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Die Unterhaltung, die ich mit John Cage, Allan Kaprow und Benjamin Patterson hatte, wurde im Marz 1967 auf Band aufgenommen, dann nach

Boston zu James Pfeufer geschickt, um ausgeschrieben zu werden. Ich bin nicht in der Lage gewesen, das Ausgeschriebene mit den Originalbandern

zu vergleichen. Ich muss mich bei meinen Freunden entschuldigen, im besonderen bei John Cage, der darauf bestanden hatte, dass der Text eine Auf-

éelt::hnung von alle;m enthalten wiirde, was wahrend der Unterhaltung vor sich ging, im Studio von Alison Knowles {(Pausen, Stille, Gelachter, Husten,
charren, usw...... .

George Brechts Beitrag besteht aus einem Brief, den er von Villefranche nach New York sandte.

John Cage ist naturlich John Cage.

Allan und George waren seine Schiler in dem Kursus in der New School, den er 1958 abhielt.

Eine Aufzeichnung von dem, was in diesem, nun berihmten Klassenzimmer vor sich ging, wurde durch einen anderen Schiler, Al Hansen in seinem

Buch “A Primer of Happenings”, Something Else Press, New York, 1966, aufgezeichnet.

Allan Kaprow ist der “Erfinder’* des Happenings.

George Brecht ist der “Erfinder” des Ereignisses.

Benjamin Patterson ist der erste unter den Afro-Amerikanischen Avant-Garde Komponisten und Kanstlern.

Dusseldorf, November 1969

In diesem Monat habe ich dieses Kapitel erweitert. Ich hatte ein Interview mit Diter Rot, und dann mit Joseph Beuys. Diter Rot ist Schweizer, und

gwein guter Freund. Durch seine Dichtung und seine Blcher ist er der "'Erfinder’’ seiner selbst. Wenige Gebiete der modernen Kunst haben nicht seine
puren geflhlt.

Joseph Beuys, Lehrer, Auffihrer, Kinstler, ist der "'Erfinder’’ der ‘‘Deutschen Studentenpartei”, und auch vieler anderer Dinge. Obwohl wir uns

schon seit langer Zeit kennen, konnten wir auf einen Dolmetscher, Kasper Kénig, nicht verzichten.

Last but not least - Dorothy lannone, die amerikanische Malerin. Sie hat mir ihren Beitrag in Briefform zugeschickt. Sie steht allein zwischen 6 Man-

nern. Doch Dorothy ist ganz Frau, und ich fuhle, ihre Worte haben das Gewicht von 5 anderen Frauen.
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The conversation | had with John Cage, Allan Kaprow and Benjamin Patterson were taken on tape in March 1967, then sent to James Pfeufer in
Boston for transcription.

I have not been able to check these transcriptions with the original tapes, who are still in Jim’s possession. | apologize to my friends, in particular
to John Cage, who had insisted that our text include a record of everything that went on as we spoke together in Alison Knowles' studio {pauses,
silences, laughing, caughing, shuffling, etc...).

George Brecht’s contribution consists in a letter he sent me to New York from Villefranche.

John Cage is, of course, John Cage. : ‘

Allan and George have been students of his in the course he gave at the New School in 1958.

A record of what transpired in this now-famous classroom has been given by another student, Al Hansen, in his "' A Primer of Happenings”, Some-
thing Else Press, New York, 1966.

Allan Kaprow is the “inventor’” of happenings.

George Brecht is the “inventor” of events.

Benjamin Patterson is a foremost avant-garde Afro-American composer and artist.

Dusseldorf, November 1969

This month, | expanded this chapter. | had an interview with Diter Ror, first, then with Joseph Beuys. Diter Rot is a Swiss, and my close, friend.
Through his books and poetry, he is the "‘inventor’ of himself. Few fiekds of modern art have not felt his imprint.

Joseph Beuys, teacher, performer, artist, is the ‘‘inventor’” of the German Student Party, and many other things as well. Although we’ve known each
other a long time, we had to communicate through an interpreter - Kasper Konig.

Last but not least is Dorothy lannone, the American painter. She sent me her contribution in the form of a letter. She stands alone among six men.
Dorothy is all woman, tho’, and her words, | feel, carry the weight of five women's. E
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JOHN CAGE

Filliou :

John, the question | have to ask you is, just
as in the field of music you mentioned it
seemed impossible to get rid of harmony and
counterpoint, and yet, once it was done, the
whole field of music was changed......What
would be the equivalent, for instance, in the
field of education.

Cage : '

Well, one would have to look at the educa-
tinal system and try to see what its nature Is,

s0 to speak, essentially, when it does not have
any of the structures which have been placed
over it by means of social agreement or con-
ventions. One of the first things that you
would get rid of in education that has noth-
ing to do, obviously, which education, is all
the business of bureaucracy,which would in-
clude forms and the filling out of forms, cer-
tificates of degrees, prizes, anything that
would indicate that something has been ac-
complished, or in fact, anything that would
indicate the manner in which the thing should
be accomplished. Education should become a
field in which it was uncertain either that

anyone would become educated, or uncer-
tain that they were not educated before they
entered the experience of becoming educated.
Buckminster Fuller, whom | visited recently,
said that when a child is born he is, so to
speak, completely educated. He has in his
body all that is meant, ultimately, by the
word education. He doesn’t need anything
else than be born. Now | think, however,

you might say that about education - a sine
qua non - the basis of it is not just the one
person, but two people. Now, we know from
George Herbert Mead, the American philoso-
pher who lived in Chicago, that one person
can, on occasion, be considered as two peop-
le, so that you could have the notion of two
if you only had one. He gives it the term "I
and me"” and he says that in each person

there is, so to speak, a dialogue going on.
Filliou:

You know, | have a piece that consists in my
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coming on the stage and giving orders to my-
self. | come on the stage and say "bow’’and |
bow. ““Say ‘hello’ to the audience]’ and I say
hello. “Smile,” and | smile, and so on - it
goes on for the whole performance.

Cage :

Well, we know this fact of education: name-
ly, that one person can do it, and we use the
term self-education. However, more and more
nowadays we have the sense of society as
being, in itself, an individual, if you can con-
ceive, for instance, of the extension of the
central nervous system by electronics, thin-
king in terms of McLuhan, that we share one
mind; that when we have two people as you
and me, that we haven’t departed really from
our being together, so that when we conserve
it's as though one mind were doing this. In a
sense, what we want to have in the world, it
would seem to me, is'an education of society
as though it was one person.

Filliou : ‘

Rather than handed down from above.

Cage :

The great error in the old educational struc-
ture was not only what | have already men-
tioned, the bureaucracy, the giving of degrees
and everything, but on what basis those de-
grees were given and the bureaucracy was
established: namely, the handing down, not
of a dialogue existing in one person or in a
number of people, but rather the introduc-
tion of a third body of material which, theo-
‘retically, was to be transmitted. This enables
people to correct one another. For instance,
if 1 pick up this printed information and my
intention in educating you is to get this in-
formation into your head and when you re-
peat it to me incorrectly | then don‘t give
you a degree. | only give you a degree when
you repeat it to me as it already is. Well,
this we now know to be a waste of every-
one’s time, because this doesn‘t have to go
into my head in this way in the first place.!
don’t have to give it to you. If you want it
for some reason you can pick it up some-
where else,

Filliou :

Education as we know it now reflects an or-

ganization of society that goes very, very far.
Like in-France, the whole educational system
was created by two political and military dic-
tators, Louis XIV and Napoleon, and it does
not correspond to anything anymore.

age . .
I think, first of all, we need a situation in
which nothing is being transmitted: no one is
learning anything that was known before.
They must be learning things that were, un-
til this situation arose, so to speak, unknown
or unknowable: that it was due to the fact of
the person coming together with other people
or, so to speak, coming together with himself,
that this new knowledge which had not been
known before could become known.
Filliou :
In very young people, pretty much self-con-
tained and who know everything, very often
it is not a process of learning, but remembe-
ring what one knows from the very first. So
in this knowledge unknown, in what way
could people participate or perform, as | call
it, so there is exchange, a certain awareness of
this knowledge ?
Cage :
| don't know exactly what to say - except
that when a person is having such an ex-
perience it often gives all the appearance of
arising without any rational explanation. Ac-
tually, it must occur through connections be-
ing made which one had not previously made,
either between things which were somehow,
so to speak, in the head - things that came
into the head from the experience. This is, no
doubt, augmented when the other person is
not in the individual but is actually another
person. A greater quantity of information ex-
changes or experience exchanges immediately
come in the more people there are, but that
is exactly the situation we are now living in -
one of an abundance of ideas and experien-
ces.
Filliou :
So we must have not only a dialogue but a
permanent exchange.
Cage : )
Now, | don‘t think we need do anything else
than make an empty canvas upon which this




education can be painted. We don’t need any-
thing more than an empty space of time in
which this music could be performed, if edu-
cation were music. And when we have now
an empty canvas, or an empty space of time
we know in the areas of art that we don’t
need to do anything to those in order to have
the esthetic experience, - they alreect; are
that. So, we could say of the educational ex-
perience, or the learning experience, that we
do not have to consciously learn anything in
order to learn something.

Filliou :

If we don't have to consciously learn any-
thing we don’t have to unlearn it.

Cage :

We are inevitably, each minute, wherever we
are, without lifting a finger, without anything
being transmitted, unavoidably being educa-
ted.

Alison Knowles :

Then what do you call the whole body of
technical information that is necessary?

Cage :

That we can more and more leave as a kind
of reservoir in the hands of our machines and
computers. We know that we can do that. We
know that we are approching a situation
were we don‘t have to remember a single .
thing, because these machines remember per-
fectly. We don't even have to have books
around because we will shortly be able to get
books that will far exceed any library that we
can accumulate, through world libraries. But
we also know that if we are going to approach
those books of the past, all that body of in-
formation, that even in the area that we
might call research or scholarship and some-
how disconnect from creativity - that we
can't so disconnect it from creativity. Histo-
ry itself only becomes history when we cre-
ate it, and as many histories as there are
minds and uses of minds can be, so to speak,
invented and useful. There can even be from
a rational or factual point of view, an incor-
rect history - by the fact that you had it it
would become a true one, a correct one.
This was the great point of Suzuki’s in con-
nection with the history of Zen Buddhism,

that there were many Chinese and Japanese
scholars who spent their time arguing about
when such and such a patriarch actually lived,
etc -. Suzuki said that whatever we say is
true. |f we say he lived in the Sth century,
that is true. |f later we say he lived in the
11th century, that is true.

Filliou :

| accept this. But, you see, we arrived at
this kind of knowledge or awareness - most
of us have been trained to fit into society as it
is now, where first you get into lower eche-
lon of the system and then, if you deserve
the rewards as they see fit, little by little you
replace them and you have one more round,
and a few people of themselves go through
the process of unlearning what they have for-
mally learned and challenge the system itself.
My very precise question, John, is this: it
seems to me what you say implies a complete
change of society itself,that is,not education
alone. Is this correct?

Cage :

Yes, The entire social structure must change,
just as the structures in the arts have changed.
We believe, | think, since this has been accom-
blished in the arts in this century, that it is
an indication, at least in the minds of the ar-
tists, that there is a need for it to happen in
the other fields of society, particularly in
terms of political and economic structures
and all the things that go beside, like educa-
tional structures. The thing that need not so
much a change of structure as a regenerative
set of changes of a physical rather than revo-

lutionary nature are the utilities: the distri-

bution of water, food, the use of transporta-
tion, communication. Those things can chan-
ge to accomblish more service with less input.
This appears to be the pattern necessary in
view of great increase of population.

Filliou :

More service with less input of human labor?
Cage :

Less resource input, which would include
world resources and labor. We see a trend in
this direction of doing more with less and it
becomes also urgent to do that.

Filliou :

As an artist, | like McLuhan for pointing
this out. Artists have an awareness of the
great trends that are developing. There is a-
gain a problem of transmission of this aware-
ness, particularly as long as society is domina-

‘ted by people who insist upon the acquiring

of the same skills that allow them to take

over the system.

Cage:

Well, I’ll show you. It will happen in all sorts
of ways. One way is this: speaking of educa-

tion, changes in education and how they will

come about - people will notice more and

more, as they already do, that within five

years after you get a PHD from a given Ame-
rican university in a particular field, all the

things that you learned in the course of your
education are no longer of any use to you.

This is due to the fact that changes are hap-

pening more rapidly than they happened ear-
lier, that the techniques involved, the infor-

mation useful, etc...., are not the ones which
you were taught. So, one will become skep-

tical about what the function of education is,
and ultimately,what one will have to do,is to
give each individual, from childhood, a va-

riety of experiences in which his mind is put
to use, not as a memorizer of a transmitted
body of information, but rather as a person
who is in dialogue, A, with himself and B,

with .others as though they were him, too.

Now, there is near Chicago at the present mo-
ment already a school without partitions.

There are a large number of classes where,in

the study of any one subject (I do not know
how they teach it, because | have not visited
there - but say they were still teaching in the
old way of transmitting information) you

would at least be hearing, since there are no
partitions, not only the information in your
subject but the information in the adjacent
subject. Now it is conceivable that there

would occur at this point, even if you didn't
change your seat, what McLuhan refers to as
the brushing of information against informa-
tion. Now, when you see this that is being
transmitted to you as being nothing but in-
formation and when you see a different kind
of information on the other side of the table,
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and when in your mind these two things come
together, very often a third thing, or even a
larger number of things occur in your mind.
Your mind invents or creates, so to speak,
from this bruhing, and it is there that we
need to be if we are going to be learning
something that we did not yet know - where
the learning process now takes place outside
of us, obliging us to imitate it, the new know-
ledge only comes into exisence in our heads.
Filliou :

What | had in mind was a kind of pioneer
world that should be in the hands of artists,
where we will create, and by creating, make
claims upon this part of the world. | call
this the idea of permanent creation. There
would be no difference between students
and teachers. It might be just as a kind of
availability or responsibility that the artist is
willing to take, but anybody might make
suggestions about what kind of things might
be investigated or looked at and | think it
might be in a spirit of fun at times, but many
problems may be solved by the way. One
principle | have developed is to get rid of
the idea of admiration, which is implied in
our whole society - the idea of authority
and admiration and receiving prizes is im-
plied. You might be, or | might be with fif-
ty young people - if we engage in the type
of dialogue that you have in mind, the whole
group might come out with, by brushing in-
formation against information, all kinds of
answers.

Cage :

Right.

Filliou :

Specifically, | am trying to think of ways of
suggesting that in every school, at every level
‘such kind of an institute should be set up,
without any other part from the establish-
ment, students might be willing to come to
this thing and meet some artists and they
may raise questions themselves and every-
body try to do something about it.

Cage :

| think you have to begin, quite conscient-
iously, with the notion that education is ta-
king place without its being any effort, with-
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out doing anything - that would already be a
step in the right direction. | give you two in-
stances. In the 12th century there was a
great man in the time of Dante and Meister
Eckhart, but he lived in Tibet, and his name
was Mila Repa. He studied, first Black Magic
because he wanted to get even with his mo-
ther's relatives who had been cruel to her -
and he was able, from a distance, to bring
hailstorms down on their property, but at
the same time not to have the hail destroy
his mother’s property. He was able to bring
buildings down when they came together for
dances and killed whole groups of the evil
relatives. After he accomplished all this re-
venge and Black Magic activity, he then went
to a teacher of White Magic, to study White
Magic in a spirit of repenting, you know.
Well, that teacher taught him absolutely
nothing for years - just let him live in the
house and eventually Mila Repa became very
impatient, because he was of the opinion
that he wasn't learning anything - nothing
was being taught to him. At one point he be-
came so alarined that he secretly left the
teacher and went to another teacher, but
the first teacher was claivoyant and knew
where he was going and what he was doing
and everything and sent a message, mentally,
to the second teacher telling him to refuse to
take Mila. So Mila Repa was obliged to come
back to his teacher who looked as though he
were teaching him nothing and by this pro-
cess,of not teaching, he ultimately educated
him, and he became one of the greatest lea-
ders of Tibetan spiritual life.

This story occurs over and over again in the -

annals of Zen Buddhism - the student who
comes to the teacher and begs him for in-

struction. The teacher says nothing - he's
just sweeping up leaves. The student goes off
into another part of the forest and builds his
own house and when he is finally educated
what does he do? He doesn’t thank himself:
he goes back to the teacher who said nothing
and thanks him. Its this spirit of not teaching
which has been completely lost in our edu-

cational system.

We had a great man in the United States,

Thorsten Veblen, who wrote a book called

"“Higher Learning in America”. The original

subtitle was A Study in Total Depravity”.

Why? Because the educational system in the
United States is under the control of all the
things to do with politics and economics. All
of these things which are transmitted as

though they were the things we had to learn
are, in truth, means to force us into the ac-

cepted social structure. Therefore the educa-
tional system as it is at present distorts and
enslaves the mind.

You want to know the basic thing | am in-

terested in? The basic thing, | would say, is
to do nothing. The second thing would be to
do, so to speak, what enters our heads. It

should not be fixed in advance what that

would be. »

Filliou :

I have in mind jumping a whole generation,

I’'m thinking of very young children coming
up now. Can we do something while we're
doing nothing? If we could reach children.....
(Transcriber’s note:” This is the end of Side
One of the tape. Filliou’s statement is lost.")

Filliou :

You were telling me about Fuller's ideas,
about being interested in everything - that
education was only one part of it.

Cage :

I had mentioned the school as a place with-
out partitions and Fuller's notion of the
child being educated by being born..... but it
- another thing | was saying was more inte-
resting..... something we didn‘t catch..... Give
me a clue.....

(Transcriber’s note:” Confusion in this part
of tape. They both lose their train ot
thought.”)

Fitliou :

You mentioned Veblen. The thing that inte-
restsme very much in Veblen is that he says
that any institution, by the very fact that it

‘exists is obsolete.

Cage :
Right.
Filtiou :




By the time you set up something, it is al-
ready obsolete, so we shouldn’t spend the
energy in setting up something that will be
obsolete by the time it is set up. Tell me, in
your own experience in communicating with
younger people,or people who might have
been considered students, like when you were
in the New Schoaol......

Cage :

Look at what is happening now in the field
of music. The structures that are developing
now are quite different from the structures
previous to the last decade or so. Previous to
that time..... and | still, in a sense, belong to
it because my music is published for in-
stance by Peters..... Now young composers
coming along tend not to think of entering
that old structure of finding a publisher to
publish their music - they’'d rather distribute
it themselves. They move about the world
more or less as performers. The whole thing
of the distribution of information in the
form of correspondence is now worldwide.
What does that bring about? It brings about
a community of individuals who have no one
ruling what they may not do. They are free
in their musical actions from anything re-
sembling economic or political structures.
They are, so to speak, in an anarchic situa-
tion with a very few exceptions, and those
exceptions are when, as with Nam June Paik
and Charlotte Moorman, they step on pre-
judices which the society still maintains
by means of its beliefs. Where else do "they
fail, in terms of the old structures? They fail
when, through their actions to which they are
dedicated, they are somehow not able to
make a living and starve or have to change
their directions because of their desire for
food and so forth. | think that all of
these things go together in such a way that
we don’t have to solve just education or just
art, but we have to change the entire society.
For instance, we can see in the field of eco-
nomics that, even among relatively conven-
tional minds, the notion of basic economic
security and of giving the necessities of life
to all the people on the planet is becoming
a more and more prevalent and conventional-

ly held point of view. Now, when that occurs
it will enormously affect the field of educa-
tion. For instance, the present raison d'étre
.of education is to get a degree in order to get
a job in order to pay your bills. But, those

jobs which you have been having as a goal .

are not going to be existing. There aren’t
going to be any jobs, because the machines
will more and more be doing them. At the
same time there will be more and more peop-
le, so the society will become geared not for
employment, but for unemployment. There
will be no reason to get a degree. What
would you do with a degree in a society
which does not offer any jobs? You have no
use for it.

So we come again to Buckminster Fuller.
What does he say that society will do when
the people cannot have jobs and are unem-
ployed? He says they will live their entire li-
ves in the “university’’. The “university” is
not just higher education - it'sthe whole body
of education. All of us will then spend our li-
ves according to him,in the field of education
since we won'’t be moving out of it into an-
other job-life. This alone - the mere thought
that you would have to spend your entire
life being educated, is revolting now, not be-
cause of what it could be, but what you re-
member it to be. You would not want to
live in the universities as you know them.
But,we must change the universities so that
they would be the places that we loved, as
‘Ig"?l now love our un-ruled, anarchic, art-life.

illiou:

For me, the whole idea of this study came _

from the idea of the creative use of leisure. |
found that artists are people who organize
leisure. In other words, | call art a certain
Eorm of organization of leisure.

e:

Well, artists are busy as bird-dogs. They
never have enough time. They work night
and day and they are completely involved
in their work. They can't distinguish be-
tween that work and play. They require no
vacations from this work because of their
total involvement. | think, essential, and by
essentially | mean by virtue of being born,

people are this way - they all know perfectly
well what to do with their time if they are
left anarchic. This is what we must move
towards, and | can’t think we will move to- _
ward it successfully by spezializing our
goal, but rather by generalizing it to the
transformation of the entire society.

Filliou : ‘

Yes. | agree with this. When you spoke of
the type of work and the kind of thing we
need, it came to me, in a strange way, that,
once, | saw a shoeshine man in Spain. | rea-
lized, all of a sudden, that if we wore no
shoes there would be no shoe-shine man.
And my whole life changed after that, ex-
cept that | now | would add something: the
shoe-shine man was whistling - he had a few
coins in his pockets - and so, | would like to
make it that we have no shoes and no shoe-
shine man, but he keeps whistling. | think
this has much to do with what you said at
first : that with less resources we must
produce more. Society as a whole, | think,
can do it. Right now we are almost equipped
to do it. It's really as if we took the world
and put it upside down, or rather, | think,
that the world is upside down and we are
putting it straight. We work hard as we can
for the lowest possible reward: most are very
happy to work creating, provided they get
the minimum rewards that allow them to be
fed.....

Cage :

Or even none.

Filliou :

Yes, even none, but this of course goes too
far, because.....

Cage :

Well, we have very, very few instances.......!
have only one instance, with all the struggles,
of really getting down to zero. | always, ex-
cept for that moment, had a nickle or dime
or something.But once, | had nothing.

Filliou :

But we see, still, that even in art, the point
of view that you represent for many artists
is almost still a parallel direction in the
world. | was reading a review in the New
York Times or Herald Tribune - something
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about music - a critic was writing about
somebody who had "a talent for taking John
Cage seriously.” | thought it was fantastic,
after all these years and all the fantastic élan
of modern art, that we have all this enor-
mous dead-weight with us. | think it makes
us humble: it gives us an idea of what we are
“up against if we tackle society as a whole,
although | feel that the need is urgent. We'd
better hurry: we don’t have much time.

Cage : |

Well, 1 admit, as anyone must, that the pro-
blems of changing society are enormous, but
I think they become less oppressive when
one fixes his mind, even if he does so foolish-
ly, on the possibility of that change taking
place. When you fix that way, you begin to
think of things to do that will bring that
change about: your whole concentration
goes in that direction, just as it would go in
the opposite direction of hopelessness and )
on if you concentrated your mind on the
fact that it was hopeless.

Filliou :

That's right.

Cage :

If | had remained, in musical thought, con-
vinced of the ineradicable character of har-
mony and counter-point and all those things
| was taught, | would have had to remain in
those structures. It would not have occured
to me that they were removable. It's clear
now that they were removable, and though
not everyone yet agrees, many people are
active in a completely different way than
they were. | think the same is true of the en-
tire society.

Filliou :

| agree, and it is part of my character not to...
-.. I'm realistic in the same way: | know
what I’'m up against and | do want to change
it. Even if we are to do nothing, | want to
claim that we do nothing. | want to give
examples of doing nothing. It is very much
in my mind due to the fact that | know
there is no other solution - anyway, | don‘t
see any other - or perhaps time is the best so-
lution, but | don’t even know that there is
much time.
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Cage :

| think, as far as our lives and behavior are
concerned, that we are on the search for
clues as to how to proceed and how to be-
have in this very complicated historical mo-
ment of the old structures remaining and
new structures becoming either evident or
desired. You see ijt everywhere. And then,
we determine our actions by those clues
once we're convinced of their usefulness

and validity, and try to apply them. The
first one I've given you seems so little and so
difficult because its so basic - that idea that
we’re being educated without being educa-
ted. Well, let's see if we could add some-
thing. If we add something it should be ad-
ded in the spirit of that basic nothing and
not be antagonistic to it. Because, if we got
rid of this new basis, we would have gotten
into what you spoke of: namely, a new

structure which, according to Veblen, might
be as bad as the old one eventually. So, we
must somehow keep free of replacing, fil-
ling up, that emptiness with a new structure.
So we're already close to a new principle
which we can recognize, coming from many
different directions. For instance, a man na-
med Avner Hovna wrote an article in one of
the UNESCO publications on the effect on
society of automation - the sum of which,
as far as | recall, is that we must substitute
flexibility values for continuity values. Now,
we know immediately when we think now
of education that our educational structure,
as we know it, is characterized by continuity

values: it has always resisted even the most i

recent aspect of the continuity: namely, the
avant-garde. But, we don’t want that conti-
nuity value - we have no use for it. We need
flexibility value. So, our education must be
characterized by anything that leads toward
change in flexibility. Therefore, coming back
to the architecture of the school - a big,
empty space in which the students are not

.obliged to sit in one chair, but are free to

move from chair to chair.

Filliou :

And also from time to time, | suppose.
Cage :

From time to time.

Filliou :

One of the big problems now is that we have
schedules, hours.....

Cage :

This must be refused. Anything that repre-
sents a continuity from one day to the next
should be changed to something that repre-
sents flexibility from one day to the next.
Anything resembling an interruption, a dis-
traction, should be welcomed. Why? Be-
cause we will realize that by these interrup-
tions and distractions and flexibilities we en-
rich the brushing of information against in-
formation, etc.

Filliou :

You know, this high school friend of mine,
Philip Corner, also does it - he has been as-
king some of the questions | have written in
m‘x postcards to children. One of them is,
“Why did you get up this morning? ** Prac-
tically all of them answered “"Because | have
to go to school,” and many of them add
"l didn’t want to get up, but what are you
going to do - my mother made me get up be-
cause | have to go to school.” The very idea
of school is unpleasant because of this rigi-
dity, this continuity, this schedule you have
to meet all the time.

Cage :

We, then, know we want the flexibility. We
also want an anarchic situation in which
people do what they want - not because
they were obliged to do it.

At this point, the transcriber stopped trans-
cribing. | remember, however, that,at the end,
| was in the process of telling John how in
the past “enlightment’* was supposed to come
around the age of 30: Buddha, Christ, Hamlet,
Zarathustra, Gandhi are cases in point, in real
life or in fiction. Now young people want to
reach that stage by the time they‘re 20. And
| remember John kept commenting ‘‘Beauti-
ful”’. Then the tape ended. R.F.69
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ALLAN KAPROW

Filliou :

Last time, | remember we spoke of your pro-
ject that has to do with making artists availa-
ble in a system of schools - making their ex-
perience available when they are actuaiiy wor-
king in the schools. One particular thing you
mentioned was the problem of integration.....
Kaprow :

Well, integration is a problem on two levels,
It's a problem, everybody knows, on the level
of color. But, pursue that further and the pro-
blem of art and life, so far ‘as everybody is
concerned, is also an integrational problem.
Pursue it one step further yet, and the pro-
blem of learning in general and the rest of
one’s life is an integrational problem. So, the
proposal that we begin, at least in the disci-
pline of our qualifications - the arts - by ha-
ving professional artists introduced on a per-
manent basis in the schools, might help to
solve a little bit of these other echoes..... we
can begin to recognize the nature of the arts
today as essentially not bound up with an
isolated professionalism, but rather as bound
up with a social milieu.

In addition to that is the fact that the arts
are not only not isolated professionally, but
the're riot_isolated in terms of category
anymore. The spill-overs of one medium in-
to another is so consistent nowadays that
it is almost pathetic to see the schools edu-
cational programs maintaining forty year-old
ideas about the arts, and one can speculate

_it's the same in the other disciplines as well.

Therefore, by introducing artists into the
schools we might be able to take the arts out
of the schools.

| have the idea that the schoolroom, as a con-
cept, is an exact parallel to the alienated
intellectual as a concept. As the school is iso-
lated from the community, it is a rational
parallel to the fact that, over the past two
hundred years, the intellectual has been iso-
lated from the community.

So, the ivory tower concept which was, per-
haps, once poignant and necessary, is now

completely artificial. Educational ideas may,
in fact - all the way from one discipline to an-
other - find themselves in the position of
goldfish in a tank: every innovation, every
idea of the educator to modify this tech-
nique and that technique, to change the sub-
ject this way and that, may be beside the
point if it continues to maintain itself in the
sanctum sactorum of the classroom, and
furthermore, in a system in which classrooms
are organized in respect to the totality of
the school, which in turn is a bastion or
castle separated from the community.

Filliou : '

Two things which you have given much work
to are happenings and environments. How
daes this work relate to your thoughts about
education? Did these thoughts develope out
of your making happenings and environ-
ments?

Kaprow :

Absolutely. It’s fortunate when one’s love can
affect the rest of one’s life. | simply genera-
lize on this event and make a principle out of
it. Therefore, everyone’s experience ought to
in some way be connected with everyone's
love, whatever that is.

Filliou :

I have noticed in your latest work that more
and more, in happenings, you always insist
your happenings are for performers only.- |
think that this is very important - I like this
idea very much. The point | want to make in
this study is this: we're all students all our
lives, and teaching and learning is something
for performers only - they are performing
arts. | know, for instance, that you have wor-
ked with children. You have made happenings
for children to participate in. Out of this, do
you have some practical advice to give tea-
chers who would like to engage in such acti-
vity?

Kaprow :

I've thought about this problem.Let me re-
turn, for a moment, to the idea of art out-
side the classroom. The idea derives simply
from the practice of artists currently working
in the world...Their whole point seems to be
to involve the actual environment in which

everyonelives in a completely integrated way,
with the subject or content of their work.
This means that if we look to see how artists
are working - musicians, poets, etc. - we find
that they are working in the streets, in their
kitchens, in the stores, on the subway: in
their ordinary world. When they meet in a
car and go for a trip they make a little event
out of that. When they sit and talk to each
other they make an event out of that.It seems
to me a marvelous model for the school idea,
because every community around a school
has, obviously, a whole world of community
interests that do not correspond to the
school. The simplest of them, of course, are
the developing neighborhood - clubs, the
school holidays everyone shares - like Christ-
mas, Thanksgiving, or today, Washington's
Birthday. The kids go home and do nothing.
These would be marvelous times for the ar-
tists to make a fantastic and celebrational si-
tuation, instead of all the conventional non-
sense that we have. We could have neighbor-
hood parades, for example, in which the chil-
dren make their costumes, their noise-makers,
parade ideas, big constructions to the pulled
down the streets. They could make their own
rock’n roll bands and take some old empty
lot where a brokendown building and gar-
bage is and make little parks and playgrounds
for themselves.

In fact, in this way we would not only inte-
grate all the arts, instead of making them spe-
cialized subjects, but we would also integrate
the colors in the neighborhood - the blacks
and whites and in-betweens. We would also
integrate, finally, the community with the
arts. The kids are themselves the authors of
these activities,which could be plays, musical
contests, little stories they make up..... They
could work with the new technology, like
tape machines, and listen to their own voices.
They could work with loudspeakers, which
could be placed on different floors of a buil-
ding. Kids love to play with gadgets, you
know. They could make poems that go from
one room to another - just as they now call
each other on the telephone. They could
make telephone poems without bringing any

127

AT

e

o,
r L o

%

TV Rt

_ﬁﬁ hmn_m ‘ﬁ

(9\

A=

Vv

L AT Y

~

L




g

AL & W

LN
P s

—

TN E 2y N E
o o ot WA

& CAA

LIS S AR

CIASE T I,

GBSO

W/

new technology into their house. .
What I’m doing is simply talking off the top
of my head as one thing leads to another,
but the important principle behind it is that
its not one of those abstract and forced si-
tuations which you get in the classroom,how-
ever nice the teacher is.

Filliou :

Do you think, Allan, that normal teachers
could be taught to practice these programs,or
whether in every school you should have the
equivalent of an artist-in-residence at univer-
sities - somebody who would, more or less,
teach the teachers by having them participate
with the children? For instance, if they do a
telephone poem, the teacher also would be
there making his telephone poem with the
children.....

Kaprow :

| think, you've touched upon a very, very
problematical area in the whole idea we've

discussed. Very simply, there are not enough °

artists in the world - there never will be. We
have in our country, just this one, probably
ten thousand schools, maybe more. In any
case, you need tens of thousands of artists of
all kinds.

It is conceivable, in the way | think, that a
training program, something like a parallel to
the Peace Corps - it could be called an Arts
Corps - and could be developed in the gradu-
ate schools that now turn out artists and
poets and musicians with nothing to hope
for when they graduate. Some of these could
be deliberately prepared, groomed, for the
job of a prestigeous position as artist-in-resi-
dence in a school. But even that, added to
those who exist now, would be a small num-
ber, perhaps one thousand at the most. This
is ahstatistical fact, a reality we have to deal
with,

Now, my suggestion here is purely speculati-
ve, | don't know how it would work, because
we have to try it first in a modest way - to
establish regional centers first through a uni-
versity, which would then arrange to make it-
self available to the schools as an agency that
would provide poets and musicians according
to the wishes of the schools. The schools,in
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turn, would then establish this particular ar-
tist as an artist-in-residence, and he would be.
there not only to conduct experiments with a
class of children - out on the streets or where-
ever he wants - but also to act as an advisor
to the teachers in other schools in that school
district. Therefore, this artist would be an
example to those who are not professionals,
and could very well improve the situation by
his live example.

A further part of this scheme is to have a
place where the artist - teacher can also
learn new things - that is, to bring the univer-
sity back into the picture,not only as an
agency for the lower schools, but also as a
center for advanced researches in pure art.
So, | have proposed that our university, and
in turn, other university centers throughout
the United States,should establish experimen-
tal institutes in which artists of a very in-
teresting and advanced inclination could
come to do whatever they want in a noncate-
gorized way. Their only requirement beyond
doing their art work should be to make them-
selves available in some way to the artist-tea-
chers in the lower schools and also, occassio-
nally, to bring their art to the children of
the lower schools. The children would get a
chance, just as the teachers, to always be in
touch with exiting new possibilities. These
might - if we maintain the tree-fold arrange-
ment between the advanced research center,
the artist teacher in the lower schools, and
the children in the community - bring about
a very live situation that immediately, in
every case, pours new possibilities into the

community. Then, hopefully, as part of the .

program - if we follow it for ten or twelve
years-when these children come to college it
would be very interesting to see if their atti-
tudes and capacities to study historical art,
more advanced intellectual critical .problems
about the arts..... to see if all this made them
much better qualified than the students who
gow gome to college with nothing but preju-
ices

Filliou :
Once, | expressed it to myself this way: that
creation becomes very easily for me recrea-

tion. Search - | search for happiness and joy -
becomes research.We've talking about the art
of living - we've been talking for centuries.We
have to turn the world to artists, always.
Kaprow :

Yes, but without giving them the wrong kind
of power and responsibility. | think that Plato
was worried about artists taking over the
world, because he assumed that they would
take over in the way that the politicians nor-

‘mally do, whereas nobody ever asked the ar-

tists to take over in the way artists usually
do - that is, to provide play and nothing else.
Filliou : ,

So, we can see in Plato, or as Engels put it,
a notion of the world as "‘upside down”......
(Transcriber's note:"'The tape is obscured by
noise,laughter and both men talking at once.”)

Kaprow :

We still have time?

Filliou :

Oh, yes. We can still talk about many things.
Kaprow :

Well, | was just thinking about the telephone
event. We could have television events.For in -
stance, everyone in the community, black,
white, and in-between, watches certain pro-
grams customarily, as all the statistics shows. .
So, for example, we would arrange a whole
event based on clues to certain actions that
were given unconsciously by the normal pro-
gram. So, when a cowboy says:” OK, mister,
raise your hands,” that means that everyone
in the place starts moving furniture around
very rapidly. | mean, you can take games
like this and imagine that all over the neigh-
borhood children are watching this particu-
lar program, and each group of children has
a different activity to do when a certain sig-
nal is given unconsciously by the program.
Or, when a certain commercial comes on, if
it recommends that you eat Yoghurt - every-
body immediately goes and eats ice cream.
If it recommends that you buy aspirins - eve-
rybody immediately eats candy.

So, suddenly you tie apparently discrepant
activities into a whole game notion. One can
look at these things from a scholarly or psy-




chological standpoint as very profound, sym-
bolic activities, but who cares whether they
are? The point is that they can be fantasti-
cally enjoyable. .

Filliou :

A friend of mine in Copenhagen, Knud
Petersen, had thought of using television to
fight illiteracy in the world. He said there
ought to be a television set in every Negro
village in Africa. | don’t know if it would
solve the problem very well. They like to
watch, for instance, westernsand things like
that. Petersen suggests having them associate
the western with a letter in the alphabet.
Kaprow :

| think that’s a good idea.

Filliou :

So, everybody would be there and such and
such a film is being shown, and they learn
the letter A at the same time. It goes on from

Kaprow :

That's marvelous.

Filliou :

Learning the alphabet becomes fun.And then,
perhaps afterward they can start writing the
name of the star or the name of the film,
etc. He wanted to send this proposal to

UNESCO.

Have you thought of any application of your
own idea in international terms? For instance,
have you approched anybody in UNESCO ?
Kaprow :

No, | never thought of it, but its a good idea.
Filliou :

| think of this because that it will be done in
the United States first is probable - this coun-
try is very active and dynamic - but,how won-

derful it would be if it were done -in many -

places at the same time.

Kaprow :

Oh, that would be grand. It fits in perfectly
with my idea of the advanced research center
at the university level, of which | spoke ear-
lier, because there the people involved would
be necessarily international.

Filliou :

You know. it could result in subsidies for
your program or, at least, moral support. The

techniques could be used, as you' say, for the
problems of discrimination, which exists in a
ridiculous and absurd way on a world-wide
scale. | can conceive of a Youth Festival
where people would come from every coun-
try and learn things and learn to work to-
gether. Not the Boy Scouts - that hasn‘t
worked,because it was born in the area of im-
perialism.

Kaprow :

Yes, it had “the white man’s burden’ atta-
ched to it.

Filliou :

You realize what would happen if anybody
who is officially connected with a govern-
ment had control over such a thing. It would
be disastrous. They would try to push their
own scheme of values, but if it is artists them-
selves who control things it is much more
likely that artistic values and motivations will
emerge in terms of freedom and respect.
Kaprow :

That would be very beautiful. You could
have an international exchange program wor-
king in the same way that educational ex-
change programs have worked very nicely, so
'that the machinery is established. In addition
to that, we have reached, in our technology,
a state of such communicability that you can
have people in communication with one an-
other all over the world without travelling. So
for example, we could imagine an internatio-
nal learning program in which people in Gan-
da and kids in Iceland, and kids in the United
States, and kids in Rio de Janeiro are all, at
the same time, involved in a network of tele-
vision events and telephones and telegraphy,
and a sense that at certain times they all are
performing certain games - even if they are
not talking to one another, They could com-
municate, in addition to that, with letters,
photographs and movies that they make of
one another. For example, the whole area of
movie-making..... | would like to give the
children an artist who knows about filmma-
king and let them make their own films with
him - about themselves and their new non-
classroom situation: their community situa-

tion. They could exchange these back and-

forth and they could be marvelous forms of
international communication and friendship
and stimulation. So, | think this idea of as-
king an international organizing for con-
structive help is good one. | don't know how
to go about it.....Whom do you go to?

Filliou :

Well, the UNESCO center is in Paris. | used
to work for the U.N., you know. | may in-
quire for you.....

For making films, the modern artist with the
most childlike spirit is Red Grooms.

Kaprow :

Yes, he's very good for that, extremely good.
Filliou :

He is wonderful. | have thought, as a part
of this program, to speak with him, | think
he would be interested.

Kaprow :

Oh, that would be grand. You know, Yvonne
Falconé has worked with Red. She has a spe-
cial class near Boston, and her children have
made films already, and since she works with
Red, it would be natural to have them to-
gether.

Filliou :

Yes, good. Now I’'m wondering, Allan, as we
wind up our conversation,if you could des-
cribe to me one happening that you have
done with children.

Kaprow : .

Well. | did one in Central Park this last sum-
mer which | enjoyed very much. It was very
simple and direct and rather more concen-
trated in one spot than my work usually is,
but it worked very nicely. It consisted simp-
ly of a game which is related to many chil-
dren’s games, where the child wishes to de-
stroy something and proceeds to make a kind
of professional activity out of destruction,
and in so doing makes a game out of it.

It was the following. | secured about a thou-
sand used automobile tires and found a large
hill in the park and made stacks of those
tires all around the perimeter of this hill.
Down at the bottom it was like an amphi-
theatre in ancient Greece, because the hill
sloped gradually toward a kind of cul-de-sac
at the bottom. There, | placed, at random in

129




-

o)

e~ -t

.

i

-

W

v

-

o e

-~

the ground, twenty-five-foot wooden poles,
and on top of these poles | tied great clusters
or tar-paper and tin-foil and plastic film, so
that they looked like medieval halburts: they
had a kind of flag quality - they blew in the
wind and looked very sloppy and crazy, yet
very elegant because of the glitter of the
black and silver and the plastic film.

Then, at a certain moment, | went around

the area where we were having a festival of

the arts and was shouting through a bullhorn,
which made me very imposing to the crowd

- and | just picked up kids all over the place.
"“Come on, come on. We're going to have a
tire-rolling event.”” So they came in dozens

and dozens - only children - and went over to
the various piles of tires and took one and

got ready. | said:""OK, we're going to begin
the countdown, but before we do that we're
going to remember what to do next. Each of
. you will try to roll your tire so you knock
down a pole.”

And it was a very long distance.They thought

this was very exiting. "‘But afterwards, we're

going to clean up the entire mess and make

a great big mountain out of all the broken

wood and all the tires. When you get the

mountain done, we're going to take a big

sheet of plastic film and cover the mountain
and then I'm going to give you dozens and

dozens of rolls of string and you’re going to

tie this all up and make a big package out of
it. Then we’re going to line up and 1I'm going
to put a paper bag over my head, so I can't

see, and I’‘m going to pass along the line of all

the children and I’'m going to touch the heads
of eight children. All the horns that you hear
when you roll the tires will be given to the

eight children who are lucky to be touched

by my hand.”
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BENJAMIN PATTERSON

Filliou :

Benjamin, what | want to talk about is if, out
of your own experience as an artist with all
. the audience participation things you did
both in music and performances- and of cour-
se together we also did street performances....
- you think there is a kind of future in an
idea like "Teaching and Learning as Perfor-
ming Arts.”’?

Patterson :

Yes. Do you know what Phil Corner has been
doing this year? He's been teaching in a high
school, seventh graders and older in music in
a school called New Wicken School. One class
has just been doing happenings and action
music - all sorts of good things. So, that's
pretty marvelous.

Filliou :

| know, and Phil is one of the men | intend to
talk to. He once invited me there. | went for
an hour and | had a very good time with these
kids.
Patterson :
Something like that really should be done. He
gave grades, but then he gave an exam two
weeks after he had already turned in the re-
ports. He used an exam | had written. Its just
one question:” Define and elaborate upon
the purpose of this exam.” Then, you have
an hour to do it.

Filliou :

| don’t understand very well. How many
times has this been performed?

Patterson :

Well, | think, three times, maybe more. It
was published in "Method and Processes.’’So,
people may have done it, you know, on their
own. Then Phil Corner did it at the Bridge
with adults,

Filliou :

Why don’t you give some examples?

Patterson :

Then, Phil did it with the class. That was in-
teresting, and for that one | wrote comments
on each one - Phil brought them to me and |
added my comments to their definitons of

the thing and then he gave it back to them.
Filliou :

That's very good.

Patterson :

Some of them were very interesting, because,
you know, | didn’t know them at all and they
didn’t know me and so there’s a sort of once-
removed authority or, at least, critic. At some
of them | sort of slapped my hands and told
them:” Now, you're being silly and wasting
your time and not really trying to come to
grips with what you’re being asked to look
at in this. It's for your benefit and not mine."
| know what | was trying to do.

Filliou :

D¢ you think normal teachers would be able
to do that? What kind of a training should
teachers get so that they would be able to do
these things?

Patterson :

Hmmmmm

Filliou :

Phil is a composer and he is a performer, so
he applies it automatically in his class.
Patterson : .

It's interesting..... Well, the sort of teacher
that could apply a technique like this would

be freed from coming straight from the text.

| guess the best ones are teaching art of some
sort now - the people who are teaching com-
position or painting or something. Then there
is another type, a little more structured, |
guess..... library schools..... in which they’re
teaching role-playing and some library admi-
nistration in a sort of artificial, assimilated
library system they've set up and everybody
has been assigned a job in that system. The
whole course is being taught within the frame-
work. There are various problems that arise
within it and you work them out in the role
that you have,

Filliou :

Good. For poetry,for instance,l feel that it's
much better to teach children to make poems
through the technique that you used..... this
type of collage with text and picture,and then
later on they may catch up with the poetry
of the past.......

Patterson :

It doesn’t mean really very much until
they've made it themselves,

Filliou : _

As | see it,what the teacher would do is make
material available to young people so that
they can teach themselves - they can make
games and all kind of things.

Patterson :

Yes, at least the material should be made a-
vailable. There should be direction from the
teacher, not necessarily supervision, but for
impetus and stimulation and guidance. Once
you see that someone is following this path
that you've shown them:"'Well,thats good,
and did you know this about that, etc’’.
Filliou :

Kaprow things that what the schools need is
an artist-in-residence. The teacher,also, would
participate in this system.

Patterson :

An artist-in-residence?

Filliou :

Yes, because he would, | suppose, take the
material and conceive of games and toys and
other manifestations outside of the school.
Patterson :

From what | know of artist-in-residence, |
have the idea that what usually happens is he
goes there and works on stuff. He does a lot
of good work and talks to a couple of stu-
dents, perhaps - and that’s about as far as it
goes and it doesn’t get involved in things that
would connect him to this particular idea of
an artist-in-residence. You know, he comes to
the campus and within his contract it should
definitely be included that he is there in a
teaching capacity. If he wants to create some-
thing,then it should be the product of his job.
Filliou : :

| think this must start with very young chil-
dren. You know,in American they speak very
much - this is the point Kaprow brought up
- of the problem of integration.They have no-
ticed that at times they have conflict, because
outside of the school the kids don‘t have con-
tact, Kaprow had in mind, for instance, to or-
ganize all kinds of things outside the school
where they are used to working together.
Patterson :
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The school shouldn’t be so divorced from our
viewpoint. The idea now is that the school is
a building and you go in there and you have
a set of ideas about what you're trying to do
when you get there and it’s all structured
- everything you do in there you do because
those are the rules you've been drilled in. So,
you have a building with a hall that goes for-
ward, then left, then right, etc. To get to the
toilet you always have to go forward and to
the right. To get out of the school you have
to go in, you have to sit down, you have to
keep your mouth shut until the teacher asks
a question - you give the right answers and
you get out of the school.Everybody wants
to get out of the school, because it isn't very
pleasant - and that’s what happens.

So, you take the set of rules when you get
there, but when you get outside you forget
them because they don’t have anything to do
with outside. So, the whole thing might be
much more diffused. There should be ways of
having schools in the streets, and during dif-
ferent hours of the day and week. A varying
schedule. There must be many changes in the
system.

Filliou :

Do you think the artist can make a contribu-
tion in changing somehow the spirit,so young
people don’t feel so alienated when they
grow up?

Patterson :

I don't think we can really do anything -
mean, the artist these days is an example - a
captive animal on the campus. Saying:"We
have an artist-in-residence,” is about the same
as saying:“We have a collection of the letters
of Gertrude Stein.”

It doesn’t mean anything unless he's really
participating - more than participating - using
what he knows as an artist to get the students
to produce or think or get themselves invol-
ved in problems or trying to produce or think.
Nothing else is going to do that.

Filliou :

| don’t know much about the problems of
education,but Ive seen a few books. The edu-
cators all seem to know the importance of
art, but most of the time what they teach is
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old art. Well, it seems to me that we should
start with the most advanced form of art, be-
cause children understand it very well. | think
they themselves can contribute to modern art,
but they cannot contribute to historical art
- it's done, finished.

Patterson :

It just occured to me that in education - the
teaching of art in schools - it is probably al-
ways assumed that the student was exposed
to the contemporary art in his home, so this
was more or less filling in the background of
what was happening in the same way that the
history of the country is taught. They assume
that you are reading the papers daily and that
you see what is going on around you. They
are filling in the background.....

Filliou :

On the part of the teacher it would be good
to learn to involve young people. You know,
in our performances we all have worked very
hard. | know it's easy to do.

Patterson :

The audience participation thing is, | think,
gradually creeping into education at all levels
to, varying degrees. It's more and more recog-
nized that it's the only way learning really

does take place in the personal, tribal area.

Participation has to take place in all these

areas. Everyone has a certain amount of sus-
picion that when participation takes place at
so many levels in the educational process,

then we’re not sure anymore what we're tea-
ching them. In other words,the degree of con-
trol over what we're teaching them is very

slight,and they don’t know whether they're

actually being taught.
Filliou :

Education is based, traditionally, so much on
control and discipline.

Patterson : ‘

If you don't teach them:"This is the right
way to think about this and you should al-
ways obey authority,” and there is someone
with the final authority - the teacher - and
later it's transferred to the President, etc....
Filliou :

It's the world of Kafka. We want to come out
of the world of Kafka - we don’t even know

who decides the school program.

Patterson :

If, you know, you start giving this participa-
tion to the students at levels of deciding what
the curriculum should be, then what is this.....
what is the point of what happened in Berke-
ley? We are afraid of what is called anarchy
- really a kind of self-determination. Many
people get afraid of that.

Filliou :

Well, as performers we have the very same
problem.

Patterson : .

I'm not afraid of that as a performer or as a
composer - that's sort of an ideal, but the
thing is that people who are interested in con-
trolling groups of people later are making sure
that the workers don’t continue to get too
many big ideas about what they want to work

- for. Then, this type of thing graduates right

down through the education mills. So, its a
very difficult thing.

Filliou :

| know it's difficult.

Patterson :

It's certainly very necessary and | think its
something that’s going to happen in any case.
It's interesting that a university should think
about something like this, because although
other artists may have thought about it fifty
years ago, there wouldn’t have been any po-
tential or opportunity for it then.

Filliou :

The time is getting ripe for it.

Patterson : )

Yes, the time is ripe for it.
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NOCH MEHR SCHREIBRAUM
GEHT'S GUT, JA ?

AND MORE SPACE
DOING ALL RIGHT ?
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DITER ROT

Filliou :

We must speak English. You know, you told
me, when you read the interview with the
children, you told me: “You do the oppo-
site of what people do. They ask people with
supposedly much wisdom what to do. But
you asked children.” And then you added:
“But of course you can go further, like ask
the trees or ask the pigs.” Well, that is where
we can kick off. Hahaha. What do we ask
the pigs?

Rot :

| always think that animals are much wiser
than men, because they take any shit without
making much fuss about it. Like pigs some-
times squeal and that’s all, they don’t really
argue with men. When they have to go to the
slaughterhouse they go, they squeal a little
and then they go. But this is wisdom. They
don’t want choice, | think.

Filliou :

It would be fantastic if in the book, as part

of the artistic proposition, there would be....
Rot :

A squeal, at toot..... hahaha, why don't you
do that?

Filliou :

Yea, but it is difficult to transcribe. If it was
a record.....

Rot :

But you could have a little record in the
book.

Filliou :

Yes, | thought about it, the original thing.
Rot :

| think, it would be, at least for me, it would
be important to have a pig, because men use
the name of the pig to give each other
trouble.

Filliou :

in the original record..... Or a tree. In Ville-
franche | always used to look at the eucalyp-
tus trees, and the wind blowing through
them. There | have asked..... It is very funny,
because this thing, the contrast between what
children have to say and what people like us
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who have an experience about the thing they
have to say, is quite strange, you see, and
that’s why kind of the two chapters follow
each other. Like right after Marcelle and your
children we come in, you see, and we have a
gifferent way to look at it, that's all.
ot:

Sure, | got the idea about the animals and
plants to vote..... In the Academy, have | toid
you this, there was this big meeting they call
Vollversammlung, and everybody who is in
the Academy can come and say what they
want. And then | found out that, mostly,
these people were talking about democracy,
and that in democracy you have the right to
say this and that. And | thought, and | told
some of them, that they think, democracy is,
where everybody has the right to speak. Well,
| would say o.k. But then, has everybody the
right to convince other people? And | would
say No, this is not democracy. As soon as
you start to convince, it is kind of a dictator-
ship. You should not even use your intelli-
gence to convince other people, they might
be so much different from you. | said

then what | think democracy is, it's a field
where all can say what they want to do or
want to have, not what the others should do,
or what everybody should have, what the
country should do, or what everybody should
do, but what they themselves want. Then

maybe one guy says: 'l want this’’, and an
other guy says: “l want that”, and all say
what they want. And then they can agree. If
they have enough people who want a certain
thing done, they can do it, right? Because
they have the votes on their side. And then |

said, what you should do is, you should con- -

sider that there are more beings than just the
human beings, and they also want something.
And look at the plants or look at the animals.
And | think that the plants get almost hun-
dred percent of what they want. They get
everything, and therefore | think, they are
wise. They go into the forest, and live there
and get everything they want and can want,
and they are much wiser than human beings
like us, who have to go here and there and
try, even try to express first what we want.

Most of us even can’t express that.
Filliou :
Let's say that this is their genius. Like we all
live off plants, anyway, directly or indirectly.
Their genius, as | see it, that's what keeps
the planet alive, isn’t it? It's the genius of
plants, because animals eat them, we eat
them.....
Rot :
Yes, then you come to the point to ask what
do the plants eat?
Filliou :
Well, that's the genius, the air, the thing
which is renewable.
Rot :
Although it seems to me they live of stones,
like animals.
Filliou :
No, Air and water.
Rot:
| have the impression.... | was going to say,
that the wisest are the stones. In any case
}:hﬁy get what they want. They don‘t even die.
ithiou :
But you see, we who live in this type of
world, you and | for instance, and we have
children at the same time, in other words,
we have our life very much in this world,
right? Your kids, like mine, they go to
school and they have certain reactions. And
really, | don’t think | would have been con-
cerned so much with all these things, if |
hadn’t had children, you see, because | al-
ways thought..... You know my brother, he
maintains that by the age of 10 years old, it's
too late. You know, that kids have been so
conditioned that it is too late. May be it has
something to do with what you where say-
ing yesterday. You know, the core of your
character is there, right? Even though on
the fringes you can change, you know, you
said something like this, But the core of it is
always the same. So, what | have in mind, is
there a way..... to consider the way we have
to teach children, so that they grow-up in a
way they will not be fucked up. Your expe-
rience, | know, in teaching, is not with chil-
dren, but you have had this experience with
students, with art-students, you see.




Rot :

But you see. there is already quite a diffe-
rence between, let’s say, people of the age of
art students, and people of the age of chil-
dren. Children still have this very great urge
to express what they want to have. They say:
“Pappi give me this, give me that”, they simp-
ly express what they want, then they see
whether they can get it or not. Whereas,when
people get older, they express their wishes
under certain conditions. For instance, they
would never express wishes, where they have
the feeling they would not be allowed to be
fulfilled. But | think, what they call the field
of art is such a harmless field, there is really
no limitation attached to the expression of
certain wishes, and fulfilling of certain wishes.
| believe, what art has done, or is trying to do,
is to establish a field where you can have
the fulfillment of your wishes. Like these
popsingers, they always say, dreams come
true, but in art you can do it. But it is still
a very crippled and limited field.

Filliou :

You think you would be a good school tea-
cher for instance? |In other words, what you
may have tried teaching art students.... Ima-
gine you were a school teacher, what would
you do? With children of..... your own chil-
dren, say.

Rot :

| would say, to children under the age of 10,
| would not even want to teach anything, be-
sides, let’s say, language or how to put a nail
in a piece of wood, or something like this. |
wouldn’t want to teach them how to ful-
fill their wishes, or what to wish. What |
think | was trying in those artschools, was
first and foremost to help the students
getting an insight and ideas about what field
is free for their wishes and their wish fulfill-
ments, and then teach them how to formulate
their wishes, first how to become aware of
them, and then how to fulfill them. Like,
there is a school, there is a room, and what
can you do in this room? It’s so high and
so wide. Somebody wants..... let’s say, you
get a student aware of, that he wants to build
tremendous things like castles, may be a king-

dom. So you say, well, you see that room,
are you aware of it, how big it is, do you see
enough people to rule? You cannot be a king,
but you can maybe make a castle right within
this room. You could make them aware of
how big the thing could be, of what material
it could be made, what the castle could be
like. And then, you could make him aware of
what his being a king would consist of, and
then maybe you can give him little technical
ideas..... that he could build this castle in

this and that way. But | think this is already
far too much, you should not do this, be-
cause as soon as the wishes are very strong,
the means are always found. Then | think
this is ridiculous, the whole thing is ridicu-
lous. Because, what these people really want
is to build a castle, much bigger than that
room, or much bigger than that school.....

Filliou :

In fact, | mearf, what is your reaction to this
for instance..... I know you don‘t like tea-
ching, but you have had to do it. So, what
has been your reaction to this, | mean, in
other words, what attitude did you take deli-
berately, knowing that this is what they

wzr;t, and maybe this is not what you wan-
ted/

Rot :

See, | started to teach in America, and |

came to this school, | had the feeling that
these students had already got a certain idea
about what they wanted. They wanted to do
something which they would be able to call
art, and other people would call art, what-

ever that was at that time and place. And
then | found that | could slowly make them
aware of their way of thinking that they wan-
ted to do something they called art in before-
hand. But | could also make them aware,

that they could even do something one

wouldn’t call art, but which would make
them fairly happy, you know what | mean.
So, what | had to do was, first and foremost
- since | came there as a socalled artist - | had
to try to put my image down, so they

wouldn’t confuse their idea of art with the
idea of the stuff | did..... To make it possible
for them to run straight to the fulfillment

of their little wishes, which they would for-
mulate within the context of this school. So |
always told them, do what you want, just
try to find out what you want, and then try
to do it. And may be consider, that what you
want could make you calm or happy, or
whatever it is, and then try to do it, and
find out the ways to do it.

Filliou :

Did you find that they put up resistance to it,
did they get into it easily, or fought you,or
what?

Rot :

| think that most of them never knew what
they wanted, before | came there. What they
wanted in general was something they didn’t
really want, they wanted something other
people had wanted, or there was a certain
drive in the American civilisation, as far as |
can see, production and quantity minded.
What they always admired, even in the field
they called art, was productivity and output,
objects, stuff..... And then it is very difficult
to get them off this idea, since you your-
self, as a teacher, come from a background
where you have been producing. You would
not become a teacher if you would not be
able to show your production, and your
drive, and your quantity mindedness.

Filliou :

What you say, it seems to me, has to do with
brainwashjng. You and | and Dorothy, see, |
mean everybody, you have been brainwashed,
and | have been brainwashed, let me say per-
sonally. It seems to me that what you say is,
that you don’t want to brainwash these stu-
dents, and even further, you would like even
to unbrainwash.them, right ?

Rot:

No, as soon as you try to do something to
something, let's say, you want to make red
green, you want to change it into green. You
have to mix it with green, you have to fight
the red as you have to deal with green, to
make red green, This means, you cannot
fight anything, because to fight it would be to
embrace it, | think.....

Filliou :

To fight it on its own terms, right?
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Rot :

To fight somebody means to embrace him or
her.

Filliou :

You for instance, Diter, what did you do
yourself, to kind of fight the brainwashing
you were submitted to? Well, you went to
school, and you have been through many
things.

Rot :

| remember when | came up to Providence,
this was the first real tough production and
quantity minded school | came to in America.l
thought, | will try to push the students to see
that an object, which is almost the opposite
of what they admire..... Let's say, they ad-
mire satellites, cars and airplanes, and you
know, this kind of things. So, instead of
looking admiringly at polished, highly effec-
tive objects, which serve you very well, try to
get the same admiration or even a better ad-
miration, an easier admiration, for something
which is, let’s say, the opposite. Which is not
polished, which is not big and heavy, which
is not useful. So | tried to put their mind on
cigarette butts, dust, little stones, pieces of
glass, nails, screws..... Once | went to school,
on the way, in the gutter, | picked up little
objects, pieces of matchboxes, cigarette butts,
and things | said before, and | gave to each
of the students one of these objects, and
asked them to think about it, and then write
as much as they would like, as long as they
would find it easy and funny to write.....
what they thought about it. And | remember
how they really laughed when | came with
this stuff. But then, two days later, some of
them came with something they had written
and for some of them it was really difficult,
because they thought they would have to put
out a piece of literature. But some, may be
two or three out of fifty, got the feeling that
they just were allowed to do anything. And
they wrote huge things, you know, long
chains of associations. And then | read these
things aloud. | wanted to read them aloud,
because | don’t speak English correctly - at
least at that time it was much worse than
for instance now - and | thought, it is even
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good for them to hear these stories badly
read, because than they loose their respect
for good writing or good reading. So | read
it to them, and they laughed, and had such
a fun, and even the guys who wouldn’t do
anything just wanted to see what the others
had done. They immediately sat down and
joined them, and at the end | had about 40
or 50 stories about the little objects.
Filliou :
If you did this with small kids, | suppose it
would work. But they can’t write, that is the
gouble ..... Imagine you did it with Marcelle.
ot:
But you have the tape.
Filliou :
Yes, they could just talk.
Rot :
You see the disadvantage of the whole proce-
dure..... From this on, what one could call
the first stage, | went on. | had more stages,
but it seemed that they took this as a ""de-
voir”, a job | gave them. See, | was never sure
they would have done it themselves. Would
they really love it, see? Because most of the
students do it for you, to please you, and
when you are pleased, and everybody is plea-
sed, they are pleased too.
Filliou :
That's the problem of questioning children,
\éou know, asking leading questions.
ot:
This is the disadvantage, the nonsense of tea.
ching, that you have to tell them what to do.
Filliou : :
Me, | want to teach now.
Rot :
Even if you would tell them what they could
leave out, what they are allowed not to do, it
is just the same thing in reverse.
Filliou :
Do you think, Diter, that some of the things
we do, that we speak about - we know each
other and we know what we do..... Me, | got
the idea - for the book, as it went along, this
book - that | could develop a new theory of
value, and | am working very much on that.
In other words, all these things that we talk
about - and | am having it on the cover of the

book, - you know, as long as | have not deve-
loped a new theory of value, whatever | say
is a lot of bullshit. Because it cannot be
applied by anyone.

Rot :

I think | must interrupt you. You want to get
rid of the general idea that value is something
to value?

Filliou :

Right, right.

Rot :

In my eyes, there should not be a new theory
of value, because the value would play a big
role again. It should be something which does
not concern value at all. May be, like, | don't
know - ““Just forget it”.

Filliou :
What | have in mind, - you know | studied
economics, and all these things - | had in

mind, that since Marx nobody has tackled
the problem of a new theory ov value. Be-
cause we live in a world where things are
made, and things are exchanged, and-there is
a certain concept about what has value, and
what doesn’t have value, you see? . And SO,
| am working a little bit your way. But | want
to ask more, may be you are going to tell me.
I have not gone very far, you see, | am stuck.
Rot :

..... There is an amazing thing 1 found out,
when | was_ teaching. | think that teaching
taught me more than the students. Therefore
I am there again on a very traditional basis,
you can't escape it. Talking about these
plants and animals, that they have not.....|

don’t know, but | would say, | cannot see
that they have the imagination for anything
else but themselves. Their world is a world
where they can say..... they would never say:
“This is my world”, because their world is
the world. They have no idea about themsel-
ves, they have also no value, because they
cannot compare themselves to somebody else.
They live such a limited life from all our
points of view, from all quantitative and
western civilisation points of view. They

live their life, they cannot live another live
and they will never imagine another life and
try to live it, see. Man has what one could




call imagination. But not really imagination,
he cannot either imagine anything besides

himself. But he believes, or he has this ab-
stract idea, that he could imagine other things
than he is, or something else besides himself,

and this, | think, is the very problem of the
discussion, that’s the shit about it, you know.
We always behave as we could do something
besides what we do.

Filliou : ‘

The whole god damn world, in a way, is

something that we kind of dream, | mean,
it's millions of people......

Rot :

| always found - or rather recently, let's say -
that anything you can imagine is less to you,
has always been less to me, and more diffi-
cult for me, than things | don’t imagine. Just
my little living, like breathing, and fucking,
and doing this eating, and you know what |
mean, has been better to me, nicer and swee-
ter, than any imagination or anything else. 1
could do may be..... Therefore, if you do

what we could call teaching, you will implant
on these innocent little young beings our

manner of imagining something outside our-
selves, or of believing that there are better
things than we have. How is that?

Filliou :

Well, it's good. It's a very, very big thing, be-
cause | got stuck on this thing. Because |.....
you know, George, once in a while, when he
has been drinking, he shouts, "'a bas I'imagi-
nation”.....

Rot :
You know what he said to me once..... he

didnt say, “a bas |'imagination” - may be he
says it now - but about a year ago, | met him
in London. He said: “’fuck imagination”, and
this is what | told him: "you must love ima-
gination very much if you want to fuck it”.
But still, if you say "a bas |'imagination”,
that means you put it under your feet, like
building a road..... )

Filliou : :

I know he has come to say “fuck imagina-
tion”. Well, | am interested in this thing, this
new theory of value. | tell you how far | have
gone, it is a kind of dada. | have thought -

that people are just meant to be idle, that's
what | start with. | want to tell you how far |
went. People are just meant to be idle, then
work | consider as a sort of reward. People
just get bored being idle and.... -
Rot :
This is the question.....
Filliou :
Let me just finish this thing. So, work is re-
ward, and the value of anything is based upon
gle enjoyment you have had doing it.

ot:
| always see a difference between making it
or doing it. You see, there is a very nice diffe-
rence....
Filliou :
| never understood the difference between
making and doing. What would you say it is?
Because some people in the past have told
me: “you have the makers and the doers”.
Rot :
! would say, doing something is moving things
about, and making is to produce them.
Filliou : .
Oh, | see. So would you say we are makers
or doers?
Rot :

| would say, | am a maker, or | can both, |

can do and | can make. This is, well, | am

still very much in the old thing like produc-

E?In and quantity, produce, put them up.....
illiou :

You are a poet also, like me. Well, let's say,

I am a poet like you. | call this the principles
of poetical economy. | am working on a
hunch, and | know that you don’t agree with
me on certain points. | am working on the
hunch, that all these things that allow us to
be like this - for instance, to make a book,
something completely unexpected, whether
it is mine or yours - that this is the base upon
\ghich to build the things, you know.

ot:
What things?
Filliou :
The relationship between us.
Rot : :
Yes, because we are so far from being animals.
We are human beings, you know, we are

these people who imagine always, that they
always can put something out of themselves.
We always believe there is a life outside our-
selves. Animals would never believe this. For
a pig..... I could imagine, if | were a pig, |
couldn’t even see a book, everywhere would
be pig, pig; pig..... | would not need to read....
Adog: .

Wau, wau, wau, wau.
Filliou :
lﬁisten to the dog, he is answering you.....

ot:
Well, you know what | mean.
Filliou :
Yes, | know what you mean.
Rot :
See, we have this fantastic fun to write a
book, where we behave as if we have more
words than one. And the animals, they
don’t even write books. If they would write
books, | think, they wouldn’t go far. - Each
animal would put its name and would tell
the publisher how big the book should be.....
1500 pages. So, he writes the word, the pig
writes the word ‘’pig” 20 Million times. And
they would have the most marvelous book,
because this would describe their lives tho-
roughly, and funnily even.
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