cellars
of culture the long-ignored texts begin to glimmer, as if a
distant light flickers over them. Can the archives also come
into the Clearing? Everything suggests that archivists have
become the successors... For the few who still peer around in
those archives, the realisation is dawning that our lives are
the confused answer to questions which were asked in places we

have forgotten.

X ¥ %

ERRATA:

If the fate of particular books demonstrates anything, it is
that books, texts, essays, open letters also, and sometimes

much more easily, make enemies. And this is not necessarily a

89



90

bad thing — why it may well be a good thing in fact; enmity
rather than friendship, we dare to venture, ultimately ensures
the health of all thinking and writing. We have said elsewhere
(but where exactly in our robust body of collected writings?)
that the history of art should or at least could one day be
recounted from the perspective of its being a history, in the
final analysis of friendship (if not love affairs); if that
happy day will ever come to pass, however a riposte - yours
dear reader — will inevitably invite itself in the shape of
history of hostilities and of enmities... And so we long for
the return or revival of truly vitriolic letter writing ...
And supposing we never meet again, this letter better be damn

well written.

¥ ¥ ¥

October 21, 1962
Dear ,

I must tell you first, off puttingly or not, that I am at best a one-shot letter writer,
these days. Along with that, I really never have anything to say when I’m done
writing fiction at the end of the day. One thought, and one only, hits me about your
letter. Entirely “materialistic”, I’m afraid. You need a new typewriter ribbon. Get
one or don’t get one, but unless you make and effort to deal with things as
unabstractly as that, you’re stewing quite unnecessarily. You’ve decided that Things
are what matter to people. Of course. Not only with “people” but with you, too.
Everything in your letter is a thing, concrete or abstract. For me, before anything
else, you’re young women who needs a new typewriter ribbon. See that fact, and
don’t attach more significance to it than it deserves, and then get on with the rest of
the day. Good wishes to you.

END



Group Reading

Biology is about recognition and
misrecognition, coding errors, the body’s
reading practices (for example, frameshift
mutations), and billion-dollar projects to
sequence the human genome to be published
and stored in a national genetic ‘library’.

The body is conceived as a strategic system,
highly militarized in key arenas of imagery
and practice. Sex, sexuality, and reproduction
are theorized in terms of local investment
strategies; the body ceases to be a stable spatial
map of normalized functions and instead
emerges as a highly mobile field of strategic
differences. The biomedical - biotechnical
body is a semiotic system, a complex meaning-
producing field, for which the discourse of
immunology, that is, the central biomedical
discourse on recognition/ misrecognition,

has become a high-stakes practice in many
senses.

Donna Jeanne Haraway. 1991. Simians, Cyborgs, and Women : The Reinvention
of Nature. New York: Routledge. p.211
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Group Reading

of an outer reali
the main feature
of the work of art
or on the model of as statement
content still comes first.
now be less figurative, less lucidly realistic.

work of art by defintion says something.







Wenn die Stunden zu kurz sind
und die Minuten zih,
wenn es besser gestern
oder morgen wire,
wenn wir nichts mehr miissten
und ausgeschlafen wéren,
dann hauen wir ab.
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Wir sind die zwei Damen am Basar,

die Backgammon spielen. Wir sind die
zwei Alten auf dem Balkon der Muppet
Show. Wir sind die nach der Geburt ge-
trennten Zwillinge, die einander erst
kiirzlich kennengelernt haben. Wir sind
die zwei Pferde vor dem Gespann eines
abgehalfterten Feldherrn. Wir sind

die zwei Handschuhe in den Wintern
der Anderen. Wir sind die paarweise
verschwindenden Schuhe. Wir sind

die Doppelbetten mit zwei getrennten
Matratzen. Wir sind die Salz- und
Pfeffermiihlen auf den Tischen der
lindlichen Cafés. Wir sind die
beriichtigten Retter der langen Tage.
Wir sind die, die niemand anspricht
unterwegs, wir sind die, die vorne
einsteigen und wir sind die Beifahrer



im Coupé. Wir sind die, denen die
Anderen gleich sind. Wir sind zwei
Uberraschte, zwei Haderer, aufder wenn
es um uns geht. Wir sind die, die nie
genug Zeit haben, um alles zu sagen,
die, die sich beeilen, den Anderen zu
Wort kommen zu lassen und sie deshalb
unterbrechen, die schnell sprechen

und schnell zuhoren, die die Worte
erkennen, bevor sie fallen. Wir sind die,
die genau kalibriert sind und in einer
gemeinsamen Frequenz sitzen, solange
es geht. Wir sind die, die es nicht geben
miisste, aufder fiir uns selbst. Wir sind
das Paar, das keines ist. Die Liebe, die
anders heifdt. Wir sind ein gut getarnter
Chor, ein himmlisches Duett, ein gut
geteiltes Gliick.
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Es geht wirklich
um die Wurst.
Es geht wirklich
um die Welt.

Den Schlampern
konnen wir’s
nicht tiberlassen.
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Utopic moments

She sits in her kitchen. The time of day is early morning, refreshed from a night's sleep.

She looks out from the window and before her she sees the garden.

She looks out from the window and before her she sees the grass.

She looks out from the window and before her she sees the aged bird house.

She looks out from the window and before her she sees the apple tree.

She looks out from the window and before her she sees a rabbit hop into her yard. She looks out
from the window and before her she sees the garden.

She looks out from the window and before her she sees the grass

Contemplating the day.

Her chest rises and falls with her breath and she starts to play with numbers in her mind. Adding
them up

2060, equals 8

17, equals 8

2216equals2

286 equals7

1144equalsi

The house numbers she's lived at. Her favorites are 206 0 and 1 7 because they add up to the
number 8. The number known to some as infinity. The circular loop, the spiral like rubrix ladder of
DNA. Not an infinity number like pie, you know, or 3.14 that everyone talks about that goes on
randomly forever suggesting it's the answer 10 natures curve. But she likes 8 as her infinity. An
infinity that is an enclosed circuil, a loop. Her fingers trace the loop in the air, a conductor tracing
time.

Cumulous clouds sit In the air against a blue sky. A small breeze gently tickling the leaves in the
trees while the moon from the night still hangs in the air.

2060

i

has a different ring than

2216

or

1144East22

though the last one may become a favorite.
But her blood level rises more on the first two.

After her contemplative moment of numbers she walks over to the kitchen counter to make a cup of
coffee. Methodically measuring the medium roast of ethically ground coffee picked by workers who
were paid a fair fee. A fair fee for labour. She wonders if they were happy picking. Did they enjoy
this labour? Was it a labour of love? This labour of love that fuels most of us to start our day. The
adrenaline rush, that goes into our blood to create the moment of where each cell and molecule
vibrates. She's only a tea drinker in the afternoon.

2060
17

Breastieeding, orgasm, mother's in labour, natural connections of closeness.

Equals 8




o
8

The gaze continues. A soft focus, a lense of simple activity. She takes her pulse. First she tries her
wrist. Then she tries her neck. She goes back to her wrist. It feels more accurate. She doesn't use
her index finger but the other two but she can't find it on her wrist. So she goes back to the neck

And counts her resting heart rate after the infinite gaze. 69.

6 9 equals 6
Six degrees of separation. Six degrees of separation.

She shakes hands with herself and takes her pulse again.

First she tries her wrist. Then she tries her neck. She goes back to her wrist.

It feals more accurate. She doesn't use her index finger but the other two closest to the pinkie but
she can't find it. So she goes back to the neck.

She loses count. And tries again.
She waits one minute.

66.
6 6 eguals 3

She hugs herself. For eight seconds.
Measurements of time. Calculated. Tested.

70.
equals 7.

While she tests her heart rate her mind floats with a image of nothingness. An abyss, a calm serene
even patience. She thinks of someone she wishes to love. It surprises her that the last heart rate is
7. But she likes that number and it doesn't bring her anxiety. She likes the way it sounds, it's an odd
number. Not rounded, it has a mystical application.

Measurements of time. Calculated. Tested.

She goes to her back door and opens it. Out stretches a never ending montage of petals falling from
the sky. Fresh white apple petals lifted by the wind and swirling, drifting throw the air. The scent of
them feels sharper.

Water drops in a sink near by.

206 0equals 8

17 equals 8

2216 equals 2

288equals 7

Purple teletubbies flash by.

She finds a piece of paper, and a thin black sharpie pen that she bought at the office supply store.
She takes a ruler and makes a graph with thin lines from her sharpie. The sharpie feels cool among
her hands. She makes three columns at the top of the page.

The moon comes back still hangs in the air among the cumuolous clouds.
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Kloster Siissigkeiten
Klassiker erfreuen Publikum
Stadtrundgang

Bemerkungen:

Doppelseite 1

Kloster SuUssigkeiten ist der Titel einer Performance, die

am 21. August 2021 am Performance Openair St. Gallen im

Stadtpark St. Gallen stattfand. Es ist auch der Name eines Blichleins,

das in dieser Performance vorkam. Aus dem wilden Durcheinander

von Inspirationsquellen und Interessensgebieten, mit denen ich mich

wahrend dieser Arbeit beschéftigt habe, sind in der hier abgebildeten

Collage Ausschnitte aus den Blichern Die Kunst Papier zu machen,

Nach dem Text von Joseph Jerom Francgois de la Lande Ubersetzt und
kommentiert von Johann Heinrich Gottlob von Justi 1762 (herausgegeben

von Alfred Bruns in der Reihe Nachdrucke zur westfélischen Archivpflege, 1984)
und Das Buch der Natur von Konrad von Megenberg, ungefédhr aus dem Jahr
1350 (abgedruckt im Buch Heilkrduter und Gartenanlagen im Kloster St. Gallen,
Katalog zur Jahresausstellung in der Stiftsbibliothek St. Gallen (30. November
2009 - 7.November 2010) zu finden, nebst Teilen aus der Performance und Diagrammen.

Doppelseite 2

Klassiker erfreuen Publikum

Die Zeichnung mit diesem Titel, die ich flr den

KAP-Kalender 2009(?) gemacht habe, begleitet

mich seitdem. Ich zeige und verwende sie immer wieder gern.

Der Text R is for respite entstand fiir die Concert/Performance

Session am Anlass An Unhappy Evening, am 15.10.2016 in der

Galerie Mark Mdiller in ZUrich, prasentiert von OOR Saloon und Killjoys.

Die Live-Aufnahme dieser mehrstiindigen Performance-Session kann im

OOR Recording Archive nachgehért werden (oor-rec.ch). 2020 versuchte

ich fur die Performance Staubfanger Foyer, die im Helmhaus in der Ausstellung

nach Zirich stattfand, dem Gedanken folgend, dass auch Kunstwerke Care brauchen,
mich einigen &lteren Arbeiten oder Elementen daraus erneut anzunehmen, so auch dem
kleinen Stiick R is for respite.

Doppelseite 3

Stadtrundgang

Die Performance mit dem Titel Stadtrundgang fand am

1. September 2019 an der 10. Ausgabe der Performance Reihe

Neu-Oerlikon im Foyer der Gessnerallee statt. Der Fokus wurde in

diesem Jahr auf die kulturpolitische Frage des Agierens im &ffentlichen Raum,

Fragen des Gender, Macht und Politik und der sexuellen und kulturellen Identitat gelegt.
Die Collage entstand im Oktober 2020.

November 2021 - viele Griisse Anne Kéathi Wehrli



Kloster Sussigkeiten

Gebacksprotagonistinnen:

Hosenknopf
Schimli

Chips

115

Gedichte:
Hosenknopf
Briefkasten des Meeres

Eine Sache von Millimetern

Ist es die gleiche Frau, die, nachdem sie in der Béckerei war, einen Besuch in der Stiftsbibliothek
des Klosters St. Gallen machte und von dort in den Stadtpark spazierte, wo sie sich an einem
sommerlichen Nachmittag eine Weile der Lektlre, dem Beobachten der Leute, dem Nagellackieren,
der Inspiration durch die Umgebung und die bisherigen Erlebnisse des Tages und dem Genuss der

Hitze hingeben will?

Sie nimmt ein Bichlein aus ihrer Tasche, es hat den Titel Kloster Sussigkeiten.
Gerade als wir einige der Kapitel aus dem geoffneten Inhaltsverzeichnis zu entziffern versuchen,

blattert sie um.

Unbequehmlichkeiten, so bei der Leimung statt finden kénnen.

Die Leimung des Papiers misslinget 6fters, und verursachet alsdenn einen betrachtlichen Schaden.
Wenn sie gelingen soll; so muss man eine trockene und geméassigte Witterung erwéhlen. Ist es
feuchte; so fliesset der Leim, und rinnet in dem Aufh&ngesaale an dem Papier lang herunter. Ist es
zu heiss; so trocknet er zu geschwind: frieret es zu stark; so wird er gelblich, er schiefert sich, und
tringet in diesen beiden Féllen nicht ein: und endlich, wenn die Witterung stiirmisch ist; so schléagt
er um, wird sauer, verdorben und rinnend. Viele kleine Fabricanten wollen sich demnach der
Gefahr des Schadens nicht aussetzen, und pflegen ihr Papier gar nicht zu leimen; sondern sie

lassen es anderwérts leimen.

Wermut:

Er beschirmt auch Plcher, Gewant vnd Holtz vil lar vor Wurmen vnd vor Mausen.



- ANNE KATHI
= WEHRLI
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R steht fir respite
respite bedeutet Aufschub oder Ruhepause

Ich habe einmal getrdumt, dass ich geschlafen habe und hatte aufstehen missen, aber dann im
Schlaf ein Buch zur Hand genommen habe und aus diesem etwas vorgelesen habe Uber Aufschub,
etwas, das ich selber verfasst hatte, auf dem Buch stand aber Karl Marx und im Traum habe ich mich
sehr dariiber gefreut, dass ich das bin. Jetzt zu etwas anderem, ich las und las und las und so weiter.
Ich traumte sogar, dass ich erneut, schon nach getaner Arbeit, nach einem vollen, erflllten Arbeits-
tag wieder im Bett friedlich schlafe und noch den letzten Zweifel, ob ich wirklich schlafe, der doch
aufkam, da pl6tzlich das Bett mitten in einer Fabrik stand, wo Auspuffe hergestellt wurden, und ein
grosses Zeichen mahnte: Achtung Abgase, nicht atmen!, diesen Zweifel hatte ich ganz auf Grund
von logischen Uberlegungen widerlegen kénnen, weil man weiss ja, in so einer Fabrik wiirde so ein
Schild sicher nicht stehen.

Und ich lese jetzt kurz aus dem Buch vor. Ich hatte Gelegenheit, als ich im Schlaf wach war, mir
Notizen zu machen von diesem Buch. Natirlich haben sich vielleicht ein paar Fehler eingeschlichen,
auch in die Musiknoten, die ich aus dem Buch abgeschrieben habe und jetzt hier vertonen werde.

“Ich, Karl Marx, so wohl ich mich beim Schreiben meines Namens nicht in der Tastatur geirrt habe,
mein Happy Bett ist wie eine Rose, so zart und lieb und sticht nur punktuell. Dort ein Stich, verfol-
gen wir ihn, hinein in die Matratzentiefe, so dunkel, und so neugierig wie ich nur sein kann. Ich habe
Lachen gehért, es muss von irgendwoher kommen. Ich schwimme wie ein Fisch im Wasser und
schwitze dabei kaum. Es sprudelt frisch. Weiter den Stimmen nach, den Spénen aus Holz, Tannen-
holz, ohne zu Kratzen spendet es Warme. Die Leute kommen endlich in Sicht.

Aufschub gegen Bezahlung, Wasser muss die Leere fillen, die Wande kénnten auch zerbrech-
lich sein. Oder umgekehrt, ich zahle eine Einheit und komme eine Einheit weiter, einen Ton hdher.
Ich zahle l&nger und es soll noch weiter tdnen, es geféllt mir ja. Einen Ton zurlick, entgegen der
Strémung krimme ich mich innerlich und erfinde ein Zahlungsmittel, das jetzt den Ton wieder
tiefer klingen I&sst. Nicht ganz getroffen. Zahle ich in zwei Richtungen gleichzeitig, dann wird

der Ton geméss Gefélle der Summe der Linien erniedrigt. Ich zahle erneut, diesmal in irgendeine
Richtung, ich weiss nicht, was dabei herauskommt. Ich fliihle mich so verbunden und doch so
Uberrascht. Lasse ich die Zahlung kurz aus, gibt’s Pause, auch schén. Natdrlich bin ich ein Ama-
teur. Aber irgendwie funktioniert’s.

Ein Notenbuchlein, das ich pl6tzlich vor mir sehe im Matratzeninnern, nehme ich zur Hand und ver-
suche nun dieses Lied zu spielen. Es gibt sowohl Téne, die in der Tonleiter nicht vorkommen, und
Téne die mit den mdglichen Zahlungswinkeln nicht erzeugbar sind. Sie liegen irgendwo dazwi-
schen. Dies stimmt mich irgendwie freudig.”
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artpop_insta - Abonniert

artpop_insta Anyone out there?

#loggedin #visarte #zlri #artspace

0 emmainbern Y@@

38 Wo. Antworten



HOSHHIM g
VAALVT ™

Verwandlungsstudien, Kapitel 1

Medusa, oder der Kolibri — eine hoch aufgeléste und in der Luft stehende
Bewegung kurz vorm Abtauchen in den Blitenkelch

Textarbeit mit einer Stimme, die erzahlt und einer, die sich einmischt
Latefa Wiersch, 2021

1. Prolog. Von Anfang an abschweifend und schon arg beschwipst.

Z.B. die Ohrmuschel: nicht besonders zart in der Form, aber farblich unbestechlich. Total unzugénglich auf eine Art. In der
dusseren Plastikschale facherformig auslaufende Ritzen (kreischt rhythmisch, wenn du mit dem Fingernagel driiber fahrst),
die gegeniiberliegende schmale Seite miindet in einen klobigen kleinen Pfropf, und im Hohlraum darunter klebt es dann: das
hellrosa Zuckerzeug. Eine harte kleine Pfiitze. Musst die Zunge weit rausstrecken, das Zungenb&ndchen spannen, bis es
wehtut, dazu die Zdhne weit genug weghalten vom rauen Plastik, eine Beriihrung fiihrt zu Gédnsehaut, unerwiinscht, aber in
Kauf genommen, 20 Pfennig pro Stiick.

Dazu jetzt, weiterhin nichts wirklich Nahrhaftes im Magen, ouzo-triibe Augen. Wenn du die trinken kdnntest, ich sage, WENN,
warst du gleich in der Lage, Sterne zu sehen, Sternchen und Regenbogenschlieren, dazu Benzingeruch, und SiiBe.
Da hat man doch schon keine Lust mehr?!

2. Erster Akt. Eingangig, aber in gegenlaufiger Geschwindigkeit

Das Bild ist im Grunde einfach. Close up. ihre Jeansjacke von hinten, ihr wippender Schwanz. lhr Haargummi, das jetzt von
einer ihrer Hande gegriffen wird und nach unten gezogen, sodass das Haar herausféllt und sich ausbreitet, seidig. voll, mit
Glanz. Wir sehen also jetzt vor allem Haare von hinten und ein wenig Jacke, sich im Wechsel leicht nach vorne und wieder
zuriick schaukelnde Schultern in Jeans, blau, used Look, dazu poppige Musik mit Frauenstimme, Marie und Per im
Background.

Jedenfalls, sie, sie gonnt uns jetzt den Blick iiber die Schulter, sie sieht zuriick auf das und diejenigen die sie verldsst. Sie dreht
sich halb zu uns um. Im Profil sieht man bereits das Krduseln des Mundwinkels, je weiter sie den Hals biegt und in unsere
Richtung dreht. In Zeitlupe siehst du jede Bewegung der Haare. Ganz deutlich, wie die Wassertropfen auf den neuen Monitoren
im Schaufenster, da zeigen sie meist Naturaufnahmen. Rennende Tiere, Hufe, die im Staub aufschlagen, Staubwolken,
aufwirbelnder, roter Staub der Savanne, oder eben: perlende Wasserfélle im Amazonas.

Es ist ein Gegenbewegung von Geschwindigkeiten, die einander aufheben, und sich in unsere Erinnerung hinein manifestieren,
eine schnelle und eine langsamere. Das Lacheln kommt, die Haare fliegen nach, bleiben einen Moment in der Schwebe, wie
der Kolibri kurz vor Eintauchen in den Blitenkelch in der Luft steht — und dieser Moment ldsst es um uns geschehen, genau
dieser Moment - jedenfalls, je weiter sie sich im Von-uns-weg-Bewegen zu uns um dreht, umso klarer wird es, und umso
starker krauselt es sich nach oben, wird breiter, lachelt sie. UNS AN!

lhr Gesicht, ihr Blick, ihr Mund, die Jeansjacke vor allem, die seidigen, in der Luft schaukelnden Haare.

3. Zweiter Akt (der fast komplett Gbersprungen wird)

Vielleicht wollte Poseidon Sterne sehen.

Als sich die Benzinschlieren in den Pfiitzen mit Kérperflissigkeiten mischten, zum Gliick war der Magen ja nicht besonders
voll, trotzdem, schdn sah es nicht aus.

Als er sie nahm, und zwar mit Gewalt.

Und als wir zuschauten, beinahe jeden Sonntagabend zuschauten und dabei orangefarbene Kriimel auf dem Sofa verteilten.

Bitte, erspare uns diese Szene, ich habe sie ja doch schon vor Augen, wie du meinst, ja mein ich, dann sind wir ja schon am
Ende, bevor es liberhaupt los ging. Na und? Na gut.

4. Klarungssversuch

Vielleicht konnte er ihre Schdnheit nicht ertragen. Echt jetzt? Hast ja fast schon Mitleid, nein, ich hab kein Mitleid, ich analysiere.
Vielleicht konnte er den langen Moment nicht ertragen, das In-der-Luft-Stehen. Das heisst hdngen! Was?, das heift in-der-
Luft-hdngen! Aber das war so nicht gemeint, ich meinte wirklich... wie beim Kolibri...aber ist jetzt egal.

Vielleicht wollte er was vom Kuchen, wollte darum nicht betteln, wollte auch nicht fragen, und schon garnicht wollte er warten.



Aufs Liebesspiel / die Bestdaubung.

Also falls es jemanden interessiert, ich denke lbrigens nicht, dass der Vogel es sonderlich aufregend findet, in die Bliite zu
tauchen, bzw. In die BliiteEN, es sind ja wohl eher mehrere, von einer wird er nicht satt, sowieso, scheint mir eher eine
besonders miihsame Art der Nahrungsaufnahme, zu sein, als ein Akt der Lust, du hattest ein anderes Bild suchen sollen,
unterbrich mich nicht immer bitte, also gut mach weiter. Wo waren wir? Immer noch in der Blite! Beim Akt, der Gibersprungen
wird. Bei dem sie aber — Uberraschung! - Giberrascht werden, Jeansjacken-Virgin und Poseidon, und zwar von Athene. Athene
hat keinen Sinn fiir fliegendes Haar in HD-Auflésung und gegenléufiger Geschwindigkeit, alles in ihr schreit Rache.

Athene zdgert keine Sekunde.
Ihre Rache, ihre Wut, machen Medusa zum Monster. Heisst es.

4. Vorletzter Akt, die Verwandlung. Hohe- oder Wendepunkt

Die Augen jetzt entflammt und rot gliihend, und die Kirsch-Lippen von einem WILDSCHWEINGEBISS auseinander gezerrt,
deformiert, wie wenn du in den Matsch greifst, die Finger mit viel Kraftaufwand rein grabst und es noch so nach sickert, und
dann driickst du noch was Spitzes durch, so sah Medusas Maul jetzt aus.

Jetzt kann sie selbst téten, jetzt guckt sie zuriick. Jeder und jede den/die Medusa mit ihren Augen angliiht wird ab jetzt zu
Stein.
Die seidigen Haare winden sich: als Schlangen!!

(Einwand - den man ebenfalls auch gerne {iberspringen kann — wenn man schon klédren will, dann aber bitte richtig:
interessanter ist, die innere Verwandlung, vielleicht sieht sie sich selbst so, vielleicht verwandelt sie sich selbst, vielleicht ist es
die Gewalt, die ihr angetan wird, ihr Trauma, dass sich aber nach Aussen kehrt, wieder in den Spiegel hinein und ein
héssliches Bild zuriick wirft. Und dass sie jetzt schiitzt, weil es abstéBt, verstehst du, usw., usf., also wenn du jetzt denkst, das
interessiert jemanden, dann eben nicht! Ja, dann eben nicht).

5. Letzter Akt, eher skulptural gedacht, aber aus einem inneren Zustand heraus/ vielleicht wie ein Abguss/
abgekiihlt/aus der Zeit gefallen, versteinert. Und definitiv verkatert

Man kénnte schreiben: Wie wenn man in einem Raum sitzt und von allem zu viel hatte, Morgengrauen, Morgen danach, Kater,
oder meinetwegen auch schon friiher Nachmittag, wie innerlich ausgeleert, inklusive Ubergeben (schon wieder!). Dann starrst
du an die Zimmerdecke, und eine Fliege/der heimatlos gewordene Kolibri/ein Insekt surrt dann im Raum rum, als einziges
Gerdusch auf der Welt, etwa so kdnnte man dariiber schreiben, dann schaust du vielleicht nicht nur die Wand oder die Decke
an sondern auch auf deine eigenen Fiisse am Ende deines langen flachen Kdrpers, und weil du in diesem Schlafzustand bist,
kannst du dich nicht riihren, und es scheinen alle Unterschiede aufgeldst zwischen dir und der Welt, der Zimmerwelt
zumindest, es wird egal, ob der Fuss der eigene ist oder ein fremder, das Muster des Sockens fliesst in das fusselige Laken
darunter, darunter Dielenfussboden, Ritzen mit undefiniertem Gekriimel, Staubfusseln, Kéferleichen und Zigarettenstummeln
darin, da kénnte man jetzt drin verschwinden, kénnte, wenn man sich nur riihren kénnte, aber es ist keine Bewegung méglich.
Dazu passen wiirde jetzt auch eine Spritze in irgendeiner Ecke irgendeines Zimmers, und ein wenig Indie-Musik, briichige
tiefe Stimme, abebbend, zerbrdselnd, rau, stop, das ist liberzogen, wieso, passt doch, nee, passt nicht, das ist albern.

6. Epilog

Also wie gesagt: wie zu Stein erstarrt, so erging es jedem potentiellen Liebhaber fortan, keiner sollte sie je wieder sehen, ihr
folgend, von hinten, ganz nah und mit den eigenen Handen leicht in der Lage, ihre Schulter zu beriihren.

Als er sein Schwert gegen sie erhoben hatte, war ihr Kopf weggekullert wie eine Murmel.

In dem Moment (wieder so ein aufgeladener Moment!) entsprang ihm ein Pferd. EIN PFERD! Ja, wahrscheinlich aus dem Hals.
Ha! Die Griechen und ihr Humor! Aber mal ehrlich, Die Typen sterben, Ende gut, alles gut, wieso muss das hier jetzt noch
weitergehen? ? Sie war die ganze Zeit schwanger gewesen, das ist doch wichtig! das ist doch ebenso wichtig, als
gestalterisches Prinzip, das heisst doch, alles geht weiter, ja, sag ich ja... aber du musst zugeben, das alles hier wirkt schon
total beliebig, die Struktur miisste eine andere sein, das miisste doch dann eigentlich als Loop, aber spiralférmig gedacht
werden, noch besser mit kleinen Uberlappungen, das miisste man doch dann beriicksichtigen auch formal)

7. Abspann iiber den Wolken mit Pegasus

Jetzt doch filmisch gedacht? oder mehr so musikalisch, als Refrain?, aber dann hatte man es ja schon frither bringen miissen,
und sowieso sollte man von den Teilen zwischen Refrain und Refrain von Strophen sprechen, dann miissten wir doch jetzt
nochmal von vorn, sonnst ist das sehr beliebig...von wegen, beliebig. das nennt man POESIE, nee, das nennst DU Poesie!

Geflugeltes Pferd/Einhorn, drauf Medusa, wie sie sich erheben, aus dem Gezweig des Dschungels raus, hoch empor iiber die
Wipfel, und das Summen und Surren der Welt unter/hinter sich lassend.
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' artpop_insta - Abonniert

’ artpop_insta Here we are. Being a guest performer at some
artist's try out at #siidpol. They wanted me on wheels, | said,

whatever, they had ideas of using bodies as prothesis, they
said, try to forget your legs, imagine you never had any, they
said, accept the reality of the car, let it move you, they said,
please don't smile, but if you have to, do it slow and with
consciousness and let it reach your eyes.
| did this and that, | liked the driving at least in the beginning,
but had no clue what this all meant, | missed the train back, |
feared this would all take way too long, they kept forgetting to
pull the mask back over their noses, | got slightly nervous, |
feared that we would all end up in quarantane, that this was a
really big price to pay for a little bit of fame, And then | noticed
that they had forgotten to mention me in the credits. Ha!

#artworld
#thepriceyougottapay
#forfame
#proprothesisperformance
#whereimaginationleadsyouto
#drivingmecrazy
#sldpolresidency
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VERANSTALTUNGEN

THE READING GROUP
Offene Lesegruppe (F+F/Reading)
Text und Diskussion auf Englisch
Sa 4/12,15-16.30 Uhr

LESEN OHNE AUGEN/READING WITHOUT EYES
Live-Performances und Lesungen aktivieren die Literaturliste
der Ausstellung (F+F/Reading), Deutsch/Englisch

Sa 4/12,17-19 Uhr

PERFORMANCE NACHMITTAG

Performances von und mit den Kiinstler:innen Kira van Eijsden,
Anne Kathi Wehrli und Angela Marzullo A.K.A Makita
Sa11/12,15-18 Uhr

AUSSTELLUNGSRUNDGANG UND DISKUSSION
Mit der Sprachphilosophin Deborah Mihlebach
Do 6/1/22,18.30 Uhr

WIR BENUTZEN WORTER, DIE SCHON
ANDERE LEUTE IM MUND HATTEN
Kurzvortrag und Workshop der Kiinstlerin Tine Melzer

zu sprachlichen Verschiebungen

Sa 8/1/22,15 Uhr

OFFENTLICHE FUHRUNGEN
Mittwoch, 12.15Uhr

15/12

Jeweils Sonntag, 14 Uhr
12/12,19/12

Alle Veranstaltungen mit beschrankter Teilnehmer:innenzahl.
Anmeldung unter vermittlung(@strauhof.ch
Bitte beachten Sie allfallige Anderungen des Programms und

die aktuellen Zutrittsbestimmungen unter www.strauhof.ch

PROGRAMM
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IMPRESSUM

F+F Schule fur Kunst und Design, Zirich (Studiengang Kunst):

Mirjam Bayerdorfer, Irene Miiller, Daniel Hauser

Reading Group: Julia Aschwanden, Soraya Gmir, Noah Joel Huber, Chiara Siciliano,

Caroline Stadelmann, Kerstin Wittenberg

University of Reading/Reading School of Art:

Susanne Clausen, Alun Rowlands, Lisa Barnard

Reading Group: Maria Garay Arriba, Malou Dobson, Lucy Harwood
Strauhof: Rémi Jaccard, Philip Sippel

Grafik: Chiara Zarotti, Laura Lackner

Ein Kooperationsprojekt der

F+F Schule fir Kunst und Design,
University of Reading (UK)

und dem Strauhof

Unterstutzt von

Stadt Zirich 7% o e zaer $ MIGROS
Kultur k2 PR e Kulturprozent
. STANLEY THOMAS 31}\1%1;-%!?5(}
temperatio JOHNSON GUSkEN
stiftung fiir Umwelt | Soziales | Kultur STIFTUNG ¥Llrillql‘é5'l'£

Die Rechte an den einzelnen Beitragen verbleiben bei den Kiinstler:innen.
Druck: DAZ - Druckerei Albisrieden AG, Zurich

Auflage: 300
Ziirich/Reading 2021

IMPRESSUM






Ausgangspunkt des Kooperationsprojekts war die Frage, wie Literatur

zum Material einer kiinstlerischen Praxis wird. Mit welchen Formen des
Rezitierens und Ubertragens, des Ein- und Weiterschreibens arbeiten
Kinstler:innen, wenn sie sich Texte aneignen? Die Ausstellung im Strauhof
fokussiert auf performative Ansatze und versammelt rund ein Dutzend
zeitgenossische, deutsch- und englischsprachige Positionen, sowie studen-
tische Arbeiten. Die gezeigten Werke untersuchen, wie sich Bedeutungen
verschieben, wenn Texte verinnerlicht und wieder nach aussen getragen
werden. Worte, Texte, Geschichten werden zu einem Rohstoff und erreichen
ihr Gegenliber auf neue Art: Erhalten sie auf diese Weise eine andere

Wirklichkeit - lassen sich so gesellschaftliche Realitaten umformen?

Die Ausstellung entstand in Zusammenarbeit der F+F Schule fur Kunst und

Design, University of Reading (UK) und dem Strauhof

Mit Arbeiten von

Joke Amusan, Kira van Eijsden, Christine Ellison, Annabel Frearson, Mikhail
Karikis, Hyewon Kwon, Izidora L. Lethe, Angela Marzullo A.K.A Makita,

Tine Melzer, Elodie Pong, Szuper Gallery, Anne Kathi Wehrli, Latefa Wiersch

ISBN: 978-3-9525232-3-0

9"783952"523230" >

Handschrift: Unterrichtsmaterial F+F, 2021



