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Artists, Engineers, and

Collaboration

Billy Kliiver

One ot the most persistent ideas in twentieth-century art 1s that of
absorbing new technology mto art: the Futurists’ blind devotion to
technology, the Russian Constructivists’ attempts to merge art and life
nto new imaginative forms, the more rigorous design approaches at the
Bauhaus, continued by Gyorgy Kepes at MIT, and the work of individ-
ual artists such as Marcel Duchamp and John Cage. This involvement
with technology has represented artists’ positive desire to be engaged in
the physical and social environment around them.

In the early 1960s, when technology began to develop rapidly, many
artists wanted to work with forms of new technologies, but often found
themselves shut out, with little or no access to technical and industrial
communities. When, in 1960, I began to collaborate with artists on
their projects, I was working as a scientist in the Communication
Sciences Division at Bell Telephone Laboratories and had virtually
unlimited access to technical people and resources, and most importantly,
[ had the tacit support of executive director of the division, John R.
Pierce. I will discuss the evolution of these one-on-one collaborations
between artists and engineers, and their development into the founda-
tion Experiments in Art and Technology (E.A.T.).

Jean Tinguely came to New York City in early 1960. On seeing
the city for the first time, he decided to build a large machine that
would violently destroy itself in front of an audience in a theater, throw- Le071
ing off parts in all directions. A protective netting would save the audi-
ence. When the Museum of Modern Art invited Jean to build his
machine in the garden of the museum, he asked me for help. I took him
to the New Jersey dumps, which in those days were not covered with
dirt. He found bicycle wheels, parts of old appliances, tubs, and other
junk, which we hauled to the museum and threw over the fence into

the garden.
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Jean Tinguely, Homage to New York (1960), photograph: David Gahr.

Enlisting the help of Harold Hodges at Bell Laboratories, we built
a timer that controlled eight electrical circuits that closed successively as
the machine progressed toward its ultimate fate. Motors started; smoke,
generated by mixing titanium tetrachloride and ammonia, bellowed out
of a bassinet; a piano began to play and was later set on fire; smaller
machines shot out from the sculpture and ran nto the audience. In
order to make the main structure collapse, Harold had devised a scheme
of using supporting sections of Wood’s metal, which would mele from
the heat of overheated resistors. The whole thing was over in tweney-
seven minutes. The audience applauded. and then descended on the
wreckage for souvenirs. Jean called the event Honage ro Neiv York.
During those three or four weeks of the construcuon of the machie.
I Tearned how to listen to the artist. and to give him as many technical
choices as T could—as quickly as possible. And as Jean has said repeat-
edly since. it couldnt have happened without our collaboration.

Shortly thereatter. Robert Rauschenberg asked me to collaborate
on what he described as an mteractive environment, where the temper-
ature. sound. smell. and lights would change as the audience moved

throuch it. After many discussions. the idea botled down to a sound



environment where the sounds came trom five AM radios. From a cen-
tral control unit, the audience could vary the volume and the rate ac
which the AM band ot each radio was being scanned. But Bob wanted
no wires between the control unit and the radios. Considering the
clectronics available m the early sixves. this turned ourt to be a ditheult
technical problem. We designed a svstem in which all the AM radios
were located 1 the control unit and the sound was retransmitted on
FM to recetvers and speakers. We had a lot of trouble with interference
berween the AM recetvers and with noise from the small motors that
drove the scanners. When we solved these problems, Bob put together
the five sculptures that make up Oracle from objects he found in the
streets; and the control panel, recevers, and speakers were installed in
them. Oracle 1s now at the Centre Georges Pompidou in Paris. The
technology has now been updated for the fourth time, using electronic
scanning and infrared transmission between the pieces. After thirty years
the technology bas finally caught up with the artist, and Oracle is per-

forming as 1t was originally conceived.

Robert Rauschenberg, Oracle (1965). Copyright © Robert Rauschenberg/VAGA, New York,
photograph: Rudy Burckhardt.
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Jasper Johns, Zone {1962), 60 x 36 inches. Jasper Johns, Field Painting (1964),
Collection Kunsthaus Zurich. Copyright © 72 x 36 3/4 inches. Collection of
1994 Jasper Johns/VAGA, New York. the artist. Copyright © 1994 Jasper

Johns/VAGA, New York.

Jasper Johns asked 1f he could make a painting with a neon letter n
it. What was new was that Johns wanted no cords to the painting. We
needed a batterv-powered high-voltage supphy. but to stack up batteries
actached to seven hundred volts would have been messv. dangerous. and
impractical. So we started out with twelve volts of rechargeable batter-
ies. A multivibrator circuit converted the DC voltage from the battertes
into AC. Transtormed mto seven hundred voles and then recufied. it
powered the neon letter. All the technical equipment was mounted
behind the painting. We were able to provide enough energy for the
blue “A™ which stcks out horizontallv at the top of the pamung m

Zone (1962) and the red neon "R an Field Painring (1964).



One dayv in the sumnier of 1964 1 his Forty=Seventh Street studio.
Andyv Warhol asked me i we could make him o foatny light bulb. My
colleagues ar Bell Laboratories and I made some caleulatons and discov-
ered that it was not possible with existing battery technology. While
working on the idea. another colleague found a material called
Scotchpak. which was relatively impermeable to helum and could be
heat—sealed. The United States Armyv used it to vacuum-pack sandwiches.
Andy wanted to use the material to make clouds. While we were
experimenting with how to heat=scal curves. Andy took the material.
folded it over. and made his Sileer Clonds. When they were shown at the
Leo Castelli Gallery in April 1900, the heat gradient between the floor
and che ceiling created a slight pressure difterential, and with paper clips
as ballast, we balanced them so that they would Hoat halfivay between
the ceiling and the floor.

By 1965 I had taken dozens of artists through Bell Laboratories and
many of my colleagues had worked with artists, but I began to feela

larger effort was necessary to increase the awareness of the technical

Andy Warhol, Silver (louds (1966). Courtesy Leo Castelli Gallery/
The Andy Warhol Foundation for the Visual Arts, photograph: Rudy Burckhardt.
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community and make it more accessible to artists. This became possible
when a group of artists, manv of whom had performed together
at Judson Church, expressed a desire to stage large-scale performances
in collaboration with scientists and engineers. Out of this came 9 Eve-
nings: Theater and Engineering,” a series of performances at the 69th
Regiment Armory in New York City in October 1966 by ten artists:
John Cage, Lucinda Childs, Oyvind Fahlstrém, Alex Hay, Deborah Hay,
Steve Paxton, Yvonne Rainer, Robert Rauschenberg, David Tudor,
and Robert Whitman. Each of the ten artists worked closely with one
or more engineers, primarily from Bell Telephone Laboratories.

The first meeting of artsts and engineers took place in early 1966
in Rauschenberg’s studio. During the summer of 1966, more than thirty
engineers were hard at work, with at least one engineer assigned to
cach artist, depending on the artist’s project and engineer’s specialty. For
example, Bill Kaminski designed and built for Alex Hay low-noise dif-
ferential amplifiers with 80db gain and FM transmitters that could pick
up and transmit body sounds, muscle activity. eye movements, and brain

waves from electrodes attached to his bodv. Peter Hirsch developed a

Lucinda Childs, “Vehicle,”
9 Evenings (October 13, 1966).
Photograph: Peter Moore.



Doppler sonar for Lucinda Childs. Three red buckers swung mside a
simple scatfolding. on the periphery of which were mounted three
ceventy kHz ulera—high-frequency sound transmitters generanng
maudible sound beams. which were reflected from the moving buckets.
Through the Doppler effect. the reflected sound beam had a frequencey
Jightlv higher or lower than seventy kHz and the beat frequency
between the recurn signal and seventy kHz, which was proportional to
the speed of the buckets. was amplitied and fed through the speakers in
the armory. The resulting sound was like wind blowing through a torest.
Orther engineers worked on equipment and svstems that would be
used by more than one artist; in particular, a local-area FM transmitting
svstenn used to control lights, sound, and movement of objects at a dis-
tance. Fred Waldhauer designed a proportional control system for mov-
g sound around the speakers mounted in the armory and for varying

the level of the sound in each speaker, which was used by John Cage

ge,
Deborah Hay, and David Tudor.

Robert Rauschenberg’s work Open Score combined the FM trans-
mitting system with elements unique to his picce. In the first part,
Frank Stella and Mimi Kanarek played tennis. Each tune they hit the
ball, a small specially designed radio transmitter embedded 1n the rac-
quet handle transmitted the vibration of the racquet strings to the
speakers around the armory, and a loud bong was heard. For each bong,
a light went out, and the game ended when the armory was in com-
plete darkness. With the use of infrared light and infrared-sensitive
television cameras, the images of the crowd as they moved in the space
were projected on three large screens suspended 1 front of the audi-
ence. The audience could teel that the people were there but could not
see them except on the screens. The infrared camera tubes came from
Japan, since they were classified as secret by the military in this country.

Most ot the equipment used 1 9 Evenings” did not exist oft-the-
shelf in 1966 and was built especially for the artists by the engineers.

All together, the engineers contributed four man-years of engineering
to the performances. 9 Evenings” ran from October 14 to 23, 1966,
and more than ten thousand people attended over the course of the

perforniances.
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9 Evenings” raised enormous mterest among New York artists in
using new technology. Robert Whitiman, Fred Waldhauer, Robert
Rauschenberg, and I decided to form E.AT., a service organization for
artists, engineers, and scientists. Three hundred artists showed up at our
first meeting 1 November 1966, and cighty made immediate requests
tor technical help. We began to actively recruit engineer members, pub-
lished a newsletter, held open houses where artists and engineers could
meet mformally, and organized lecture-demonstrations by scientists for
artists on topics ranging from lasers to computer graphics to paper to
color theory. Within three years we had recruited more than two thou-
sand engineers from all over the country and established a technical
services matching system to put arusts directly in touch with engineers.
We made a conscious effort to help every artist who approached us
with a request.

In late 1968 Pepsi-Cola approached E.A.T. about designing and pro-
gramming a pavilion for Expo "70 m Osaka, Japan. The origmal four
artists who began the collaborative design of the pavilion were Robert
Breer, Robert Whitman, Frosty Mvers, and David Tudor. As the design
of the pavilion developed, engineers and artaists were added to the pro-
ject and given responsibility to develop specitic elements. Finally, sixty-
three engineers. artists. and scienusts i the United States and Japan
contributed to the design of the pavilion.

As the exterior and mterior elements of the pavilion developed. so
did the guiding noton of the pavilion. It became an ever-changing
place where cach visitor would be encouraged to explore and create an
individual experience. The pavilion was designed as a pertormance
space as well, continuoushy programmed by imvited artses throughout
the six-month duration of Expo 770,

The visitor entered dhe pavilion through o tunnel and descended
imto a dark clam-=shaped room. lic onlv by moving patterns of laser hehe
from a sound-activated Taser displiy svscom developed by Lowell Cross
and David Tudor. The path contunued upstanrs mro the main space ot
the pavilion. a ninerv-foot diamerer. 210-degree sphercal mirror made
of aluminized Mylar. The floor and the people moving on it were all

reflected upside down as “real” mmages in the mirror. (A “virtnal o image



Pavilion for Expo '70, Osaka, Japan (1970). Photograph: Harry Shunk.

is one vou see “behind™ a tlat mirror; a “real” image appears in front of
the mirror, roughly the same distance from the center of the sphere as
you are on the other side of the center.) A “real” nmage produced in a
spherical mirror resembles a hologram. Because of the size of our muir-
ror, however, a spectator looking at the real image of someone in the
mirror could walk around the image and sce it from all sides. The space
in the mirror was gentle and poetic, rich and always changing. It was
visually complex and we discovered new and complicated optical effects
every day. Once visitors could see themselves or their friends as three-
dimensional real 1mages in the mirror space, the reaction was incredible
and created much more excitement than we ever could have expected.
David Tudor conceived of the interior of the mirror dome as a
sound environment and designed the sound system as an “instrument”’
that could be programmed or played by visiting arusts. Recognizing the
unique properties ot the spherical murror, thirty-seven speakers were
arranged 1n a rthombic grid on the surtace of the dome behind the mir-
ror. Sound could be moved from speaker to speaker at varying speeds
linearly across the dome and 1 circles around the dome. It could also
be shitted abruptly from any one speaker to any other speaker, creating

point sources of sound.
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Beneath all this, the floor was divided 1nto ten sectors, each made
of a different material, in which were embedded wire loops serving as
antennae that transmitted a highly localized sound signal. Using hand-
sets, visitors could hear sounds specific to each ditferent floor material:
on the tle floor, horses, hooves and shattering glass; on the Astroturf,
ducks, frogs, cicadas, roaring lions, and so on.

Outside the pavilion, the dome-shaped roof was covered by a water-
vapor cloud sculpture by the Japanese artist Fujiko Nakaya. The cloud
was produced when water under high pressure was pushed through
2,520 jet-spray nozzles and broken up into water drops small enough to
remain suspended in air. On the plaza in front of the pavilion seven of

Robert Breer’s Floats—six~foot high, dome-shaped sculptures—moved

around at less than two feet per nunute, emitting sound. At night Frosty
Myers’s Light Frame sculpture traced a well-defined tilted square of
white light around the pavilion. Four three-legged black poles of differ-
ent heights were set in a square at each corner of the pavilion plaza.
Two high-intensity xenon lights were placed atop each pole. Each light
was directed toward the light of the neighboring tower, and specially
designed parabolic reflectors kept the light beams narrow, which
defined the sides of the square of hight.

The number of technical breakthroughs n the pavilion was quite
astonishing; almost every systeh) we designed was new and untried.

But even more signiticant, the artists and engineers had created a iving,
responsive environment that was different for cach visitor. Three
million people visited the pavilion during the swmmer of 1970.

In the 19705 we became more interested in mterdisciphinary collabo-
rative projects that imvolved artists in other arcas of socicry. The firse
arew out of a request from Vikram Sarabhai. head of che Indian Atomice
Encrey Commission. to develop procedures for producing msoructional
matertal to be broadeast from the AST-F satellite to hundreds of Indian
villages. We put together o reaon that mcluded engineers. arosts. psv-
chologists. and education specialists, and chose to work on msouctonal
progrants for women who owned water buttaloes i a dairy cooperamve
near Baroda in Gujurat state. The challenge was to preserve the local

cultural component and overcome the butlt-in cultural aesthetics associ-



ared with instructional programming mherited trom the West, We pro-
posed that visual matertal be generared by the villagers themselves on
such subjeces as arnficial msemmation. proper nutrition for the buttalo.
treatinent of the diseases. and so on. usiyg halt-inch videotape: these
tapes would then be bieveled to another village to be shown and evalu-
ated. On the basis of this recorded muternal. the tmal programs on pro-
fessional broadeast tapes would be made. Our proposal was i fact
adopted for the SITE satellite educational relevision project and was
carried over to other areas of mstructonal television i India.

“Children and Communication” was designed and run m collabora-
tion with education specialists trom New York University. Children
from ditferent neighborhoods in New York Ciey became acquainted
with each other through the use of various tvpes of communication
equipment, never having to leave their own neighborhoods. One center
was set up on Sixteenth Street and one on Sixty-Eighth Street with
open lines for telephones, telex machines, facsimile machines, and
telewriters. Robert Whitman designed the physical environment tor
cach center. Groups of children at each location freely used the equip-
ment to communicate with each other. The project generated hundreds
of drawings which depicted how the children saw the experience, and
the hard copy from the telex and telewriter machines reflected the
ingenuity and enthusiasm of the children i making contact with
each other.

Another communicauon project, “Utopia Q and A,” was part of
Pontus Hulten'’s exhibition at Moderna Museet in Stockholm com-
memorating the hundred vear anmiversary of the Paris Commune of
1871. Using telex machines in Tokyo, Ahmedabad (north of Bombay),

Stockholm, and New York, the public was able to send technical or

opinion questions about ten years in the future—1981—to the other
three countries. The answers—from experts or from the general pub-
lic—were telexed back to the questioner. Hundreds of questions and
answers were exchanged over the month-long operation of the project.
The general tone of the Japanese questions and answers were optimistic;
the American, more pessinustic; the Swedish, critical; and the Indian,

theoretical.

[21713



L2181

E.A.T5 contribution to the social dialogue of the 1960s and "70s
was the idea of one-to-one collaborations between artists and engineers.
E.A.T. opened up exciting possibilities for the artists’ work by finding
engineers willing to work with them in the artists’ own environment.
Together the artist and the engineer went one step beyond what either
of them could have done separately. But perhaps more importantly, the
artist-engineer collaboration was the training ground for larger-scale
involvement in social issues for both the artist and the engineer. In the
nonart projects that E.A.T. undertook, at least one artist was always part
of the interdisciplinary team, and we put a high value on the expertise
the artist brought to the project.

The “expertise” that artists bring to the collaboration comes directly
from their experience in making art. The artist deals with materials and
physical situations 1n a straighttorward manner without the limits of

generally accepted functions of an object or situation, and without

assigning a value hierarchy to any material. The audacity of Picasso’s

collages 1n his time, Merct Oppenheim’s surrealist objects, and Rausch-
enberg’s combmes and cardboard pieces all illustrate this quality. The
artist makes the most efficient use of materials, and achieves the maxi-
mum eftect with minimum means. Surplus of material leads to decora-
tive work. The artst 1s sensitive to scale and how it affects the human

beine

-

From cave drawings to Persian numatures, cathedral frescoes,

or Christos Running Fence, scale has been a consistent concern of the
artist. The artst 15 sensiive to generally unexpressed aesthetc assump-
tions, which are based on subjecuve preference masquerading as “objec-
ave,” practical. cconomic, or social factors. The arust assumes total
responsibility for the arcwork. The artist knows that a work 1s the result
of personal chorces: this sense of commitment and responsibiliny cives
the arnst and the work a umque quahoy.

The engmeer. of course. brought to these collaborations technical
experuse and an mterest m problem cohving, While the technology
necded by the artists might otten be “orvial ™ from the engimeer’s pomnt
of view: 1ts application m a new environmient for a now use provided
ditficulty and challenge. In Rauschenberes Opade. we had to build a

mulochannel FM broadcastng svstem in a single room!



Those ot us 1 the technical communiey 1 the early sixties who
were worrted abourt the direcnion of technological change believed
that arosts” 1deass approaches. and concerns could mfluence che wav
engineers approach rechnological or dav-to-dav social problems. Our
collaborations. we hoped. could lead technological development
m directions more benenictal to the needs. destres. and pleasures of
the mdivrdual,

Al Interesting comiuent on my experience m workimg wich arosts
came from Nam June Pak. when he told me recenty. "Billv, T am
workimg with otf=the-shelt technologv. vou alwayvs worked to invent
one-ot-a-kind technology.”™ Paik. of course, was understating his extra-

ordmary visual sense i manipulatng his material, but he hit the nail

g
on the head about the driving torce in the interacuon between artists
and engmeers: what will emerge 15 something that neicher the artist
nor the engimeer had thought of betore. Thus, the artist-engineer
collaboration remains a viable model for how we can actively contront

and shape new technology.
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Stories Trom the Nerve Bible

>tauﬁeAndersoﬁf

castT: O Little Town of Bethlehem: rock-throwing capital
ot the world.
WEST: those who came before me.

vp: the true meanmg of the word “awise”

HEY LITTLE GIRL THE GULF MY GRANDMOTHER’S HAT WAR 1S THE
HIGHEST FORM OF MODERN ART NIGHT IN BAGHDAD THE CARIDINAL
POINTS TILT ALIEN SEX THE RIGHT TO BEAR ARMS SPEAK MY
LANGUAGE WHERE [ COME FROM ETHEREAL WORMS TIGHTROPE

THE MIND IS A (\X/ILD WHITE H()I{SE) LA VIDA THAT LITTLE CLOCK

You know the reason why some nights
yvou don’t have a dream?
When there’s just blackness?

And total silence?

Well, this 1s the reason:

[t’s because on that might

you are in somebody else’s dream.

And this 15 the reason you can’t

be in your own dream because L2211
you're already busy

in somebody else’s dream.
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In 1992, I was invited to perform in Israel. As an official guest of the govern-

ment, I met many artists and politicians and did a lot of press conferences. The

Journalists always began by asking about the avant garde.

One journalist asked, “So what’s so good about new?”

“Well,” Isaid, “...uh...um.. . new is interesting.”

“And what,” she said, “is so good abour ‘interesting’?”

“Well, interesting 1s, you know, interesting...it’s uh. . like being awake.” I
was treading water.

“And what’s so good about being awake?” she asked. By now I was getting
the hang of this: Never actually answer a question in Isracl. Ahways just ask
another question.

The Israelis were also very curious about the Gulf War and what Amcricans
had thought about it and I tried to think of a good question to ask in answer fo
this but what was really on my mind was that the weck before I had been testing
explosives in a parking lot in Tel Aviv. This happened because 1 had brought
some small bombs to Israel as props for the performance and the Isracli promoter
was very interested in them. It turned out that he did weekend duty on one of
the bomb squads and bombs were also something of a hobby during the week.
He was cager to talk pyrotechnics.

So Isaid, “Look, these bonibs are no big deal, just a little smoke,” and he
said, “TVell, we can get much better stuff for you,” and I said, “No, really, these
are_fine,”" and he said, “But they should be big, theatrical! I imean you need just
the right bombs.”

And so one morning he arranged to have about fifty smiall bombs delivered
to-a parking lot, and since e looked o it as sorr of a special surprise favor,
Leouldn 't really refuse, sowe're out i this parking lor, testing the bombs and
after the first few I found thar Iwas really gerting pretry interested.

They all had very different characteristics. Some criipred [ fiery orange
sparks and made a low popping sound; others exploded in imidair and lefr longe
snoky trails. He had several of cacl kind i case I needed 1o review them all ar
the codand w thinking, “Here Tam, a crizen of the world s largest arms
supplicr. serting bombs off witl the world s second largest arms custonier, and
' having a grear time.”

So-cven theweh the diplomatic pare of the trip wasi’t going so well, ar least
teas getting sonie nstruction i terroristin. And i renninded mie of soniething in a

book by Dou DeLillo abour howe terorisis are the only true avani-garde artists



because they're the only ones who are sl capable of really surprising people,
d Jernsalen? I looked just the way my grandmorhier lad described it
p;'ixri/u, vehire, najestic. Excepr thar ir was full of quns Gaus and houes.
L'd come o Jerusalens hoping 1o fnd our someching about tine and timelessiess,
s‘ozllvr/'zz‘zzg abour o an Ark conld i ineo a whale or into a book. Bur
vSrories trom the Nerve Bible™ s abour the furire, and 1o didn’t ave any

AHSHCES, UII/\’ JUESTIOnS.

“Come here little girl, get nto the car.
Ity a brand new Cadillac. Bright red.

Come here hirde gurl”

You know that little clock, the one on your VCR.
the one thats alwavs blinking twelve

because you never figured out how to get n there
And change 1t.

So 1t’s always the sune ume

Just the way 1t came from the factory.

Good morning. Good night.

Same time tomorrow. We're 1n record.

So here are the questions. Is tune long or 1s 1t wide?
And the answers?

Sometimes the answers just come 1n the mail

and you get a letter that says all the things

you were waiting to hear, the things vou

suspected, the things you knew were true.

And then 1n the last line 1t says:

Burn this.

I think that history has nothing to do fee3d
With parades or Lines or trains

Or roads. Maybe 1t’s a light

And 1n that little book called “Einstemn’s Dreams”
He plays the violin and time stops.

World without end. Remember me.

from “Thar Lirtle Clock”
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The Right to Bear Arms

You know, in the last year there have been a lot of arguments in my
country about the Bill of Rights. Of course, the Bill of Rights is amaz-
ing. It guarantees freedom of speech, freedom of the press, religion, the
right to trial by jury, and so on but at the moment a lot of Americans
are fighting about what the thing really means.

For example, let’s take a look at the second amendment, the right to
bear arms. This amendment was written two hundred years ago back
when people were bagging possum.

So 1t’s pretty hopelessly outdated now as a concept.

The founding fathers also probably hadn’t imagined that eighth
graders would be showing up at school armed with semi-automatic
assault weapons.

And they probably didn’t predict that at the end of the twentieth
century the privately owned arsenals 1n this country would dwarf
almost every other country’s national stockpiles. Because, ladies and
gentlemen, the current figures are these: two hundred and sixty million

Americans—two hundred million guns.

Someumes when you hear someone screaming,
[t goes 1n one ear and out the other.
Sometunes when you hear someone screaming,
It coes right into the nuddle of vour head

And stays there forever.

I hear these vorces. at the back of miv head.

F'm holding my ears. then my ears turn red.

My hands are clean. My hands are clean.

Sfrom “IVhere I Conie Fron™

War Is the Highest Form of Modern Art

During the Gult War [ was travelmg around Europe with a ot of equip-
ment and all the arports were full of security guards who would sud-

denly pomt to a suitcase and start velling, "WHOSEBAGISTHIST



(Exploston)

“Iwant to know right now who owns this bag!™ and huge groups
of passengers would start fannimg out trom the bag just runnimg around
m circles ke a Scud misstle was on i way 1.

I was carrving a lor of electronics. so I had to keep unpacking everv-
thing and plugemy it m and demonstraung how 1t all worked and 1
guess 1t did seem a lidde fishve a lot of this stutt wakes up displaving
LED-program read-outs that have nanies ike "Atom Smasher™ and
so 1t took a while to convince them that thev weren't some kind ot
portable espionage svstent.

So I've done quite a few of these sort of impromptu new music
concerts tor small groups of detectives and customs agents. I'd have to
set all thas stutt up and theyd histen for a while and then say “So what’s
this?” and I'd pull out something hike this filter and say “This 15 what [
like to think ot as the voice of authoriey™ and it would take me a while
to tell them how I used 1t for songs that were about various forms of
control and they would say:

“Now why would you want to talk like that?”

And I looked around at the swat teamms and undercover agents and
dogs and the radio in the corner tuned to the Super Bowl coverage
of the war and I'd say:

Take a wild guess.

Finally of course [ got through. It was after all American-made
equipment and the customs agents were all talking about the effective-
ness, no, the beauty, the elegance of the American strategy of pinpoint
bombing, the high-tech surgical approach which was bring reported on
CNN as something between grand opera and the Super Bowl, like the
first reports before the blackout when TV was live and everything was

heightened, and 1t was so euphoric.

[225]
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Night

in Baghdad

Oh 1t’s so beautiful, it’s like the Fourth of July,
[t’s ike a Christmas tree, it’s like fireflies

On a summer I’]ight.

Here I'm just going to stick this microphone
Out the window and see if we can’t hear a little better.
Can you hear 1t? Hello, California. Can you hear us?

Come 1n.

Oh it’s so beautiful, it’s like the Fourth of July,
[t’s like a Christmas tree, it’s like fireflies

On a summer night.

And I wish I could describe this to you better
But I can’t very well right now ’cause I've

Got this damned gas mask on.

So I'm just going to stick this microphone
Out the window and see if we can’t hear a little better.

Hello, California? What’s the weather like out there?

And I only have one question:

Did vou ever really love me?

Only when we danced.

And it was so beautiful. It was like the Fourth of July.

It was hike fireflies on a sunumer night.

Mamacitas, Caballeros,

Welcome to our cinv, the land of the free.
Welcome to the tuture.

Hablamos mgles aqui,

Hop . We're conna take vou for a licde ride,
Were gomn” downtown.

Lavida es un sueno.

CT]O\‘C VOur ves NOw, were Z0nna leC Vou [])C‘I"C.



[ remember where T came trom
There were wopical breezes and @ wide open sea
[ remember myv clildhood

[ remember bemy free.

La vida es un sueno
Close vour eves now, we're gonna take vou there.
Lavida es un sueno

Close vour eves now. were almost there.

Some sav the future 1s written down m a book
And that vou can’t change a word of it.

And down n the street

Theyre talkin® on their radios

Gonna build a ciey that will never tall down.

[ remember where I came trom
There were burning buildings and a fiery red sea.
[ remember all my lovers

[ remember how they held me.

Hey, Mister Sandman.
Life 15 like a dream

But [ remember 1t like a movie.

OK, amigo! Out of the car!
When mw father died

We put him mn the ground.
When my father died 1t was like

A whole library had burned down.
from “La Vida” 1992 [22713

Tilt

I find that a good place to think about the future is in airplanes and
airports because tine and place start to merge there and everything’s in

this constant unstoppable motion. Like the way things have seemed to
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speed up 1 the last couple of years, beginning with the fall of the Ber-
lin Wall. And I remember we watched this on TV every night, over and
over, and then one night I thought:

“Gee there’s something really familiar about the expressions on their
taces.”

Then I realized that these were people desperate to shop. They
couldn’t wait. And somehow from the other side of the wall you got
this eerie feeling that you knew exactly what all of this was going to
lead to, but they were too far away to scream “GO BACK! GO BACK!”
and you didn’t know whether it was too early or too late to warn them
and anyway they all looked so hopeful.

And ever since the wall fell, it seems like half the world has been
pouring from one side to the other, through the train stations, the auto-
bahns, the airports, moving back and forth across the old borders. Like
the world had suddenly tilted on its axis and was pouring people from
one side to the other. Like an enormous plane, tilting and banking,

looking for somewhere to land.

The strangest thing about performing “Stories from the Nerve Bible” in
[sracl was the shouw in Tel Aviv. On the screen, there were pictures of buildings
that had been blown nup in the Gulf War. These buildings had been only blocks

atvay from the theater.

In “Stories from the Nerve Bible™ I iwore a pair of dark olasses with a tiny
video camera attached to the side. During a taped monologue by Admiral
Stockdale (an excerpt froni the 1992 vice presidential debares), brioht fighes iwere
turned oninthe andicence. The camera scanned the first several rows and project-

ed the andicence onto the screen,

(On rape. the voice of Admiral Stockdale)
“You know | ran a civilization of three to four hundred wondertul men.
We had our own laws, We had practically our own consttution. And
[was the sovereign for a good bit of that. And T tried to analvze hunman
predicaments m that microcosm. ..in the...in the world.
YOUNVE GOT TO HAVE LEADERS!
And thevre out there..who can do this with their bare hands, . work-

ing with people on the scene.



(Sound of hehcopters)
Ladies and gentlemen, there will be four helicopters and the third one

will be Marine One and the President of the United States.

Wild White Horses

I the Tibetan map of the world. the world 1s a circle and at the center
there is an enormous mountain guarded by tour gates. And when they
draw a map of the world, they draw the map m sand. and 1t takes
months and then when the map is finished. they erase it and throw the
sand into the nearest river.

Last tall the Dalai Lama came to New York City to do a two-week
ceremony called the Kalachakra, which 1s a prayer to heal the earth.
And woven into these prayers were a series of vows that he asked us to
take and before I knew it I had taken a vow to be kind for the rest of
my life. And I walked out of there and I thought: “For the rest of my
life?? What have T done? This 1s a disaster!”

And I was really worried. Had [ promised too much? Not enoughs
[ was really in a panic. And there were all these monks walking around.
They had come from Tibet for the ceremony and they were walking
around midtown in their new brown shoes and I went up to one of the
monks and said, “Can you come with me to have a cappuccino right
now and talk?” And so we went to this little Ttalian place. He had never
had coffee beftore so he kept talking faster and faster and I kept saying,
“Look, I don’t know whether I promised too much or too little. Can
you help me please?™:

And he was really being practical. He said, “Look, don’t limit your-
self. Don’t be so strict! Open it up!” He said, “The mind 1s a wild
white horse and when you make a corral for it make sure it’s not too [229]
small. And another thing: when your house burns down, just walk
away. And another thing: Keep your eyes open.

“And one more thing: Keep moving. *Cause it’s a long way home.”



