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n th gen ral absence of the above co ditions,
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Can needing signify only basics such as
the necessity for oxygen, food, and fucking? Can it simply be reduced to
physical life-death criteria, or mere prescence? Surely not; but, if so, then
where else, for instance, would one place the human impulse to express, reach
out; to be part of something and not be left out; to count; to satisfy some
deeply-felt urgency to interact with another; to expand consciousness

KGu To begib with, I characterize f ly as an interpersonal, relationa , snd
interactiee netwotk. To do ho ih to recognize it as a system of infdue cas.
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(3.1) Now: There are numerous compositions in C of whiAh Mozart's
Jupiter is one. I take it that Jupiter consists of Mozart's hearing of

C, and may, may not, or may not yet be my hearing of Mozart's C; al-
though certainly, if I hear at all, Jupiter will be my hearing. On the
other hand, my Acaring, although self-referential

Yo r ta k obscure, m ssa e clear:
Music an8 life from rnsight ano visoa. 'y

We alwayo eollowdeach other arCunds

Melboarne, Darmstadt,gOakland,hlllinoi

KG: To begin with, I oharscterize famsly as an interpersonal, relational,
and

ineeractive network. To do so is to recognize it as a system of influences.
By influence, I refer to a dynamic, ... and preferably, creative ..., interplay

of push-pulls, give-takws, actions-reactions between and among its members

AND th ir environment.
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sh'mai fucking rabah

harry, fat millie bring 1?mon drops and shout(!!)
in the baddest words you know, and io the loudest vcice:

1 hetanti phony is done
v'eem'roo, amen

In the general absence of he above conditions,

taken as a whole, we obse ve, but: acquire knowledge mostly by denotation;
perpetuate deaotation by for lating denotative

anguage; our la

guage

suggests hat we are not part of that to which we point;
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NoOTES

No Replacement is a computer-written poem which uses seventeen texts
as source material, and for each verse, replaces one text by another by a
function which I refer to as the clumping equation. The seventeen texts
are numbered [0-16], and are: (0, 3, 4) excerpts from Gaburo’s (c) . . .
IS, published in Allos: ‘Other’ Language, Lingua Press, 1980; (1, 2, 8,9,
10) texts of my own about Gaburo; (5, 6) excerpts from Collaboration
Two: Publishing as Eco-system, a conversation between David Dunn and
Gaburo, Lingua Press, 1983; (7), excerpt from LA, by Gaburo, Perspec-
tives of New Music 25, no. 1 and 2 (Summer/Winter 1987); (11, 12, 13,
14) excerpts from letters from Gaburo to me in the early 1980s; (16),
excerpt from the Berkeley Stage Company’s Theatre Festival of New
Music program for the production of Maledetto (taken from Gaburo’s
own writings); and (15) excerpt from Gaburo’s obituary in the New York
Times, Friday, 29 January 1993.
The clumping equation is:

pi=mQ

where p; is the probability that a given value (or character) from one
source will be replaced by one from another source. Q and 9 range from
[0, 1], as does p;. Q specifies the general likelihood of replacement, or
the total percentage of replacements. 9 is the clumping value, determin-
ing the distribution of the Q * L replaced values (where L is the length
of the sample). The higher the value of d, the more likely replaced values
are to be clumped together. For example, with Q at .5, and 9 close to 1,
about half of the values will be replaced, and they will be more or less
adjacent. With 0 low (.01), with the same .5 for Q, more or less every
other value will be replaced.

® is a weight, or statistical feedback value. In the program for No
Replacement, there are three possibilities for @ (%, is the number of
“successful” replacements):

(1) o = 1 (no feedback);

(2) o = 1where n,<(Q*L); ® = 0where #n,> (Q * L)(truncating
feedback);

3) w=1-(n,/(Q* L)) (simple, linear statistical feedback).
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In other words, type 1 lets the clumping equation go unbounded (so
that, it is possible for 7, to exceed Q * L); type 2 simply sets the proba-
bility of replacement to 0 when Q * L values have been replaced; type 3
decreases the probability of replacement as values are successfully
replaced.

The chart below is a record of the computer chosen form of the poem.
Sources lists the numbers of the text sources used in each verse, the
second replacing the first. Q and 9 values for each verse are chosen at
random from [0,1]. Statistical feedback types are listed under clump (the
three types above), and are chosen randomly for each verse.

The next column, type, shows which of the three randomly chosen
ways for determining the length of the resultant verse, or “mutation,”
was used. max indicates that the mutation is the length of the longer of
the two sources (the shorter is padded with blanks). min means that the
mutation is truncated at the length of the shorter of the two sources. mut
means that a random length was chosen, which is some percentage of the
shorter of the two sources. If that is the case, start values are randomly
chosen for each source, and are used as offsets for the replacement pro-
cess.

No Replacement was written in Symantec Think C. Thanks to Tom
Erbe for some assistance during the course of writing the software.

No Replacement

Data

12/21/93

Number of iterations: 85
Random Seed: 31

Sources  Q o clump type Length startl start2

Verse 0: [15,13] 0.424 0.322 0 mut 185 42 36
Verse 1: [14,8] 0.629 0.840 O max 865 48 0
Verse 2: [1,8] 0.995 0.810 1 min 158 103 126
Verse 3: [14,3] 0.213 0.317 0 min 165 90 127
Verse 4: [13,3] 0.224 0.253 2 max 865 84 134
Verse 5: [11,2] 0475 0.038 2 min 380 96 276
Verse 6: [4,5] 0.621 0430 1 mut 191 60 3
Verse 7: [2,16] 0463 0.763 2 mut 398 177 24
Verse 8: (4,7] 0.199 0.739 2 mut 67 205 139
Verse9:  [9,7] 0.037 0461 0 min 245 53 91
Verse 10:  [16,2] 0.523 0.321 2 max 865 4 20
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Sources  Q 9 clump type Length startl start2

Verse 11:  [15,10] 0.642 0.632 2 max 865 390 69
Verse 12:  [5,9] 0.311 0.504 1 max 865 208 10
Verse 13:  [13,1] 0.585 0.363 2 mut 221 2 8
Verse 14:  [9,12] 0429 0.696 2 min 245 68 99
Verse 15:  [8,7] 0.193 0.658 2 mut 74 12 42
Verse 16:  [8,7] 0.257 0.745 0 min 158 3 164
Verse 17:  [0,8] 0.290 0.559 1 max 865 223 23
Verse 18:  [4,4] 0958 0.592 2 max 865 206 51
Verse 19:  [1,4] 0.586 0.181 1 max 865 121 151
Verse 20:  [0,7] 0.046 0976 O max 865 8 48
Verse 21:  [9,14] 0.147 0.464 2 max 865 104 47
Verse 22:  [5,6] 0409 0.103 0 mut 137 95 63
Verse 23:  [139] 0.718 0.811 1 max 865 32 46
Verse 24:  [5,8] 0.071 0.193 0 mut 17 316 0
Verse 25:  [3,14] 0.097 0.606 1 min 165 144 36
Verse 26:  [9,5] 0.843 0.276 2 min 245 6 204
Verse 27:  [16,12] 0.589 0.155 1 max 865 53 134
Verse 28:  [3,10] 0.188 0943 1 max 865 42 588
Verse 29:  [0,9] 0491 0.680 1 max 865 105 26
Verse 30: [15,14] 0.023 0935 0 min 165 79 23
Verse 31:  [12,12] 0.285 0.435 O min 263 77 158
Verse 32:  [6,5] 0.580 0.732 1 min 382 104 223
Verse 33:  [4,5] 0.065 0.635 1 max 865 81 10
Verse 34:  [7,5] 0.738 0.154 0 max 865 86 12
Verse 35:  [7,16] 0.650 0.936 2 min 475 29 17
Verse 36: [14,4] 0.458 0.361 O max 865 2 265
Verse 37:  [0,9] 0.872 0.209 2 mut 146 28 12
Verse 38:  [13,15] 0.226 0.075 1 mut 17 53 27
Verse 39:  [6,10] 0.875 0.112 2 min 382 31 409
Verse 40:  [8,8] 0.381 0.300 0 mut 130 1 12
Verse 41:  [10,3] 0.232 0930 2 max 865 68 44
Verse 42:  [1,6] 0983 0.609 1 mut 208 75 110
Verse 43:  [10,6] 0.552 0480 2 mut 355 340 21
Verse 44: [16,10] 0484 0.739 2 min 486 39 354
Verse 45: [1,14] 0464 0.061 0 max 865 42 52
Verse 46:  [5,5] 0.120 0819 0 min 442 71 41
Verse 47:  [6,2] 0.020 0.349 1 min 382 23 198
Verse 48:  [2,12] 0.010 0485 O mut 121 241 30
Verse 49:  [4,10] 0.397 0.084 1 mut 392 1 235
Verse 50:  [14,12] 0.384 0.899 0 min 165 50 32
Verse 51:  [6,11] 0.039 0.730 1 min 380 86 100
Verse 52: [12,14] 0.286 0477 O mut 74 69 33
Verse 53:  [6,1] 0403 0593 0 mut 203 97 64
Verse 54: [11,3] 0.287 0.250 1 mut 169 22 39



Verse 55:
Verse 56:
Verse 57:
Verse 58:
Verse 59:
Verse 60:
Verse 61:
Verse 62:
Verse 63:
Verse 64:
Verse 65:
Verse 66:
Verse 67:
Verse 68:
Verse 69:
Verse 70:
Verse 71:
Verse 72:
Verse 73:
Verse 74:
Verse 75:
Verse 76:
Verse 77:
Verse 78:
Verse 79:
Verse 80:
Verse 81:
Verse 82:
Verse 83:
Verse 84:
Verse 85:

Sources

(1,7]
[13,12]
[7,14]
[16,8]
(0,11]
[6,14]
(7,1]
[11,13]
(1,5]
[1,16]
[12,10]
[10,4]
[15,2]
[15,7]
(7,0]
(2,14]
[15,6]
(10,0]
[9,3]
(3,2]
[14,12]
(5,6]
(8,1]
(12,7]
[15,16]
(1.9]
[12,8]
(9,61
(9,15]
(5.9]
(1,3]

Q

0.760
0.187
0.486
0.784
0.455
0.120
0.778
0.313
0.389
0.896
0.314
0.503
0.779
0.979
0.927
0.091
0.543
0.774
0.454
0.615
0.047

-0.462

0.573
0.374
0.111
0.808
0.481
0.231
0.257
0.784
0.355

No Replacement

]

0.723
0.364
0.286
0.939
0.191
0.364
0.869
0.256
0.531
0.905
0.431
0.375
0.032
0.108
0.924
0.139
0.963
0.271
0.896
0.814
0.602
0.099
0.559
0.009
0.425
0412
0.235
0.563
0.125
0.883
0.984

clump

NHOHOOOHFNFHFOONONHFOFOOONNONHNOKF-OM

Length  start1

286
224
865
147
319
17

865
865
865
240
263
865
582
865
378
165
865
865
245
865
165
268
158
158
479
17

865
865
865
865
865

14
30
333
325
0
60
280
25
80
34
6
204
130
334
99
394
165
77
17

36
34
31
17
219
108
149

82
64
10

97

start?2

202
14
16
3
23
83
79
27
340
196
573
29
9
82
11
143
162
33
102
176
145
30
73
12

219
79
99
496
52
45



