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For the past year | have embarked on a project of joy, a series of interviews with artist
extraordinaire and Electronic Cottage founder, Hal McGee. Hal shares with us,
honestly with great humor and insight, his thoughts and influences on his extensive
and prolific work in audio assemblages which one could argue are an art genre unto
themselves.

What is your memory of the first time that you discovered a tape recorder?

In the 1970s, as a teenager, | enjoyed watching The Mary Tyler Moore Show every
week. | remember recording episodes of the show on a shoebox-style cassette
recorder, the type that was used to record school lectures. | then transcribed the
episodes, hand-printing the teleplays on sheets of lined notebook paper. | did this so
that | could study how teleplays were structured, and to get ideas on how to write my
own TV scripts. | was a member of the Drama Department at my high school, and my
first year at Indiana University | studied Radio and Television Broadcasting. | seriously
thought at that time that | would go into radio and TV broadcasting.
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You have described your assemblages as being audio folk art. What does that
mean?

It means that my art and my life are the same thing: one thing can’t be divided out
from the other. My art is well-integrated into my daily life and is inextricably intertwined
with it. Everything that anyone needs to know about my life can be heard in my audio
assemblages. The assemblages are audio-picture records of my life in Gainesville
Florida in the early decades of the 2000s. They are not linear or chronological diaries
along the lines of “I did this and then | did that”. By closely listening to my
assemblages and really immersing oneself in them, being inside them, the listener can
feel something of what it’s like to be me. In a sense the assemblages are
environments or Hal-happenings, Hal-events. My audio assemblages are my gifts to
the world. | am inviting the listener to spend time with me. My dictaphones are banjos
and guitars and flutes!

How did you devise your method of doing audio assemblages?

First of all, | would like to talk about the difference between my audio collages and my
audio assemblages.

The simplest definition of a Hal Assemblage is this: it consists of one or more collages
heard simultaneously. There is a "vertical" aspect to the listening experience and
structure of the work that is lacking in what | consider a Hal Collage.

Hal Collages are horizontal: They unfold over time, one thing after another. Seemingly
random elements in the collage repeat, refer and contrast, and are juxtaposed
backwards and forwards in Time to other elements in the collage.

Since a Hal Assemblage consists of at least two collages heard simultaneously
(stacked and layered), an assemblage can be experienced horizontally and vertically.
So, you are listening to two or three or four streams of sounds happening
simultaneously AS they move forward.

The Man With The Tape Recorder, for example, is a Hal Collage. Octember is clearly
a Hal Assemblage.
The lines between the two are blurry, to be honest.

| did not actually start using the word “assemblage” to describe my recorded works
until Twelvember,which was issued in January 2018. Prior to that | used terms like
“‘multi-layered collages” and “4-track cassette collages”.

From 1992 to 1995 | did not record any audio art or music. | pretty much abandoned
those pursuits for three years. Of course that break from music-making didn’t last
forever! When | resumed my music-making activities | bought a used Yamaha DX-7
synth at Lipham Music shop in Gainesville, which | hated and sold after making one
album, B12. | also bought a Fostex XR-5 4-track cassette recorder at Lipham, and for
the life of me | could not figure out how to record with it properly. The Operation
Manual didn’t explain things very well, and operation of the 4-track was way too
complicated. The problem was that as | recorded each new track | couldn’t figure out
how to listen to the tracks that | had previously recorded. Example: if | recorded on
Track 4 | couldn’t hear what was on Tracks 1, 2, and 3. When | did a mixdown | could
hear all four, so that was good. | therefore adapted to the limitations of my abilities to
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properly operate the recorder and | adopted a method of adding sounds in a “blind”
way. As | was recording Track 2 | couldn’t react to and play along with what | had
recorded on Track 1. | had to add sounds to Tracks 2, 3, and 4 in an arbitrary, chance
and intuitive way. | kind of knew what | had recorded on the previous tracks and could
match the general tone and character, but | could not create coordinated songs or 4-
track compositions like | had in the 1980s and early 90s. When | did the mixdowns |
was mixing together four tracks of pre-recorded sounds that were related but not
directly correlated or coordinated. This lent a random and chance feeling to the mixes.
It felt like there were four collages blended together to make a big, thick
simultaneously juxtaposed multi-layered collage. As | was doing the mixes | was in a
sense an audience to the results. The results were not predictable. They were wild
and hairy and went in several different directions at once.

Sometimes people are aware that you are recording them and other times they
do not. How do you strike a balance between the two? (This comes up in one of
a kind tape for everybody).

It probably goes without saying that people will be less spontaneous if they know that |
am recording them. Spontaneity is not always what | am looking for!

| assume that all of my closest music and art friends know that | carry a dictaphone
with me everywhere | go, and that | might record anything at any time.

Before each of my Apartment Music shows | make it known to the attendees that |
might record miscellaneous conversations and other sounds before and after
performances.

Lumen K told me that he takes it as a given that any part of our conversations might
be recorded. He knows me well! If a friend says something embarrassing or
compromising when the recorder is on, | delete the file. | try to be the model of
discretion!

Another thing that | need to make clear is that | do not record everything. | am very
selective. Sometimes | just don’t feel like turning on the recorder, and other times |

forget.

If Lumen K and | are at lunch or at my apartment and we are talking about sensitive
personal topics, | do not turn on the recorder.

If he says something interesting | might ask him to repeat it with the intention that | will
record it. | often record stories that he tells or philosophical thoughts or bits of history.

When | record conversations at the bus stop or other places out in public, such stores
and shops, | figure that those people are so far outside my world that they will never
even know that | recorded them, nor will they conceive or understand the possible use
that | will make of those recordings. The Scooby Doo Fan (in The Secret Life Of Hal
McGee) had absolutely no idea what a video camera was and what home movies
were or anything like that, even after | explained it to her.

My mom and dad know | record them. In fact, my mom goes right along with it and
tells her stories. | have told her that | make recordings to document the lives and
stories of the people | know. In a way | am trying to preserve memories of people,
through recorded evidence and artifacts. In other words, | feel that | am doing honor to
my recorded subject-people. But | do try to be respectful.
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| had an excellent example when | took a walk downtown earlier this year. | was
shapping photos with my iPhone, and | took one as a young college age kid walked
toward me. He got a very unhappy look on his face and said to me "Did you just take
a photo of me?!" | LIED and assured him that | was taking a photo of the building
behind him. He still looked unhappy. | then said "Don't worry about it. I'm a
professional photographer!" ... and kept on walking, quickly! Hahahahahahahaha!
Immediately after | was out of rock-throwing distance | deleted the photo from my
iPhone.

If a total stranger took a photo of me | wouldn't freak out at all. | might ask them if it
turned out okay. If not, | could pose in a candid way for a re-take. But | am such a
ham... AND ... | have NOTHING to hide! | take it as a given that people want to
photograph me. It shows their good taste.

Whether they know I'm recording them or not, | look at my recordings of people talking
as raw audio materials. I'm not looking to pry into people’s private lives and cause
them embarrassment.

My co-workers know that | have a recorder with me at all times. And you've heard
them clowning around with me on the recordings. Are those recordings candid? Are
the ones with you and Lumen K candid? Are they "real"? Are recordings where the
subject knows they are being recorded better considered as performances? When |
record people that | don't know, strangers, my feelings about and tactics and ethical
outlook are all different.

How do the musical portions of your assemblages come about?

The musical portions of my assemblages come about because music is as much a
part of daily life as anything else. Music happens! Pre-recorded music “happens” all
around us every day. There is no escaping it. Pre-recorded music is constantly playing
in the background in restaurants and shops. We hear it blasting and thumping from
passing cars. We hear it wafting from open doorways in our neighborhoods. It seems
like most people are contented to listen to music that other people have made. To me
this music is incidental and part of our daily environment, like the smell of garbage,
dog shit, newly-mown lawns, wildflowers blooming, automobile exhaust, and
underarm odor.

While collecting sounds for my assemblages | try my best to avoid recording incidental
pre-recorded music. Generally | find incidental pre-recorded to be annoying and a
nuisance.

Instead | prefer to generate music of my own for my assemblages. In other words, if
there MUST be so-called music in my assemblages, by Godzilla (!) | am going to
make it myself!

It is easy to do because of pocket synths like the hardware Korg Monotron series,
plus | have Minimoog Model Synthesizer, Noisemusick, and KQ Unotone software
synthesizers on my iPhone. Plus at home in my apartment my trusty, reliable 2-string
pink dumpster guitar is always ready if | want to make plink-plonk-plooong sounds on
it.

Yes, | know that insisting on making my own sounds and my own music is hopelessly
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old-fashioned and “modernist”!

| guess this is as good a place as any to tell the readers one of my personal mottos or
creeds: “| use post-modernist methods to achieve (what are probably in actuality)
modernist ends”.

1

|
!

guane bl lm

3
11
i i

;\

I

|

!

t
i

" |
..ﬁ..'(

\{“

6/64



When working on your assemblages do you feel like you are on a quest to find
interesting sounds and phrases? Or is it more like a journey of discovery?

| definitely feel like | am on a journey of discovery! Whether a sound or phrase is
interesting or not depends on its context, on how it is combined with other sounds, and
the associations that those stimulate in the listener’'s mind.

It is true that | am always looking and listening for interesting sounds, phrases and
sights, but | am not on a quest for them. | simply go about my daily life, doing the
things | normally do, and | open myself up to what is happening around me. | look and
listen for unique perspectives and variations on the mundane and seemingly banal
details of my everyday life. | look and listen for something special in nothing special.

| walk by the same objects every day as | am walking my dog, going to and from my
job, at my job in the hospital, inside my apartment, and at shops and restaurants. |
discover something new every time that | remember to pay attention. Things are
constantly changing, it goes without saying.

What is more important as far as my art goes, are the changes that happen in me. |
walk by a tree every day. One day | notice that the sunlight falls on that tree a certain
way and | notice something about the tree that | hadn’t noticed before. A crow perched
on one of the branches of the tree calls out. | have re-discovered the tree, the crow,
and me.

When we listen to a dictaphone assemblage audio track do you think we are in
the past or by the act of listening we are in the present?

The short answer is that we are always living in one continuous eternal now. When we
listen to one of my dictaphone assemblages, the past, present, and future are
meaningless. My assemblages are circular, are continually looping back on
themselves and within themselves. In many ways my assemblages are one
continuous work divided up into monthly serial installments. This means that the
listener will experience repetitions over the course of listening to numerous
assemblages of mine, repetitions with minute shades of differences, the same yet
totally different, based on the contexts of what sounds are combined together.
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This is a philosophical question: Do you think that there is any difference
between fact and opinion when doing your assemblages?

To begin with, all art is a lie. In any work of art there is no truth, factual, or
otherwise. My assemblages are not reportage in the sense of me trying to present
verifiable data from my daily life. Even news reports on websites and TV news
programs are not absolute truth, but versions and interpretations of events.

In my assemblages | am, however, trying to convey something of my experiences in
my daily life. | collect seemingly random images and sounds from my daily life. |
jumble and heap them together. Then | set in motion automatic random-chance
processes that arrange the images and sounds in particular and perhaps unexpected
patterns.

Within the assemblages themselves the listener will hear me talking about various
subjects. Sometimes these bits of talking are me reflecting or recollecting events that
have happened in my daily life or my interpretations of them. As we all know, memory
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is imperfect, and we all rewrite events into our own personal narratives which support
our constructed senses of self. These are of course fictions.

Other times when you hear my voice my intention may or may not be to convey any
thoughts or meanings other than the pure sounds of words and language as sound
elements themselves. Who am | to say what the listener might hear or perceive?

As always, | rely on the listener and viewer to make sense of it Other than during the
mixdown | rarely listen to my own assemblages. Once | publish my assemblages
online on Bandcamp or on CD-R they gain their true lives. They gain life and any
possible meanings when somebody listens.

| might very well state or present opinions on various subjects during the course of
accumulating raw data recordings during the course of a month. Once the data is
arranged into layered assemblages any such opinions or so-called statements of fact
that I may have made into a dictaphone become something(s) else.

How do you avoid the temptation to use effects on your recordings and keep
your “voice” pure and in tune with the art?

| am never tempted to add effects to my assemblage recordings.

First of all, | think that effects are cheap and a crutch and they are over-used in the
experimental and noise fields.

Second, | think that effects create a distance between the listener and my recordings
and | want to avoid that at all costs. | want my listeners to be involved and engaged in
the act of listening to my assemblages. | have often talked about the importance of

active listening, that the listener completes the audiowork through the act of listening.

Third, the raw audio materials of which my assemblages consist are snippings and
recorded data and artifacts of my daily life and experience. | want these moments to
be presented in their original recorded states. It is through the random chance
combinations and layerings of these sounds of my daily life that my audio art comes to
life. Adding effects such as reverb or delay would alter the sounds in such a way that
the sounds would become locked or frozen into time-frame colorings or alterations,
thus robbing the listener of the opportunities to create their own time-frame
references. Elsewhere you have asked: Is it past? Is it present? Is it future? Those
kinds of reckonings and associations occur when the listener listens.

Do you ever get tempted to adopt a persona when doing your assemblages?

Other than me, myself, whatever and whoever my constructed senses of self tell me
that | am? No.

| am not a storyteller. In my voices in my assemblages | rarely take on the role of a
person or character other than aspects of my personality, whether that be my
conscious selves or dream selves. You might hear me do voices that sound like a
Monty Python character or Jiblit Dupree or a person | encountered in my daily life, but
these people are in my life. By recording them or my impressions of them | have taken
them inside the assemblages, and they are now parts of those worlds.

How do you decide when to press the record button and when to press the stop
button on the recorder? Are any of the assemblages edited in any way?
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Generally | do not edit the assemblages once they have been constructed. | try to
remain true to the way that the mix assembles itself. | usually do not edit the
assemblages except for choosing points at which to break up the complete
assemblage into parts. | also lower the overall volume of an assemblage if it bumps up
against 0 dB too frequently.

| usually gather and collect raw audio materials for each dictaphone assemblage
during the course of a calendar month, such as from July 1st through July 31st.
Sometimes, if | get off schedule, | will designate another time period. An example
would be July 16th through August 15th.

For my assemblage titled battery operated, | recorded the raw materials from
Thanksgiving Day through New Year’s Day. This is because | was originally going to
call the album “Happy Halidays”. In any case, | usually specify a particular time period
during which | will scavenge, pack-rat, and gather up audio junk, trash, miscellanea,
incidentalisms, and raw data that | encounter during my daily life during the specified
time period.

You ask how | decide when to press the Record button and when to press the Stop
button on the recorder. There is no simple answer to that question. It depends on my
mood, what is going on around me, which way the wind is blowing, my concentration
and preoccupation levels, and various other factors. | obviously do NOT record
everything. That would be boring and pointless. How DO | decide what to record for
raw sound materials for an assemblage I’'m working on? | feel it. It is intuitive. | TRY to
always be aware and listen closely to all of the sounds around me. Of course | can’t
remember to listen closely all of the time. Sometimes | need to remind myself to listen
and to look closely. At times like that | need to concentrate, to focus my attention on
my environment -- to shut off the chatter in my brain -- and remember to listen. Itis a
form of meditation, | suppose. | feel like when | am able to empty myself and turn off
my internal dialogue, that is when | can listen and listen closely. At those moments |
remember to pull my dictaphone out of my pants pocket, and place my thumb on the
RECORD button, ready to record sounds that | find interesting. About 40 years ago,
during the time when | was reading Carlos Castaneda’s books, | would practice
turning off my internal dialogue. It is hard to do! We talk to ourselves constantly and
endlessly in our minds. There are exercises for turning off the internal dialogue, such
as curling one’s fingers as one walks: one’s attention is turned toward that task and
away from the brain-chatter and -clutter that preoccupies us.

| am naturally attracted to the sounds of engines, motors, and machines, helicopters,
airplanes, public transportation, garbage trucks, car horns and other traffic sounds,
alarms, bells, clocks ticking, lawnmowers, construction equipment, telephones ringing,
air vents and air conditioning units, fan belts, blowers, elevators, my vacuum cleaner,
my electric toothbrush, my dishwashing machine, trash compactors. | guess that these
machine sounds appeal to the industrialist in me!
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These are sounds that most people ignore, hate, and try to avoid. A lot of people
would classify these sounds as noise pollution. Not me! The kind of people who DO
classify these sounds as pollution probably complain that the sounds are not part of
the Natural World, and that sounds of the Natural World are somehow preferable. The
essential point that these people ignore is that Human Beings are a part of the Natural
World. We are not separate from it. We are in it and of it, and our inventions and
machines are also therefore part of the Natural World.

There seems to be a tendency in The West for people to deny that we are part of
Nature. There is also a tendency in The West to deny that Nature and God are the
same. And third, people like to believe that people are separate from God. So we don'’t
belong in The World but we are separate from God! Why is there this anti-human
impulse?! | am thankful that | am not religious! ... or one of those people who say that
they prefer Nature to People.

| try my best to avoid recording pre-recorded music. | might TRY not to record pre-
recorded music with my dictaphone, but as I've mentioned before, this is nearly
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impossible because music is everywhere -- in restaurants, stores, automobiles, etc. |
am not saying that | think that there is anything wrong with pre-recorded music per se,
other than the fact that | find most of it to be excruciatingly boring. And, by Godzilla! ...
| can record my own sounds!

Let me make that plain: all sounds are equally valid as sound sources for audio art,
but not all sounds are equally as interesting -- that is purely subjective!

Sounds of Nature, Human and Machine sounds, and musical sounds are all part of
the big grab bag of sounds available to me as a sound assemblage artist. Any editing
that I might do comes before | do the mixdown of sounds at the end of the month. It is
all about the choices that | make. What sounds do | find interesting when | remember
to listen?

| do not necessarily prefer the singing of a mockingbird to the siren of an ambulance.
Both are amusing and annoying in their own ways.

| do not necessarily prefer the sound of thunder to the sound of a helicopter. Both are
very loud and both are awe-inspiring in different ways.

Do | prefer the sound of a soulful rendition of Whitney Houston’s song “Saving All My
Love For You” sung by a registered sex offender at the bus stop to the sound of my
dog barking incessantly in a shrill voice? Not necessarily. Both are irritatingly funny in
their own ways, and both can inspire fear in the hearts of men, women, children, and
beasts.

How do | decide when to push the Record button, and when to push the Stop button?
| listen closely to the rhythms, patterns, phases, and cycles of common sounds in my
everyday life.

The mockingbird cycles through a medley of Greatest Hits of Birds in the region as it
sings in the top of a tree.

When | am out walking my dog | might press Record as soon as | hear the sound of a
helicopter approaching from the west, and press the Stop when it disappears from
sight as it passes the treeline to the east.

A refrigerator or ice machine goes through a regular cooling cycle determined by its
settings.

| see a flash of lightning and | know that there will be the sound of thunder a few
seconds later.

| am NOT a sample artist or remix artist. | do not add effects and remixing techniques
to the sounds that go into my assemblages. They are interesting enough -- or boring
enough -- without adding effects, and | try to treat the raw sounds as found objects that
| reconfigure and recombine in new ways, or at least in ways different from their
original contexts.

With both machine sounds and Nature sounds, there are two general classes -
sounds that occur in spite of me or without my intervention or influence, and sounds
that occur as a result of my presence and actions. And in my daily life there is a mix of
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both!

| am fortunate to live in a suburban area. Especially here in Florida suburbs are always
on the fringe or border between civilization and wilderness

So, over the course of a month | accumulate sounds on my four dictaphones. | record
whenever it strikes me to do so, whenever sounds reach my ears that pique my
interest. At the end of the month | plug the four dictaphones into a mixer connected

to Audacity, and then | engage the Playback in random/shuffle mode on all four
machines. How the sounds will combine, layer, and inter-relate | will not know until the
assemblage assembles itself.

Do you think that your assemblages are part of a larger discourse of what it
means to be living in a certain place and time. (The personal is political...)

Yes, of course | do, but | do not find it desirable to explain what my assemblages
mean. Their meanings can be found in how they sound, the sounds you hear. In the
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assemblages | provide personal data from my daily life in certain places and times,
arrayed in various ways. Your engagement with the assemblages as a listener
determines their meanings, if and what they are. There is also a strong possibility that
they can just be experienced as moving, fluid artforms. The listener hears words along
with other sounds, but the meanings of those particular words are not necessarily the
meanings, if there are any, of the assemblages.

| have said it before, and it bears repeating: My assemblages and movies are me, but |
am not them. Everything that you the listener need to know about me can be
experienced in the assemblages. The assemblages consist of transparent overlays,
but images within the layers obscure and modify our perceptions of the contents of the
layers. The assemblages reveal everything and nothing.

You read from and quote all kinds of literature and written materials (books,
pamphlets, signs, emails, etc.) in your assemblages. Do you make any kind of
distinction with these texts or is it all part of the “stew”?

| love words! | always have. | possess a natural feeling and affinity for them. | have a
nearly perfect photographic memory when it comes to the spellings of words.
Misspellings in printed texts jump out at me. | spot them without even trying -- | just
see them! ... in everybody else’s texts except my own!

| have often said, and still at least halfway believe, that my assemblages are closer to
a form of literature than to music.

| am endlessly amazed and amused at all of the subtle differences in meaning that
words can have, depending on context, other words in close proximity, and how they
are said... how they are spoken. | can discern and vocalize minute shades, colorings,
and inflections in the sounds of words.

| have always been good at acting out voices and imitating dialects, speech patterns,
and slang of other people in my daily life as well as TV shows and movies.

In my assemblages | will repeat a word or series of words, putting emphasis on
different words or parts of words, seeking out hidden treasures within and between
the words. How does the meaning and the intention of a sentence change based on
how | speak it? | love language mistakes, mispronunciations, slips of the

tongue, malapropisms, anagrams, etc. And | am very good at coining new words!

Like | have talked about elsewhere, this is about observing the phenomena of words
and their sounds and meanings, paying a particular kind of attention, and seeing,
speaking, hearing what | can squeeze out of words. | like to combine words with other
words even if they don’t seem to go together to see what surprises pop out!

Once again it is about fun and creating joy! | am not one of these people who desire to
destroy words and language. | do think that it is loads of sadistic fun to torture words
and see what secrets they confess!

During the course of gathering materials for an assemblage | am constantly scanning
for words that seem like they might go well with other words. | am especially drawn to
combinations of words which could be interpreted in numerous ways. | love innuendo!
| look at spam emails, text messages, advertisements, signs on walls, scraps of paper
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| find, bulletin board messages, slogans, jargon, fortune cookie messages, pop
culture clichés, etc., and if something strikes me as funny or ambiguous | will record
words or phrases onto one of my dictaphones. On the occasions when

| do remember my dreams | will try to recount the story of the dream to the best of my
ability, knowing that my recollection will be incomplete, imperfect.

So, in a way, you are right that words from books, pamphlets, signs, etc., are just
elements like anything else in my assemblages. But also like | have said elsewhere, |
don’t record every word | see all day long. | make choices! | look for potentials within
the words that | see. It is my fondest wish and hope that listeners and | will discover
new correlations and connections between sounds within my assemblages.

Are there words or phrases that you find yourself coming back to time and
again? Words or phrases that have special meaning? You may not even say
them into the dictaphone but you are thinking them?
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Yes, there are definitely words and phrases that | find myself coming back to time and
again!

“Hello”
“Good morning”

“Good afternoon”

“‘Have a good day”

“Stanley, stop barking!”

“Stanley, shut the hell up!”

“Stanley, don’t eat off of the ground!”
“It's time for a nap”

“Coffeeeee”

“Stanley, treeeat!”

“What the hell is that?!”

“What IS that smell?!”

‘Il am well-traveled in my neighborhood”

In response to one of my previous questions, you said something to the

effect of “Music is annoying because it is everywhere. One can’t escape it.”
That’s true. It is like certain smells. Do you ever get the feeling that sounds are
like smells or that certain smells are like sounds?

| do not recall having ever experienced synesthesia of the sounds = smells variety. |
have experienced the sounds = colors/light variety, 40 years ago during an LSD trip.

| do think that in the realm of the imagination ANYTHING is possible. One of the
positive things that | have retained from my acid experiences is the ability to see and
hear and smell beyond borders and categories. In my audio assemblages | am
striving to create experiences that approach the same territory as LSD Land. | will
address that later, in more detail.

For now | will say that sounds, and particular combinations of composted, heaped-up
sounds, can present to the mind of the attentive listener a feeling or sensation of
putrefaction, rot, decay, and mold... of farts... shit, piss, and other body odors... and
garbage dumpsters baking in the Florida sun. But this is not for me to say, because
each person’s experience is different. It is not hard to imagine because we already
use terms to describe music as being “funky”, or “stanky”...

Are there sounds that appeal to you more than others?
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In my assemblages there are two basic kinds of sounds that | record:
Intentional sounds and sounds that happen in spite of myself.

Examples of intentional sounds are:

Recordings that | make of me speaking texts and diaristic thoughts.

Conversations with friends, family, neighbors, and co-workers. Sounds of me and my
friends playing instruments.

My use of implements and household and workplace machinery, such

as dishwasher, electric toothbrush, electric shaver, vacuum cleaner, that kind of thing.
Frying, boiling, and cooking sounds.

Toilets and urinals flushing. Water running down drains and garbage disposals.

| have written at length already about these kinds of sounds, their roles, functions.

Much of what | record falls into the category of sounds that happen in spite of me or
without direct involvement or intervention by me. What | mean is that these are
sounds that happen in my world that have nothing directly to do with me. These
sounds are made by other humans, animals, machines, and weather, atmospheric
conditions.

| love lists, so here we go:

Raindrops falling into a puddle or pool, and water drops falling in irregular patterns in a
downspout.
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The sounds of birds: Crows and mockingbirds have made many appearances in my
assemblages. There are also owls in my neighborhood, but | don’t hear them on a
regular basis, and | have never been able to record them with anything approaching
success.

Frogs croaking in the drainage ditches after a good rainstorm.

You'd never guess it, but | love to record the sounds of dogs barking: one dog in
particular who shall go nameless because he is featured and in fact co-stars in every
assemblage of mine.

| love the sounds of sirens from police cars, ambulances, and fire trucks. Also car
horns! Car alarms, which are incredibly annoying. Beeping alarm signals when
garbage dumpster trucks are backing up. Beeping patterns as buses kneel and as
they deploy wheelchair lifts. In general, all public transportation sounds.

Automobiles passing over a traffic count meter.

Public address systems, fire alert announcements and alarm signals.

The sounds of wind blowing in trees, thunder, rain falling.

People talking and conversations overheard in which | am not participating.

The skies over my neighborhood are regular pathways of airplanes and helicopters —
police, emergency, military, and commercial and private aircraft.

In your assemblages one can clearly hear you enunciate your words. How
important is diction in your work?

Words are very important to me. | love them. Ever since | was very young | have felt a
natural affinity for them. | have an almost perfect photographic memory of the way that
words are spelled. | can look at a page of text and my eyes instantly find spelling

and typographical mistakes. One possible lost opportunity as a career course that |
probably should have pursued was being a proofreader or editor. | can see everyone
else’s mistakes, but never my own. | guess because | (mistakenly) assume that | am
of course always correct!

When recording spoken words for my assemblages | make a concerted effort to speak
slowly and distinctly. There are three reasons for this:

The first is that | want my listeners to understand what | am saying! Many of my
listeners are people whose primary language is not English. It is my hope that by
speaking slowly and distinctly they might have a better chance of understanding what
| am saying.

Second, by speaking slowly and distinctly | am leaving spaces between the words,
spaces for the listener’s imagination. Words are ripe and bursting with possibilities for
meaning. | like to give the listener time to think and reflect on the words and to dream
along with me as | talk. David Lynch calls this kind of thing “leaving room to dream”. |
have watched the special behind the scenes featurettes of Twin Peaks and | always
pay special attention to the ways in which he directs the actors. He always
encourages them to take their time and to say the words as slowly as possible, even if
it seems awkward or somewhat painful to do so. | also like the parts where the actors
are rehearsing their lines and Lynch corrects their inflections and emphases on certain
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syllables of words. These subtle adjustments make big differences in the meanings of
the sentences.

Thirdly, by drawing the listeners in to concentrate on the words, | am inviting them to
listen actively as a participant. My words might set off a chain of word-streams in their
own minds.

| try to choose my words carefully. The words that one chooses and the order in which
one utters them create pathways to different possibilities, different realities that can
fraction off and become their own stories. | have always loved the opening
monologue by the character that Richard Linklater plays in his film Slacker, "Should
Have Stayed at the Bus Station". He thinks out loud about what would have happened
if he had made different choices. If instead of taking a cab ride home he had hung
around the bus station maybe a beautiful woman would have offered him a ride and
they would have gone back to her place... | like his idea that when we dream we are
seeing glimpses into other realities that could have happened, that we see ourselves
in these alternative realities that could have happened IF we had made different
choices.

This is why at every moment the choices that we make, whether to turn left or turn
right, to look up or down, whether to listen and pay attention and actually see what is
going on around us enough that when something unexpected happens, an “accident”,
something that we didn’t intend... Do we welcome it as an opportunity, a chance to
take a course different than what we had originally planned? | find myself in this
situation almost every day, and at those moments | consider myself fortunate.

| like to think about each word as | say it. Often in my assemblages you will hear me
repeat a word or a phrase with a different emphasis or inflection. The sentence
changes by repeating it (“repetition is a form of change” - thank you, Oblique
Strategies!), because intentionally or unintentionally | won'’t say it exactly the same
way each time. Also, repetition leads to the possibilities of mistakes or accidents. Any
good experimentalist who is worth their salt knows that there is no such thing as a
mistake. And every improviser knows that if one makes a mistake while improvising,
repeat it and then it seems intentional. To quote Bob Dylan out of context, “There’s no
success like failure”! It is at the moments of failure that the words start to crack open
like eggs and spill their secrets.

| have seen insome descriptions of your earlier work the term

dictaphonia. What is dictaphonia?

Dictaphonia is an audio art form based on the use of dictaphones and their
unique characteristics: notably low fidelity and a compressed frequency response
range.

Voice recorders were originally developed and manufactured by Olympus, Sony and
other corporations for the utilitarian purposes of recording personal notes and
dictation. Voice recorders have been used by stenographers, administrative
assistants, doctors and other professionals as an office tool, as an electronic memo
pad and transcription tool.

Voice recorders, and specifically microcassette recorders, were developed to
emphasize and enhance the characteristics of spoken words. The typical frequency
range of microcassette, from 400 Hz to about 4000 Hz, is, not surprisingly, and of
course quite by design, more or less the frequency range of the spoken human voice.
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This makes microcassette unsuitable for recording music because musical
instruments and the singing human voice can create sounds lower and higher than
the narrow range of microcassette.

For a couple of years in the early 1980s Olympus sold stereo microcassette machines
and supposedly high fidelity Metal formulation tapes. | have seen commercially
released albums on microcassette from that era, mostly Classical stuff such as The
Planets and some Beethoven. | have also seen boomboxes from the 1980s with built-
in stereo-recording microcassette recorders. But the stereo microcassette was short-
lived because the sound quality was still primitive. | have also seen handheld
transistor radio and microcassette combos, kind of like cassette and radio handhelds.

| was not the first to use microcassette as an experimental audio art tool. If you look
on Discogs you can find albums released on microcassette.

Nor was | the first person to create compilations of experimental sound art recorded
on microcassette. Credit for that goes to Justin Waters of the Sounds From The
Pocket label, with his Microcassettor compilations.

| first used microcassette on the track with Dimthingshine, “Dead Murderers Kill”, on
my Miami Noise album. And | didn’t own the microcassette recorder we used; it was
Dimthingshine’s.

It wasn’t until | met Andrew Chadwick in 2006 that | first encountered an artist using
microcassette as a regular feature of experimental noise art. After seeing Andrew
use microcassettes in several of his Ironing performances, | decided to acquire my
own recorder. Andrew often played back microcassette tapes at a lower tape speed
than the original recordings, and he’d get these really spacy funky slowed-down bass
bits that were an element in his thrift store battery of tape players and turntables.

For me | loved microcassette recorders because they were highly portable. | could
easily carry a recorder in my pocket and hold it in my hand, often concealed in my
palm. This enabled me t