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or Longing in the form of a Turing Machine

1930 ...

| feel sure that | shall meet
Marcom again somewhere and that
there will be some work for us
to do together just as |
believed there was for us to do
here. Now that | am left to do
it alone | must not let him
down but put as much energy
into it if not as much

interest, as if he were still
here. If | succeed | shall

be more fit to enjoy his
company than | am now.

In Cambridge | met a boy and
| thought of Christopher but
the work we did was different.
It was the work of crossing
glances.

In London | met a boy and

| thought of Christopher but
the work we did was strange.
It was the work of mingling
waters.

In Princeton | met a boy and

| thought of Christopher but

the work we did was erroneous.
It was the work of wrestling
angels.

In Brighton | met a boy and

| thought of Christopher but
the work we did was peculiar.
It was the work of inserting
affections.

In Sheffield | met a boy and
| thought of Christopher but
the work we did was eerie.
It was the work of removing
impediments.

In Leeds | met a boy and

| thought of Christopher but
the work we did was
confounding.

It was the work of smoothing
hackles.

In Edinburgh | met a boy and
| thought of Christopher but
the work we did was difficult.
It was the work of dreaming
solutions.

by Brad Borevitz

In Newcastle | met a boy and
| thought of Christopher but
the work we did was
complicated.

It was the work of decoding
desperation.

In Liverpool | met a boy and
| thought of Christopher but
the work we did was
problematic.

It was the work of combing
hounds.

In Dover | met a boy and

| thought of Christopher but
the work we did was awkward.
It was the work of riding out
yearnings.

In Leeds | met a boy and

| thought of Christopher but
the work we did was
embarrassing.

It was the work of enigmatic
expression.

In Manchester | met a boy and
| thought of Christopher but
the work we did was upsetting.
It was the work of sleeping in
solvent.

.. 1952 ...

In Manchester | met a boy and
| thought of Christopher but
the work we did was different.
It was the work of my undoing.

.. 1954 ...

There is nothing left for me
here. | have eaten the poison
apple. Dear Christopher, there
will be some work for us to do
together.







New Media as Remix Culture

Looking back at my 2001 bodkhe Language of New Mediane thing | would definteley

change is its title. The OlanguageO of new media that this book aims to map out D or, more
precisely, numerous separate OlanguagesO D are always hybrids, incorporating memories,
expertise, and techniques of already well established cultural forms such as cinema, theatre,
printed books, and so on, as well as new more recent techniques that come from the new engine
of global information society B digital networked computer. Every section of the book therefore
takes up a particular dimension of new media and examines it as a meeting ground - a field of
struggle, competition, and creative tension b between the energies of the past and present.

A few years ago such an approach appeared strange to some participants and observers of
cyberculture. Why dig the references to the old culture when the Internet was supposed to bring
us all into the new brave world as painte\ired and similar publications? Yet today this
perspective that positioned new media in a longer historical context looks already quite natural.
Our culture is undergoing computerization, and every one of its layers is changing as a result -
but these changes can take a very long time to become visible. (Geological metaphors are not out
of place in this respect.) Think for instance of a culture which accompanied the development of
the new industrial society in the nineteenth century. If we time the beginning of this society to

the introduction of the engine in the first decades of the nineteenth century, we see that it took
about one hundred years for the cultural super-structure to catch up. It was only in the 1920s
when artists, designers, and architects clearly formulated new sets of aesthetic forms and
principles that together formed the new twentieth century culture of Oindustrial modernismO:
spaces made of geometric forms devoid of ornament, aggressive use of type, compositions made
from simple abstract elements, new color schemes, and so on. | do have a strong sense that many
cultural phenomena and styles which surround us today are equivalents of academic painting or
architectural eclecticism of the nineteenth century B something which does not at all belong to

the twenty first century and which one day, when we will find proper cultural responses to a new
global information society, will look hopeless irrelevant. Yet today it is not easy to say which
current impulses are messages from the future, and which are simply here through inertia.

It is my strong feeling that the emerging Oinformation aestheticsO (i.e., the new culture of
information society different from the old culture of industrial society which I am trying to map

out in the new book | am currently completing) has or will have a very different logic from
Oindustrial modernism.O The latter was driven by a strong desire to erase the old, visible as much
in the avant-garde artistsO (particularly the futurists) statements that museums should be burn,
and in the dramatic erasure of all social and spiritual realities of many of people in Russia after
the 1917 revolution, and in other countries after they became Soviet satellites after 1945. Culture
and ideology of industrial modernism wanted to start with a Otabula rasa,O radically distancing
themselves from the past. It was only in the 1960s that this move started to feel inappropriate, as
manifested both in a loosening of ideology in communist countries and the beginnings of a new
post-modern sensibility in the West. OLearning from Las Vegas,O to quote the title of a famous
book by Robert Venturi and et al (published in 1972, it was the first systematic manifestation of
new sensibility) was to admit that real, organically developing culture had a very different



rhythm and logic than Bauhaus-grown Ointernational styleO which was still practiced by
architects world-wide at that time. We can say that in 1990 when the Soviet Empire collapsed
post-modernism had won world over.

Today there is a very real danger of being imprisoned by a new Ointernational styleO - something
which we can call the Oglobal international.O The cultural globalization, of which cheap
international flights and Internet are just two among other carriers, erases certain cultural
specificity with the energy and speed impossible for modernism. Yet we also witness today a
different logic at work: the desire to creatively place together old and new in various
combinations. It is this logic, for instance, which in many ways made a city such as Barcelona.
All over the city, architectural styles of many past centuries co-exist with new OcoolO spaces of
bars, hotels, museums, and so on. Medieval meets multi-national, gaudy meets Dolce and
Gabana, Mediterranean time meets internet time. The result is the incredible sense of energy
which one feels physically just walking along the street. It is this hybrid energy that
characterizes, in my view, the most successful cultural phenomena today. This book then is a
systematic investigation of a particular slice of contemporary culture driven by this hybrid
aesthetics: the slice where the logic of digital networked computer intersects the numerous logics
of already established cultural forms.

In conclusion let me offer you a different metaphor to think with about this cultural slice that we
also call Onew media.O This metaphor is that of Oremix.O | often look at contemporary culture in
terms of three key processes D three diffirent kinds of remixes$irgthemix is what already for

a few decades we referred to as Opost-modernismOP the remixing of previous cultural contents
and forms within a given media or cultural form (most visible today in music, architecture, and
fashion). Thesecondype of remixing is that of national cultural traditions, characters, and
sensibilities intermingling both between themselves and also interacting with a new Oglobal
internationalO style. In short, this is the remix of Oglobalization.O ONew mediaO then can be
thought alongside these two types of remixes athilgtype. It is the remix between the

interfaces of various cultural forms and the new software techniques b in short, the remix
between culture and computers. Its cultural logic is new not because this is the Omodernist newO
which tried to erase the past B on the contrary, it is new because of the scale of the remix process
at work, its speed, and the components themselves involved. Some of the results, which are
being generated, are trivial, some are OK, and some are brilliant. While the computer is a very
powerful remix instrument, what comes out from it is ultimately up to the creative individuals

who are at the controls of the computers D you.

Welcome to the hybrid!

Lev Manovich is a Professor in the Department of Visual Arts at UCSD.
http://www.manovich.net



Pissing on Duchamp: Interactivity Gets the Firehose

OAllin all, the creativeact is not performedby the artist alone; the
spectatorbrings the work in contact with the external world by
decipheringand interpretingits inner qualificationsand thus addshis
contribution to the creative act.O

-Marcel Duchamp, April 1957

OE[O]n 21 May, [Yuan Cai andJianJunXi] E madea contributionto
Marcel DuchampOseminalwork, the Fountain,a factory-madeurinal he
choseto autographn 1917andcall art. CaiandXi urinatedon it for over
a minute, their contributionkeptaway from DuchampOgorcelainby the
workOs Perspex case.O

-Nick Paton Walsh, June 2000 (for The Observer)

Like an EasternBloc refugeedriving a New York City cabwhile his worthlessmedical
degreecollectsdustat home Marcel DuchampQsrinal wasstrippedof its intendedsocial
purposeandleft to live outits daysin existentialmire. Perhapave shouldpraiseYuan

CaiandJianJunXi, thesemomentaryliberatorsof a conflictedurinal, for atleastnow La

Fontaineknowsthatit is still fit to serve. With a goldenstreamof answersthe two

Chinese-bormartistsratherboldly resumedhe dialogueDuchampbegann 1917whenhe
first presentedhework. In spiteof the Tategallerists@utrageovertheincident,onecan
imagineMarcelwould haveapprovedb he, himself, proposedisinga Rembrandasan

ironing board. The potential for meaningful, (though not necessarilydesirable)
destructive interaction exists in every work of art.

In their actof urination,Cai and Xi materializedhe (typically) internaldialoguebetween
artist and spectatorthat Duchamptrumpetedin his 1957 lecture, OTheCreativeAct.O
Anticipating RolandBarthes he describeda two-partconstructiorof meaningn art: first,

beingthe artistOsriginal intentand,second peingthe unintentionaimeaningascribedo

a work by its audience.Thus, while some critics condemnedCai and Xi for

misunderstandindg.a Fontaine the duo could justify the action with the laconic
explanationOTheurinal is therePitOsan invitation.O This tongue-in-cheelsubjectivity
perhapdetraysa strongerunderstandingf DuchampOiheoreticalteachingsghantheir
detractors might afford them.

Frenchart critic, Nicolas Bourriaud, believesthat DuchampOkecture was amongthe
mostpowerfulandsophisticatedssertionshatinteractivity in art far precedeshe eraof
gadgets,gizmos, and screens(Relational Aesthetics44). Lev Manovich, in The
Languageof NewMedia, takessimilar aim: OAll classicalandevenmoresomodern art
is Qinteractivei® a numberof ways. Ellipsis in literary narration,missing details of
objectsin visual art, and other representationa®shortcuts@quire the userto fill in
missinginformationd56). Cai and XiOsatypicalinteractionis noteworthybecauset
favoredphysicalform over the cerebral makingtangiblethe audienceQsontributionto
the creative work.



Thereare, of course,regrettablejf not dangerousaspectanherentto this methodof
interaction. This becomesespeciallyclearif we return,for instance to the Rembrandt
ironing board,or the very realblue vomit that JubalBrown issuedforth upona Mondrian

at the Art Gallery of Ontario, or GerardJanvan Bladeren0%986 slashingof Barnett
NewmanO©WhoOAfraid of Red, Yellow, and Blue?0at the Stedelijk Museumin
Amsterdam. Cai and XiOsstuntseemsharmlessn comparisorbut one mustrecognize
thattheimpulsedriving theseactionscanbe oneandthe sameasthatwhich leadsfascists

to burnbooks. | emphasizeheir methodologyhereonly becausét represents.generally
ignored interactive practice that threatens widely adopted notions of Olnteractive Art.O

Unfortunately definitionsof OlnteractivértQOofferedby manyof the primertextson new
media,for lack of a betterterm,fail to accountfor suchpossibilities. We cantake Frank
PopperOart of the Electronic Age as one exampleof this misdirectedgroup. Popper
arguesthat an QinteractivartistGries Otostimulatea two-way interactionbetweenhis
works and the spectator,a processthat becomespossibleonly through the new
technologicaldevicesthat createa situationin which questiondy the user/spectatoare
effectively answeredby the art work itselfO(8). Beyondhis insistenceon the workOs
dependencen Otechnologicalevices,his definition inexplicably limits the role of an
artwork to thatwhich answergjuestiongatherthanraisesthem. Obviously,this flies in
the face of DuchampOtheoryof constructedneaning. It implies thatthe user/spectator
cannotprovideany answershim or herself. It disallowsCaiandXi to assertOYouarea
urinal. See?| amgoingto pisson you,Owhich wasoneof manyacceptabl@nswerdo
the questiongaisedby La Fontaine And, again,their engagementvith the work was
interactive without being bound to any technologyper se. It was quite simply a
realization of the potential that was always there.

RandallPackerandKen Jordanjn Multi-Media: From Wagnerto Virtual Reality, define
interactivity as Otheability of the userto manipulateandaffect her experienceof media
directlyO(xxxv). They elaborate,OReading text is not an interactiveexperience;
interactivity implies changingthe words of the text in someway N addingto them,
reorganizingthem, engagingwith themin a way that affectstheir appearancen a
screenQxxxvi, emphasismine). They might thus seethe Burroughs-Gysincut-up
methodas interactive,but would differ with Manovich, Duchamp,Roland Barthes,
StanleyFish, and many othersover the inherentinteractivity of reading/viewingany
creativework, eventext on paper. Yet still they concedethat interactivity is Oan
overusedvord in dangerof losingits meaning.Qn this instancetheyseemnotto seethe
forest for the trees.

Manovich clearly disregardsthe term Ointeractivity@s being Otoobroadto be truly
usefulQ55). Indeed,thetermis overusedpreciselybecausenteractivity, beit cerebral
or physical is aninherentDif invisible N characteristiof thework of art. YuanCaiand
Jian Jun Xi have done us the favor of harmlesslydemonstratingthe potential for
interactivityOgphysical manifestationswithin works createdlong before the era of
Olnteractivart.O With this understandingwe caneitherwork towarda newdefinition or
lay the bothersomeategoryto restonceandfor all. If we choosethe latter, perhapsve
oughtto let the ball continueto roll overthe countlesotherinepttermsthatdescribethe



variouscurrentsof Onewnedia@vork (andlet thatonebethefirst). Forif usefulinsight
canbe gainedthroughdestructiveengagemeniith art, perhapsts vocabularycoulduse
a shower as well.
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ASSORTED MEDITATIONS

l. It®importanto have a gpping opening
A. Primacy
1. Take TheFifth
a. Theresgonly one Fth
i. Any cab diver couldsing you theopening ofThe Fith
aa. Though e been toldhe cab drives in Sydneyare
in the knowwith the hppest fromDarmstadt
bb. Phil Glasswas a cab dvier befoe becoming
Famous New York Minimalist ComposehiRp Glass
b. Sure,SchubertSchumann, Mahlegnd Shostakovich had
fifths, just not The Fifth
c. Brahms chose not to inaminate himself
i. He stopped witlrour
aa. Brubeck took Fivebuthe didn@o anywhere
with it
2. | remember much ahy childhood
a. My friend Karen doeshigelieve infree will, which is an
interesting position ttake considering she remembers vétie
of herchildhood
i. Everything is aresult ofsomething else
aa. Freud wouldhave us believe that weeaa result
of our childhoods
ii. Of what, thenjs Karen aesult?
B. Receng
1. Anywhere llay my headdown, Iwill call my home
a. Seeing oldfiends is like gaig home
i. Yesterday oldriends helped me movay home fom
Kansago Hayes (initially theGovernor ofOhio)
aa. Though lended ugsleeping near the beach
bb. After watchingTom Waits in Down By law
cc. Which is not tosay it was a fime job
il. Seeing oldriends inplaces foreign to
both ofyou creates a transient sense of home
b. Driving across countrgne£home is @nsient
i. Assuming one sleeps in osetar
ii. Ordrives with oldfriends
2. Repetition is youfriend
a. You cari@oback to theébeginning, urgssyou wiite a da
cappq buteven still,and though itnay looklike the beginningn
paper, ' s not actually théeginning because you are someplace in
the middle
i. Like Kansas
ii. Trying totake back time waants an automatic five
minutes in theenalty box



aa. Hayes got fouyears in the Whitélouse
b. Recent pmacy

II. The body ofthe wok should be structed to supporthe central ideas
A. More elaboration is callecf
1. Just know: Nobodys going toremember theletails of thebody save
those who invented autlined the detailsypu), and those fowhom the
details are directlyelated tatheir ownwork
a. We are, d@kr all, obsessa with ourselves
b. A partof whichis our body
2. Repetition may be allowabléhough its betteif i n the brm ofa
permutation ovariation
a. Said inas many ways as paske, it will relate to as many
people as possible
i. And become @art ofthem
aa. Which is a goodhing
bb. Becaus you wanthere tobe as much oYOU
in the woltd as possible, and as tpart ofthe
world thatmost dramatically aéficts human life
seemgo be other peopleyou wantyou tobe in
as many people as possible
B. But questions arise:
1. Freedom ofFormalism?
a. Standing between a diiandthe ocean it was bught tomy
attention that anothenteresting aspect of themvironment is the
meeting ofthe sound othe ocean and the silencetbé cliff. |
hadn't much hought abouthe silence of theliff, butit was true.
The silence was palpable, despite thgimg surf.
b. Clearly I've made mychoice
i. 1 am obsesd with mybody
il. Thismorningl wentrunning alonghe ocean
aa. Having foundmy home,upon wakingto be
near the beach
iii. It was in the shower &t myrun wherel madeit
aa. The choicethat is,not mybody, normy home
2. |Is brevitythe soul ofwit?
a. Foucault had some intsting things to say abotltat
b. Groening cares his gags into comedic oblivion
i. His answer is no
i. Logic taken to anyextreme becomes absurdity
aa. And cease$o be logical
3. Where is my nnd?
a. Where are theninds ofmy students?
i. My Grandfathers wera Tain Engineeand Shipping
Clerk
aa. | don't know whatMy Grandmothers didf
anything, oher than aise 6 and 7 chilen,
respectively



il. My Fatheris a Mechanic, My Mother Fixes Computers
iii. | was raised in the NdZulture ofmiddle class
suburbia, aném only pst barely able tahange the oiln
my car
iv. Ther is an onslaught afformation attacking each of
us every day. Somehow we have thlter it. In academia
we filter via specialization. r the fltration process we
come to knowand love and cherigbarticular ideas,
traditions,understandings, stories, anecdotes about
historical figues?AS THOUGH THEY WERE OUR
OWN?as though the stories thaere told b me bymy
composition professor abolis composition prafs®r?
aa. Richard Hoffmanr{mine)
bb. Arnold Sch?nberg (hs)
?were stories about myreat grandfatheas though
Vienna is where myamily is from and not Rochester, NY,
via Buffalo, NY, via GermantownPA, via Canada, tm
some farmm France@as though Schffberg's
correspondencasith Gustav Mahler are somehow closer
to me han the meager savings boedt for meby my
grandfathery decision to b@a composer has given me a
rich cultural heritage i(heritance?) naavailable to my
parents and grandparents wdid notdecide to become
composers.
aa. I' ve decided to cathis phenomenon
Pedagogical Pedigree
b. The minds othe students witivhom | attempted to enga ina
discussn about his very topicwere someplace other thaplace
that allowed thento engage irsaid discusion
i. Theirminds wereslsewhere
c. My parents, whare saddened thanb longerreferto
Rocheger as myhome, andvhen old fiends call myparents'
house in Rochester must tell théimat | live in California,
probably fnd my mind elsewhee most ofthe time
4. Is cleanliness next to Godliness?
a. 2Next to® mightmean &he next best thingp,° or?2in close
proximity to® and ifthe latter andif opposites do atérct, then
cleanlinessnay actuallybe the opposite dbodliness
b. The devilis in thedetails
c. | came upwith the details dr thispiece while inthe shower
lIl. A brief conclusion bringing togetheill of the disparate ideas, resolving dats,
and reflectingupon what weve gained irthe process is most praiseworthy
A. Recapitulate
1. If I hadbeen planning aheadwould havemade sure that wgained
something in this mrcesslike for example a symphoniofm
a. This nodoubt wouldhave tied togethdéhe scattered
metaphorical materian a deeper structairlevel
i. Exceptthat nobody bume wouldget it



b. Begging one to wondexbout fomal structures igeneral
2. If my friend Karen had begrlanning ahead she stillgdvably would
not remembemost ofher childhoodecausehe so fimly believes in
being present ithe present
a. Though?
3. If my parents had begatanning ahead they @ibably would nothave
allowed me tavatch so many vintage WarWar I eraWarner Bros.
Cartoons as a young lad
a. The soundtracks afthich, byCarl Stalling,were myfirst
vehicle into artstic music making
i. Thoughl guess really & not so muclthe fact hat I'm a
composer who has rejected hagrfilial roots that bothers
my parents as much as taet that | ve become a
fahrenderGesellen
ii. Theystill have mybrother
b. The shortpunchy nature oivhich has lefime a foundering,at
best, adult attentiospan
i. Shortpunchy hythm can ben effective closing
technique
B. Save youmbest material folast because ¥ what everyone willvalk away
humming
C. That's all folks

By: Nicholas DeMaisn
March, 2004
ndemaiso@uackedu
Nicholas is a firsyear MA composer at UCSD.
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Confessions from a Travel-worn Briefcase
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1. Bodies move through time & space on the curved edge of the Earth. We travel to be not here: no email, v«
memos, faxes, taxes, pagers, no cellphones, no bills; we travel from posessions, relations, wives, lovers, ex-\
lovers, onto the vivid open road.

Early bland spring San Diego
airport bardo rush

behind me

palm tree surfers.

747 to Edo,

LCD show duty free

champaign, sake, whisky,

gold, silk, leather:

symbolic consumption

above the great sky-blue Pacific.

Narita. Rice fields resist jet-noise, tourists fatigue, machine guns terror. Tokyo bullet express. Speed is eve

Basho walked years for a few page journey, his days, months, years eternal travelers, with simple sandals, c
clothing, only attached to poetry & friends. Now each golden moment rides a rocket-driven hearse. Instant li
subvert time & place, nothing fast enough. Yet we are always here & here is always different; we cannot esc

2. Saitama hotel, past white-on-white dress, red floral dress, cloth flower cluster, makeup center, bluewhite ril
hallway, photo-op lobby,

Newgreen buds crack
aging concrete pool &
full silver moon echoes
drunken wedding party.

Our algebra's lost here, no fancy clothes, no useless gifts, & the cherry blossoms holding back.

3. Aoyama Dori business buildings, heavy Palace wall, police HQ mock-medieval concrete fort, Sogetsu Kaik
almost missed it, so blends-in steel & glass; 6 story lobby, hardhat chainsaw Ikebana, whole bloody blooming

Two foreigners first lesson, fifth floor view Imperial roofs & gardens. Thai princess with embassy minder, hee
denim skirt & jacket, awkwardly aging, one more in a lifetime of lessons, cannot balance hikae, bowl keeps tij
Minder taking notes, so eyes on her pad serious, not to smile.

Underground CyberScapeCafe, ten thousand yen internet access, 500 yen coffee; Java lessons & sex adver
Newest technology meets oldest human drives.



4. Rural near Kanazawa, graduate new all computer science school,

Wallsize window, black, large, floating,
Hawk,

hunting, as we plot our
software.

Perhaps enlightenment is great passion with great detachment.

5. Not so large, central Kanazawa, aristocratic craftwork, samurai house district & green tea microgarden. Je
vinyl disks & double ancient Macintosh gunmetal gray & polished silver glass vacuum tube amps, cappuccinc
pop music. Nothing is stable.

Inner Kanazawa, large apartment numbered blocks on concrete riverbed, uniform schoolkids. Pierrette casu.
3999, rough tables, slickpaper napkins, 150 yen mug coffee.

Once wanted cars, kids, homes, debts, investments, friends & honors. Now wants come & go like winds, & s
things seem best: clouds, shadows, grass, the glue on the back of a chair.

6. Kanazawa International Hotel lobby cafe, delicate cakes, fragile cups & cinnamon sticks, high ceiling windc

Cardboard roof concrete box house hillside vista
sluggish every blue-gray shade of cloud,

tiny lighted tree parking lot,

European wedding chapel.

Never saw such status awareness.

7. Holiday weekend Ueno, Aizu trains no standing room. Far from elegant deep under ground transport cafe
with Mori-san, talk of tea, guitars, tourists, soft drinks, emptiness.

Train uncrowds & snow appears “tween ugly square ski resort hotels. Late nothing open semi-rural Aizu, not
railway restaurant. Tiger, lion, guruda, dragon railway square underpass tunnel mosaics. Hotel so near not\
wide smiling driver; wedding dress & gifts again; computer science school, lecture & banquet again. Such cc

8. Hazy-hot backstreet Shinagawa: steep step paths, old stones, small gardens & gravesites, fresh white blos
hidden gems of houses. Lost, late & sweating. Distant huge h@tielgersons stream towards temple; building ¢
workers -- no English. Accidental taxi to Toni-san's Sony robot learning cardboard mazes with basins of attre
autonomous closure. The artificial gains one step more on the living.

Sogo fifth floor Franco-Turkish tres elegant cafe, 5 foot graceful brass curving urn, ornate little tables, tiny Fre
paper flags, 2 pretty tea girls surprised to see us, rugs, tapestries, paintings, sipping thin inlaid cups in wingbi
Such intense shopping outside mahagony frame no glass window, tiring just to see it.

9. Tokyo BlueNote, Tokoro-sensei host.



Such lovely so tight
such fine-dressed girls,

such lovely so loose
Ron Carter quintet.

Delicate octopus salads on crowded shared tables. |1 am a hermit within my own life.

10. Cafe Arabica, back alley central Shinagawa, huge black wrought iron gas flame lamp, yellow stucco desc
wooden staircase, large empty room, heavy wooden tables. Coffee & small orange cake, 2400 yen. Resear:
barista, thick black horn rims, thin black tie, white lab coat, brass balance coffee weight, beaker water, Bunse
background Mozart floor show, old man head on back corner table one cup more please. | wonder what crov
here in the night.

kkkkkkkkkkkkkkkkkkkkkkkkkhkkhkkkkkkkkkkkkhkkhkkhkkkkkkkkkkkkhkkhkkhkkkhkkkkkkkkkkhkkkkkkkkkk

colophon

kkkkkkkkkkkkkkkkkkkkkkkkkkkkkkkhkhkkkkhkkkhkkhkkkkkhkkkhkkhhkkkkkhkkkhkkhhkkkkhkkkhkkhkkkkkkkkkk

Dedicated to Allen Ginsberg, died 5 April 1997 during the trip described, and taught me poetry. Fevered bea
dug Basho's open Buddhist road, intense compressed style; used common US speech, made poems from lis
riding

his breath with dank nightclub saxes, Ginsberg donning a tie for the picket line, Burroughs reciting on pop rec
Basho trudging backroads dressed as a monk, fusing verse-prose to catch passing moments, linked by subtl
difference. Basho & beats dug crazy old Han Shan Cold Mountain man. Though I cannot write like them, | h
respect shows through my clouds of ego. Travel supported by CafeOBJ project. Writing completed 23 Septe
1997, La

Jolla, California.

kkkkkkkkkkkkkkkkkkkkkkkkkhkkkhkkkkkkkkkkkhkkhkkhkkkkkkkkkkkkhkkhkkkkkkkkkkkkkhkkkkkkkkkk

chronology
kkkkkkkkkkkkkkkkkkkkkkhkkkhkkkkkhhkkkkhkkkhkkhkkkkkkkkhkhkkkkkhkkkhkhkkkkkkkkkkkkkkkkkkk
1. 11-12mar: SAN -> LAX -> NRT -> Tokyo
2: 13-15mar: Saitama
3: 17mar: Akasaka, Tokyo
4: 19mar: Japan Advanced Inst Science & Technology
5,6: 19-23mar: Kanazawa
7. 23mar: Kanazawa -> Aizu
8-10:27-29mar: Shinagawa, Tokyo

Joseph Goguen is a Professor in the Department of Computer Science and Engineering at UCSD.
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VERY FREEDOM.






