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DAVI D DUNN: PUBLI SHI NG AS ECO- SYSTEM : KENNETH GABURO

DD: One word which seens to recur when contenplating LINGUA PRESS is that
of famly, | nmean this not only in the obvious sense of belonging to

sonet hing, but nore precisely in the sense of household. Wat occurs to ne
is the simlarity between the Latin word famlia nmeani ng household, to the
Greek oi kos neani ng house, root of the word "ecol ogy". Considering that the
press is in your hone, the imge which cones to mnd when | see the hundreds
of boxes stacked up here, is one of nmintenance or perhaps cultivation, as-
if each of these printed works were housepl ants being tended and cared for.
This notion of maintenance al so seens |inked to household in the sense of a
house of ideas or to borrow Gregory Bateson's term nol ogy, "an ecol ogy of

nm nd". Could you expand on that idea specifically with regard to publishing
as an environnental systen®

KG To begin with, | characterize famly as an interpersonal, relational
and interactive network. To do so is to recognize it as a system of
influences. By influence, | refer to a dynamc, ...and preferably,
creative..., interplay of push-pulls, give-takes, actions-reactions between

and anmong its nenbers AND their environment.
DD:  How does this description translate into publishing, per se?

KG Rather easily. It not only refers to family in the usual sense, but
also to the interactions of human, living organisms in general

DD:  Then regardi ng Lingua you use the expression netaphorically?

KG Yes, but also literally. Wen |I began with the question: "Wat kind of
press shall Lingua be?", the answer was: "| desire it to be a kind of
famly"; an intentional ecology if you like. Since its beginning nine years
ago, Lingua has been nvolved in constructing and nurturing this reality.

DD: Is it working?

KG It works if one understands it to be a process; an unfolding; a non-
i near system therefore always open and searchi ng.

DD:  How does that work in a practical sense?

KG Each of its 115 issues to date, in one non-standardi zed fashion or
anot her, offers concrete evidence for Lingua's concept. The published works

are the foreground for what you aptly call "a house of ideas". But the rig
is being assenbled. If it's to be consistent with the fundanental idea of
famly it cannot ever be conpleted since it nust always be willing to

correct itself and start again

DD:  This notion of building sonmething which grows beyond its initia
imagining is very much akin to the awe | felt upon view ng the Kéln
Cathedral. |It's fascinating that what has basically been reduced in our
time to a tourist attraction, or merely to an historic architectura
exanpl e, took seven centuries to build and involved nultiple generations
But beyond the tourists and history books stands this incredible human- made
structure that | eaves one with the inpression of a natural |andscape, of
somet hi ng carved by neta-human effort. For me this not only says that the
real mof ideas is a larger environnent than that which any individua

occupi es, but al so suggests a kind of organic |ife which is generated

t hrough our collective thinking. A culture is not just sonething we are
born into; it is sonething we each dreaminto being. Wile such dreanms are
beautiful they are also disconforting. This is certainly true of Lingua

KG Sure it is, especially since Lingua's focus on the nmaker, the nmaking, as
well as the made often collides with practicalities.



DD: How so?

KG Well, for instance, we are all a little inpatient. W want things to
get done; and the sooner the better. There's so nmuch urgency, and so nuch
to do. Lingua's absence of customary editorial and rigid deadline policies,
....policies which | consider to be serious acts of censorship against the
creative act..., sonetinmes drive people nuts

DD: W al so have becone distrustful of publishers

KG Yes, so it takes tine to denobnstrate that a substantial alternative
exists. But the nost conplicated collision occurs at the gut |evel

DD: Are you referring to the desired interaction between publisher and
aut hor ?

KG Yes; first of all there. As you well know, it seens insufficient to ne
that an author's responsibility consists solely in the making of a work's
content. Since | regard a made work...say, a book, a score..., to also be
an environnent, ...a location, a circunstance..., which contains its content,
then such matters as format, |ayout, paper, binding, dinmension, calligraphy,
nmust necessarily be bound to a work as nade, and as published. Now, rarely
do authors consider such nmatters as integral to their work; but when they
do, it is generally an editor who has the say, and often a unilateral one
And so, encouraging invol venent and participation to the extent Lingua
desires is difficult for many authors.

DD: That seenms an extraordi nary contradiction
KG Wy?
DD: It's obviously to the author's advantage.

KG True; but sone actually have not considered such things; others

consi der them extraneous; sone view Lingua's nore "radical" fornat
departures as a replacenent for "content"; others abandoned such val ues as
hopel ess, given experiences with one-sided publishing contracts, corporate
anonymty, or the current take-over of houses by managers who are anything
but creative thinkers.

DD: But Lingua's ideals are inplicit in the nature of publishing, which
historically have been the basis of inportant publishing houses, small and
| ar ge.

KG Quite so; however many current-day publishers have becone distracted
lost their way, or sinply give lip-service to what they once believed. But
Lingua is part of a growing noverment to restore and to further the values we
speak of. Certainly there are those, such as yourself, who know t hey need
to participate nore fully, and actively.

DD:  That reminds ne of the feelings | had while working with you on the
publication of ny book SKYDRIFT. There was an extraordi nary sense of having
mai ntai ned intimacy with what | was nmaking through the publishing process.

| was able to participate all the way down the line, including talking with
the printer, naking color selections, view ng negatives, and not having to
conprom se such things as unusual cover design. | doubt that | could have
done any of those things, yet alone all of them w th nost other publishers.
But, since you have suggested there is currently a kind of disnmenbernent-
separation between a work-as-made, and as-published, how does Lingua hope to
mend t hat ?

KG Well, | have nentioned sone ways.



DD:  Yes, but many of these occur behind the scene and | wonder whether an
i ssued work as "environnment" is actually observed and understood as such
...since so nuch of it is very subtle.

KG Except for the nost sensitive, inforned readers, | doubt that these
| evel s are observed, although they surely exist in the work's concretion

DD:  Then how does Lingua hope to nend this separation?

KG First by observing what el se needs to be done, then to take steps such
as we're now doing; to note, here and there, general devel oping positions on
publishing; to stress the deeper inplications of Lingua's so-called
categories, e.g. Scoreplay, Bookplay, Printplay, ...where 'play' is not gane,
but elasticity (as in ecology); to encourage involvenment; to argue for the
prof ound significance of a published work as a '"living' entity; to continue
to affirmthat the creative inmmgination, wherever it exists,...in the

aut hor, publisher, listener, reader, perfornmer..., is probably the only
conceptual -actual environnent where the m nd-body can be free in current-day
life.

DD:  How do you nean that?

KG Well, for instance, there does exist a kind of insidious conpetitive
pragmati smtoday. |Its participants-practitioners who elevate the tenporary
titilation, ...the instant hit..., to an "art form, are anything but free
Moreover, the intensity of this push, which attenpts to sweep asi de anyt hing
el se of value, has becone a newelitism and is, de facto, censorial. As
such, it renders others | ess free

DD: And that's where the noney is..
KG ...and, cheap thrills. Wy else would anyone give up freedon?

DD: Beyond the presence of this censorial elite are their effects.

Forenpst is a kind of tragic innocence which results fromthe rather

i nsi dious control of the popular nmedia. |Its victims are so intoxicated by
advertising and junk culture that an alternative sel domgets a chance to
penetrate their blindness. Yet these consuners believe thenselves to be
free because they have choice between two brands of designer jeans or two
brands of politicians. Freedomis not even an issue because of the negative
synbiotic relationship existent between consunmers and nanufacturers. No
other imagining is allowed to exist in that world except that which night
profit business or contribute further to consuner addiction. |In either case
guestions are sel dom asked, whereas freedom demands the responsibility to
ook further. If | were to press you into formulating a single burning

i ssue which drives you at present, what would it be?

KG Concerning a made work, particularly an innovative one, | note the
exi stence of substantial denial, disengagenment, and outright dismnissal on
the part of many observers. These are reflected in a variety of socia

attitudes, including the concept of "object". Now, things nade are not
obj ects, but subjects, so inbued by human thought. As such, | see them as
"living'. A work cannot nake itself. Makers do that. An observer is

necessary in order to further its livingness. This chainis inplicitly
interactive, and interactions are dependencies. Living systens are subject-
dependent, and not object-independent. Thus to deny, to disengage, to
dismiss is not only to do so to sone existential work, but also does so to
its maker, and to its dismisser. Quite literally, one can disniss one's own
exi st ence!

DD: But Lingua's degree of involvenent with what it publishes is
substanti al .



KG To be sure. But if it is to avoid beconming elite by a kind of "in-
house' patronage, generated by its own need to exist, it must continue to
reach out. It is precisely this reaching out which is so challenging
There can be no choice about it.

DD: So you/Lingua aspire to the devel opnent of a greater and deeper soci al
consci ousness, ...a kind of enlightenment?

KG Why not? |If Lingua can help to further these then, indeed, it m ght
be possible to speak of a "household" or an "ecol ogy of ninds".

DD: Wth reference to your idea that publishing is a collaboration between
aut hor and publisher, what immediately comes into focus is the issue of
ownershi p. You have stated that a publisher cannot own an author's work.

Do you equate copyright with ownership, or are you referring to sonething
nore fundanmental ?

KG Copyright is one official neans by which people can clai msonething as
their owmn. In this sense, one may speak of copyright as legitinmzed
ownership. It anmpbunts to a kind of protection, as long as it is understood

that what is prinmarily protected is the actual material, form and content
of the specific document so copyrighted; but not its idea. However carefu

a publisher may be with maintaining a work's integrity it is not necessarily
protected fromthe possible outrageous consequences of its having been

i ssued. Here | have in nind such matters as opini on, bad-nout hing,

hear/say, naivete, censorship, plagiarism Since | think a work's decay,
i.e. its corruption, ...at least in terns of its idea..., begins at the
noment it is issued, the protection which copyright affords is not of very
nmuch val ue

DD:  In view of what you've just said, to what extent do you feel conpelled
to participate in |laws such as copyright?

KG M sentinment is in direct conflict with the fact that Lingua is in the
world. The extent to which it is regarded as a business suggests the degree
to which it has to be involved in the ownership-copyright issue. Even in
this limted view, however, | make a distinction: I will not claim
ownership for a work unless it's ny own. Authors whose work Lingua
publ i shes hold their own copyrights, and, thereby, claimownership

DD: | gather you do not see Lingua as a business?

KG Not in the usual sense of the word.
DD:. As what then?

KG Quite apart fromthe legal issues we've been discussing, which only
make sense in a comercial world, Lingua Press is a cause; an artistic one
whi ch, above all, involves the naking of something. In this, the notion of
ownership is addressed by a far nore fundanmental issue.

DD: How so?

KG I think of making as possessing, and being possessed by, sonething.
This 'sonmething' is an idea, ...perhaps denonical..., which demands
expression in concrete form Utimtely, when nmade, a work has its own
life; and, its naker is essentially free of those 'possessions' which
generated it. In the process, a kind of purgation has taken pl ace
sonet hi ng of a maker's self has been given up. But, such an experience

| eaves traces. | call themprivacies. Privacies do not appear in the nmade
wor k; nor can they ever be taken up or owned by anyone else. | call this
ki nd of possession: ownership. 1In an ideal collaboration, say between

aut hor and publisher, each side experiences such things.



DD:  Then you do equate publishing with the creative act?
KG  Absolutely; the ACT! Publishing is conmposition for ne.

DD: But as long as the world seens to operate on the need to have public
docunents whi ch protect people's rights, how does Lingua make this reality
conpatible with its artistic ideals?

KG What the world seens to need is not what an experinmental press desires,
since the latter's essential concern is with what is not yet the case
Because Lingua currently plays footsie with copyright does not suggest it
succunbs to its premnises

DD:  What does Lingua succunb to?

KG To continue generating |laws such as copyright for the sake of
protecting people fromeach other is to create and perpetuate distrust, and,
noreover, begs a fundanental issue. The issue is that |laws provide each of
us with the means of | ooking elsewhere for a kind of noral, ethical,

behavi oral gui dance, and the resolution of conflicts. As such, they take
each of us off the hook. | think that individuals alone are responsible for
their acts. This is what Lingua succumbs to. W have yet to learn howto
| ook deeply within ourselves; to engage each other directly and nore
substantially; to discover the degree to which we can devel op and depend on
our own mind and body. Now | think we will never learn to care for
ourselves, ...for each other..., nuch less the things we do and make, so

I ong as big daddy (al so human and fallible, |I rem nd you) is counted on to
do our work for us, presumably for the betternent of society as a whole.

DD: | also think such a charge can be | eveled at the idea of
"professionalism. W've in large part given up conprehensive
responsibility for doing things ourselves in favor of sone presumed "better

soci ety" | ooked over by the "better trained". The professionals determn ne
t he shape of our lives while we hide our anxieties with specialized roles in
an increasingly constrained world. In nmusic there is certainly an

authoritarian attitude about maki ng what people supposedly should listen to
whi ch neither encourages meking nmusic for oneself nor creative listening
Even when sonethi ng personal is made one can too easily succunb to this
attitude through either societal pressure to conformor just plain old
econom ¢ necessity. | really wonder at what point the nmaking of sonething
private, unique, and beautiful beconmes just another consumer product. I'm
sure we've both known conposers whose work started out as non-conform st

and because of their conpulsion to make it as a pro, conposition becane just
anot her redundant act of profiteering. To question the consensus aesthetics
of one's culture is to also question its definition of professional. But to
reject the status-quo nakes life on the street extenely difficult.

KG Certainly it does, except that it would be worse without it. But

| ook, suppose sonmeone plays a work of yours, in public, so badly that it
doesn't even sound |ike your work. Wuld you call that opinion, censorship
pl agi arism (as-if something was stolen fromyou in order to nake anot her
work)? Would you sue? Could | say | want to protect a work of mine so much
that | will have to inquire how you hear it, and, if you're hearing it

i mproperly, then I don't want you to hear any nore of it? Wat kind of
nonsense is that? Wat rights having to do with nusic, per se, are actually
protected here?

DD:  None. A person who performs a work of mine is going to performit well
or not, based on what it dermands, and based on the integrity of that
performer. Wth or without copyright it can be played superbly or
nmuti | at ed.

KG Exactly; and, if there are difficulties?



DD:  We woul d work them out together
KG What you've just said also holds for a listener
DD:  Then what does Lingua own?

KG It owns the actual published naterials, since it has paid for them

That's the legal criteria. 1t seenms so trivial because the intrisic issues
reside in the nature of a work itself; how and what it is and does. On this
| evel , any notion of ownership is totally irrelevant. |ssues of
ownership,...generated nostly by IRS nmentalities..., although seen as

fundanmental, are actually a gloss over what is

DD: How does what we've been discussing relate to Lingua as a publishing
" house' ?

KG In order to maintain a work's integrity, a publisher has also to be in
a state of integrity. Caring and nurturing have to exi st on both sides; not
only by material effort, but by attitude. Lingua acts as-if it actually
made a given work it is to publish. | do not nean as-if it owned it, but
as-if it had the same responsibility for making it as did the author

DD:  When deep thinking is exhibited by musicians in our culture, it seens
to be actively resented. Perhaps this is a sign of the degree to which
nmusic itself is regarded as trivial

KG | don't know what culture is in its general usage. It does appear that
"society" (an equally anbi guous expression) assunes a state of "culture" to
exist, and that it is a thing. These assunptions are postul ated by

i ndi vi dual s, however, ...nmenbers within so-called "society". | have never
heard SOCI ETY, taken as a whole, claimculture, nor do | think it can
generate it.

DD: But if culture is not actual, what good does it do to hold on to the
noti on?

KG As concept, the idea of culture is a near-absolute inperative if we are
to survive. There are many signs today which point to its worthiness;

mani festations in thought and deed, ...things, if you like..., on the way to
an actual societal culture. But for it to be the case, each human wi Il have
had to profoundly help in its construction

DD: Do you think that level is attainable?

KG | doubt it; but then... yes, ...perhaps with considerabl e inmagination
and effort...,

DD: ...and al so deep thinking...

KG ...to be sure, ...but also a kind of corporate...

DD: ...consciousness.

KG Yes.

DD: Then is the resentnment to which | referred, inmaginary?

KG Not at all. | amrem nded of the historic ongoing conflict of
attitudes concerning mnd vs. body, intellect vs. intuition, anpong a variety
of either/or's.



DD:  But how can anything be cultivated without optimal use of both m nd and
body?

KG How indeed. There it is..., you point to a fundanmental conceptua
dysfunction. Consider the degree to which nusic is perceived froma

hedoni stic, relativistic, pragmatic view, each insisting onits view as the
only view. Consider the degree to which music is perceived as unable to
"tal k back", thereby allowi ng for any and all views. But how nmany seriously
interrogate the multiplicity of nmusic's unique voices, for what each is and
does? To do that requries calling upon all of the mnd and body. So, |
don't think it is the resentnent of deep-thinking which directly trivializes
nmusi ¢, but the presence of shallow thinking which trivializes both nusic and
t hi nki ng.

DD: I'm often di sappoi nted by musicians and their inability or
unwi | lingness to articulate what they do. They seemso willing to accept
the societal view of thensel ves as being basically shiftless, irresponsible,
or just plain stupid. This affirmation allows certain nusicians to give
full attention toward attaining technical expertise on sone mechani ca
device. But can this formof stagnant addiction be sufficient in the face
of all the questions that living in the latter twentieth century confronts
themwi th? So who's at fault?

KG Well, | don't fault listeners. They don't have any particular way to
| earn about nusic at the nonent except from nusicians and thoughtful people
who speak out for it in some intelligent manner. If those who are inforned

are not aware, or sinmply ignore, that people need to hear nore fromthem
then it is they who are not thinking

DD: What ot her than meki ng-nmusic do you think Iisteners need to hear from
nusi ci ans?

KG Bundl es of thoughts about hearing and listening, for instance. These
capacities are learned. You know how long it takes to cultivate them And
there's no end to it. Each new work chall enges the ear all over again. In
t he absence of necessary and needed education, a listener is frequently
confronted by a domain for which there is no easy referent in the mnd of
that listener. And, as long as nusic's practitioners sinply conplain, or
insist that "nusic alone says it", or describe its conplexities in
sinplistic, watered-down, spoon-fed, cutesy terns, the dysfunctions we now
di scuss will not be resol ved

DD: Do you really think the solutions just rest with nusic-nakers per se?

KG Actually "listeners" are also culpable. Let's not forget that a new
nmusi ¢, one which deviates fromso-called "norns", enters into an ongoi ng
soci o-attitudinal circuit. This "circuit' frequently exhibits the absence
of a genuine curiosity. Learning is work, but not a di sease, and not nere
body presence. |It's easier to be persuaded by what soneone el se says, or by
sel f-effacenments such as "why don't you make it sinple, so | can understand
it". Before conplexity can ever be understood as a val ue, sonething rather
extraordi nary has to be done to change those attitudes which bl ock the need
to inquire.

DD: What are the responsibilities of a nusic publisher toward changi ng such
attitudes?

KG They have to be challenged by offering alternatives, and by encouragi ng
people to consider them Serious nusic is not going to be much wanted until
ot her work gets done

DD: Exactly what is not wanted? Is it specific ideas that are rejected, or
the mere presence of ideas which is threatening?



KG From ny vantage point what is not wanted is business-as-usual; the
status-quo. From sone other side what is not wanted is genui ne and
conti nuous change

DD:  Why?

KG Well status-quo offers confort, stability, security, certainty,

... knowns. Changi ngs, sonehow, are seen as opposing these values. | have a
certain sentinment for the status-quo position, especially given the
persistent convul sions of this century. At the same tinme, current knowns
were yesterday's unknowns. | find it sad that unknowns are so threatening
as-if sonmething will be taken away or |ost should one inquire further. But
this is so silly. The inventor of the wheel did not take away wal ki ng, and
Schoenberg did not take away Gesual do. |If they did, who or what |et then?
Change can enrich; it need not replace or deprive

DD: Isn't that a rather idealistic position since so nany fear change?
KG How coul d enlightenment not be an 'ideal' worth pursuing?

DD: One issue you are having to confront repeatedly is whether the Press
shoul d go non-profit or remain a business in the usual sense. |f going non-
profit would nmake things easier, why have you hesitated?

KG First, let me preface my answer by saying there's little question in ny
nm nd that creative, innovative people are not very nuch wanted today, and in
that sense are second-class citizens.

DD: Do you say this because they frequently find thensel ves unaccept ed?
KG Yes, and frequently inpoverished.
DD: Al so unsupported, and, what they do, resisted?

KG Yes, all of these things, and nore. But whatever the cause, negative
feelings, ...questions of self worth for instance..., build up very early
on. These can be the un-doing of an otherw se healthy, creative person.
I"mpretty sure that artists, nusicians, humanitarians are not part of the
world as are doctors and | awyers.

DD:  How does this relate to non-profit though?

KG Well non-profit status would nake life a hell-uv-a-lot easier. But
think to accept it would be an adnission that innovative work is unable to
nmake its own way.

DD: | think there's a fallacy in what you've just said in that you have
already adnmitted to nmusic and art not being capble of making their own way.
When you call creative people second-class citizens, or claimthey' re not
much a part of the world, why is it an issue whether or not you adnit that
status if you already believe it? Shouldn't the issue be: what can be done
to nake art and nusic a nore dynanic part of the world?

KG You bet! But this can only be considered in the Iight of what is not

bei ng done, ...both regarding attitudes and deeds. Look, the |IRS regards
what we do as a hobby and a luxury. Through its granting prograns our
governnent legitimnzes art, and de facto, 'defines' what it is. Business

corporations validate their own econom ¢ stance by supporting "culture", (
al so notice very few anonynous donors). Capacity audi ences becone the
criteria for a work's value. One can easily observe what kinds of progranms
in Universities get dropped when the econom c going gets tough. On and on
In the end, these kinds of support in the name of "culture" anopunt to



assuaged guilt, tokenism and, disillusionment for the artist who has cone
to depend on them

DD: But doesn't the existence of such "support", however flawed confirm
your admi ssion that nmusic and art are not capable of naking their own way?

KG What you say is so, only because it is generally believed to be so. W
acceptance of this prenmise woul d be an adm ssion to an assunption hel d by
many as the case. Now | challenge that assunption by postul ati ng anot her
one, namely: that an artist, ...no matter the specific persuasion..., can
earn an honest wage, as artist, wi thout conpronmi se, pandering, or |oss of
dignity when a "cultured environnent" wants, needs, and highly val ues what
artists do. In the absence of this very powerful assunption, one is left
with what is currently assuned: that an artist cannot earn an honest wage as
such, and thus nust resort to patronage of one kind or another, or sinply do
somet hing el se concurrently. This also is referred to as a "cultured

envi ronnment " . But here an artist's dignity is at the nercy of whineg,
caprice, and art-as-luxury.

DD:  And, given your assunption, an artist's dignity would be an intrinsic
part of the dignity of people as a whole; that is, art-as-necessity.

KG Quite! To be sure, the weight of history supports the assunption of
patronage. The assunption | nake seens inpossible, given current-day

evi dence, exceptions not-with-standing. And so, one is nore or less left
with that's howit is. To say, 'that's not how it should be' begins, as you
have suggested, the process of finding ways to turn things around

DD: | sense a very clear willingness on your part, and Lingua's, to push
for your preference

KG Yes. | don't think it's ever been considered seriously enough, except
by a few Mstly everyone concerned, conplains and succunbs. However, the
task does seem i nsurnountabl e.

DD:  Ooviosuly, one can only go against the grain up to a certain point
bef ore continued survival becomes a problem

KG Well, | certainly acknow edge the need for nonetary support, but not as
if there's no exit from patronage. |'mnot against noney. |'m against the
price artists generally pay for it. Survival depends on bei ng needed, not
nmerely econonics

DD:  And, as you've said, laws don't change things such as survival -as-need
that is, beyond the basics we all know about such as hunger. |In fact they
may wor k agai nst hunman dignity.

KG | think so. Surely you know nany poor people who have dignity because
their environnent is enriched in so nmany other ways; because they have
something quite fulfilling to do with their lives?

DD: That is certainly true if choice is a factor or if we're tal ki ng about
vernacul ar cultures with unique solutions to living in a particul ar
environment. Defining poverty becones a superfluous act. |In that sense
what governnent hands down usual ly constitutes interference

KG And fighting that kind of interference is what gives many political
prisoners dignity because of the power of their beliefs.

DD: That stubbornness is also an appropriate response to environnent.

KG After all is said and done, ...perhaps |I'mjust plain stubborn too
There's a kind of dignity in that.



DD:  In an increasingly nonochromatic world, making any kind of unique
statenent becomes an endangered activity. People who nake such statenents
and descriptions seemrelegated to the same extinction status as the rest of
the planet's diversity. But | really feel that there is no alternative but
to speak out. As cultural, linguistic, and biotic diversity dimnishes, it
just isn't enough to be involved in docunenting what is quickly

di sappearing. The only alternative we have is to imagi ne what a nore

di verse world would be like and build it. As artists we can and do
construct such new ideol ogies

DD:  Qur nention of political prisoners reminds nme that for as long as |'ve
known you, you have al ways spoken of politics in pejorative terns. Since
one of your intentions as both publisher and teacher seens to include the
desire to change societal attitudes, howis that not political?

KG Desires, per se, are not political. Desires are desires. However, the
nmeans by which a desire is put forth may certainly be political. [|I'm

agai nst politics as they stand, not desires.

DD:  How so?

KG The essential attribute of any political systemis that there be an

adversary. In this, it is inplicit that there be a winner and a | oser. So-
called "stal emates" are nmerely holding actions, ...as yet unresolved

i ssues..., along the win-lose continuum For instance, the expression
"peaceful co-existence", has in no sense resulted in ' PEACEFUL' co-

exi stence. In political systems soneone is always di sposed of as instanced

by a |l oss of position, defeat, power, influence, ability..
DD: O, something is always supressed as in an issue, or idea

KG Right. Now these |osings are the consequences of those who al so have
desires, but who choose political manipulations to inplement them

DD: But you seemto think politically.
KG Wen it is appropriate, yes
DD: Can you clarify that?

KG Let's say I'mto address sone politico, and, |'m persuaded that it is
necessary to think in political |anguage. | could not engage the ideas
expressed wi thout invoking, contextually, that |anguage and system of
thought. But | know it is not the only thinking |anguage | possess.

DD:  Neverthel ess, are you not fighting fire with fire at such a point?
Does this not raise a fundanmental dilenma in that your adoption of political
| anguage reinforces the political systemyou despise?

KG No, | would not be, and it does not. Wen | resort to politica

| anguage nmy intention is to enter into a dialogue with some politico, who
say by | anguage or disposition, provides me with no other means of access at
this point. | mght certainly prefer to discuss ny |atest conposition, but
| doubt that would advance a given political issue. So, ny desire to
engage, as apposed to shruggi ng ny shoul ders, would require the use of
political |anguage. But my intention would not be to shut the politico up,
...although this is always a very great tenptation..., but, rather, to nmake
it clear that no single view of any human condition, via any particul ar
system is an only view

DD:  So, while you nmay not be concerned that there be a | oser, you do
acknow edge bi as



KG O, preference. In what |'ve said, | suggest that the use of political

| anguage, and, thereby, the behaviors of politics, nmay be seen to have
different intentions. One can intend political strategy to shut soneone
down, or open (here | do not mean carve) someone up. Since the consequences
of these intentions would clearly be different, then so nmust their nmeans be.

DD:  Now, of course, one could argue that by putting forth this alternative
you are no |longer describing a political systemas it has been historically
conceptual i zed since you are demandi ng that while political |anguage may be
appropriate in a political context, it is not the only | anguage appropriate
to that context.

KG True, therefore, ny 'political' |anguage argues for something else. So
be it. But at the same tine, it also challenges the w n-l1ose assunptions of
that system To me, this suggests that the "dilema" you referred to rests
with the inflexibility of that system s | anguage and thought, and not wth
nm ne. However, should ny political |anguage not be political, | would not
in the | east be bothered. By its use, I'mnot interested in denonstrating
its infallibility.

DD: Al of what you say, notw thstanding, you still sound Iike you take an
adversary position in the usual political sense

KG Perhaps | deceive nyself, especially since we are currently bonbarded

by..., indeed (hm..., innundated by political thought and practice. This
state of affairs influences our thinking, our behaviors, and above all, our
| anguage. It is so easy to hear every utterance as a political one; not

unl i ke what used to be the case with Freudi an sexol ogy. The pollution is so
dense as to generate a sense that there's no way around it: to desire a
change in societal attitudes is to proceed in the |ight of existent

political strategies.

DD: Is this nmere fashion then, or does it reflect the energence of an
essential human tendency?

KG Maybe both; it is certainly au courant that al nbst everything be
expl ai ned as political, and resolved politically. 1t may also reflect an
essential human tendency, especially in the light of a "society" which

el evates conpetition to an "art-fornm'. Conpetitive attitudes support, or
per haps conme from adversative ones. Now while there is no easy way to
escape its current dom nance, it is also devastating to believe that it is

t he one system of thought and action avail able on which one can depend; that
all others, however tenable, nust be sub-suned, ...should | say
consunmed?..., by it. Therefore, ny desire to work for changi ng societa
attitudes translates into a desire to pose alternatives to the way one

t hi nks about things. To change one's thinking requires a change in one's

| anguage, which is what one thinks with. For instance, a society which
cultivates the notion of "adversary", could, just as well, conme to cultivate
the notion of 'difference'

DD: Aren't you just substituting words?

KG | don't think so. |1've already described what adversaries signify.
Di fferences, however, signify distinctions, which, when nade, are inherently
apposi tional, not oppositional; ...not either-ors..., but sinply: this is not

that. By recognizing this kind of non-agreenment, so-called society has the
best chance of surviving. The task before us, then, is to learn howto
connect our differences, not to find nore sophisticated ways to elimnminate

t hem

DD: What do you see as an exanple of a non-politic, and how can society
function non-politically?



KG Let's call such a non-politic: MJUSICT Now, | do not inply that nusic
could not be used for political purposes, that is, by some associationa

hal | uci nation; but rather that music, in its essential nature, quite

magni ficently, has nothing to do with politics. As to the second part of
your question, a place to start is for people to realize that any politic is
about as good as yesterday's newspaper, and, that we're doing ourselves in
by enbracing it as the panacea for what ails us.

DD:  Many publishers seemcontent to limt their activities to specific
categories, and further, to set boundaries within them Do you agree?

KG Yes. For instance under the categories of nusic and dance, Bowker lists
such itens as "basic techni ques", and "study aids"; ditto for |anguage, art,
dr ama.

DD: But are the works within or between such categories |inked?
KG No.
DD:  Then works become nere lists; lexical itens?

KG Yes. And, as you've suggested, |lists are severely constrained by those
who determine what is included in a given category.

DD:  How do you feel about that?

KG Not good, even though lists are a kind of paratactic. But |ists,
constrai ned by categories, also have a way of determ ning on-going

st andar ds. If one wants to get published, one better wite a "howto", or
anot her "nethods" book. But try to publish sonething for which there is
no prescribed category or listing. Once a category gets established, a

rat her remarkabl e ricocheting effect is initiated. One can follow it around
such locations as the copyright bureau, the library of congress, retai
bookstores, journalistic reviews, and, at cocktail parties. Hmmm we're so
damed caught-up in categorization as if a category, of itself, is an

entity.

DD:  How does Lingua put forth alternatives to these matters?

KG It begins with the assertion that individuals are unique, and except
for the nmost basic human characteristics, cannot be categorized. As well,
when sonet hing unique is expressed, as in a work, it cannot be categorized
except for the fact that it says what it is. Now, if, for the sake of some
ki nd of social "order", categories are essential, then these mnust
necessarily connote 'openness' and not 'stricture'. And so, Lingua's 'Play'
i dea suggests elasticity, not rigidity; its Collections consist of groupings
of individual works which actually 'speak' to each other even though there
are no two alike; its individual works, such as ALLCS, contain interactions
fromauthors as diverse as a boxer and a neurologist. Mst inportantly,

Li ngua publishes works by makers who, in thenselves, are non-trivially
interactive. Conposers who paint, poets who conpose, dancers who wite.
When one views a given work by these individuals it is inpossible to nerely
refer to what is made as "nusic", "art", "poetry" in the conventional sense
that is without corrupting a work's very nature

DD: In this response you began with an assertion. Now, how does Lingua
avoi d using other people's work as a statenent of your personal polemnc?

KG It doesn't and | don't. At the sanme tine they are invited to use
Lingua as a location for their personal polenic aren't they? | think any
maker of consequence takes a position. By position | nmean an attitude



aesthetic, ...an arunment, belief, or some notion manifest in a work by what
a maker is and intends. So, Lingua takes a position by publishing

posi tions.

DD:  Then this is your bias...to publish unique positions?

KG At the monment | refer to such published positions as experinental

DD: Wiy experinental ?

KG Because an experinental work, de facto, is in apposition to sone aspect

of history which precedes its existence; it pushes existent boundaries. It
is precisely this feature which distinguishes an experinmental work from
.let's say..., an inmtative or anecdotal one. Surely Lingua is not needed

fb further these latter kinds of work.
DD:  You do not see bias as prejudice?

KG Certainly not. One good artistic polemc deserves another. That's
all.

DD: In this then, by apposing history, Lingua takes chances.
KG Quite correct. [Innovation cannot be inmagi ned ot herw se
DD:  And taking chances nmakes you vul nerabl e?
KG | accept that,...since hunans are anyway.

DD: O course. And since this is so, why don't nore people take chances?

KG  Weight.

DD: In what sense?

KG Weight, ...the weight of historic acconpishnent...; this makes it
difficult to i magi ne what a next step could be.

DD:  Even though next steps are always avail abl e?

KG  Yes.

DD:  Why?

KG The nore civilization '"lives', the nore its precedence is escal ated
For those who are unable to get past the weight of historic influence, one
observes redundancy, ...nore, not less, conformty..., and, self-deception

That's the price. But the prize is social acceptance. QOhers are not so
easily satisfied, no matter how gorgeous 'what is' is. For these people

t he consequences of overcom ng history's constrictions, ...evidenced by
t hought and deed..., frequently appear grotesque, outrageously distorted
and surely, anti-social. That's the price. But the prize is freedom and

sel f-enlight ennment.

DD: G ven these two general "antagonisns" what woul d connect them or are
they always to be separate existences?

KG No, not separate existences, but distinct positions, because in these
two responses to history lies a fundanental connection between them one is
connected to history whether by acqui escence, or resistance. To deny the
exi stence of history and the push-pulls of these "antagonisns", as you cal
them is inpossible and utterly pretentious! History is our essenti al
referent. We're always | ooking backwards. W are the inheritor's of al
history's stuff. However, it is possible to acknow edge it, and yet, not
accept it; to admre certain aspects and to despise others; to question its
prem ses and fundanental assunptions. |In order to do what?



DD: Certainly not to deify it.
KG Nor to kick it in the ass
DD:. If neither, then what?

KG Well, for one thing, to let it rem nd us of what still needs to be
done; to take note of those things which are yet absent in it. For another,
tonot allowit to exert undue influence. That's where attitude and the
subversion of self, by way of discipline, come in. And so, one has to be
tough with it; tough with one's owmn work (a history); one's self (also a

hi story), ...because no history is nerely "out there".

DD: | agree. Each of us observes sonething of it while being part of i
but never outside of it. Since we observe it with our own faculties, it
becones part of us, ...it resides in us. this is an undeniable kind of
i nteraction.

t ’

KG And we could not know that we have observed it unless we describe it to
our sel ves.

DD:  For this we need | anguage. We describe it with whatever |anguage
resides in each of us.

KG | think so. | would also like to say | think history is |anguage
...all of it..., as described by thought and deed; described by human
observers in one manner or another. Now, | inagine this pushes the whole
concept of history-language to the extrene. But | want to push this thought
even further by saying that description, ...always exhibited in sone kind of
| anguage, and al ways expressed by soneone..., is, initself, areality

DD: | agree, that's pushing it pretty far!

KG Today | read a report, ...(a history)..., of a panel discussion

entitled The Critic: Hero or Villain?, and subtitled: The Role of the Critic
as an Organizer of Culture. The panel consisted of a noderator, two
nmusi ci ans, and a well -known New York Music Critic. Now, first off, | knew
that | was not any of them and, quite literally, could not perceive

anyt hing they perceived as regards the subject at hand, except by what was
said; any reading of the report becanme an interrogation of their
descriptions. This reality, ...this bit of history..., was all | had to go
onif I was to enter into discourse (conceptual in this case) with them
That is, | take it that those words were not nerely words; they did

sonet hing; they said, ...given the limtations of the report..., what, and
how t he panelists thought about the subject posed.

DD: That's a very analytical position, isn't it?
KG ...of necessity.

DD: Wy "necessity"?

KG Well, if I"'mcorrect in thinking that descriptive | anguages are the

i ndi vidually, and thereby, uniquely constructed realities of observed
phenonmena, ...and, essentially, are what one has to go on..., then | anguage
is not nerely some convenient "tool". It has to be regarded in the nost
serious manner. It needs to be continually |ooked at for what it is and
does.

DD:  Well you've aroused ny curiosity. Wiat was said in the report?

KG There was no news. Each panelist spoke as-if the particular topic had
not been postulated. Comments such as "I read contracts, not reviews" were



i n abundance. But suppose the topical |anguage had been taken seriously,
such that there could have been consistency between it and what was sai d?

| magi ne what coul d have been done with "Hero", "Villain", "The Role of the
Critic as an Organizer of Culture"? Good God, what a collection of
assunptions! But not one challenge! Instead, the topical |anguage was |eft

conspi cuous by its absence; disnissed in favor of an "inage" held in the
m nd of each panelist; an inmage which | suspect was formul ated outside of

the environnment of that panel. It was the collective "image" | read about;
no news.

DD: | take it that by |anguage you refer not only to verbal |anguage?

KG That's correct. 1In my exanple, the 'disnissed topic' becane an
"unobserved' | anguage, and the photographs included, offered 'gestural

| anguage. But in general, | regard all fornms of human utterance (wal ki ng

for instance), including nere presence, as descriptive | anguage, of which
the verbal is only one. Current linguistic rules, generally inferred from
verbal |anguage, are nostly what they are because of a constructed col |l usion
bet ween verbal |anguage and "neaning". But, quite frankly, | don't have the
foggi est notion of what |anguage neans.

DD:  Then is |language, in sonme |arger sense, what you're attenpting to
illustrate through enphasis upon interactions between works which you
publ i sh?

KG Yes. Language is at the base for whatever Lingua does. Wen | speak of

interactive works, | speak of interactive |anguage(s), ...nusic-as-|anguage
| anguage-as-music for instance. But, | don't invoke these expressions
nerely, in some inpressionistic sense. In ny search | continue to discover
nore formal and fundanmental connections between and anong so-call ed

"di sciplines", which, on the surface, appear to have little to do with each
other. |In one manner or another, these observations eventually get
publ i shed.

DD:  Where do you stop?

KG | don't. | amcaught up in language, ...in a search by which | may
describe its '"wholeness'. |If | can get there, then | would say it is

I anguage in all of its multi-dinmensionality which woul d enable us to be so
bound. As things stand now, "language" seenms nostly to be what separates
us.

DD: What | see as an inplication in what you're saying is that even though
there isn't a strong case to be nade for acquired characteristics in
genetics, perhaps there can be in |anguage. That |anguage could be a |arge
codi ng systemin which adaptati ons are stored, and through which we acquire
new characteristics in terns of our physiology. |If so, then | anguage takes
on a much nore om nous presence in that its acquisition may directly affect
the body in dramatic ways.

KG ...especially since | anguage, as you suggest, is acquired. O course
it is easy to forget this since we fundanentally acquire it very early on;
and, if and when we recogni ze that we have sonmething called | anguage, it

seens so "natural"; as-if it was always there. Now, if |earned, then where
when, and from whomor what? No matter. It can easily be inferred that
what ever of |anguage is learned, ...as transnitted and received..., contains

within it bits and granul es of specific history; etynologies, tinbres,
manneri sms, thinkings; whatever may be said to be contained in the signal

and influenced by the very environment in which the signal 1is transnitted.
DD: | think that touches upon what may be sone sort of third phenonenon
whi ch neither genetics nor |inguistics has addressed. It may be the link

bet ween these two disciplines which have primarily existed as parallel
descriptions. |'ve come to regard human | anguage as an evol uti onary



adapt ati on through which individuation within the species extends its

i nfluence. This kind of direct inprinting may speed up the evol utionary
process. In light of recent neuro-physiological thought about possible

i nsufficient neural wring between the human neo-cortex and the nore
primtive brain centers, transformations in | anguage may be evol ution's way
of bridging the gap which was previously engineered. Language nay, in sone
way, be the nobst physical thing we do.

KG Br avo!

DD:  Since we now speak of this physicality in ternms of the whole nind/ body
then it is this whol eness which generates | anguage as an expression of the
organi sm s needs. These needs first becone evident as intuitive trenors
within the body and then gradually surface into nore conpl ex nanifestations.
In an interactive state, the organi zing of these conpl ex expressions of need
eventual |y become synonynmous with a | arger physical reality when the need is
satisfied. As you have stated, changing one's thinking requires changes in
one's language. This is also true for changing what are generally referred
to as realities. | would further state that such changes are a consequence
of , and an instigator for, physiological changes in the brain itself. In

t hat sense, the generation of new | anguage, as evidence by what experinenta
conmposers make, may in some way alter the deep structures of consciousness

I  would say that the closest you have conme to stating an editorial policy
is, nore specifically, a demand that a work you consider for publication
denonstrate an expression of such a profound need

KG Yes, and thereby, a need of its naker. Myreover, this viewis strongly
i mpul sed by a need to mani fest ny own existence. Now | know this appears to
be a hard line, so let me say that | equate need with survival. Since | do
it becones necessary to ask: On precisely what does a given human's
survival depend? Elsewhere | have referred to survival as being needed

Here | should like to say sonething about needing. Can needing signify only
basi cs such as the necessity for oxygen, food, and fucking? Can it sinply
be reduced to physical life-death criteria, or nmere presence? Surely not;
but, if so, then where else, for instance, woul d one place the human inpul se
to express, reach out; to be part of something and not be left out; to
count; to satisfy some deeply-felt urgency to interact wth another; to
expand consci ousness as you have so beautifully expressed it. Were else
except in survival's domain? | refer to such needs as neuro-biol ogica
necessities. As such, they are properties of all humans, in diverse ways.

DD:  How woul d you differentiate needs from wants?

KG Wants have to do with choice; needs don't. | cannot arbitrate with
oxygen; nor with the nusic | wite.

DD:  Then you believe the artistic inpulse to express is not a "special"
attribute?

KG The inpulse holds for all people; but in many it gets suppressed,
probably early one. Let's say because the formthe expression takes doesn't
"fit" into the existent noulds; it's OK to have dreanms, but not to act on
them Needs have to do with the |lack or absence of sonething. Sonething
absent can becone present (as in conposition) by an intentional act.
Conversely, sonething present can becone absent (as in suppression) also by
sone intentional act.

DD:  How does one know whet her the inpul se you speak of is a want or a need?

KG Well, one way would be for each person to interrogate "self'; that is
could "I" survive without this or that? If "no" comes up then need is
present. Now need, once identified as such, is subject to continua
verification in the Iight of on-going experience. |In ny own self-

assessnent, if, recursively, | can throw away sonething | considered a need



then either | really didn't need it, or I no longer do. To me that
signifies it never was a need after all, but a want.

DD: Then there can often be a confusion between the two.
KG Yes, but at the same time | think they are connected.
DD: How?

KG For instance, | began ny life with an intuition about being a conposer.
G ven the processes of interrogation | have outlined, | have |ong since
known that | need to be a conposer, and assert: "I amone". About this
there is no question. 1In ternms of conscious acts, need precedes want. That
is, the assertion that | ama conposer does not address "Wat kind shall
be?" As you know, | have been, and hope to continue to be, many kinds. So
ny need is the constant, and ny wants, say in ternms of conpositional fornms,
are the variables...in that order.

DD: However, as you say, if the need to express is not a special artistic
attribute, then what is there about artists that won't give in to
suppr essi on?

KG Sone additional "fuel" is needed. Between us, | would call mne,
passi on; but that sounds so romantic. So, |'Il call it conpulsion instead

DD:  This doesn't sound very rational

KG Yes and no. I think a work nmade is rational, but the processes which
go into its making, by its maker, may be anything but.

DD: However, notions of irrationality, both as applied to works and to
peopl e, have been considered in perjorative terms for a very long tine.

KG Nevert hel ess, | hold the creative-imagination, and its inpulse to
inquire, ...to make..., is irrational. Say for a scientist who needs to
di scover what's going on in the Universe, ...when we're up to our asses in
trouble here..., seens crazy. But it's also abundantly gorgeous. Such

needs are not notivated by any of the usual inmpulses for why people do
things. Needs, of the kind | refer to, may be irrational elenents in us
but they are necessary!

DD:  Then do you consider it a publisher's responsibility to provide
background for a particular work's notivation in the sense that each work is
not only a set of signs, but is itself a sign, or one possible description
of something |arger?

KG | take what you ask to at |east be the responsibility of Lingua. But

it is not a work which wells-up and says "this needs to be done!"™ Here lies
one aspect of the larger "sign" you refer to; a work is a sign of life, not
reduci ble to paper, ink, materials, objects. A work evidences the
livingness of its nmaker. A publisher can intesify this evidence. Now of
course, this is so for all made things. But, ...but..., when a work takes
chances, that says sone meker has! | have a hunch that if the need to push
boundaries is reflected in the work, then the conpul sion which notivates the
work is also evidenced there; that is to say, such works strike ne as having
a 'cutting edge' which others do not. |If | observe a work and am noved to
tears, then | know I've found it.

DD: Do you cry much?

KG Not often. Muich of what Lingua publishes is extraordinarily well -
made, though. | wouldn't repudiate any of it, though | don't necessarily
like it all.

DD: Wy does Lingua publish things it doesn't like?



KG For the hell-uv-it,...and because these, too, put forth alternatives.

DD: That to nme is probably the nost essential aspect of the press because
it is the only available forumfor a certain level of interdisiciplinary

t hi nki ng whi ch addresses nmusic at all. Certainly the nusic journals don't
ever really take on the idea of nusic as a viable and dynami c part of the
world other than to talk shop. But included in the LI NGUA PRESS i ssuances
have been witings and work froma variety of disciplines. In this respect
there also seens to be a tendency to focus upon work which blurs the nore
traditional boundaries of specific fields of inquiry. This is particularly
true anobngst the arts where it's gotten progressively nore difficult to make
assunpti ons about whet her soneone's work resides in the real mof nusic,
visual arts, poetry, scul pture, or dance. There even appears to be a
growi ng nunber of interdisciplinary thinkers, whose work addresses a
multiplicity of fields such as nusic, philosophy, |inguistics, and
literature. Your own work could be described in this fashion. Do you see
t hese tendencies as nerely a sign of the inadequacy of specific disciplines
to express what certain individuals need to express?

KG A given discipline becomes what it is by those who persistently
interrogate its prenmises, and, thereby, stinmulate its evolution. Wen seen
inthe light of a continuum a discipline may be said to unfold aspects of
its essential nature

DD: Can you clarify that?

KG For instance, Philosophy, when viewed fromw thin its 'boundary', is
persistently under interrogation by its nenbers who 'correct', ‘'clarify'
"shift', 'advance', its premni ses. In such fashion, Philosophy's evolution
and exi stence continues to be validated. In this sense it cannot be

referred to as "inadequate".

DD: But, as a discipline it doesn't seemto have hel ped society very nuch
except to the limted degree that it has trickled into the mai nstream worl d.

KG | agree. That's because it generally sees itself as a discipline. But
what do you think Philosophy doesn't see?

DD: | don't think it sees itself clearly enough as a societal phenonenon.
KG Exactly. | don't think so either. And so, when viewed from outside

its 'boundary', Philosophy has failed to enrich and directly influence our
general "culture" by not enabling it to think nore philosophically and
conceptually. In this crucial sense its adequacy may be questioned

DD:  And yet, it persists; it continues to be held together by its own
assunpti ons.

KG O course. And because of this it appears to me to be stuck within its
own boundary. Now | hasten to suggest that it is not Philosophy which is
bounded, but the collective thought and thinking maintained by its
practitioners which is, and which, thereby, 'binds' Philosophy. Gyven a
whol e view of things, Philosophy is at once necessary, and insufficient

DD:  What other factors influence this insufficiency?

KG Those very attributes which enable a discipline to be a coherent system
al so disenable it. One correctly observes: Philosophy is not music; Poetry
is not Anthropol ogy; Artificial Intelligence is not Intelligence. At the

sane time, however, such distinctions suggest that our "culture" consists of
speci al interest groups, ...all sonmehow proceeding along their own course in
paral l el fashion. That these parallels are generally aware of each other is



of little consequence, since, otherw se, they have very little to do with
each ot her

DD: |Is this what you refer to when you say a discipline can get stuck?

KG Precisely. But | hold no discipline is so constrai ned such that it
exi sts as an i ndependent entity.

DD:  Then boundaries and categories are to sone extent fairly arbitrary.

KG Precisely. But | hold no discipline is so constrained such that it
exi sts as an independent entity.

DD:  Then boundaries and categories are to sone extent fairly arbitrary.

KG Yes. At best, each discipline constitutes a range of concerns, but
certainly not nutually-exclusive limts.

DD: Can a discipline get unstuck?
KG | think so.
DD:  How?

KG First, its menmbers would have to recognize that they are stuck; that
their disicpline is insufficient in the |ight of a much-needed societa

i nvol venent. Second, its menbers woul d have to recognize their need to reach
out, even-if only as a matter of survival. Third, its nenbers would have to
attentuate their possessive, authoritarian attitudes with respect to their
discipline. Fourth, its nenbers would have to find creative ways to connect
with others. These would be sonme of the ways in which parallel systens
woul d becone subverted in favor of interactive ones.

DD: But there are efforts in this interdisciplinary direction

KG Yes, there have been occasions where it has worked superbly, ...the
Bi ol ogi cal Conputer Laboratory at the University of Illinois for instance
But it has also failed mserably where it was only thought to be a good

i dea; where 'degrees of relatedness', and not 'degrees of interactiveness
were its main concerns; where participants were not, within thensel ves
interactive.

DD:  Neverthel ess, there does appear to be a nore general inpulse within the
culture to push traditional boundaries.

KG | think that inpulse comes nostly from people who are not the
"experts". Slowy, but surely, | observe a growi ng recognition that
boundaries, limt-lines, methods, categories, classifications, neasurenents,
nodel s, statistics, standardizations, rigid formats, ...all such..., applied

to al nost every aspect of human endeavor, are sinply not sufficient
"criteria" to account for the needs of human expression and connection, and
t he demand which these make. Such needs cannot be satisfied by societal

' managenent ' .

DD: Do you see specific signs for this energing tendency?

KG Yes. Consider those who have begun to realize how conplex a seem ngly
"sinple" act such as interacting, ...and not nmerely "communicating"..., with
another is. Consider those who have begun to denand a voice in acts
generated by others, which affect their lives, such as the enormty of the
anti-nuke push. Now, however solipsistic such aberrant tendencies nay
appear to be to those who "know better", the attention given to alternative
thinkings is a sign, ...a notion..., away from social indifference toward
enl i ghtennent.



DD: By those who observe their necessary presence in such "notion"
KG ...yes..., and, as distinct from"objective" apartness.

DD:  Wich is to describe the conplexity of the mnd-body with much nore
diversity of |anguage than is avail able through current reductionist ideas
about the structure of consciousness. Mst psychol ogi st have failed to
consi der the extraordinary conplexity of the mind as a system c¢c phenonenon
Thi ngs have not advanced all that far from Freud, for exanple, who threw
everything that wasn't explicitly in the real mof purposeful consciousness
into a big bag called "unconscious". Attenpts to inprove upon this kind of
term nol ogy have nostly focused on nechanistic analysis of the brain's
conponent s.

KG And, while there may be some current value in "localizing" brain-

functions, and applying these to specific acts, ...e.g., the right
hem sphere "specializes" in visuo-spatial functions..., there is nothing
about an act, itself, which can be so singularly "specialized". The

si npl est conpositional act of witing two notes in sequence calls forth such
a conpl ex set of operations that they, in the light of nusic, could not
possibly dignify the right heni sphere al one

DD: Can you say nore about conplexity in ternms of your work, specifically?

KG First, no single node of expression satisfies all that a particul ar
idea requires, ...l cannot express visually what | can acoustically. But
suppose an idea requries both? Since | find it untenable that each could
sinply pursue a parallel course within a specific conpositional space, ny
task would be to "blur" their 'distinctiveness', ...their 'separateness'...
in favor of a nore conplex 'distinction' which includes both

DD: Is this the kind of property you refer to as multi-di nensional ?

KG  Yes. I see ny work, at |east since 1962, as that. The kinds of things
| draw fromthe world in order to express an idea, which itself is nulti-

di mensi onal , have enabled ne to deeply probe the nature of 'language'; for

i nstance, the 'score' as an environnent in which all of its attributes
interact and interconnect, subsuming the details of tone, text,

articulation, density, inpulses, energies, notion, sensuosity. A work is

'l oaded' by the presence of its nenbers, by a highly-charged pol yphony. |
call them'voices'. Now, what interests ne nobst about this is no single
view of a work, ...say, of SUBITO .., can be an only view.

DD:  How do you nmean that?

KG Specifically, one shouldn't be confused by the singleness of SUBITQO
as entity, with the conplex | anguage contained therein. It is not SUBITO as
one work equals SUBITO as one thought. Since a given dinension is
conpositionally connected to all others, it becones possible for one to enter
SUBITO s circuit anywhere; access is random One could enter via its text,
title, theater, acoustic, physical gesture, source (i.e., Dante's Canto
XVIl-Inferno), and so on. The task would be to assenble SUBITO s reality by
considering the |ink between this and that dinmension for all such. Should
that eventuality occur, the interactions of the maker with the nmade can
becone those of another observer. By this kind of inquiry one not only
participates nore fully, but helps to maintain SUBITO s integrity as well.
What could result are collections of thoughts and descriptions on all sides
whi ch address SUBITO as subject. Now, | refer to matters such as these as
nmut ual participation in an eco-system

DD:  And Lingua Press as-conposition proceeds in |ike fashion?

KG Yes. | can't inmagine howelse to do it.



