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CnoBa #17

Onbxap JiuHacaHH. KaK Mbl no3HaeM? 0 3axBaTe 3HaHWA NS MU3HH

Mo mepe Toro, Kak MHGOPMaLMA TEPAET MaTepUabHy Gopmy,
NpUBNIKatOTCA BPpeMeHa, KOraa Mbl yKe He byziem BnajeTb cob-
CTBEHHbIMM KOMUAMM My3blKa/lbHbIX 3anuceld, GuabMoB, npo-
TPaMM WM TEKCTOB (BK/IKOYAs Te, KOTOPbIE CamM CO34aauMm), a
CKOpee apeHaoBaTh UX, NogobHo deogancHbiMm cepdam, y Aema-
TEpPUaN30BaHHOTO MHHOPMALMOHHOTO BaHKa, KOTOpbI Hecnpo-
CTa HasblBatoeTcA OB/1aKoM". KanuTan uaeT cieaom [3a nHdopma-
upei] — oH pasBonoTMICA B abCTPAKTHOM MUpe UHAHCOB, YK-
CTOrO KanwTasn3ma, rae BesA NoTpebutenbckas CToMMOCTb bblna
YHUUTONKEH], @ MEHOBaA CTOMMOCTb COBEPLLEHHO NOTepsna rpa-
HULI, CIOBHO B pacn/ibliByaTom obnake. AbCTparMposaHue, oT-
UyKOeHWe, KoTopoe Bcerga Obl10 OCHOBAHMEM KanUTanMCTUYe-
CKOM BNaCTW, CTaHOBWTCA Bce 60/1ee  KOHLEHTPMPOBAHHBIM,
HEenpOCTPaHCTBEHHOE NPOCTPAHCTBO UHPOPMALUU (HO He 3HaHUS,
KoTopoe fBnseTc Gpopmoii NOTPebUTENbCKOM CTOMMOCTM) CTano
NPOCTPAHCTBOM Bnacty.

3TM npouecchl 04eBUAHBIM 06Pa3om MPOABMAUCL B Pa3apob-
JIEHUN JIOKANbHbIX, MECTHBIX COOBLLECTB. TEPAETCA YyBCTBUTE/Ib-
HOCTb K y¥Kacalowwym $opmMam MexAyHAPOAHbIX OTHOLLEHW,
NOBCEMECTHO MHOATCA MApPUOHETOYHbIE BOMHbI MeXAay noaum-
HEHHbIMX MUPOBbLIM CUNAM HAPOAAMM M FrocyaapcTBam. Paspacta-
€TcA BaKyym OecuyBCTBUSA, KOTOPbLIN, XOTb MOABWACA He BYepa,
CTaHOBWTCA BCe Honee HEMPOCTUTENbHBIM, MO Mepe TOro, KaK 3Tu
6e306pa3va nonyyatot 6ONbLLYIO Oracky. Bee BbilenepeumcneH-
HOe CyLLecTByeT [0 Hac] mwb B BUAE MHGOPMALMK, HoCUTens
Kanutana, u Hudyero 6onee. ITv NpeobpasoBaHNA UOYT Ha NOb3Y
KanuTany, co3fiaBas HOBbIA aHTaCTUHECKUIA MUP, KOTOPbIA OH
MOKET 3aXBaTblBaTb, MPUUMHASA NPU STOM BPEL, PEasTbHbIM CyLLe-
CTBaM, KOTopble — Byyun POXKAEHHBIMM B NEPEBEPHYTOM MUPE,
rae om4yxoeHue cmasno camo o cebe 3HaKom LieHHocmu — Mbl
60/1bLLIE He LieHM TO, C YeM BCTYMaem B LEVNCTBUTE/IbHOE B3aUMO-
Jevictaue. LleHHOCTb 0BHapY»KMBAETCA TONBKO B HALLEM yAANEHWN
OT 06beKTa. Ham npeaioxkmnan NpuHATL 3pennLLe KaK makosoe, 1
Mbl OT/IYYU/IUC OT SKU3HW.

Mepesod Meba Konomuliya

Ceilyac HET HeloCTAaTKa B MHOOPMaLMKM, HyKaatowencs B
Ornacke, M Ja)ke Han/ble HOBOCTeW-(erikoB, 3TOM HoBeMlel
MOAE/IN  IOHOTO CO3HAHWUA, KOTOPbIM Hac BCErga KOpMuaM
KOHTPPEBO/IOLMM, HE MOTYT CKPbITb OT HAc 3Ty MHPOPMAaLMIO.
Yero Ham He XBaTaeT — TaK 3TO CMOCOBHOCTY K COBMECTHOMY MbILU-
/IeHUIO0 (MMEHHO NPOTMB 3TOM CNOCOBHOCTM BblIM HanpaBAeHO
YHUUTOXEHME CUCTeMbl 0OPa3oBaHWSA, OCYLLECTBAABLIEECA HA
NPOTAXKEHWUW NOCNEAHUX TPUALATU NEeT) — T.e. NpeobpasoBaHUIo
MHOOPMALMM B 3HaHWE, B NOTPEOUTENbCKYIO CTOMMOCTb, U CIea0-
BaTe/IbHO B OJelicmaue, x0TA Obl B TaKOe NPOCTOE U CKPOMHOE
[OENCTBUE, KaK KM3Hb B COOTBETCTBMM C STUYECKUMM NPUHLIMMAMM.
CoobLLecTBaM MHAKOMbICAALLMX HEOOXOAMMO He TO/IbKO MOCTPO-
UTb HOBblE CTPYKTYPbI A/18 0BMeHa 3HaHWeM, HO TaKKe pa3pabo-
TaTb CrMocobbl osewjecmeseHus Nepesayn 3HaHWM, B MOHOM
Mepe BCTPOEHHblE B HaLUM OOLLECTBEHHbIE W JIMYHBIE KW3HW,
[OPYMKECKUe OTHOLLEHMS, NCUXOOTUIO, MOBCEAHEBHbIE NPUBbIYKY,
Cnocobbl KOMMYHUKaLMK U MbilneHus. Cnesyet NopasmbICIUTL
0 CUMyayuU 3HaHWA B COOTBETCTBUM C CUTYALMOHUCTCKUM MOHU-
MaHMeMm 3Toro TepMuHa. Mo mepe Toro, Kak CoLManbHbIN MEAHCT-
PUM CTaHOBMTCA BCE MEHEE CUTYALMOHHbIM, TO, YTO Ceiiyac ABAA-
€TcA 3aLUMTHBIM NPUEMOM MPOTMB BCEODLLEro OTYyXKaeHWs, B
byayLiem CTaHeT He3aMeHUMbIM opyxcueM. MoTpebHOCTb B HEM
6yaeT owyuaTtbes Bce 6osiee OCTPO, a €ro JIorMKa CTaHET MeHee
MOHATHOW, OXKMOAEMOM U MpeacKasyemon asis snactu. Ero cro-
COBHOCTb K COMPOTUBNEHMIO CUMAIOLLEICA XBaTKe CamMblX BCe-
NPOHUKatoLLMX 06LLecTB Haazopa B Mupe — CLLIA 1 Benmkobputa-
HUM — ByZeT, BO BCAKOM C/lyyae, Nydlle, Yem y MHdopmaLmm
[odmuManbHbIX] MHCTUTYLMI, XpaHALLECA B LMPOBOM BUIE.

Hawa cutyaums yHMKanbHa, YCTpaLLatoLLa — HO B UCTOPUM Mbl
MOYKEM HaWTW roToBble 0BpasLibl U NPUCNIOCOBUTL MX K CBOMM
uenam. B Hayane 19 Beka, nepvog, byma MHAYCTpUanM3aumm,
MCYE3HOBEHUS CE/IbCKOMO U GOPMUPOBAHNSA FOPOACKOTO KUSHEH-
HOTO YK/MaZla, PacnpOCTPaHeHUs TPAMOTHOCTH, BO3HWKHOBEHMA

ICOBOKyrIHOCTb BbICOKOTEXHONOMMYECKNX KOMMNAEeKcoB Ha 3anage CLUA, B KOTOpbIX 3amellaeTca NnponssegeHHoe 3a cyeT
pabckoro Tpyaa obopyaoBaHMe MHOTOMUIMOHHOW CTOMMOCTU. Ha NoadepiKKy OXNaXKAeHWA TbiCAY KOMMNbIOTEPOB B

0O6s1aKe PacxopytoTcs OrPOMHbIE PecypCbl. — ApUM. asm.
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Olchar E. Lindsann. How Do We Know? On Reclaiming Knowledge for Life

As information becomes dematerialized — soon we
will no longer own our own copies of music, films,
programmes, or many texts (including those we cre-
ate), but rather rent them, like Feudal serfs, from a
supposedly-dematerialized information-bank appro-
priately euphemized as the Cloud.® Capital has fol-
lowed it, dematerializing into the abstract world of
finance, pure capitalism, wherein all use-value has
been obliterated and exchange value alone exists
uninhibited, as if within some endless cloud. Abstrac-
tion, alienation, which has always been the basis of
capitalist power, is congealing exponentially, and the
no-space of information (not knowledge, which is use
-value) has become the space of Power.

The effects have been clearly marked in the fractur-
ing of local, terrestrial communities; in the desensiti-
zation to the monstrosities of world affairs, the pro-
liferating proxy-wars waged by client tribes and
states of all the major powers, the vacuum of empa-
thy which, while nothing new, finds less and less ex-
cuse everyday as these atrocities become ever more
widely reported — spread as information, as carriers
of capital, nothing more. This movement benefits
capital by creating a new fantasy-world which it can
colonise, at the expense of the real beings who —
raised from birth in an inverted world where aliena-
tion has become the very sign of Value itself — no
longer value, as such, anything that actually touches
them. Value can be found only in your distance from
it. We are asked to embrace the Spectacle as such;
we are being weaned away from living.

There is no lack of information needed to break
away, and even the glutting of fake news, which is

simply the most recent iteration of the fake thought
which has always fed every counter-revolution, can-
not entirely hide that information. What we lack —
and what the destruction of public education over
the last thirty years has been designed to destroy —is
the communal capacity for thought — i.e., converting
information into knowledge, into use-vale, and thus
into action; even the simple and humble action of
living ethically. Dissenting communities need not only
to construct new social structures for the interchange
of knowledge, but even more fundamentally must
develop ways to embody the transfer of knowledge,
entangling it entirely with our collective and personal
lives, friendships, psychologies, daily habits, and ways
of speaking and thinking. We must think about the
situation of knowledge, in the full Situationist sense.
As mainstream society becomes increasingly un-
situated, what is now a defensive measure against
total alienation will increasingly become a valuable
weapon — its need will be felt even more urgently,
and its logic will become more unfamiliar, unex-
pected and unpredictable by power. It will also resist,
at least to a greater extent than digital and institu-
tional information, the tightening grip of the most
invasive surveillance states the world has ever
known: The United States and the United Kingdom.
Our situation is unique and terrifying; but there are
models we can find and adapt. In the early 19" cen-
tury, the explosion of industrialism, uprooting of ru-
ral lifestyles with the closure of the Commons, the
spread of literacy to produce a mass market unimagi-
nable a generation or two earlier, and the ascenden-
cy of the Capitalist class to power in European na-

1 This is, in actuality, a series of gigantic, high-tech complexes in the Western US, housing millions of dollars’ worth of
equipment produced by slave-labour, consuming vast resources in order to keep thousands of computer units continual-

ly cooled.
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PbIHKA, HEMbIC/IMMOTO ANA npegblayunx I'IOKOHEHVIVI, N BOCXOXK-
[EHUA KanWUTa/IMCTUYECKOrO KNAcca K BAIAcTU B €BPONECKMX rocy-
fAapcreax (Kak u 8 CLUA, He byaem NyKaBWTb), COBMan ¢ NPoA/IvB-
LuelcA ABa CTONETUA arpeccueit aBTopuTapusma NpoTvB BOOPY-
YKEHHbIX IEMOKPATUUECKMX BOCCTaHWI. Bce 3T0 BbLAMAOCH B CUTYa-
LU0, BO MHOMMX OTHOLWIEHMAX HaNOMMWHAKOLWYH Hally: HOBble
TEXHONMOMMM 06ELLAIOT OrPOMHbIE BO3MOXKHOCTM A/151 OCBOBOMKAE-
HUs, HO BMECTO 3TOrO CTAaHOBATCA NOCYLWHBIMM UHCTPYMEHTaMM
KanuTannCcToB-onmrapxos. IMHorve chepbl COLMANbHON KU3HM
TOrA4a NoTepAsI OCHOBAHUA — UcYe3anun nonyaauun, CTuam XnUsHu
N UEeHHOCTWN. ﬂpomcxop,mnw OCHOBaTE/IbHble 3KOHOMUYECKUe
CLBMMM, Pa3BOPAYMBANIMCL CUCTEMbI BCEMUPHOMO KONOHUANBHOMO
PbIHKa, CetoLLme Bpaxay MEXAy SKCrayaTMpyeMbiMM Kaaccamm
no Bcemy mMupy. HoBas, HecTabunbHas, MeauiiHas MaccoBas Ky/b-
Typa Aenana BO3MOMKHbIMU BbICKa3blBaHUA [0CE/E HEMbICMMblE
no $opme 1 CoaepKaHWIo — HO CO3ZaBasIMCb U NPOAABANUCH OHU
B COOTBETCTBUM C KOPMOPATUBHLIMM MHTEPECAMM, @ PACcNpPOCTPa-
HAMCb B BUAE CTAHAAPTHbIX, 6E3/IMKMX TOBApOB. Bce 310 ocyLLe-
CTBUIOCb MOCPEACTBOM YCU/IMBAIOLLErOCA OTUYMKAEHWA U NOApbl-
Ba cuTyauumn. Bo3HMKanNo oLLyLleHne, YTO HacTynaeT HOBasA U CKO-
pee BCEro y)KacatoLLan 3rnoxa, NPu TOM, YTO UMEICb MHCTPYMEH-
Tbl, C MOMOLL KOTOPbIX MOXHO 6bl110 CO34aTb Nyyluee byayuiee.
Mowu nccnefioBaHUA 3TOTO MEPUOAA M PasMbILUNEHUA HaZ HUM
NPUBEN MEHS K TPEM BO3MOMKHbIM PEAKLMAM Ha CUTyaLmio (Mam
3pe/mLLge), C KOTOPbIM Mbl CTasikmBaemcA. CBoeBpemeHHoe nepe-
OTKPbITME 3TUX TAKTWK MO3BOUT CAENATb MX 6osiee pagyKabHbI-
MW. BCE 3T0 yiKe NpUCYTCTBOBAIO B HALLIMX COOBLLECTBAX, 3TO YacTb
Hawero obuiero HK, Kakum oHo Bcerga 6b110, HO HacTano Bpems
AICHEe 0CO3HaTb MPUCYTCTBME 3TUX MOMEHTOB, Gosiee yGOKo
OCMbIC/IUTb B CTPATENMUYECKOM OTHOLLIEHWM, MOAYMATb O TOM, KaK
X MOMKHO nepecobpaTb M caenatb bonee paayKanbHbIMU. WX
HY)KHO CAeNaTb HaWWM AOMWHAHTHBIM FeHOM.

YuyeHuvecmeo. Ha LEHHOCTb 3TOM MOZE/IN YKA3bIBAET YXKE Cam
aKT, 4To OHa bbl/la YHUUTOXKEHA pa3aeNeHnemM TpyAa, COBEPLUEH-
HbIM MHCTPYMEHTOM OTuYy¥KaeHus. dopmanbHoe Y4eHWUYecTBO
[OMOAEPHNCTCKOro nepuoaa bb110 NPOYHO BCTPOEHO B SKOHOMMU-
Ky BACTHbIX CTPYKTYp TOFO BPEMEHW — B MHTEpPEecax OCBOEHWs
MacTepcTBa, @ He 0CBODOXKAEHUA — HO €C/IN Mbl OTZAE/IMM YHYEHW-
YECTBO OT CMEKTPOB NPOPECCHOHANM3MA M KAapbepr3ma, TO Mosy-
unum popmy 06pa3oBaHUs, CBA3LIBAIOLLYHO a/bTePHATUBHbIE dop-
Mbl CEMbM, APYKObI, COABTOPCTBA U Apyrvx cdep Xu3HW. Takoe

06Yy4eHMe MHAMBUAYANBHO: KYUUTE/bY U KYYEHUKY 06bEANHAIOT-
CA Ha OCHOBaHWM OBLIMX MHTEPECOB, OBLWWIX Lenei, Kotopble
TpebyIoT COOTBETCTBYIOLMX METOLOB — 34€Ch HET HUKAKMX CTaH-
[lapToB, NPOM3B0/A, aBCTPAKLMM. ITV OTHOLLIEHMA TaKKe He MOTyT
6bITb MOCTOAHHBIMM U OKOHYATE/IBHBIMU — YYEHUK CO BpEMEHEM
CPaBHAETCA C yunTeNeM MO MacTepCTBY, M OH M3HAYa/ibHO Bbln
paBeH emy, KaK YesioBeK. YUeHWK 0by4aeTca He yepes oTuysKaato-
Liee HacCTaB/eHWe, HO Yepes COABTOPCTBO; MOSTOMY YYEHUYECTBO
COBMECTUMO C ApPYK6OM, M 3a4acTyto y Hero HeT GOpPMasbHOro
NPU3HaHWA, HET MEePAPXMM — 3TO INLLL MaHePa OTHOLLEHWIA, KOTO-
pas 06oralaeT yMbl MOJIOAbIX M/ MPOCTO HEOMbITHbIX. Bce Mbl
APYr ANA Apyra YYeHWKU — B TOM UAM MHOM HaBbIKe MK AucUp-
NAWHE; NPeACTaBbTe, HACKOMbKO yBennumnach 3¢QeKTMBHOCTL
0byueHus, ecim bbl Mbl NOAXOAWMAM K 3TOMy C Bonbluelt uene-
yCTpemMneHHoCTbIo! YyeHNYecTBO HanpaeneHo Ha desaHue, a He
06/100aHUe 3HaHWeM — Ha NOTPeOUTENbCKYIO, @ HE MEHOBYHO CTOW-
MOCTb. B ucTOpuM aBaHrapaa MpWCYTCTBYIOT LIEMOYKM AMYHOTO
HaCTaBHMYECTBa, KOTOpble MOMYT BbITb MPOCNEKEHbI OT BpEMEH
HanoneoHOBCKOrO pexkMma M, Mo MeHbluei mepe, [0 BTOPOV
nonosuHbl 20 Beka. MozobHble, HO 6onee GOPManU30BaHHbIE,
LLeMOYKM MOXKHO OBHapyUTb B TPaamLmax obydeHns OpKecTpo-
BbIX BUPTY030B. PUAOCOPCKME LLKOAbI KNacceckoi MpeLym nosb-
30Ba/IMCb HECKO/IbKO MHOM MOZENbo, HO aHapXMCTCKMIA Noaxos,
codUCTOB K AMCKypCy, MOXanyi, 6onee npegnouytuteneH [pna
Hac]. HeodumumanbHble 6e360MKETHbIE «TEHEBbIE LUKOMbI» U
[leviepapx13npoBaHHble aHapxMueckune obpasoBaTesibHble Koore-
PaTMBbI YXKe NO/b3YHOTCA STOM AMHAMMKON.

Bubnuoapacgpus. Koraa A roBopro 0 Mamepuanu3ayuu 3HaHus,
A He BbICKa3blBaloCb MeTapopuyeckn. Mol 00 HbI COXPAHAMb
6ymaxcHble KHu2u. HeobXoaymMo BO3POAUTL UTEHUE, MblLL/IEHME 1
LVCKYCCUIO KaK ¢busuyecKue LEeiCTBUA, U OCHOBA 3TOMY — KHUra
KaK GU3MYECKMI 0OBEKT. fl 0Byyaloch B peasibHOM KU3HW, Ha 3TOM
CTyne, ¢ 3T¥M 06bEKTOM B pyKax. Korga s 3anomuHato Ty uam
WHYIO MHOPMALIMIO, A 3aMOMMHAI0 TaKKe U eé cuTyaumio, obpa-
3YETCA HEKMIA KOMI/IEKCHbI OBBEKT 3HAaHWA, BKAKOYAIOLLWIA B cebs
MHOKECTBO PasHOPOAHbIX CUTYaLWA: CUTYaLMii MOEro OTHOLUE-
HUA K cebe M MOWX OTHOLLEHWI ¢ ApyruMn NtoasMu. Haazop cra-
HOBUTCA BCe B0/ BCENMPOHUKAIOLLMM, 1, N0 MepPE TOro, KaK HaLum
Meapa 3aTarmBaeT B meraamtudeckoe O6nako, Bce B 60/bLuei
CTeneHn NPOABAAOTCA NOAPbIBHbIE KAYECTBA M1eYamHo20 Cr0ed.
OHO, KaK 1 Ntoboe MaTepranm3oBaHHOE 3HaHWE, MEHEE 3aMETHO



tions (including the US, let’s be real) between 1770
and 1830 coupled with the authoritarian backlash
against the centuries many armed democratic upris-
ings, all contributed to a situation that parallels ours
in many respects: new technologies offering great
liberatory promise, but bent to the will of capitalist
oligarchs instead; massive uprooting of society, both
its populations and its lifestyles and values; funda-
mental economic shifts and the systematization of a
colonial-global market setting the various exploited
classes of the globe against each other; a new, vola-
tile, media-driven mass culture which allowed for
forms and content of expression never possible be-
fore, but — created and marketed by corporate inter-
ests, and disseminated in standardized, impersonally-
produced commodities — did so at the cost of an in-
creasingly alienated and compromised situation; the
feeling of standing on the verge of a new and poten-
tially horrific new era, with all the tools required to
construct a better one. Here are three responses to
the situation (or the spectacle) that we face, drawn
from my research and thinking into that past, ripe to
be radicalized through our re-invention. None have
ever been absent from our communities; they are in
our communal DNA, as it were. But it is time that we
became more conscious of them, think more deeply
and strategically about how they could be recreated
and deployed more radically. They need to become a
dominant gene.

Apprenticeship: The very fact that the apprentice-
ship model was killed off by the division of labour,
the most perfect instrument of alienation, is enough
to make us suspect its value. The formal apprentice-
ship of the pre-Modern age was firmly embedded in
the economic power structures of its time, with mo-
tives of mastery, not liberation; but if we dissociate it
from the spectre of professionalism and advance-
ment, what emerges is a form of learning which in-
terpenetrates alternative forms of family, of friend-
ship, of collaboration, of many other parts of life. The
education is individual, “teacher” and “student”

drawn together by an affinity, by shared goals calling
for related methods; nothing standard nor arbitrary
nor abstract. Nor is this relationship permanent or
definitive; the apprentice will become equal in craft,
and is already humanly equal. The apprentice learns
not through alienated instruction, but through col-
laboration; it is thus contiguous with friendship, and
more often than not there is no formal recognition of
apprenticeship, no hierarchy — simply a pattern of
interaction that tends to enrich the understanding of
the young or inexperienced. We are all apprentices
of each other in one or another skill or discipline;
how much more effectively if we approach it with
greater focus? Apprenticeship is focused on learning
to do, not learning to have knowledge — on use-
value, not exchange-value. Within the avant-garde,
there are chains of personal mentorship that can be
traced from the years of Napoleon’s regime to at
least the second half of the 20% Century. Similar,
more formalized chains exist within orchestral virtuo-
so training. The classical Greek Philosophical schools
provide another model, though the Sophistical
schools, with their anarchic approach to discourse,
are probably better. DIY Shadow Schools and educa-
tional co-ops already work on an understanding of
these dynamics.

Bibliography: When | speak of the embodiment of
knowledge, | am not using embodiment as a dis-
embodied metaphor. We must save books. Not texts
(which can be reduced to mere information), but
physical books. We must reclaim reading, thinking,
and discussing as physical acts, and this begins with
the physical book. | learn within real life, in this
chair, with this object in my hands, and when | re-
member this information | remember the situation,
the object with carries within it so many other situa-
tions, both my own and others’. As surveillance be-
comes yet more invasive, as all of our media is drawn
into the megalithic Cloud, print will take on an in-
creasingly subversive quality; it is, like all embodied
knowledge, less visible to digitized power. With the
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ansa undposoi Bnactn. C Hen3beKHbIM UCHE3HOBEHWEM CETEBOM
HeMTPanbHOCTH, IMYHBIE U KOONEPATUBHbIE BUBIMOTEKN 3UHOB 1
[APYroi NoApbIBHOM NeYaTHOW AMTepaTypbl NPUobpeTyT Bee 60/b-
LUYHO BAXKHOCTb. W, HECMOTPA Ha *KM3HEPaAOCTHbIE BOCKAMLIAHWA
MHOTVX MO3UTUBMCTOB, MHTEPHET He Bydem cyuecmeosams eey-
HO. Y410 MOXeT ObiTb BEYHOrO B cucTemMe WHGOPMALMOHHDBIX
«XPAHWAMLLY, KOTOPbIE 3aBUCAT OT MOCTOSIHHOMO U BE3ynpeYHoro
bYHKUMOHMPOBaHMA  HeonnbepasbHOW  MUPOBOW  SKOHOMMKM,
TaKOM, KaKaA OHa ecTb ceityac? 3TOMy NPOTUBOPEUMT JaxKe BHYT-
pEeHHE MPUCYLLAA KanuTaausmy TEHAEHUMA K camonepeBapuBa-
HUO. HM OAWH M3 3HAKOMbIX MHE apXMBWUCTOB HE CYMTAET, YTO
uMbpoBbIe Meaya NPOCYLLECTBYHOT AO0/bLUE, YeM eLLE 0OAHO MOKO-
NeHune. bnaropapA STOMy BOSHWMKAET YHWMKANbHAA BO3MOXKHOCTb
[N1A PayKanbHbIX COOBLLECTB: KOTAa MHTEPHET NaaéT — cobbiTne
elwé bonee 3HAUMMOE, YEM YHWUUTONKEHUE a/neKCaHAPUICKOM
61BMOTERN — 02pOMHAA Yacmb oguyuansHol Kyabmypsl 6ydem
yHU4YMoeHa. W ¢ sToro MOMeHTa MCTopuM ByayT MUcaTbCA Ha
OCHOBE TOTO, YTO Mbl COXPaHW/N B NEYaTHOM BUAE. AHAErpayHs-
HaA KyNbTypa by et COCTaBNATb INILLIb MasytO SO0 STOTO MaTepy-
aNa, HO LUAHChI Ka¥KaO0M KHWUMM ByyT ropaszo BbilUe, YemM Npeano-
naraet Bnactb. BcnomHUM MCTOpUIO TEKCTOB U3 brubanoteku Har-
Xammaay: eé cnpsatanm B nelyepe B MycTbiHe, YTOBbI CracTn ot
YHUUTOMKEHWA, rpo3umBLLero Torga Ntoboli nmtepatype, NpoTUBO-
cToABLUE KaTosmyeckol Liepkeu, 1 Teneps, ABe TbicAYM NieT cny-
CTA, 3TV TEKCTbI CHOBA CTa/M AOCTYMNHbI 61aroapa Lenu ciyvaiHo-
cTei. HeT COMHEHUs, YTO CyLLECTBOBAAM COTHU APYrUX, TaK U He
HalAEHHbIX, TalHbIX BUBAMOTEK, HO TaKkue cobbiTMe ace-maku
C/IYHaLoTCA. .

MopobHble apxviBHble 6UBAMOTEKM, B KOTOPbIX COBpaHa paau-
Ka/IbHas UTepaTypa HaCTOALLErO U MPOLL/IOTO, KM3HEHHO BaKHbI
1 10 APYrM NpUYnHam. Cmapas KHWUFra MOKET CTaTb U PeIMKBUe
€o06LLecTBa — NPUMEYaTE/IbHbIM CBUAETENBCTBOM TOTO, YTO NPO-
€KT 0CBODOXAEHWSA DO/IbLLE, YEM Mbl CaMM, YTO OH NPOAO/IKAETCA
MHOTVE MOKO/IEHWSA, MOMET CTaTb HAMOMMHAHWEM O TOM, YTO
HYXHO NPOAB/ATL COMAAPHOCTb U C HALLIMMM MOKOWHBIMU TOBa-
PULL@MM, PaBHO KaK M C HaLLMMMU eLLé He POKAEHHbIMU COPaTHM-
KaMW MO rpAYLIMM cpaxkeHnam. KHura coxpaHaeTca co Bcemu
CBOMMM OTMETUHaMM — QU3MYECKUMM 3HAKaMWU MPUMEHEHUs
3TOrO TEKCTa B TOW e camoli 6opbbe, KOTopyHo Mbl Tenepb Npo-
Jonmkaem. bubnmorpad-aHapxucT He ByAeT OTbICKMBATb HETPOHY-

Tbl€, HEYUTAHHbIE KHWTU, KOTOPbIE TENEePb NPUOBPETAIOT MEHOBYIO
LieHy «becLeHHbIX APEBHOCTE», OH ByAEeT BbiNpawMBaTh [y KHK-
roTOProBLEeB] AENCTBUTENBHO NOMOOMBLUMECA YNTATENO KHUTW —
U304 paHHble, M3MapaHHble — NPUOBPETLLME LWPaMbl B CPAKEHUN
MbIC/U, KHUTW, U36aBNEHHbIE YaCTHbIM YUTATENIEM OT WX CTaHAAPT-
HOCTU U 0XHUB/IEHHbIE Yepe3 UHTETPALIMIO C XM3HbIO TaKOW, KaKoM
OHa bbina.

MosecmeoeaHue. K BbileckazaHHOMY MOXHO [06aBUTb, YTO,
NOYKanyM, Mbl MOMYYAEM CIUWKOM MHO20 UHGOPMALIMM U3 KHUT.
Heobxoaymo Halit cnocobbl 6eCLLOBHOTO COeAVMHEHMA AOCYra U
06y4eHms, HedhopManbHOCTV U CTPOTOCTH, LIENEYCTPEMIEHHOCTU U
pa3eneyeHus. MoBecTBOBaHWE NPUBA3LIBAET ABCTPAKTHYIO UHGOP-
MOUUIO K KOHKPETHOMY, ObLLemy COUManbHOMY MomMeHmy, K
cuTYaumu, bnarogapa KOTOPOM OHa CTAHOBWTCA YACTbO HaLLMX
»u3Her. OHa afanTUpPyeT 3HaHWE K KOHKPETHBIM HyXKAam coob-
LEeCTBa M MOMEHTA, BblABUIAET Ha NepPBbI M/1aH CaMoe BaXKHOE,
TO, YTO C/YKUT BAOXHOBAOLLMM NPUMEPOM UM NpesocTepesKe-
HUeM 0719 HaC, U NPU 3TOM MCMONB3YET TbICAYN HIOAHCOB, HaMe-
KOB, aN/It031I U NOATEKCTOB, KOTOPbIE UHOPMAUUA KaK TaKoBas
oTBepraeT 1 (ONATb Ke, AaBalTE MbICIUTL CTPATErvyeckun) u He
MO3em noHAMeb. W, Kpome TOro, UCTOPUM — 3TO BECENO (Npy yco-
BWMW, YTO Bbl XOPOLLIMI PACcCKa3uMK, EC/IN HET — NOMAUTE B YHEHMKM
K MacTepy NOBECTBOBaHMs...). ITO cnocob CBA3bIBAHUA BOEAMHO
CTUIA KU3HWU CYOKYNbTYPbI, €€ KONNEKTUBHON NamATH, UCTOPUM,
LieHHOCTEN M NobyKAEHWIN. VIMEHHO TaKyto posib BO/BLUMHCTBO
06LLECTB, BK/IOYaA HalUe, OTBOAMT 3nocy. Passe He B3biBaeT BCE
3TO K NEpepoMAEHWUIO 3M0Ca U OYMLLEHWIO €r0 OT 3/1eMEHTOB
LUOBMHM3MA, KceHodobMM, pacn3ma, maTepHannsma M MuauTa-
p13Ma, KOTOPbIMM 3MOC HEKOT4a HaAEe/ MW Halum obLecTsa?

pa umdposoit cBoboabl 6AM3NTCA K 3aBEpLUEHMIO, HO 3pa
UMGPOBOM FEremMoHUM, MOXOXE, TOMbKO HAUMHAETCA, U eauH-
CTBEHHas BelLb, KOTOpas Mor/a Bbl e€é NpeaoTBPaTUTL (BONPEKM
BCEM HaLUMM HaZIeXK4aM Ha JlyuLuee) — 3To paspyLueHue Ludposo-
ro NOpAZKa KaK TaKoBOTrO, COBMaJatoLLEe MO BPEMEHW C KoJar-
COM 3KOHOMWMKM M MHPPACTPYKTYpbl. Ecim coobluectsa MHaKo-
MbICNALLYMX BbIXOAAT HA 3TOT MPOTHO3 M HAYMHAOT MOATOTOBKY
YXKe CerofiHs, 3HauuT, Mbl NpeaynpexaeHbl, AOCTaTOuHO ocBe-
ZJOM/IEHbI, B HaLLEM PacrnopsKeHnn ByayT NpaKTvKK, Heobxoau-
Mble 4/19 PAAMKaNbHOMO, STUYECKOTO M NYMaHHOTO AEWCTBMA Ha
TeX PYMHaX, Ha KakvX Ham BbIMaZEeT Clyyait BbIXKUBATb.



inevitable disappearance of net neutrality, private
and co-op libraries of zines and other subversive lit-
erature in print will become increasingly important.
And despite the blithe assertions of so many Positiv-
ists, the internet will not exist forever. There is noth-
ing permanent about a system of informational
“storage” that depends upon the entire Neoliberal
global economy continuing flawlessly, just as it is
now, for ever and ever and ever.* Even the self-
ingesting internal dynamics of Capitalism itself run
counter to this fairytale. No archivist | know expects
digitized media to last more than another genera-
tion. This offers radical communities a unique oppor-
tunity: when the internet falls — an event of even
greater significance than the destruction of the Li-
brary at Alexandria — much of official culture will be
all but wiped out of existence. Henceforth, the histo-
ries will be written on the basis of what was pre-
served in print. Underground culture will still consti-
tute only a small percentage of that material, but the
odds for each individual book will be infinitely great-
er than Power currently assumes. We should remem-
ber the story of the Nag Hammadi texts — buried in a
cave in the desert to escape a purge of all literature
opposed to the Catholic Church, they are now availa-
ble again after 2000 years through freak accidents.
No doubt there are hundreds of other secret libraries
never found; but such things do happen . ..

Such archival libraries, gathering both present and
past radical literature, are vital for other reasons too.
The old book is also a communal relic — a touchstone
of the fact that the great project of liberation is
greater than ourselves, that it is multi-generational,
that we must extend our solidarity to our dead com-
rades of the past as well as our unborn comrades of
future struggles; the book carries with it all the
marks — the physical marks — of their use of this text
in the struggle we now continue. The anarchist bibli-
ographer will not seek pristine, unread books that

now bask in the exchange-value of “precious an-
tiques” but scrounge for the tattered, marked-up,
well-loved books that have been scarred in the chaos
of the battle of thought, which an individual, through
integration with their lives as lived, has stripped of
its standardization and made alive.

Storytelling: Having said the above, perhaps, none-
theless, we get too much of our information from
books. We must find ways to seamlessly blend leisure
and learning, informality with rigour, purpose with
fun. Storytelling attaches abstract information to a
particular, shared social moment, a situation through
which it has become part of their lives. It adapts
knowledge to the precise needs of the community
and the moment, brings out what is important or
inspirational or cautionary for us, and introduces a
thousand nuances of implication, relation, and sub-
text that information as such rejects and (again, let’s
think strategically) cannot understand. And, it is fun
(assuming one’s a good storyteller; if not, apprentice
yourself to someone who is . . .) It connects a subcul-
ture’s way of life and communal memory to its histo-
ry, values, and aspirations. This is the role given to
the Epic Poem in most societies, including all of those
from which our own has derived; is it not ripe for re-
invention, divested of the elements of chauvinism,
xenophobia, racism, paternalism and militarism with
which those societies imbued it?

The era of digital freedom is drawing toward its
close, but the era of digital hegemony is likely just
beginning, and the only thing likely (despite all our
hopes) to end it is the collapse of the digital order
itself, concomitant with economic and infrastructure
collapse. If dissenting communities have the fore-
sight and focus to prepare now, our communities will
be prepared with the awarenesses and practices
needed to act radically, ethically, and humanely
amongst whatever wreckage we must collectively
navigate.
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The General is tired, 2017
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AceMuyecxoe NUCbMO: onpepaeneHus u KOHTeKcTbl (1998 — 2016) [oTpbIBKM]

MNMopbopKa coctaBneHa Axxumom SledpTermyem

MONHbIN TEKCT Ha aHrAnIMCcKoM: http://slova.name/asemic-definitions.pdf

1998

cum Jlepmeud, 27 aHeapsa 1998 200a (u3 nucema
Tumy lelizy):

Cema — eAuHMLA 3HaYeHUn, 60 HanmmeHbLan ean-
HMUA 3HaYeHUA (TakKe — cemema, No aHanormm ¢ GpoHe-
MOW). ACeMMYECKMIA TEKCT, CNesoBaTeNbHO, MOXKET yCTa-
HaB/AMBATb OTHOLUEHWUA MEXAYy 3/eMeHTamMUu A3blKa, Ko-
Topble He ByAyT CBf3aHbl C NPOM3BOACTBOM 3HAYEHWUs.
MONHOCTbIO aceMUYECKUIA TEKCT KaXkeTcs uAaeanom, He-
BO3MOHOCTbIO — MMEHHO MO3TOMY K HEeMy WU cnegyet
CTPEMUTLCA.

Lcum Jlepmeuy, 1998 (u3z nucema Tumy lelizy)

BosneueHve nogein B YTeHWe Heuntaemoro — 6es-
YCNOBHO, YacCTb TOro, YeM Mbl 3aHMMaemca. U 6narogapa
3TOMY Npou3BeZeHNe UCKYCCTBA HE MOMKET CTaTb «MPOCTO
yKpaweHnem». oxoxe, MHe HyXHO OCHOBAaTe/ibHO 3a-
HATbCA AYXOBHbIM MUCbMOM U C/IOBECHbIMMU CKY/NbNTypa-
MM, TaK, 4TOObI i HE MOHMMAJ, YEM A 3aHUMAIOCb, MOKA He
cOenalo OKOJMIoO COTHM NpousBedeHwi (3to Hebosblioe
npeyBesMyeHne, COBCeEM HEBObLLOE).

Al nbiTatocb OTBPOCUTL 3r0, IKCMPECCUBHOCTb, IMOLMMU,
MO3roBYyH0 AeATeNbHOCTb, BbINTU 3@ Npeaesibl BCEro 3Toro
M nofobHoro. fl NbiTaloCb OTKPbITBCA BO3MOMKHOCTAM,
KOTOpble maTepuasnbl NpeaniaratoT MHe, OTKPbITbCA Mpo-
ueccy pabotbl ¢ maTepuanamu. Al ybexaeH, 4to Mbl Npu-
6auKaemca K npegeny B A3blKe, YTO CyLecTByoT obnacTm
onbiTa, HeJOCTYMHble ANA A3blKa. ITO OoAHA M3 MPUYMH
HU3BEPIKEHMA CNOBA U BbIABMNKEHUA' ByKBbI, NpeBpaLle-
HUA e€ B eAMHULY KOMMo3nuuKn. A Aymato, 4To MoA arpec-
CMA HanpaB/eHa, Npexae BCEro, Ha A3bIKOBblE KOHBEH-

LMK, TPaMMaTUKY U CUHTaKCUC, Ha NPEeaJ/IoKEHUA U CIOBO-
COYeTaHus, U TONbKO MOTOM YXKe — Ha C/I0BO KaK TaKo-
Boe. M 34ecb 06HApyXMBaeTcA HEYTO AeWCTBUTENbHO
MHTEpecHOe C MOeW TOUKM 3peHUs.

LAncum Jlepmeuu, 1998 (u3s nucoema Tumy lelizy)

A HEeCKOMbKO pa3 MbiTa/scs 3a4MTbiBaTb HEKOTOpble U3
MOMX acemMmyecknx paboT BCAYX. MPOUCXOAMUT HEUTO yau-
BUTE/IbHOE. YTO-TO BPOAE MYTMPOBAaHHOrO 6yKBEHHOro
pblYaHWA UAKN WKNEHUA, Y3HaBaeMble BYKBEHHbIE 3BYKM,
KOTOpble NepPexoanT B acEMUYEcKMe BOKanusauuu v o6-
paTHO. MeHA He UHTepecyeT NepdpopmaHc, HO BO3MOXKHO,
Korga-Hmbyab A 3anuily aceMUYecKyro MJeHKy. npasaa,
HY)KHO ByZeT NMoTpeHUpPOoBaTLCA Mepes Tem, Kak caenatb
3T0. OAHAKO, WHTEPECHO, YTO ANA MeHA acemuyeckue
TEKCTbl OTIMYAIOTCA OT MONIYAHUA. Y HUX HET CUTHUOUKa-
UMM — W 3TO, NOXKaNyM, Camas NpMBAEKaTeNbHAA UX YepTa
— HO A lyMalo, YTO OHW He ILLIEHbI 3ByHaHUA.

1999

Tum Tleli3. lpeducnosue K KHuze «KNC/IOPOL WNCTU-
Hbl» [THE OXYGEN OF TRUTH]

MNEPEL BAMW CBOPHUK nmnpoBM3NMPOBAHHbLIX aceMu-
yeckux TeKkctoB. CNOBO «aceMMYecKMi» 3Hauut -—
«IULWEHHbIN CEMaHTUYECKOro coaepKaHua». B aTux pabo-
Tax MPUCYTCTBYIOT eCTbl NUcbma, BGYKBbl M CUMBObI,
3HAKM M3 3IK30TUYECKMX MUCbMEHHOCTEMN, B YaCTHOCTH,
KMTalCKOM, apabcKoi U KopelncKol, dparmeHTbl BYKB U
HOBble CUMBO/bI, U306peTeHHble MHON. Takum obpaszom,
NMCbMO MpUCYTCTBYeT B 3TUX paboTtax Ha uWHopa-
BepbanbHOM ypoBHe. Al co3aato 3TM NPoU3BeaEHMA, Haxo-

! BblaBuXeHUe — B IMHIBUCTUKE TEKCTa, PUTOPUKeE: NnpusaedeHne BHUMaHNA YUTaTeNA K ocobo 3Ha4YMMbIM, NO 3amMblICNy
dBTOpPa, coaepKaTesibHbIM 3/1IEMEHTAM TEKCTa. Bl'lepBbIe TePMUH 6blN UCNONb30BaH B pa60Tax I'Ipa»(cr(oﬁ JIMHIBUCTUYE-

CKOM WKonbl B 1930-x roaax. — 30eck u dasee npum. nep.
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Asemic Writing: Definitions & Contexts (1998 - 2016) [excerpts]

Compiled by Jim Leftwich
Full text: http://slova.name/asemic-definitions.pdf

1998

Jim Leftwich, Jan 27, 1998 (from a letter to
Tim Gaze):

A seme is a unit of meaning, or the smallest
unit of meaning (also known as a sememe, anal-
ogous with phoneme). An asemic text, then,
might be involved with units of language for
reasons other than that of producing meaning.
As such, the asemic text would seem to be an
ideal, an impossibility, but possibly worth pursu-
ing for just that reason.

Jim Leftwich, 1998 (from a letter to Tim Gaze)

Inviting people to read the unreadable - this is
absolutely a part of what we're doing. And, this
is what keeps the work from being "mere deco-
ration." | seem to need to do things like the
spirit writing and the word sculptures in excess,
as if | don't really have an idea of what I'm do-
ing until I've done a hundred or so of them.
(This is a slight exaggeration, but not much.)

I'm trying to let go, to get beyond or below
stuff like self or ego and expressivity and emo-
tion and cerebration. I'm trying to open up to
the possibilities of the materials, to the process
of working with the materials. | do think we
come up against a barrier in language, that
there are areas of experience that language
doesn't reach. That's one of the reasons for
foregrounding the letter, for making the letter
the unit of composition, for dismantling the
word. | think the violence is directed, first of all,
towards the conventions of language, towards
grammar and syntax, towards the sentence and
the phrase, then it comes to the word itself.

This is where things get really interesting for
me.

Jim Leftwich, 1998 (from a letter to Tim Gaze)

i have been attempting to read some of my
asemic works aloud. it's surprising what occurs.
a sort of mutated letteral growl and hiss, recog-
nizable letter sounds which segue in and out of
asemic vocalizations. i have no interest at all in
performance, but i may get around to making a
tape at some point. but i need a little more
practice before i'll be willing to do that. it's in-
teresting, though, that i'm finding the asemic
texts to be something other than silence. they
lack signification, which is probably their strong-
est allure, but i think they are not lacking in
sound.

1999
Tim Gaze, introduction to THE OXYGEN OF
TRUTH

THIS IS A COLLECTION of improvised asemic
texts. The word “asemic” means “having no se-
mantic content.” These pieces contain handwrit-
ing gestures, letters and symbols, characters
from other writing systems such as Chinese, Ar-
abic and Korean, fragments of letters, and new
symbols of my own devising. Thus, they incorpo-
rate writing, but at an infra-verbal level.

| produce these works while physically excited
but mentally still. Usually late at night, when
stoned and drunk, with intense music such as
drum’n’bass or dub reggae playing, in a “no
mind” state. That is to say, the part of my mind

40
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OACb B COCTOAHUM GU3MYECKOro BO3OY:KAEHMA Npu non-
HOM CMOKOMWCTBUM MblwneHnA. OBbIYHO 3TO MPOUCXOAUT
No34HO HOYbIO, A YA0N6AH U NbAH, BKAOYAIO IHEPTUYHYIO
My3bIKy Bpoae Apam-H-63lic nnm gab perrn, nepexoxy B
«beccosHaTeNnbHOE» COCTOAHME. YacTb MOero pasyma,
KoTopan npeobpasyeT ugeu B cnoBa U NPeaoXKeHUs, He
paboTaeT. 1 0CTaBAA METKY, OCTaHaB/MBAKOCb, BCMaTPU-
BAlOCb, OCTaB/AID eWé ofHY, M TaK Janee, Noka He 4ys-
CTBYIO, YTO CTPaHML,A 3aBepLueHa. MoK ABUNKEHUA NOXOXKM
Ha TaHeu. [pouecc cKopee WHTYUTUBEH, YEM JIOTUYEH.
Yem-TO NOX0¥Ke Ha UCKYCCTBO A3€EH.

AMepuKaHCcKuit nosT [xum JledTBUY Hayumn MeHA
C/0BY «acemumyeckuin». Ero acemuuyeckue pabotbl —
OZMH M3 UCTOYHMKOB MOEero BAOXHoBeHuWA. [iBa 6enbruii-
CKMX No3Ta, AHpu Muwo u Kpuctman [lotpemoHn [Christian
Dotremont], co3paBanvM MHOMECTBO Npou3BeAeHUin B
3TOM MPOMENKYTKE MEXAy NMUCbMOM WM BMU3YaNbHbIM WC-
KyccTBO. ABCTpanuiickuii noaT KopHenuc BauckeHc
[Cornelis Vieeskens] He3aBUCMMO OT MeHA NMpULIEN K Mo-
XOXKEMY CTU/IIO, XOTA U HE Ha3blBa/l CBOM PaboTbl acemu-
YeckMmU. BCEé BblluenepeyncieHHoe BAUAET Ha MOW Npo-
nsBefeHua. 3ameTbTe, BCE, KOro A HasBas, MULIYT WK
nucanu cTuxu. PaboTbl abCTPAKTHbBIX IKCMPECCUOHNUCTOB 1,
HanpoTWB, HE NPUYUCAAID K acCeMUYECKUM. B nx Komnosu-
LMAX MCMONb3YIOTCA CKopee cBOBOAHblE, YeM POACTBEH-
Hbl€ NMUCbMY, KecCTbl.

[VKas CcKOponucb B KUTAMCKOW Kanaurpaduu, asaH-
rapgHas ANoHcKaa Kannurpadua B Ayxe NPaKTUK rpynn
l'ytan [Gutai] n BoryaxKuH-Kan [Bokujin-kai], HeKoTopble
TEHAEHUUN B COBPEMEHHOM BW3yasibHOM MO33UKU, U He-
pa3bopumsble rpaddUT — BCE 3TO, B MOEM MOHUMAHUN,
BXOOMT B acemuyeckoe TeyeHue. B mae 1999 ropa s
Hayan wu3gaBaTb HebONbWON «ACeMUYECKUA  XKyp-
Han» [Asemic], uTobbl cBA3aTb HUTU 3TOW TPAgULMU BO-
eanHo.

O KWTAMCKUX MeWn3arkax, BbINOJHEHHbIX YepHWIamu,
rOBOPAT, YTO OHW HAMUCAHbI. TO Ke Camoe U C ABAHCKUMM
6aTMKamu. B asmaTcKMx KynbTypax Kananaurpadus, »Kuso-
NMUCb U NO33MA B3aMMOCBA3aHbl. f BOCNPUHMMAIO acemu-
YecKylo TPaguuUMIo Kak MOoMbITKY Npou3BecTn nomobHoe
cMelleHre pa3geneHHbIX NOTOKOB Ky/bTypbl Ha 3anage.

AcemMMYeCcKMe TeKCTbl JIMWEHbI NpeAyCTaHOBIEHHOTO
aBTOpOM 3HayeHus. Ecau Bbl, 3puTenb, obHapyuBaeTe
3HaYeHWe, 3HaUWT, Bbl CAMM €70 U CO34a/U. ITO 3araflovHo.

MHOrve M3 MOMX 3MOLIMOHANbHbBIX COCTOAHWUN HEBO3-
MOXXHO BbIPa3nTb C/I0BaMM. fl MOTY BbIpaKaTb TO, YTO BHYT-
PV MEH#, TO/IbKO NOCPEACTBOM aCEMUYECKOTO MUCbMA.

ByAyuu aBTOPOM MpPO3bl U N033UM B PA3/IUYHBIX CTUAAX,
A YyBCTBYIO, YTO NPMBAMNKAIOCL K TOPU3OHTY COObITUIA
MeXay MUCbMOM W He-MUCbMOM, K TOYKE Ha rpaHuue
xaoca. 34ecb NpUATHO AblwnTca. CnoBa BPYT, a acemuye-
CKME TeKCTbl — HeT. 34eCb eCTb KUCI0POA UCTUHDI.

2001

LAncum JSlegpmeuy, 12.03.01, u3 acce «Bewju, crnaceHHole
u3 8e4yHo20 Hebbimus» [Things Rescued From Eternal Non-
Existence]

acemuyeckoe MUCbmMo, Nog, KOTOPbIM A NoApPasymMeBato
TEKCT, KOTOpbI/A aBTOP HaMepeHHO CMeLaeT B CTOPOHY
HEeYMTaemoro, BM3yanbHoro obpasa, Ho 6e3 nosHoro oT-
Kasa OT BCeX OCTATOYHbIX ABMEHWI BYKBbI UAN CTPOKK, be3
npuobpeTeHns anbTePHATUBHOINO CTaTyca BW3yaNbHOMO
WCKYCCTBA. 3TO rMbpuAHOE NUCbMO: TEKCT He NpegHasHa-
YEHHbIN s YTeHUs coeanHeH c obpasom, He npeaHasHa-
YEHHbIM /19 PacCMaTPMUBAHMA. 3TO HecnosesHoe, MyTaHT-
HOe MMCbMO, ero 6ecnonesHoCcTb — MyTareH nucaTens.

2002

Malikn BacuHcku, peueH3usa Ha KHuzu: Tum lel3. lNepe-
Karyamens [Switch] (Anabasis/Xtant, 2002); Tum lelis,
KopHenuc BauckeHc. beccosHamenbHoe Ha meoice [Tamep-
coH [Unconscious at Cape Paterson]. (Anabasis/Xtant,
2002). OnybaukosaHo 8 xcypHane The Hold, ceHmsabpob
2002 200a)

BusyanbHble pabotbl. 310, 6e3ycnoBHO, 06pasunKu
6oraToro, ApKoro, ryboKoro nNMcbMa, B KOTOPOM CMMBO-
Nbl U IMHUW COEAMHAIOTCA B HOBble GpOpPMbI 3apoKaato-
wmxcA andaBuToB — Tenepb Yy Hac ecTb Ha3BaHue ANA
paboT TaKoro poga: acemMmyeckoe NUCcbMo. Takoe cnoso,
BcaywanTtecb: ACEMUYECKOE. Ho gnsa meHa ocobe yao-
BO/IbCTBME 3TUX KHWUT, HaMWUCAHHbIX MO-aCeMUYECKM, 3a-
KNtO4aeTcA B UX YTEHUWM — MOCKOJIbKY ANA HOBOrO NUCbMa



that composes ideas into words and sentences
is not operating. Rather, | make a mark, pause
and look, make another mark and so on, until
the page feels complete. There is an element of
dance in my movement. An intuitive, rather
than logical, process. Quite similar to Zen art.

The American poet Jim Leftwich taught me
the word “asemic.” His asemic work is one
source of inspiration. Two Belgian poets, Henri
Michaux and Christian Dotremont, produced a
lot of work on this interstice between writing
and visual art. The Australian poet Cornelis
Vleeskens independently arrived at a related
style, although he doesn’t refer to his work as
“asemic.” All of these inform my work. Note
that all of these people are or were practising
verbal poets. Conversely, | don’t regard the
work of the abstract expressionists as asemic.
Their compositions tend to use free gestures
rather than writing-like gestures.

Crazy Running Style Chinese calligraphy, avant
-garde Japanese calligraphy such as was prac-
tised by the Gutai and Bokujin-kai groups, cer-
tain tendencies in contemporary visual poetry,
and illegible graffiti lettering are all part of
what | see as an asemic stream. In May 1999, 1
began publishing a little magazine titled asemic,
to weave the threads of this tradition into
something more coherent.

Chinese ink landscapes are said to be written.
Hand-drawn Javanese batik designs are also said
to be written. In Asian cultures, calligraphy,
painting and poetry are intertwined. | perceive
the asemic tradition as a Western attempt to
generate a similar fusion of these separate
streams of culture.

Asemic texts have no writer-intended mean-
ing. If you the viewer perceive a meaning,
you’ve created that meaning yourself. This is a
mystery.

Many of my emotional states are unspeakable

in words. Only through asemic writing can | ex-
press what’s inside me.

As a writer of prose and poetry in several
styles, | feel as if I’ve arrived at the event hori-
zon between writing and not-writing, a point on
the edge of chaos. The air is sweet here. Only
words lie; asemic texts cannot lie. Here is the
oxygen of truth.

TIM GAZE
Adelaide, Australia
November 1999

2001

jim leftwich, 3.12.01, Useless Writing, in
Things Rescued From Eternal Non-Existence

asemic writing, by which | mean writing that
is shifted intentionally towards the unreadable,
towards image, without discarding entirely all
vestiges of either the letter or the line, and
without assuming the alternative status of visu-
al art. it is a hybrid writing, a writing not meant
for a reading mingled with an imaging not
meant for looking. it is a useless, mutant writ-
ing, its uselessness a mutagen for the writer.

2002

Michael Basinski, The Hold, September 2002

Switch - by Tim Gaze.2002. Anabasis/Xtant.

Unconscious at Cape Paterson - by Tim Gaze &
Cornelis Vleeskens. 2002. Anabasis/Xtant.

Visual works. | am sure that these are exam-
ples of imaginative deep writing, they being
other symbols and lines merged into new forms
or developing alphabets - now we have a name
for these works - Asemic writing. That is the
word: Hear it: ASEMIC. But for me the delight of
these books, written in Asemic, is the reading of
this work - because the new writing in these
new worlds/works with other alphabets de-
mands a form of reading that translates into
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B 9TUX HOBbIX MMpax/paboTax C MHAKOBbIMM asndaBUTamu
TpebyeTtca Gopma YTeHWA, KOTopaa NepeBOAMUT KaxKabli
rnud, CTPOKY, CTUXOTBOpPEHME — CNef0BaTeNbHO, HYXKHO
C03/,aBaTb HOBble 3BYKM, U Mbl UMEEM A,€e/10 C pacLnpu-
TeNbHbIM onbiTOM. MpusemneHre Ha 3Tol noTpAcatoeln
nnaHeTe MHAKOBOro NUcbMa becueHHo. 9T aBTopbl pac-
TATMBANU, pa3fambliBaiv — YyXKe pas3siomanu, a Tenepb
OHU — rAe-To ewg... B APYrom... TBOpYeckom mecte. Bos-
OyXx 34ecb, 6e3ycnoBHO, NpUrogeH AN AbIXaHWA, BOCXU-
TUTeneH. Cmenee! MoKpack cBOM GyproH v npuesai !>

2003

Lxncum Jlegpmeuy, 27.02.03, enepssie onybauKo8aHO 8
KHuee JHOpro Tonens «Acemuyeckue meopuu» [ASEMIC
THEORIES] (Annihilator Press, Australia, 2003)

aectabununsauma andaBuTHbiX eanuuy [alphabeticals]
BbIK/IIOYAET 06LenpUHATbIE CTPATErMU YTEHUSA, OTKPbIBas
TEM CaMbIM aCEMUYECKUIA TEKCT AR ONbITOB UHTEpMpeTa-
LUK 3a Npeaenamm MHoXKecTBa obLenpuHATbIX cnocobos
YTEHUA. B aCEMUYECKOM MOJIe HET MecTa A/ PeanbHoCTU
A3bIKOBbIX COrMALWEHUI. LEeH3ypa CTPYKTyp, OrpaHuBato-
LWMX CNEKTP AONYCTUMOTO OMbiTa, HE MMEEeT CUAbl B ace-
MMYECKOM MPOCTPaAHCTBE. Mepapxuyeckasa cTpatudmka-
UMA  OOMUHUPYIOWEN KyAbTypbl, pasrpaHUuYMBatoLLas
MecCTa M pou AN BNACTEM W YrHeTeHHbIX [subalterns]
NPOC/EKMBAETCA B aCEMUYECKOM MOJE TO/IbKO KaK oye-
BMAHO MPOM3BO/IbHAA, CNYyYalHAA KOHCTPYKLMA. acemu-
YeCKUN TEKCT MPOU3BOAUT anbTePHATUBHYIO CYOBEKTUB-
HOCTb, MPOCTPAHCTBO 3KCTPANOAAUMIA OMNbiTa B NPAMOM
NpPOTUBOPEYNN C Nt0OLIM OAHOPOAHBIM WABNIOHOM, CaHK-
LUMOHMPOBAHHbLIM YNPOLEHYECKUMUN DYHKLMAMU UAEH-
TUYHOCTEN, KOTOpble MPOU3BOAATCA OOLLECTBOM M A3bl-
KOM. aceMMUYEeCcKMit nucaTeNib nepesaer YNTaTento OTKpbI-
TOCTb, OTCYTCTBME. MEepemelLascb BHYTPU 3TOr0 OTCYT-
CTBMA, Mbl MOXEM KaXKAbl pa3 3aHOBO OTKPbIBATb HeCTa-
6UNbHbIE CNOCOObI YTEHUA KAK PafMKaNbHOM 3KCTpanona-
UMKN CcYBBEKTUMBHOIO ONbITa. HOMAgMYecKue cTpaTerum

YTEHUA B aCEMMYECKON pu3ome NoAacnyaHO NPOU3BOAAT
bpaKTanbHble TEPPUTOPUN A/1A aHAPXMUYECKOTO CybbEKTa.

2004

LJmweop Xam. 12 anpena 2004. Acemus cmaHosumcs
mobol [periopmaxc ¢ CesepHoli okpyxcHoU Oopoau ocm-
posa lNacxu, SHensyd, ®nopuda]

B nucbme Tumy lensy ot 27 aHBapa 1998 roga Oxum
NedTBMY 0O6BACHUA aceEMMYECKOE MUCbMO TakuMM obpa-
3om: «Cema — eAuMHMUA 3HAYeHuA, MO0 HauMeHblas
eAMHMLA 3HaYeHMs (TakKe — cemema, No aHanormm ¢ ¢o-
HemoMl). AcemMyecKMid TeKCT, cnegoBaTeslbHO, MOXeT
BXOAMTb B TaKMe OTHOLLEHMUA C 3NeMEHTaMM A3blKa, KOTO-
pble He CBA3aHbl C MPOU3BOACTBOM 3HAUYEHUAY.

McTopna HamMepeHHO acemMMyeckoro nucbMa MOKeT
6bITb BecbMa UHTepecHol. OHa, onpeaeneHHo, Ha4Yanacb
He Mo3)Ke HamnucaHua pyKkonucu BoliHu4ya, NpeanonoxKu-
TenbHo B XVII Beke. B anoxy moaepHa NeTTpucTbl (Kuean
M 4YacTo HeLOOLEHEHHana rpynna BW3yasbHblX MO3TOB,
KOTOpble B NO3AHWI Nepuos CBOEN AeATeNbHOCTU BAU-
nmce B CUTYaUMOHUCTCKMI MHTEPHALUMOHAN, NOAUTUYe-
cKoe pOBUKeHue 6e3 onpeaeneHHon uaeonornn) 6Gbiav
AKTUBHbLIMW CTOPOHHMKAMM acemMuu, cunbl cumBona bes
onpeaeneHHoro 3Havyenua. Mpeareya KOHKPETHOM No3-
3un BpaiioH MacuH 6bln NepBbiM, KTO 3KCMEPUMEHTUPO-
Ba/l C aCEMUYECKMMM TEKCTAMM B Hayae NPOLLNOro BeKa.

Ho HacToAwMin pacueT 3TOro WMCKyccTBa Havaaca B
KoHLe 1990-x roaos, Korga BmM3yasbHble NO3Tbl U Kanau-
rpadbl CTasn BCe Yalle cO34aBaTb TEKCTbI, KOTOPbIE HUKTO
He Mor npoyuTaTb. YuTaTenb CTa/sKMBAACA C TEKCTOM CO
CMeLLEHHbIM PAaBHOBECMEM MeXAYy MHOOPMALMOHHON M
acTeTMYecKon coctasaaowmmmn. Kak otmeyaeT Tum leiis,
«MUCbMO COAEPKUT HE TO/IbKO CEMAHTUYECKYI0 MHbOpPMa-
umio. B Hem TaKKe NPUCYTCTBYET acTeTnyeckas MHpopma-
uma (Korga mbl paccmaTpuBaem ero Kak ¢dopmy uam ob-
pa3), paBHO KaK W 3MOLMOHa/sbHas (npegmeT aHanusa
rpadonoros). Acemmyeckoe NMCbMO, MOCKOJ/IbKY OHO YHU-

2 «Paint your wagon, and come along» — cTpoka u3 mto3unkna «Paint your wagon» (Mokpacb cBoi ¢yproH), ero KMHo-
aganTtaums, sbinylweHHan 8 1969 roay, B pOCCMMCKOM NpoKaTe M3BecTHa nog HassaHuem «30s10T1o KaandopHum». B ueH-
TPpe NOBEeCTBOBaHMA — XMUTENWN ropofKa 3onotouckateneit B KanndopHum 1840-x rogos.



sound each glyph or string, poem- therefore
new sounds must be made and the expansive
experience is then IT. Wonderful to touch down
on this terrific planet of other writing. These
authors stretch it and brake it and broke it and
IS now someplace else ... in the other... place of
creativity. Obviously the air is there breathable,
beautiful. Let's go. Paint your wagon, and come
along.

2003

jim leftwich, 02.27.03, originally published in
ASEMIC THEORIES, by Andrew Topel, Annihilator
Press, Australia, 2003

destabilization of the alphabeticals disables
received strategies of reading, thus opening the
asemic text to interpretive experiences outside
the set of acceptable interactions as reading.
consensus reality is not communicable by an
asemic field. structural censorship constraining
the spectrum of permissible experience is not
enforceable within an asemic field. hierarchical
stratifications of the dominant culture, deline-
ating slots and roles for authorities and subal-
terns, are available only as transparently arbi-
trary constructions within an asemic field. the
asemic text offers an alternative subjectivity, a
site for extrapolations of the experiential, in
direct opposition to any homogenous template
sanctioned in the diminished capacities of so-
cially- and linguistically-constructed identities.
the asemic writer extends an openness, an ab-
sence, to the reader. as one route through this
absence, we might posit the provisional rein-
vention of reading as a radical extrapolation of
subjective experience. nomadic reading strate-
gies along the rhizome of the asemic insinuate
fractal basins for the anarchic subject.

2004

Geof Huth, April 12, 2004, Asemia Becomes
You [reporting from North Easter Island Circle,
Englewood, Florida]

Jim Leftwich explained asemic writing to Tim
Gaze this way in a note he sent on 27 Jan 1998:
“A seme is a unit of meaning, or the smallest
unit of meaning (also known as a sememe, anal-
ogous with phoneme). An asemic text, then,
might be involved with units of language for
reasons other than that of producing meaning.”

A history of deliberately asemic writing would
be an interesting one to consider. Certainly, it
stretches back to the Voynich Manuscript creat-
ed probably in the 1600s. In modern times, the
Lettrists (a vibrant and often overlooked group
of visual poetry practictioners that, in its latter
years, devolved into the Situationist Interna-
tional, a political movement of no particular
import) were eager proponents of asemia, of
the power of the symbol without an accepted
meaning. The pre-concretist Brion Gysin was
one of the first to fiddle with the concept of
asemic texts during the early part of the last
century.

But the real flowering of this art began at the
very end of the 1990s, when visual poets and
calligraphers were, more and more frequently,
creating texts that no-one could read. Instead,
the reader faced a text that had an imbalance of
information versus esthetics. As Tim Gaze says,
“Writing does not just contain semantic infor-
mation. It also contains aesthetic information
(when seen as a shape or image) and emotional
information (such as a graphologist would ana-
lyze). Because it eliminates the semantic infor-
mation, asemic writing brings the emotional
and aesthetic content to the foreground.”

There are many reasons for this movement
towards asemia. One reason must be that the
last quarter of the twentieth century was a roil-
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YTOXKaeT CEMaHTUYECKY0 MHGOPMaLMIO, BbIBOAWUT SMOLM-
OHANbHOE W 3CTETUYECKOE COAEep)KaHWe Ha nepBbli
nnaH».

K BO3HWKHOBEHWIO HanNpaBAEHMIN ACEMMUYECKOTO TO/Ka
NPUBOAUT MHOXECTBO NpUYMH. OgHa U3 HUX — Bym 3Kc-
NepMMeHTUPOBaHWA B MMpPE BW3yasibHOW MO33MM B MO-
cnepHen yeTBepTVM ABaAuLAToOro Beka. Torga (M ceiyac)
LUMPOKO MPUMEHANOCH ropasao 6osblie MeToaoB co3aa-
HUA BepbanbHO-BM3YyanbHbIX paboT, yem Korga-nmbo pa-
Hee. [lpyras npuvyMHa 3aKAOYAETCA B TOM, YTO BU3yasb-
Has noa3uA Co BpemeHem Bce 6osblle OTXOAMT OT Bep-
H6anbHOro, NPMBAMIKAACL K BM3yanbHOMY. Acemus coxpa-
HAeT GOpPMbl HEKOTOPOFro BO3MOXKHOFO BepbasbHOro co-
AepKaHuA, HO BO BCEX OCTa/IbHbIX OTHOLLUEHWUAX OHA Lenun-
KOM BW3yanbHa. AceMMYEecKMe nucaTenu Hawero speme-
HW, KaK W NeTTPUCTbl, BMNOJHE MOrYT BOCCTaBaTb MPOTUB
[OMKTaTa C/10Ba, KOTOPOEe CTAaHOBUTCA BYKBANbHO Be3aecy-
WMM B HaleM MUpe 3/eKTPOHUKK U ceTel. U, HaKoHel,
MOCKO/IbKY aCeMMUYECKOe MUCbMO 3a4acTylo CTPEeMUTCA K
Kanaurpapumueckum ¢popmam, 3TO MOXKET 3HaMeHOBaTb
BO3BpalleHMe [XyaorKHMKoB/nucatenei] K npocrtote u
nepBo3AaHHOCTU. Kak OblI0 OTMEYEHO Ha TUTY/NbHOM
cTpaHuue Acemmnyeckoro »KypHana Ne3, «BymaKHbI Ho-
cuTenb 6osee 3HaUYUM, YEM INEKTPOHHbBINY.

2005

[xceopp Xam, anpeno 2005 200a, MexOyHapoOHsili
cnosapb Heosnozuzmos [The International Dictionary of
Neologisms]

Acemunueckoe nUcbMo — ¢Gopma BM3yasibHOW M0O33uM,
BK/IIOYAIOLLAA WCKIOUYNTENbHO M306peTeHHble aBTOPOM
6YKBbI M CMMBOJbI, U, KaK CNeACTBME, He UMelowas Byk-
Ba/IbHOrO CEMaHTUYECKOTO 3HaUYeHMA.

2009

Lxcum Jlepmeuy, us nucema bunny bumepy (2009 200)

KOorga-To B cepefuHe AeBAHOCTbIX, BO3MOMXKHO, Bbl 97-M,
BM3yasIbHbI MO3T AKOH baripym [john byrum] otnpasun
MHEe OTKPbITKY B OTBET Ha LMK CTUXOTBOPEHWUIA, KOTOPbIN A
emy mpucaan 4o 3Toro. 310 6biin GyKBeHHble Bapuauuu
CTUXOTBOPEHWI AKOHAa M. BeHHeTTa. B NOCTCKPUNTYMe Ha

OTKpbITKE Balipym Hamucan: «ecav NpoLo/IKULIb B 3TOM
e [yXe, CKOPO HauyHellb NWCaTb aCeMMUYECKUe MO3MbI».
TOrAa A BMepBble CTOIKHY/ICA CO C/IOBOM KaceMUYECKUI».
TUM reii3 Bbllles Ha CBA3b CO MHOW NPUGAU3UTE/IBHO B TO
e Bpems. Toraa A pasmblLUAAa 06 UCKAIOYMTEIBHO TEKCTO-
BOW acemuu. TUM 6onblue MHTepecoBanca Kannrpaduye-
CKOM GOpMOW MUCbMa. B CBOMX TEKCTAX A 3KCNEPUMEHTU-
poBsas c bykBamu, a B BU3yabHbIX paboTax — pasnambisan
6yKkBeHHble GOpMbI, MOMYHaNUCb CBOETO PoAa KBasu- Uau
cy6-OyKBEHHble  METKM. S Hayan nucaTb  KBasu-
Kannurpaduyeckne paboTbl U paccbliaTh MX MO NO3TUYe-
CKMM KypHanam, HasblBas 3TW paboTbl acemMUYecKUMMU.
TUM 3aHUMANCA NPUBAN3UTENBHO TEM XKe CamMbIM. TaK Mo-
ABW/IOCb TO, YTO Ceiyac Ha3blBAeTCA «aCeMUYeCKUM ABW-
KeHMeM». A ¢ BONbLIMM 3HTY3MA3MOM MPOABUTaN NPaKTu-
Ky (M camo cn10BO) Ha MPOTAXKEHUU HECKOMbKUX neT (8-10
WM OKONO TOr0). TUM MpPOABUA elé BObLIYIO dHepruy-
HOCTb ¥ aMBULMO3HOCTb, OH M Ceiyac MOLUHbINA. KOHEYHO,
3TOMY MpejllecTBOBasa OYeHb [O/Tas WM CNOXKHAA UCTO-
puvs, HO TYyT A NULWY MMEHHO O TOM, KaK 3apoAuaoCh Hbl-
HellHee «ABWXeHMEe». TUM MOXET pacckasaTb Tebe ropas-
£10 60nbLe 06 CTOPMM CaMOro TEPMUHa.

2010

Mapko [xnuoseHane, aseycm 2010 200a, 06 acemuye-
CKOM nucbme, U3 nocma:
http://asemicnet.blogspot.com/2011/06/on-asemic-vispo-
marco-giovenale-2010.html

fl AyMalto, YTO rpaHMLA MEeXAy aCEMUYECKUM TEKCTOM U
abCTPaKTHLIM MCKYCCTBOM OYeHb TOHKas, U ecnu BU3Mo
4acTo «CMeLMBaeTCA» C abCTPaKTHLIMKM 31€MEHTaMMU, TO B
C/lyyae acemnyecKkoro mMcbma BO3HUKaeT BrnevaT/ieHue,
YTO OHO U «ecTb» abCTPaKTHOE MCKYCCTBO. MHE KaeTcs,
3TO MPOMUCXOAUT MOTOMY, YTO BM3MO MOMKHO OT/IMYUTL OT
abCcTpakumMoHM3ma C NMepBoro B3rns4a, a B cyyae acemu-
YeCcKoro nMMcbma 3TO ropasfo CAOXKHee. A Mory ownbaTb-
€A, HO lyMalo, YTO KOrAa mbl y3Haém andaBUTHble CUMBO-
Nibl, CEPUMN C/IOB, 31EMEHTbI MPEA/IOKEHNN, UCKAXKEHHbIe
6YyKBbl, OHM oOMnpeaeneHHbIM 06pa3om MoMeLalTcA B
CO3HaHWMU. a eCciM Mbl MMEeM Aen0 C Hey3HaBaeMbIMU
6yKBaMM, HO NOLO3PEBAEM, YTO 3TO UMEHHO BYKBbI, MO3T



http://asemicnet.blogspot.com/2011/06/on­asemic­vispo­marco­giovenale­2010.html
http://asemicnet.blogspot.com/2011/06/on­asemic­vispo­marco­giovenale­2010.html

ing cauldron of experimentation in the world of
visual poetry. More styles and methods of cre-
ating verbo-visual works were common then
(and now) than ever before. Another reason is
that visual poetry, in general, has been trending
more towards the visual and away from the ver-
bal. Asemia retains the shape of some possible
verbal content, but it is otherwise completely
visual. As with the Lettrists, asemic writers of
our time may simply be revolting against the
dominance of the word, which is virtually omni-
present in our increasingly networked and elec-
tronic world. Finally, since asemic writing tends
to be calligraphic, this style of writing marks a
return to the simple, talismanic page. As Asemic
magazine # 3 notes on its title page, “Paper has
more presence than electronic media.”

2005

Geof Huth, 4/2005, The International Diction-
ary of Neologisms asemic writing

A form of visual poetry constructed entirely of
invented letters or characters and, thereby,
having no literal semantic meaning.

2009

jim leftwich, from an email to bill beamer
(2009)

sometime in the mid-90s, probably 97, a visu-
al poet named john byrum sent me a postcard
in response to a series of poems i had sent him.
the poems were letteral variations of poems by
John M. Bennett. in a ps at the bottom of the
card byrum wrote something like "if you contin-
ue in this vein you will soon be writing asemic
poems". that was the first time i saw the word
"asemic". tim gaze contacted me around the
same time. i was thinking about purely textual
asemia. tim was thinking about a more calli-
graphic form of writing. my textual work was
already letteral, and my visual work was break-

ing the letter-forms down and becoming a poet-
ry of quasi- or sub- letteral marks. i started
making quasi-calligraphic works and sending
them around to poetry magazines - and calling
them asemic. tim was doing something very
similar. that was the beginning of what is now
being called "the asemic movement". i promot-
ed the practice (and the word itself) very ener-
getically for several years (8 - 10 years or so).
tim has been even more energetic and ambi-
tious, and is still going strong. there is a long
and complex history preceding all of this, of
course, but this is how the current "movement"
got underway. tim can tell you much more
about the history of the term itself.

2010

marco giovenale, Aug., 2010, on asemic &
vispo, from a post by mg @
http://asemicnet.blogspot.com/2011/06/on-
asemic-vispo-marco-giovenale-2010.htm/

| think the border between asemic text and
abstract art is thin, and if vispo often seems to
be “mixed” with abstract stuff, asemic seems to
“be” abstract art. this is because (in my opin-
ion) at a first glance you can often tell the vispo
from the abstract, while it’s more difficult to
tell the asemic from the —abstract. | may be
wrong, but | think that when one recognizes
symbols as alphabets, series of words, frag-
mented sentences, twisted letters, the brain
starts putting all the letters and symbols etc on
one side of its conscience. while if you don’t
perfectly recognize letters, but you “suspect”
they are, your brain works differently, and it
seems like you are never completely sure if
you’re staring at an unknown language or not
(so that one can say there’s some sort of float-
ing opinion/judgement about the nature of the
object you’ve seen.) this also happens when
one meets languages one doesn’t know; there’s
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paboTaeT no-gpyromy, Tbl HUKOTAA A0 KOHUA He yBepeH
— CMOTPULLUb JIN HA KAKON-TO HE3HAKOMbIN A3bIK UAWN HET
(t.e. nosBnsetcA cBoero poga nnasaiolwee MHeHue/
CyXAeHue o npupoae npegmeTa, KOTOpbI Tbl BUAMLUD).
TOYHO TaK *Ke NPOUCXOAUT, KOraa Mbl CTa/IKMBAETCA C A3bl-
KaMu, KoTopble He 3Haem; apabckana Kanaurpadus ocras-
NIAeT coBEepLUEHHO MoTpscatollee BneYaTneHne, OHO BCeM
HaM M3BECTHO. Za, 3TO He OYeHb XOPOoWWi Npumep, HO
BCE-TaKM MHE KaKeTcsl, YTO S MOTy MOCMOTPETb Ha apab-
CKYylO Kanaurpaduio Kak Ha pof aCeEMMYECKOro nuMcbma
(x0T TONbKO apab MOXKET CKasaTb MHe «3M, 3TO XKe CTUXO-
TBOPEHME» WAN KHET, MYMMK, 3TO NPOCTO BGeccmbiCieH-
Hble KapaKy/M, OHU TOJIbKO HAaMOMWHAlOT C/I0Ba»). Hall
A3bIK OnpegenseT Hale OTHOWeHWe K obpasam: ec/iv mbl
— NyCTb Aa)Ke YaCTUYHO — Yy3HaemM U MOHMMAEeM A3bIK,
Mbl CKNOHHbI «BUAETb [UTO 3TO ecms] TeKcT» (u/wman
BM3MO). €CM HeT, Mbl NUWb NOAO3PEBAEM, YTO nepes,
HaMW HeYyTo BpoAe TeKcTa (HO roBOpMM, YTO 3TO aceMmye-
CKOe MUCbMO ANA-Hac).

2011

Tum Teli3, 3uma 2011 200a, #ypHan Action Yes Online
Quarterly. Kpamkoe ssedeHue 8 abcmpakmHbie KOMUKCbI

Mpumep mMArkoro abcTpakLUMOHUCTCKOro Noaxoaa obHa-
py*KMBaeTca B 6eccnoBecHbIX KOMMKCAX UAW TauHCTBEH-
HOM «acemuyeckom» nucbme B o0BayKkax co cnoBammu
WU MbICAAMM, COMPOBOXAAOWMMMN MOHATHbIE HaMm,
y3HaBaemble cuUeHbl. Bonee paauKanbHbli noaxod —
NMOJIHOCTbIO abCTPaKTHble GOPMbI, KOTOPblE HEBO3MOXKHO
MHTEpPNpPeTMPOBaTh, Kak nsobpaxeHue yero-nnbo ysHaea-
emoro.

MNopo6bHO TOMy, KaK OTCTPaHEHHbI TOH, NOSIBUBLUMIACA
B aHTMpoMaHax [nouveau roman] AneHa Pob6-lpuiie,
HaTtanu Cappot 1 Knoga CumoHa, ctan HoBbIM cnocobom
MOBECTBOBAHMUA, aceMMYECKoe MUCbMO npegsaraer Ham
COBEpLIEHHO HOBYIO peanbHocTb. MOMKHO i Ha3BaTb eé
nosectBoBaHMeM? [onbITKOM onucatb Hesepbanusyemble
cocTofHMA co3HaHuA? Cnocobom nepexoaa K pgocene
HensBecTHbIM cnocobam MmbilwieHUA? MOXHO C yBepeH-

HOCTbIO CKa3aTb /IULLb TO, YTO aCEMMUYECKOE NMUCbMO Npes-
cTtaBnaeT coboli pasHOBUAHOCTb HeBepbanbHON KomMy-
HUKaL MK, CO CBOMMM (HEABHbIMM) NPaBUAAMU U BO3MOXK-
HOCTAMM.

[...]

HekoTopble BM3yanbHble NO3Tbl M3 bpasuavu, BXxoamB-
wmMe B ABMKeHuMe nosma/mpouecc (mopm. poema/
processo), KoTopoe co3gan Bnagemup Auac-NMuHo u ero
Apy3ba B 1967 roay, Ucnonb3oBanu TPOMbl U3 KOMUKCOB,
TaKuMe KaK pamku 1 obnauka ¢ TeKCToM. B yacTHocTu, yno-
maHy AnbBapo ae Ca [Alvaro de Sd], aBTopa
«Moamukca» (Edigdo Autor, 1991), KoTopbIi OH Ha3Ban
«MeTanA3blkoM KOMMKca» U «12 X 9» (Edicdo particular,
1967).

Lrcum Jlegpmesuy, 10 utoHa 2011 200a, nocm 8 google-
epynne ASEMIC.

rpynna, He CywecTByeT HUKAKOro acCeMUYECKOro NMcbMa.

Ha CaMOM fiene, HeT HUYEero aCeEMUYECKOTO.

BCE MOXHO NPOYECTb, T.€. BCE MOXHO HaZEeIUTb 3HAYEHUEM.

acemuyeckoe — HegoCTUNKMMBIN naean.

B CTPEMJIEHUMN K HEMY BO3HUKHET MHOXXECTBO MyTaLui
NUCbMa W KUBOMUCK (M APYrUX NPaKTUK, Hanpumep, do-
Torpadum).

3TO LLEHHOCTb aCEMMYECKOTO.

paboTta ¢ acemuelt (Korga mbl NblTaeMcs HanucaTtb eg,
npounTaTb U/MAN He NPOYMTaTb €€) — 3TO ynpakHeHue,
TPEHMPOBKA, NPOAYKTbl KOTOPOM CYLLECTBYIOT Kak cBUe-
TeNbCTBa eé coBeplleHus.

e Bunno CnoaH [De Villo Sloan], 24 aseycma 2011
200a, Acemuyeckoe nucemo 041 melin-apmucmos, calim
IUOMA®

JKo-aceMUKU — TepMUH, 0603HaYAIOLMIA aceMUYEcKoe
NMcbMo, 0BHapYXeHHOe B MPUPOAHbIX Gopmax, Hanomm-
HaloWMX acemuyeckue. Xy[OKHUKM, paboTaowme B
HanpaB/eHUN 3KO-aceMMM, 4acTo Mcnosb3ytoT doTorpa-
dU0, 04HAKO, MEPEeHOC B KOHTEKCT UCKYCCTBA MOXET BbITb
OCYLLECTB/IEH MHOXecTBOM cnocobos. OrpoMHbIVi NOTeHLUMan

3|UOMA, International Union of Mail Artists — meayHapoaHoe o6beguHeHe Meitn-apTUCTOB.



a fascinating echo in Arabic calligraphy for ex-
ample, we all made this experience. it’s a poor
example, ok. but it seems to me | can say I'm
looking at the Arabic calligraphic drawritings as
if they were sort of asemic writing (while only
an Arab could tell me “hey this is a piece of po-
etry” or “no, man, these are meaningless doo-
dles, they only resemble words”.) our language
determines our approach to the images: if we —
even partially— recognize & decipher the lan-
guage, we tend to “see [it is] text” (and/or
vispo). if we don’t, we still suspect there’s some
text (but we say it’s asemic —"to us”.)

2011

Tim Gaze, Winter 2011, Action Yes Online
Quarterly. A Quick Introduction To Abstract
Comics

A gentle approach to abstraction is for
wordless comics, or inscrutable “asemic” writ-
ing in speech balloons or thought bubbles,
accompanying recognisable scenes. A more
radical approach is for completely abstract
shapes, which can't be construed as depicting
anything recognisable.

As the objective tone used in the nouveau
roman, by novelists such as Alain Robbe-Grillet,
Nathalie Sarraute and Claude Simon was a new
way of narrative storytelling, the most abstract
comics offer a completely new realm: is it story-
telling or not? Are they attempts to describe
non-verbal states of mind? Are they triggers for
unfamiliar ways of thinking? They certainly
comprise a means of non-verbal communica-
tion, with its own (implicit) rules and possibili-
ties.

Some Brazilian visual poets who were active
in the process/poem (Portuguese poema/

processo) movement, founded by Wlademir Di-
as Pino and friends in 1967, used tropes from
comics, such as frames and speech balloons. In
particular, Alvaro de S& composed Poemics
(Edicdo Autor, 1991), which he described as
“comics metalanguage” and 12 X 9 (edigdo par-
ticular, 1967)

Contemporary visual poets such as Jim Left-
wich, Carol Stetser, and Andrew Topel have oc-
casionally used forms similar to comics, or even
detourned pre-existing comics.

jim leftwich, Jun 10, 2011, post to the ASEMIC
Google Group there is no such thing as asemic
writing.

in fact, there is no such thing as asemic
anything.

everything is readable, ie., can be and will be
given meaning.

the asemic is an unattainable ideal.

in striving toward it, many mutations of writ-
ing and drawing (and other practices: photo-
graphing, to name but one) will come into being.

this is the value of the asemic.

working with asemia (attempting to write it,
attempting to read and/or not read it) is a train-
ing exercise, and the products of that training
exist as documentation of the process.

De Villo Sloan, August 24, 2011, Asemic Writ-
ing for Mail-Artists, IUOMA

Eco-Asemics is a term used to describe Asemic
Writing found in asemic-suggestive shapes in
the natural environment. Artists exploring Eco-
Asemics often use photographs; however, incor-
poration in art could be done in numerous
ways. The potential for Haptic-Eco-Asemics is
vast. Eco-Asemics might be found in rock for-
mations, sand, trees and plants - anywhere that
your mind can locate potential signs, symbols,
and structures in nature. Eco-Asemics is some-
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MMEIOT TaKTWU/IbHbIE 3KO-aCeMMKM. IKO-acCeMUI0 MOXKHO ObHa-
PYXWTb B GOpPMaLMAX KAMHEN, Ha NecKe, B AePEBbAX U pacTe-
HUAX — Be3fe B NPUPOAE, rAe CO3HaHWe MOXKET HalTh BO3-
MOHOCTb 3HaKa, CUMBO/IA U CTPYKTYPbI. IKO-aCEMUKM YeM-TO
OT/IMYAKOTCA OT ACEMMYECKOTO MUCbMA, CO34aHHOTO Ye/I0BEKOM
nyTeM KOMMUAALUK UAKM U3MEHEHWUS NMPUPOLHLIX MaTepuanos
(bayHa-apT — acemuyeckas TP3LWMNO33MA), HO MEXKAY HUMM,
6€e3yCNI0BHO, ECTb U NepeceyeHus.

2013

WHmepsobio ¢ Maliknom [elikobcoHom: be3 cemaHmuye-
CKO20 COOePHaHUA acemuvecKoe MucbMO CMAaHOBUMCA BCEM,
umo OHO mMoxtem 8bipasume. 18 aHeaps 2013 200a, uHmMep-
Hem-»cypHan SampleKanon.

SampleKanon: acemuyeckoe MUCbMO MOXHO OnpeaenTb
KaK NucbMo 6e3 cemmyeckoro [semic] cogepaHus, NUcbmo,
KaK uucTas ¢popma. W Bce-TakM acemMMyeckoe MUCbMO MOXKeT
Npou3BOAWTL 3HaYeHue. Kak 3To NpoABaseTca B BalIMX pabo-
Tax?

Matlikn [xelikobcoH: 6e3 CemaHTUYecKoro CoAepKaHuA
aceMmyecKoe NMUcbMO CTaHOBUTCA BCEM, YTO OHO MOXKET Bblpa-
3UTb. 3HaYEHMe aceMUYeCKMX PaboT HMKaK He 3adUKCPOBAHO.
OHO MoOXeT pa3suBaTbcA. OHO MOXKET U3MEHATbCA, MYTUPO-
BaTb, MyTeLLEeCTBOBATb BO BpeMeHU. ACeMUYecKmne NMcbmMo —
3TO AVKWI 3Bepb, NPUHABLUMI GOPMY WCKycCTBa. EMy HyXHO
BbIXKUTb, He 6osiee Toro. fl xouy CKasaTb, YTO aCeMMUYECKOe
MUCbMO MOKET XOTb HOJ/Ib 3HAYEHUIA, XOTb MUAAMAPA,; FaBHOe
— He CBA3bIBATb €ro, AaTb €My PacnpaBuTb KPbI/bA.

2015

Je Bunno CnoaH. MycopHble mponsl: mp3w-acemuyeckue
acce [Trashemic Essays] [#cuma JSlegpmauva (PoaHok, Bupdxcu-
Hus, CLUA). NMocm om 17 okmabps, 2015 200a

Tpalu-acemuyeckne acce NPUBHOCAT HOBOE B chepy TPaLu-
no3suu, NOTOMYy YTO 3TO MepBas Ha MOEN MaMATU PUTOPMKA
MyCOpa WK1, TOYHEE rOBOPA, aHTU-PUTOPUKA MYCOpa, UCNO/b-
3YIOWAA TO, YTO A Ha3blBalo TP3W-Tponamu. Tpaww-noasus Ao
CWX MOpP PEeAKo MPOHMKana B 06/1acTb CAOMKHbIX, JIMHENHbIX
TEKCTOB MM GpParMeHTOB HappaTMBa W JIOTMKKW. TpaLw-nosus
CTPEMMUAACL K TOMY, YTO A HasbiBato D-xaocom [D-Khaos], T.e.
aHTU-POPMaNbHBIM U HEPALMOHaNbHbIM. B pesynbTaTe nossns-

€TCA CBOEro pofa NMpuyeckas MHTEHCUBHOCTb, 34aKan MUHU-
Ma/ibHaA [033 BaKyyma B OTAENbHbIX paboTax. M1033ua moxKeT
6bITb PUTOPUYHOM, NO3TOMY CMOP O TOM, OTHECTU /1N 3TU MPO-
M3BEAEHMSA K BU3YaNIbHOW NO33UK UM PUTOPHMKE, Bbin bbl Hec-
CMbICNIEHHbIM. B Halwem cnyyae TpawWw-Tpon paboTaeT Kak cpes-
CTBO pa3pyLUeHNs TeKCTa.

B acce Jxkuma JledpTBuua HapoKaaoLWMIACA HappaTUB ace-
MMWYECKOro NMUCbMa PaspyLUaeTca M cTaBuTca nog sonpoc. OT-
METUM, YTO MUCXOZHbIM MATEPUaNoOM AN TP3LL-acCeMUYECKMX
3cce CTanu YnTaemble TeKCTbl 06 acemmyeckom nucbme. EanH-
CTBa MaTepuana M obpasa, 3a4eiCcTBOBaHHble B TP3LW-
NO3TUYECKMX KOMNO3ULMAX, OblNM BHELPEHbI B TEKCTbI, YTOObI
Npou3BecTM Tam He TONbKO paspylleHWe, pasfeneHue, Ho
TaKXXe U HOBble BO3MOMHOCTU MOHUMaHMA. B 3TMx paboTtax
Mycop B NPAMOM CMbIC/IE COEAMHEH C MaTepuanamu ob acemu-
YEeCKOM MUCbME — CBUAETENbCTBO O PU3UYECKOM AENCTBUM,
HanpasneHHOM NPOTUB TEKCTa. ITU 3CCE KAXKYTCA MHe r1yboKo
MaTePUANMUCTUHECKUMM, OYEHD AANEKMMMU OT KOHLLENTYaM3Ma.

Mapko [xcuoseHane. AcemudecKoe-naHcemu4veckoe. locm
om 27 anpens 2015 2o0a.

[kum NledtBuy onpeseneHHo npas, KOraa roBOPUT O HEBO3-
MOHOCTU COBEPLUEHHO «aCEMMUYECKMX» CYLLHOCTEN WUAWN 3Ha-
KOB, MOCKOJ/IbKY Y BCETO €CTb KaKOe-TO 3HaYyeHue, BCe MOXKeT
CTaTb — MO MeHblUe mepe — BHYTPEHHEN 3MOLMOHaNbHOM
«MYTaHULLEM» 3HAYEHUA.

OH NUWeT 0 «NaHceMum» (0T rpedeckoro npeduKca «naH-» =
BCE), YTBEPKAanA, YTO BCe UCMYCKaeT/BblpaxaeT Kakue-H1byab
CEMaHTMYECKM 060raLleHHbIe 3HaKM (MM CTAHOBUTCA MX OT3BY-
KOM), BCE Bcerga faeT Ham XoTa bbl TeHb 3HaYeHusA. TaK yTo,
BCE MMEET CMbIC/, U OT NtobbIX HANMCAHHbIX METOK, KOTopble
Mbl BOObpaKaem, BOCNIPUHUMAEM, CO343aeM UM ObHapyKMBa-
€M, OTXOZAT HEBUAMMbBIE CTPENIKM, YKa3blBaloLLMe B Hanpase-
HWUW CMbICNa.

Taknm 06pa3om, KaxeTcs, 4To «cobeTBeHHO» (?) acemuue-
CKoe MOXKeT bbiTb 0BHapyKeHo B Toit 061acTH, rae cosHaHue
CoeMHAET Halle OXMAAHWUE YBUAETb MOHATHOE HaM A3bIKOBOE
COODLLEHNE M COAEPIKaHUE C HEMOHATHON Ham dopmol uam
random.

Llenbiit TEKCT MW PUCYHOK NOABAAETCA Nepes HaMu Kak
aCeMMUYecKasn «Bellb», HEemMOHATHAA WHTENNEKTY, CTO/IKHYB-



what different from human-made asemic writ-
ing taken from environments created or altered
by people (found art - Asemic Trashpo), but
there certainly is overlap.

2013

INTERVIEW MICHAEL JACOBSON, Without se-
mantic content, asemic writing becomes total in
what it can express, On January 18, 2013 by sam-
plekanon

SampleKanon: Asemic writing can be defined as
writing without semic content, writing as pure
form. Yet asemic works can still generate mean-
ing.Could you tell how this manifests itself in your
work?

Michael Jacobson: Without semantic content,
asemic writing becomes total in what it can ex-
press. The meaning of an asemic work is not fixed.
It is allowed to evolve. It can change, mutate, and
time travel. Asemic writing is a wild animal that
has taken from art what it needs to survive and
no more. The point | am trying to make is: an
asemic work can have zero meaning, or a billion
meanings, just don’t tie it down; let it fly

2015

De Villo Sloan, Trash Tropes: Trashemic Essays
by Jim Leftwich (Roanoke, Virginia, USA) Posted
by De Villo Sloan on October 17, 2015

The Trashemic Essays are innovative in the
Trashpo realm because, for the first time that |
am aware, they present a rhetoric of trash or,
more precisely, an anti-rhetoric or trash talk
using what | identify as the trash trope. Until
now, Trashpo has seldom attempted to pene-
trate complex, linear texts or patterns of narra-
tive and logic in order to create Trashpo. Trash-
po has pursued what | call D-Khaos, which is
anti-formal and non-rational. The result has
been a kind of lyric intensity akin to a tiny vacu-
um for individual works. Poetry can be rhetori-

cal, so a debate about whether these pieces are
vispo or rhetoric would be pointless. | see the
presence of the trash trope as the vital structur-
al element here. In this case, the trash trope
functions as a textual disruptor.

The emerging narrative of asemic writing is
being disrupted and questioned in the essays.
Notice that the foundation pieces for the Trash-
emic Essays are relatively linear, conventionally
readable texts about asemic writing. Material
text/image unites used in the composition of
Trashpo are interjected over and into the texts
about asemic writing to create disruption, dis-
junction but new possibilities for meaning as
well. In these pieces, the trash is actually
merged with the material about asemic writing,
suggesting physical action taken against the
text. Far from conceptual, | see the essays as
deeply materialist.

Asemic-Pansemic [M.G.] Posted by Marco Gio-
venale on Monday, April 27, 2015

Jim leftwich is definitely right in saying
there's no actually perfect 'asemic' thing or
sign, since everything conveys some meaning,
everything may find its way to —at least— an
inner 'emotional' (scribble of) meaning.

He speaks of "pansemia" (from the Greek pre-
fix "pan-" = all), and in doing so he just suggests
that everything emits/expresses (or is an echo
of) some semantically rich sign, always provided
with almost a shadow of meaning; so everything
makes sense, and a bunch of meaningful direc-
tions may always be attached to the invisible
arrows uprising from any of the written traces
we imagine and conceive and make or find.

That said, it seems to me that a 'proper' (?)
asemic area can be seen in the zone of the mind
opaquely linking our expectations for a known
written linguistic message and content to an
actually unknown shape of glyph.
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LIEeMYCA C HEM3BECTHbIM I3bIKOM; HO B TO K€ BPeMA Halle...
OLLYLLEHWNE, YYBCTBO BKYCA... MOXET HaeATb €€ CMbIC/IOM
(v Aa, KpacoToit), OHa NPOBOLMPYET CBOEro POAA SIMMATHIO.

Al UMelo B BUAY HE TOJIbKO MOKPbLITbIE HAAMUCAMM CTEHbI
HaLLWX ropoAOB U He TOIbKO NPAKTUKY aCEMMYECKOro MUChb-
Ma camy no cebe. fl TakKe roBOpt0 O MOYTU HepasNnyu-
MbIX... IMHWAX, KOTOPbIE Mbl OBHAPYXMBAaEM CPeaM BeLLeit.
lpaHMUbl U OYepTaHWA KBApTaNOB W Yy3/bl Y/WL, KOTOpble
BUAHbI CO CMYTHWMKA. VNN KoL AOMKAEBbIX Kanenb B NyxKe
B/IAYKHOTO LeMeHTa. UM OTMETWHBbI, OCTaB/IEHHbIE KUBOT-
HbIMK (M Ntoabmu) B newepax. U Tak ganee.

KaK To/IbKO Mbl — /148 Ha BCe 3TO — HaKNaAblBaem Ha
HMX GOPMbl KaKOM-HWMBYAb MUCbMEHHOCTM, Mbl Cpasy ke
MOHMMAET, YTO BCE MOXKET BbITb KOAOM, COObLLIEHNEM, U B
TO }Ke BpemMs He 6biTb UMW, Mbl OKa3biBaemca B Heonpeae-
NIeHHOM nono)KeHun. OHO MNoAPbIBAET BCAKYIO MOMbITKY
MPaKTUYECKOro MOHMMaHMA, paclwndposkn. Ho, Kak pas
KOrAa 3TO NPOWCXOAMT, MPOM3BOANTCA APYroe, Henpospay-
Hoe 3HaueHue, cBOero poaa 0671aKo BO3MOXKHOCTEN. [IbIMKa
BO3MOXHbIX CMbIC/IOB PacTEKAETCA NOBCIOAY BOKPYT KaXA0-
ro npeueaeHTa NMCbMa, C KOTOPbIM Mbl CTa/IKMBaEMCA.

2016

Lxcum Jlepmeuy, u3z nucema Mapko [xuoseHase om 10
AHeapA 2016 2oda

XOTE/ paccKasaTb KOe-4To, NOKa He 3abbin:

HACKO/IbKO A 3Hato, [3KOH Baiipym, HUKorga 0cobeHHo He
MHTEPEeCcoBasICA aCEMUYECKUM NMUCbMOM. He MOMHIO, YTOObI
OH 0COBEHHO aKTUBHO y4acTBOBaN B AMKYCCUW, €CIN BOOO-
LLLe y4acTBOBal. €ro 3aMeTKa BHU3Y OTKPbITKM, KOTOPYH OH
MHe OTNpaBuA, 6bl1a Kak Obl LWYTAMBLIM NpeaynperaeHu-
eM. OH onpejesieHHO He PacCYUTbIBaA Ha TO, YTO 3TO byaeT
MUMeTb KaKue-TO MocneactsusA, Tem Honee, 4To NOABUTCA
acemuyeckoe ABWXKeHue. Mbl nybavkoBanu apyr apyra B
MaNoTUpPaKHbIX XypHanax (Juxta — B moem cnydae, Gener-
ator — B ero) M HeMHoro nepenucbiBaaNCb, 06MeHNBaNUCh
WHTEePEeCHbIMM NYBANKALMAMM. ero OTKPbITKA NpULLIa OTBET
Ha MaseHbKYI0 APKYID KHUKMLY [TLPY], B KOTOpyto BOWM

HallW COBMECTHblE TEKCTOBble CTUXOTBOPEHUs. BOOOLLUE,
OHU 6binn cKopee 6auke K Tomy, 4yto Anb AkepmaH [Al
Ackerman] HasbiBan «xakamwu» [hacks], yem K paboTam,
HanuCcaHHbIM B COaBTOPCTBE. BEHHEeTT npucnan MHe He-
CKOMIbKO CTUXOTBOPEHUI U A CANAN UX BapuaLuu, Kak bya-
TO NO MHCTPYKUMK [xKacnepa [oHca No co3AaHMIo NPouns-
BEAEHWS MCKycCTBA (BO3bMWTE KaKoW-HMBYAb npeamerT,
caenanTe ¢ HUM YTO-HWUBYAb, MOTOM ewwg 4To-HUbyAp). Y
MeHA MOAYYUANCb PAfUKaANbHO AeCTabunnsnMpoBaHHble
BEPCUM U 6e3 TOro OYeHb OTKPbLITbIX, MHOFOCMbIC/IOBbIX
«MNUCATE/IbCKMUX» CTUXOTBOPEHUI BeHHeTTa. TaKk uTo, 3ameT-
Ka Bbailipyma BHM3Y OTKPbLITKM O3Ha4ana TONbKO: KECAW Tbl
NPOAO/IKULWbL B TOM e Ayxe, B KOHLE KOHLO0B, byaelwb
nMcaTb CTUXOTBOPEHUA, KOTOPble HEBO3MOMXHO MPOYUTATL»
— MMENoChb B BUAY, YTO A yKe NOYTH AOLeN A0 3TOro.
OTKPbITKA MPULLNA KaK pa3 B TAKO MOMEHT, KOraa C/10BO
«aCeMMYECKM» MO0 NPOMU3BECTM Ha MeHA BredatieHue.
paHee A C HUM He CTa/IKMBaNCA. A UCNONb30BaAN ero B nep-
BoM rnase «ComHeHusa» [Doubt], HanncaHHoro B 1996 roay:
13 «COMHeHUsA», 3cce HU 0 Yem (1996):
«YpesoBeLLiaTenbHan MU HapLMCCUYeCcKaa CTPaHHOCTb, He
YyXKAan TpaHCLeHAEHTHOM B6aHaNbHOCTH, KOTopas cYnUTaeT-
CA CKPbITOM OT CaMoW cebA, XOPOHUT YNOMAHYTOe Crnacu-
Te/bHOEe W 3aTeM UCTOHYaeTcA B WyTKy. HaumeHee Tpusu-
anbHOE, HEKOTAa CKYYHOE M3-3a CBOEN IeTMTUMHOCTH, Kole-
baHWe pTa, NpeAHa3’HAYeHHOE A1 eKeAHEBHOM KHUIK,
XOPOLUO, ec/iv eé pacTBOPAIOLLEE COAEPKMMOE PA3BEPHET-
CA BO BNaHbIM ckencuc. Korga coBpeMeHHbIit No3T aTako-
BaJ/l ABOAIKOTO XO3fIMHA MO33MU, HE TOJIbKO HECKOHEYHOCTb,
HO M obpemeHeHHble ylIM NpeBpaTUaach B Kally pacTpa-
YeHHbIX HamepeHWi. B KoHe4yHOM cuyeTe, genaetcs BO
BHYTPb, HO HUKOr4a — pacwupuTenbHo. OcTaHOBKa Npo-
W3BOAMTCA OT aCEMUYECKOrO BEPOBAHUA B TMMHbI U Npe3u-
paeTcA UM, BNAXKHOCTb HaKan/IMBAETCs B CKNafKax BCAKO-
ro, KOraa *KM3HW BO3BPALLLAIOTCA K ayTUCTUYECKOW apame
HOBW3HbI, MOCKOJIbKY Mbl — GUMMAM MYCKY/IUCTOrO BOJIKA,
no 6onblieit YacTU MATKOTO U HeCyLLLero Halu CHbl K pas-
peweHuto. CoOMBLLAACA C NYTW, NOABNACTHAA C/IY4aNHOCTH

4 . - o o
Tacky Little Pamphlet — pacnpoctpaHeHHas dopma KHWUT Mein-apTUCTOB, BOCbMUCTPAHUYHBIA BYKNET, NOAYYEeHHbIN B

pe3ynbTaTe CKnagblBaHMA INCTa 6yMaI'l/l nonosiam gBa pasa.



A whole text or drawing appears in front of us
as an asemic 'thing', indecipherable to the intel-
lect that does not recognize the language; but
at the same time it may be meaningful (and,
yes, beautiful) to the ...taste, perception... so-
liciting some sort of empathy.

I not only think of the written walls of our
cities, nor the practice of asemic writing in it-
self alone. I'd also like to refer to the mere visi-
ble... lines among things. The borders and
boundaries of blocks and knots of streets as
seen from a satellite eye. Or to the written code
of rain in a pool of wet cement. Or to casual
traces of animals (and men) in caves. Etc.

As soon as we —in looking at them—— think to
superimpose the shapes of some possible writ-
ten language, we abruptly discover anything
may actually be code, message, and at the same
time it isn't. We dwell in uncertainty. It defies
any attempt we try to put in practice in order to
understand, decipher. But, in doing so, it makes
some other opaque meaning arise. Kind of cloud
of possibilities. A haze of “make sense” hover-
ing everywhere and around the specific written
layer we're facing.

2016

Jim Leftwich Jan 10, 2016 to Marco

something i want to mention to you, while i
have it on my mind:

to my knowledge John Byrum was never par-
ticularly interested in asemic writing. i don't
recall him participating in the discussion very
much, if at all. his note at the bottom of a post-
card he sent to me was cautionary in a kind of
joking way. he certainly didn't intend for it to
turn into anything at all, much something like
the asemic movement. we were publishing each
other in our small press magazines (Juxta for
me, Generator for him) and we were corre-
sponding a little, and exchanging publications.

his postcard was in response to a TLP that John
Bennett made of some of our collaborative tex-
tual poems. actually, they were closer to what
Al Ackerman called "hacks" than they were to
collaborations. Bennett sent some poems and i
created versions of them as if following Jasper
Johns' instructions for making art (take an ob-
ject, do something to it, do something else to
it). my versions were radically destabilized ver-
sions of Bennett's already very open, polyse-
mous "writerly" poems. so, Byrum's note at the
bottom of his postcard was only a way of saying
"if you continue with this kind of process you
will eventually produce utterly unreadable po-
ems," with the suggestion being that i was al-
ready close to doing that.

the timing of the postcard was such that the
word "asemic" resonated for me. i had not en-
countered the word before. i used it in the first
chapter of Doubt, which was written in 1996:

from DOUBT

An Essay On Nothing (1996)

A ventriloquistic and narcissistic strangeness,
inclusive of transcendent banality, considered
as covert form herself, tombs the said salvific
then weather into a joke. The least trivial once
boring in legitimacy, an oral sway intends the
daily book, luck before solvent content unfolds
in dampened skepsis. Not only the endless
mulched in spent intentions, but the ear’s onus
as well, where the modern poet attacks poetry’s
dual host. Eventually therein but never expan-
sively made. Cessation manufactured and des-
pised from the asemic belief in hymns and the
moist crease of everyone once their lives return
to the autistic drama of newness, since we are
the incense of a muscular wolf, mostly soft and
carrying our dreams in closure. An errant and
random materiality humiliates the presence of
banal salvations until we offer our judgements
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maTtepua nocpamnset BaHaNbHble UCKYNNEHUA, NOKa Mbl
BbICKa3blBaeEM HAWIW CyXAEHUA B popme CKy4YHON MMMa-
HeHTHOCTU. Eciv mbl NpU3Haem nanbLbl HOT, TO NpeacTaB-
naetca, 6yATO Mbl YyBEPEHbl B PE/IMFMO3HbIX TMMHaX, HO He
B 0630pax v HyxKae».

npubAN3NTENIbHO B TO XK€ BPEMSA BbIleN Ha CBA3b TUM
['ei13, 1 Mbl CTa/IN UCNONb30BaTb 3TO CNOBO A/19 0603Haye-
HWA HEKOTOPbIX HAWMX PaboT. A TOYHO He MOMHIO, Koraa
Tum Hanucan mMHe Bnepsble, HO K cepeanHe 1997 roaa A
yxe nybankosan Hekotopble ero pabotel B «Juxta/
Electronic»:
http.//wings.buffalo.edu/epc/ezines/juxta/juxta22.html

Ha cerofHA BCé

Mapko [xuoseHane. U3 nucema [xcumy Jlepmeuyy
om 11 aHeapa 2016 200a

HeZaBHO A cBA3a/CcA C TOMa3o buHra [tomaso binga] —
3TO NceBAOHUM 6bSHKM M3HHa [bianca menna], BpoBbI
KpuTuka ¢unmbepto maHHa [filiberto mennal, asTopa
BaXKHbIX TEKCTOB 06 aBaHrapamcrax 20 BeKa. CKOpo noro-
BOPIO C HEW O €€ BU3yasibHbIX paboTax.

OHa MHOrO /1eT BbICTyNasa ¢ CyaHA-No33uen u Apyrum,
60/blle, YemM 3aHMMaNacb BU3YyasibHbIM UCKYCCTBO. HO B
70-x U panee oHa Aenana npekpacHble rpapuyeckme pa-
60Tbl, PUCYHKM. HEKOTOPbIE M3 HWUX Ha3blBalOTCA «scritture
desemantizzate» (1972-76, «aecemaHTUYECKOE MUCb-
MO»? «[eCeMHT3MPOBAHHOE MUCbMO»?) U 3T pPaboTbl
OYeHb CU/IbHO HAMOMMHAIOT acemuyeckue. BoobLLE-TO
310 1 *ectb* acemuyeckne paboTbl (cerogHs, ¢ Hawe
TOYKM 3peHus).

HACKO/IbKO Al 3HAtO, B Te roAapbl B UTanu Nof06Hble SKC-
NepumeHTbl He BblIN PeaKOCTblO. Ha YM NPUXOAAT BUH-
YeHLO aKKama [vincenzo accame] v margano Mmyccumo
[magdalo mussio] — agpuaHo cnatona [adriano spatola]
nULeT, 4To ero *Kannurpadusa* «CTaHOBUTCA UM MbITaeT-
CA CcTaTb HeymMTaemoil» («K BOMPOCY O TOTaNbHOM MO3-
3um» [toward total poetry], 1969 n 1978, nepesog, ony6-
NiMKoBaH otis publishing B 2008, cTpaHuua 60).

Takaa e uctopma ¢ ¢paHuom moHom [franz mon]
(nambepto nuHbOTTK [lamberto pignotti] obcykpaet pa-

60Tbl MOHa M cnaTtosibl B KHure o «la poesia verbo-
visiva» [BebpanbHO-BM3yanbHaa MoasuaA, um.], Bblea-
wewi B 1980 roay, KOTOpas cTana s MeHA YeM-TO Bpoae
61bnunun, B oTAENbHbIX MOMEHTax 0630p aaxke b6osee no-
OPO6HBIV YemM B «K BOMPOCY O TOTa/IbHOM M033Un»).

HaunHaa ¢ 1947 roga bpyHo MyHapu [Bruno Munari]
cospasan  «scritture illeggibili  di  popoli  scono-
sciuti» (HeunTaemble MUCbMeHa HEN3BECTHbIX N0LEN).

BCE 3TM 4acTu (B OCOBEHHOCTM Te, KOTOpble Co3aaBa-
ek B 70-X: A YyNIOMAHY/ TO/IbKO HEKOTOPbIE U3 HUX) UHTE-
pecHor M (A Aymalo) LeNbHOM rON0BOSIOMKK, MOXOXKeE,
YKa3blBalOT Ha uAet pyKonucHoro wpudTta U Kypcusa
(MHOraa BCcTpevaloTca M HamneyvaTaHHble rndbl, U Hey3Ha-
Baemble Gopmbl), KoTopbi  6bin  6bl  illeggibili”,
"HeyumaembiMm",  "desemantizzate", "decemaHmu[yu]
3uposaHHbIM", "asemantiche", Ho He *6eccmblicneHHbIM*
---eC/1 Nog, «6eccMbICIEeHHbIMY» MOHUMMAaTb TO, YTO BOOG-
LLle HUKAK HEBO3MOXHO MOHATb, TO, YTO BbIOMBAET noysy
M3-nof, BCeX KOLOB W NPOM3BOAMT CBOErO pofa YepHyto
AbIPY, NOFNOLWAIOLLYI0 YATATENA U KHUTY.

€C/IM MHe NonajaeTca XopoLuasa acemmuyeckan pabora, a
aXk noagnpbirnsato, owylato ceba Tak, byaTo neperkmsato
KaKOW-TO CBEPX-OCMbIC/IEHHbIM OMbIT. Kak pa3 *motomy
yTO* y TEKCTa HeT A3bIKOBOrO 3HAYeHWs U B TO Ke Bpems
MO 133 CKO/Ib3UT MO CTPAHULLE, MbITASACh EM0 HAUTU.

A AYMALO, YTO UTANbAHCKMI YMTaTeNb (KOTOPbLIA 3HAKOM
CO CMATO/ION, MYCCMO, aKKamM3, BUHIa U MHOTMMMW, MHOTU-
MW Apyrmu) ByLeT cerofHs CMOTPeTb Ha aceMuyeckue
paboTbl, KaK Ha YacTb AOTOM TPAAULMMN.

OaXe ecNM Yy Hac M He Obl1o  «ABUKEHUA» WK
«acemuyeckoro cos3HaHua» (1) B 60-70-80-x, Ham OHU U He
ObIIN HY»KHbI: PaboTbl TOBOPUAN CaMu 3a cebs, ux bbiio
TaK MHOTO — LLe/I0e CO3Be3Me, ralakTUKa. IKCNePUMEH-
Tbl C *HeUMTaeMbIM* NPAMO-TaKMN BUTaNN B BO3AyXe.

TakK 4yTo... A AyMalo HeT HUKAKOro paspbiBa Man npobena
B 3TOMN (XyA0XECTBEHHOW) IMHWUU, U B TO Ke Bpemsa HeT
HY»K bl ONpeaensaTb e€, HaBelnBaTb APbIKU.

W... B C/ly4ae Yero, s MOry CKasaTb: MOXKellb MOBECUTb
APNbIK HA Npou3BegeHMe, HO He obpalalt BHUMaHUA Ha
APAbIK!


http://wings.buffalo.edu/epc/ezines/juxta/juxta22.html

as a boring immanence. If one admits the toes,
one can seem certain of religious hymns, not
altogether in review and urge.

around the same time, Tim Gaze got in touch
with me, and we started using the word to de-
scribe some of what we were doing. i don't re-
member exactly when Tim got in touch with me,
but by the middle of 1997 i was publishing some
of his work in Juxta/Electronic:
http://wings.buffalo.edu/epc/ezines/juxta/
juxta22.html

that's enough of that for now.

Marco Giovenale. Jan 11, 2016. to Jim Leftwich

i recently got in touch with tomaso binga, ali-
as bianca menna (widow of the critic filiberto
menna, who wrote important essays on 20th
century avantgardes). i'll soon talk with her
about her art.

she has been performing for years with sound
etc, more than with graphic works. and she also
made beautiful graphic works and drawings in
the 70s and later. some of them were "scritture
desemantizzate" (1972-76, "desemantized writ-
ings"? "desemanticized writings"?), and they
perfectly resembleasemic works. they actually
*are* asemic stuff (seen with our eyes, today,
of course).

for what i know, in those years experiments
of this kind were not so rare in italy. i think of
vincenzo accame. or magdalo mussio. about
him, adriano spatola says (in "toward total po-
etry", 1969 and 1978, transl. by otis publishing
in 2008, page 60) that his *calligraphy*
"becomes or aspires to become illegible".

it's the same with franz mon (lamberto pig-
notti focuses on his works and on spatola's in a
book, on "la poesia verbo-visiva", published in
1980, which for me is a sort of bible, sometimes

a better survey than "toward total poetry").
in 1947 and later, several times, Bruno Mu-

nari invented "scritture illeggibili di popoli
sconosciuti" (illegible writings from unknown
people).

all of these pieces (particularly the ones from
the 70s: i mentioned only a few from a thick
series) of an interesting and (i think) coherent
puzzle seem to point to an idea of handwritten
and/or cursive letters (sometimes printed
glyphs, unknown shapes) which are "illeggibili",
"illegible", "desemantizzate", "desemanti[ci]
zed", "asemantiche", but not *meaningless* ---
if "meaningless" is what absolutely does not
make sense, wiping all the lights and the codes
off the common ground, producing a sort of
semiotic black hole swallowing the reader and
the book.

if i see a good asemic page, i jump up and feel
i'm just making a kind of hyper-meaningful ex-
perience. just *because* the text has no linguis-
tic meaning, and at the same time my eye scans
the page in search of it.

i think this is the way an italian reader (who
in the past appreciated spatola, mussio, ac-
came, blank, binga etc etc etc) normally looks at
asemic stuff made right now. with an idea of
continuity in mind.

even if there hasn't been something like "a
movement" or an "asemic consciousness" (!) in
the 60s & 70s & 80s. there was no need of
movements or definitions: the works spoke for
themselves, they were so many, a constellation,
a galaxy. experiments with *illegibility* (!) were
in the air.

so... i think there's either no gap or interrup-
tion of some sort of (artistic) line AND no press-
ing need of defining/labelling it.

and... in case of need, i may simply say: just
label the work then don't mind the label !
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Works by John M. Bennett

Sticks Securely
Removes Cleanly
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Ewé oauH cnocob 3peHus

B KHUry dayapga KynémuHa sowna cepua pabot, code-
TAlOLWMX 3/1€MEHTbl BU3Ya/NbHON MO33UN U acCeMUYECKOro
nucbma. UcxoaHbiM maTepuanom ana «CTUXOB KaccoBOro
annapaTa» CTa/n YeKM Ha MOKYMKY PasNMYHbIX peabHbIX
TOBApOB M YC/Ayr — 3TOT MaTepuan b6bin npeobpasoBaH B
BM3YyasbHble paboTol.

Ltamnbl M HeyMTaemble CUMMBO/IbI, BbINONHEHHbIE
(npegnonoxutenbHo) GnomacTepom U PydYKOM, HanoxKe-
Hbl Ha KaccoBbI/ YeK TakKMm 0bpa3om, 4Tobbl NOAYEPKHYTb
AN NEePeOoTKPbITb ero noatudeckyto dopmy, dopmy, no
CNlY4alHOCTM NOMaBWYyl B MPOCTPAHCTBO 3KOHOMMUKM.
3ayapa KynémuH caenan siBHbIM BUAMMbBIM TO, YTO OCTa-
Ba/IOCb HE3aMeTHbIM WM, BO BCAKOM Cayyae, He 6bino
npeAacTaBneHo B BuAe KHUrM. «CTUXM KaccoBoro annapa-
Ta» MOXHO MHTEPNPeTMPOBaTb He TONbKO KaK CamocTon-
TeNbHble BW3ya/ibHble NPOM3BEAEHMUS, HO M KaK Hekoe
YCTPOICTBO, ynpasaawLwee BHUMaHNEM yuTatens. Pabo-
Tol ayapaa KynémuHa nofo6Hbl ¥KecTy YenoBeKa, yKasbl-
BAIOLLEro HaM Ha KaKyo-HWOyab yAaneHHyH TOYKY, KOTO-
PYtO Mbl CAMW HE MOTAW PA3rNALETb UK COYIU HUYEM He
npumeyatenbHon. bnarogapa KHUre mbl MOXKEM YBUAETb
TO e CamMoe, YTO YBUAEN XYOOMKHUK, BOCMO/1b30BaTbCA
ero 3peHunem.

MNepBoe, 4TO HpOCUNOCHL MHE B rnasa, Korga a obospe-
Ban MUP NpU NomoLLm 3peHna dayapaa KynémuHa — ecte-
CTBEHHOE ABWKEHMEe A3blKa OT YMTAeMOro U YjeHopas-
OEeNbHOrO K HeyuTaemomy W Hegenumomy. JononHas
TEKCT, [,OBOAA €ro A0 «NPaBU/IbHOFO» MONOMKEHWUA, aBTOP
YCTpaHAET BO3MOHOCTb MPOYTEHUA  M3HAYANbLHOTO,
«ECTeCTBEHHOro» COAEPXKaHMA uyeKa. 3puTenb/uuTaTenb
HE MOXEeT MOHATb, YTO BbIJIO KyN/AeHO U Koraa, OH BUAUT
JIMWIb aceMuyeckoe NUCbMo, PpparmeHTbl C/0B, OTAE/b-
Hble BYKBbl M 3HAKW. [lo/KkHOE A3blka — beccmblicanua,

PeyeH3usa Ha KHuay:
KynémuH 3. Cmuxu kaccosoeo annapama. — [6.Mm.] :
U3damenbcKkue peweHus, 2017. — 44 c.

coobuaeT Ham aBTOP KHWUIM, C/IOBO CTPEMUTCA K noTtepe
CMbIC/a, NOTEepe COAEPKaHUA, HO TOPbKAA MPOHUA 3aKto-
YaeTcA B TOM, YTO neyaTHana ¢opma C0Ba OCTaHaBAMBAET
€ro B CaMoM Hayasie 3Toro nyTu.

Cnepys 3a 3peHuem dayapaa KynémuHa, Mbl CMOTPUM
Ha A3bIK KOHTP-MHTYUTUBHO. MHTYMUMA MM TaK Ha3blBae-
MbIiA «34paBbli CMbIC/» FOBOPAT HaM, UTO A3bIK POXKAaeT-
€A U3 H6eccmbICNnLbl, U3 HEeYNeHOPa3aeNbHOro, U3 CNoH-
TaHHbIX NpoaBneHnin ronoca. [MNpepacrasnaercs, 6yaTo
CHayana nepBo6bITHbIE NHOAN NWLWb Pbl4aAn U U3gaBanu
KPWKK, 3aTem B 3TOT fieneT 6bi10 NPpUBHECEHO eaANHOO06-
pasue, O4HU U Te e 3BYKM acCoLMMpOoBanmnCh C onpesae-
NIEHHBIMU MONOMKEHUAMMN BeLLer U COCTOAHUAMM, NOTOM
NnoABWINCL CNOBA, M BOT, CErOAHSA Mbl, NO4M, UMEEM B
CBOEM PACNOPSAXKEHUM BEIMKOE MHOXKECTBO A3bIKOB, Cpe-
O KOTOPbIX — cTporue, GopmanbHble, KeCTKO OpraHun3o-
BaHHbIE, OYMLLEHHbIE OT 6ECCMbICANLLBI U Xaoca.

«CTMXM KaccoBOro annapaTta» npeanaratoT Ham cosep-
LWWEHHO WHYIO UCTOPMIO: TEKCT, C/I0BO, A3bIK POXAatoTcA
NvWb gna Toro, 4Tobbl NepeiTn B Hepasbopumsoe Hop-
MOTaHMe, B 6ECKOHEYHO 3aTMXaloWmin (HO He 3aTuxato-
WMIA COBEPLUEHHO) 3BYK, B Hepa3bopumsbln (HO aocTyn-
HbI ANA NOHMMaHWA, ANa accouuaumin) cumeon. Cnoso
He TATOTeeT K CMbIC/Y, HanpPoTUB, CMbIC/1 €ro OTTa/IKMBa-
eT. OH gocTyneH Ham TOJIbKO NOTOMY, YTO Mbl BCTpeYa-
eM CNOBO B Hayasie ero CyllLecTBOBaHMA, Korga eweé He
Nno3aHO MOHATb ero, MBO Korga Ham nonagaeTca ero
3acTbiBWan, ymepugieHHaa ¢opma. ITOT HeobblYHbIN
B3rNA4, Ha A3blK OBHAPY)KMBAETCA B KaXKAOW M3 pabor,
BOLWEAWMX B KHUIY. Ha KaxKaoW cTpaHuue Mmbl BUAMM
TO, YTO NPOWUCXOAUT CO CAOBOM, MOCAE TOro, Kak OHO
NPOU3HECEHO — ero pelnTe/bHbIN, LeneyCcTpeMAeHHbIN
PbIBOK B 6ecCcMbIC/nLLY.
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One more point of view

Review of:
Poems of a cash register
By Kulemin E., 2017

Edward Kulemin’s book introduces the series of works
amalgamating visual poetry with asemic writing. The
sources for ‘Poems of a cash register’ were receipts for
real goods and services. They were transformed into
visual works.

Stamps and unreadable symbols, supposedly drawn
with felt-tip pen and gel pen, were superimposed on the
receipts in the way that emphasizes and rediscovers its
poetic form, the form that is accidental to a receipt.
Edward Kulemin made something that was inconspicu-
ous or at least was not presented as a book, clearly visi-
ble. One can interpret ‘Poems of a cash register’ not
only as a collection of visual works, but as a device gov-
erning a reader’s attention. Edward Kulemin’s works
function like the gesture of a man pointing at some dis-
tant object that we for some reasons cannot discern or
take as something random. The book helps us to see the
same things the artist sees, we can make use of his
sight.

The first thing that caught my eye when | looked at
the world through Eduard Kulemin's vision was the natu-
ral motion of the language from the readable and articu-
late towards the unreadable and indivisible. By expand-
ing the text, bringing it to the "right" position, the au-
thor eliminates the possibility of reading the original,
"natural" content of the check. The viewer / reader can
not understand what was bought and when, he sees
only elements of asemic writing, fragments of words,

individual letters and signs. As the author of the book
tells us, the ideal of language is nonsense; the word
aims at loss of its meaning and content, but the bitter
irony is that the printed form of the word stops it at the

very beginning of this path.
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[Opyras nobonbiTHaA AeTanb, KOTOPYHO MOMOratoT pas-
rnagetb «CTUXM KaccoBoro anmapaTta» - MOBCEMecTHoe
pacnpocTpaHeHne No3TUYecknx Gopm. Mbl MOXKem 3ame-
TUTb CTPYKTYPY CTUXOTBOPEHMA He TONbKO B KacCOBOM
yeKe: OHa 06HapyKMBaeTcA B CNUCKaX (MMeH, MOKYMOK,
KOHTaKTOoB), Tabauuax, nHdorpadumKke, NoyYTOBbLIX agpe-
Cax — BO MHOXECTBe BCTPeYalolWmxca Ham cucTemaTu-
3MPOBaHHbIX OTOBpaKkeHUax uHbopmaumn. Moatuye-
ckaa dopma poBneeT Hag M3BECTHbIM Ham MUPOM.
MHorue w3 crnocoboB npeacTaBAeHUs UHbOPMaLUN
CHabXeHbl TEM e OpraHu3ylLWMM NPUHLMUIOM, YTO 1
cTUXoTBOpeHMuA. [lo33ma oTpaxkaetca B 06blgeHHOM
JKU3HW, SKOHOMMUKe, CTaTUCTUKe, Byxrantepuu, 6Hasax

[JaHHbIX, pe3y/ibTaTax U3MEPEHUI U HayYHbIX UCCNeno-
BaHWI... [la, «XKU3Hb MNOAPaXKAaeT UCKYCCTBY», HO BaXKHO
He TO/IbKO 3TO: Tam, rae obHapyKMBaeTca NoaTUYecKan
bopma, MOXKHO OBHAPYKUTb N NOITUYECKOE CcofepIKa-
Hue. [lnA 3Toro A0CTaTOYHO NWLWb 3aBAafeTb NOAXOAA-
e ONTUYECKOM MALLMHOM.

B3rnaHye Ha GOpMbl BCTPEYAIOLWMXCA HAM TEKCTOB
yepes ONTWUKY, npeacTaBneHHyo 3ayapgaom Kynému-
HbIM, Mbl OTKpPbIBAaeM B KOJIJIEKTUBHOM bHecco3HaTeslb-
HOM MOLLLHOE MO3TMYeCcKoe Havyano. MoaYnHAACh AUKTa-
Ty NO3TUYECKON GOPMbI, BONIOLWEHHOMY B pacnpocTpa-
HEeHHbIX cnocobax ynopsagoumsaHua MHGoOpMaLUK, Mbl
CO343eM MPOU3BEAEHMA WMCKYCCTBA, HEMOHATHblE Ham
CamMMUM M BONBLWINHCTBY OKpYKatoWwmMxX. Mbl TBOPUM MO3-
31I0 fJaXe B Teé MOMEHTbI, KOrga MeHblle BCero XoTum
3TOro; 3a HaWWM MaHMaKaNbHbIM CTPEMIEHNEM K YMO-
PAAOYMBAHUIO CKpbiBaeTcs 6eccosHaTenbHas Tara K
TBOPYECTBY, HE 3HAOWEMy rpaHuL, NpPaBua, CUCTEMBI.
Jaxke cama popmanbHan CTPOrocTb CTUXOTBOPEHUA He
yKpoliaeTt ero cBoboay — Mbl 06Hapy»KMBaem MO33uto
Tam, rae e 6biTb He NONOXKEHO, He No3BoJsieHo. U B
3TOT MOMEHT BO3HMKaeT NoAO03pPeEHME: He ABNAETCA n
dopma CTUMXOTBOPEHMA HaCMeL KoM Mo33uu Hapg ¢op-
ManbHbIMKU NpaBuaamm? MoxeT bbiTb, ynopagoveHHan
dopma — 3To AMWb Macka, KOTOpy M033uA HageBaeT
ANA TOro, 4ytobbl MOCMEATHCA HAg HAaMM U BCAYECKMU
oAypaunTb? N yem 6osblle A CMOTPIO HA MUP C TOYKM
3pEeHUA XyA0XKHMKA, TEM CUNbHEE 3TO NOA03PEHME...

NTak, paboTbl, Boweawme B KHUry «CTUXM KaccoBOro
annapaTta», MOMOraloT HaM BOOPYXKUTbCA ONTUKOW eé
aBTOpPa, 3aHATb €ro NoJIoXKeHNe NO OTHOLIEHUIO K MUPY,
pa3rnafeTtb Te PeHOMEHbl U CTPYKTYpPbl, KOTOpble CTann
OCHOBaHUEM KHUTU, CEPUUN PaboT: Mbl YYMMCS Y KHUTU
BUAETb, KaK XYLOXHUK. B 3TOom M 3akntoyaeTtca 60.b-
Wan pagocTb, TOHKOE yAOBO/NbLCTBME M HE3ameHMMmas
nosnb3a WMCKyccTBa BoobLe — OHO AaeT HaM BO3MOMX-
HOCTb YMHOXaTb CBOW B3r/iA4bl Ha MUP, TEM CaMbIM
paclwmpnas ero rpaHnLbI.

- Mneb Konomuey



Following the vision of Eduard Kulemin, we look at
the language counter-intuitively. Intuition or so-called
"common sense" tells us that language is born from
nonsense, from the inarticulate, from spontaneous vo-
cal manifestations. It seems that in the beginning primi-
tive people roared and screamed, then uniformity was
introduced into this babble and the sounds were associ-
ated with certain states of things and conditions, then
words appeared, and today we have at our disposal a
lot of languages, among them - strict, formal languages
rigidly organized and cleared of nonsense and chaos.

"Poems of a cash register" offer us a completely dif-
ferent story: a text, a word, a language is born only in
order to become an indistinct murmur, an infinitely (but
not completely) abating sound, an indecipherable (but
accessible for understanding, for associations) symbol.
The word does not gravitate towards the meaning, on
the contrary, the meaning it repels it. The word is avail-
able to us only because we meet it at the beginning of
its existence, when it is not too late to understand it, or
when we encounter its frozen, mortified form. This unu-
sual look at the language is found in each of the works
included in the book. On each page we see what hap-
pens to the word after it had been pronounced — we see
its determined, purposeful leap into meaninglessness.

Another curious detail, which "Poems of the cash
register" helps to discern, is the widespread dissemina-
tion of poetic forms. We can notice the structure of a
poem not only in a cash receipt: it is found in lists (of
names, purchases, contacts), tables, infographics, mail
addresses - in a lot of systematized displays of infor-
mation. The poetic form prevails over the known world.
Many of the ways of representation have the same or-
ganizing principle as poems. Poetry is reflected in every-

day life, economics, statistics, accounting, databases,
measurements and scientific research ... Yes, "life imi-
tates Art," but not only that: one can find poetic con-
tent where the poetic form has been found. To do this,
just one should get ahold of a suitable optical machine.

While looking at the forms of texts through the optics
presented by Eduard Kulemin, we open a powerful po-
etic basis in the collective unconscious. By obeying to
the dictate of the poetic form embodied in the common
ways of ordering of information, we create works of art
that are incomprehensible to ourselves and to the ma-
jority of people. We create poetry even when we do not
want to do it; behind our maniacal desire for ordering
there is the hidden unconscious craving for creativity,
which does not know boundaries, rules and systems.
Even the formal strictness of the poetic form does not
tame its freedom because we find poetry where it is not
allowed to appear. And at this moment there is a suspi-
cion: can be the form of a poem a mockery of poetry
over its formal rules? Maybe an organized form is just a
mask that poetry puts on in order to make fun of us and
fool us in every possible way? And the more | look at
the world from the point of view of the artist, the
stronger this suspicion grows...

So, the works included in the book "Poems of the
cash register" help us arm ourselves with the optics of
its author, take his position in relation to the world,
discern those phenomena and structures that formed
the basis of the book, the series of works: we learn from
the book to look as an artist. This is a great joy, subtle
pleasure and indispensable benefit of art in general - it
gives us the opportunity to multiply our views on the
world, thereby expanding its boundaries..

- Gleb Kolomiets

Slova #17

12



ISSN 2343-4890



