the clue, it’s all about the clues
WANDA
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etched against (remember expression)
line 11: what dust?

The grain of the screen – any screen {including the screen hiding a body–room divider, printed page, TV screen, LCD?}

The Crystal Land setting (Robert Smithson). https://www.robertsmithson.com/essays/crystal.htm


Resume: with Godard’s opening quote as ‘Godard’ speaking, the book begins as a film, projects its cinematic light on what follows. 
“we’re so far away.” – interesting observation. It is “we” far away, not the figure. Reversing (inverting?) the perspectival ordering. 



8
“we wonder where she will find milk,”     > read this aloud, rehearse. w w w w m –later W for Wanda. (book-print jump)

things feel remote as through a blurry glass or semi-transparent layer, slow yet approaching a climax of sorts. That may never be. 
Chantal Akerman – her life, Laurie Anderson. Figures and legends. Fabulations and the one who fabulates. What company do we find ourselves in? What imprint is knocking.  



9
is relief primarily based on some sort of imprisonment? What can one make up to make life/self work somehow?
is relief primarily based on some sort of im-prisonment? A link to relief, meaning ‘support.’ And a slippage reading of im-prison: imprimer. 

theatre



(10 history of self-portrait)



11
cinéma vérité, imprimer vérité can be one and the same.

I was managing a huge building site, from which I was going to excavate a
miniature model of modernity, reduced to its simplest, most
complex form: a woman telling her own story through
that of another woman.

Excavate versus forensic reading. Hand movement – eye movement (hand potentially ‘static’ as in palimpsest). From Site to Page.

Who is the one who cares?



12
is there background noise of the book? 
Of Nathalie Léger.

Léger is printed everywhere. Is therefore more real than anyone else? (minus the “I”, “we”, …)



12
ROBBERY
IT’S ALL ABOUT THE PLAN, no?!

And the third memory 	Comment by Verina Gfader: http://www.newmedia-art.org/cgi-bin/show-oeu.asp?ID=150000000035957&lg=GBR
The Third Memory is presented in the form of a display of heterogeneous documentary and fictional elements making it possible to gauge the different gaps that have been formed between the reality of a news item as experienced by its author and the cinematographic spectacle derived there from by the Hollywood economy. Like a police reconstruction (of a crime, say), a situation and an event are re-enacted, re-performed, using a method involving the reappropriation of representations (of film and the media in this instance), which Pierre Huyghe has been exploring in his work for several years now. What is involved here, and what is the chronology of the facts? On 22 August 1972, in Brooklyn, New York, at 2 p.m., there was a bank hold-up, during which hostages were taken by the two men involved, John Wojtowicz and Sal Naturile. When it was all over, Sal Naturile was dead and Wojtowicz had been arrested. The motive for this crime, as revealed by the media which gave the event wide coverage, was to finance the surgical operation (a sex change) wanted by the man with whom Wotjowicz was in love, Ernest Aron. An article published in Life Magazine would subsequently inspire Sydney Lumet to write the script for a film, which would end up as Dog Day Afternoon, eventually released in 1975, with Al Pacino in the lead role. Twenty-seven years after those events, Pierre Huyghe asked John Wotjowicz to reconstruct the heist and thus make rectifications to Lumet’s fictional rendering, in which Wojtowicz failed to recognize himself. A new film was shot in a studio, with the author of the hold-up re-enacting the situation and commenting on it, based on the way he recalled it. Pierre Huyghe thus gave John Wojtowicz a chance to reconstruct a truthful version of his story and his image, which had been confiscated from him by the imagination and production of somebody else, and permitted him to “have his say and become the actor of his own memory”. In a first room, the installation consists of a double projection on a screen wall, the editing of which deals with an excerpt from Lumet’s film, documents from that period, the 1970s, and the reconstruction of the events in a studio by Wojtowicz, filmed from different angles and directions, and at times talking straight at the camera; in a second room, posters are affixed to the walls, along with press clippings and a video showing a television programme dated 25 January 1978, the Jeanne Parr Show, with Wojtowicz in a linkup from his prison cell, and Ernest Aron, who has turned into Liz Debbie, on the set. This whole complex and precise construction, split into two areas of reconstruction and documentation around one and the same event, constitutes an exhibition in its own right. Pierre Huyghe steps up the number of exhibits and pieces of evidence and mixes true with false, by putting the account of the prime witnesses at the very hub of the reconstruction. Memory itself becomes subject to interpretation by the very fact of its updating. At the heart of this anamnesic device lie truth, history, identity and representation. By repeating the event, Pierre Huyghe gives what has already taken place a second chance: he reconstructs “the possibility of what was”, and borrows the words of Giorgio Agamben, “Memory gives the past back its possibility,” if not its truth. Huyghe often uses film to question memory, in the form of remakes and interpretation. Memory is carried by the body, for it is the body of memory: in pieces like Remake, The Ellipse, Snow White Lucie and Dubbing, it is the body of the film actors which gives the past its possibility. What affects us in The Ellipse is not so much that Bruno Ganz reconstructs a time-frame that the cinematographic code had spirited away, and stolen as much from the actor as from the viewer, but that 27 years after The American Friend, he says to us: I’m still here, here and now, with my story which is also your story, made up of make-believe and reality mixed together. This third memory which Pierre Huyghe talks about adds to the memory of facts and their interpretation by way of fiction, the memory of the present body which talks and reports, which expresses its truth and lays claim to being the author thereof. What is the author of the crime? What is the body of the crime? The motive for the crime is the identity switch (changing sex costs a great deal of money; it is changing life): the author of the crime is the body of the crime; it is the person who risks his life. When you put your life at risk, you must not make things up, because this life and its story belong to us in the most private depths of ourselves. This is what Pierre Huyghe expresses by doing away with himself as the author in The Third Memory; reconstructing the story is like reconstructing the body in the surgical sense of the term; it is re-establishing it in its original form, it is repairing the damage that chance (illness, accident) or nature (being born a man and being a woman) have made the person undergo. It is a contestation of its representations and its funny goings-on. Film doctors and adulterates bodies as is shown by Dubbing, made in 1996, where we see (at last) the bodies behind the voices of the French version of an American film (one body talks for the other), as also comes through in Snow White Lucie, where a body is dispossessed of its voice by the entertainment industry. Restoring the word to the body, reappropriating its story, relativizing the event, these are the challenges which Pierre Huyghe assigns to his art. Getting back to production and not confining oneself to exploitation, this is perhaps his political agenda.
Françoise Parfait, Translated by Simon Pleasance 
(PH: Al Pacino, Dog Day Afternoon) 
For his work, Huyghe has expanded the idea of translation to encompass the move from reality to fiction. Entitled The Third Memory, Huyghe’s new work is based on Sydney Lumet’s award-winning film Dog Day Afternoon, a fictional film made in 1975 based on a Brooklyn bank robbery that took place in August of 1972. By bringing together archival news footage of the actual event, excerpts from the film, and footage of John Wojtowicz, the person upon whom Al Pacino’s character Sonny Wortzik is based, Huyghe will examine the intersection between film, filmic reality, reality as memory, and reality as constructed by the media.
http://renaissancesociety.org/exhibitions/419/pierre-huyghe-the-third-memory/
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COURT sets the plot.
From now on dictating the reading, imbricating the sphere?
old trembling hands (imaginary father, real daughter; or vice versa)

question: how would one re-write the film starting with the first scene {=page 7, the woman dot-expansive environ-monster landscape}?

the role of hands: exchanges? Drift? Palimpsest and reading human time, moments of hospitality or denial of such? profit making? “earn a crust of bread and a glass of wine” (GA, Profanations, p. 31)
I am thinking about the circus with its gloominess and backyard artists and jongleurs. 

“unclassifiable ‘crew’” (GA, profanations, p. 31)
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a list for whom
nameless, GA Profanations, p. 

The Foreigner as a signpost. The foreigner in its ambivalent and manifold roles. 

Searching for a person, character: is that perhaps also a principle of anime? To make ‘human.’



14–15 
extraordinary women
and the smile
midnight blue, colour coding



16
BEGINNING



17 
the FORMATS
legislation
law



18
she is almost transparent, ghost court. 



19
Prostitution
hosting-guesting, P Ricœur’s linguistic hospitality (translation context) > becoming ‘auto-hospitality’ 



20
involuntary seduction 



21
anodyne



22
nudity not yet spelled out or im-printed on page



23
fragile nudity in print

THE MILKSHAKE   
[bookmark: _GoBack]esther leslie, October 22, 2018: “I argued for the circular sense, two beginnings and a spillage together in the middle, very much determined by ideas of milk churning, dairy carousels, milk spilling.”



23 is also the page where the circus actually pops up in print. Strange coincidence in terms of my earlier note for page 13. 
NL, page 23: “when she ran off
to join Robert Brown's Science Circus, where she earned
$2 a show doing acrobatics to demonstrate simple laws
of applied physics.”

Becoming reality in print. Becoming real in print. 



24
the wheel continues to spin
(Monroe’s windy image)



25
Acting in compulsion (!)

Who IS Elia Kazan? {need to do research}



26
enunciation in print
1968, Cassavetes’ Faces



27
material consciousness > 
material transformation, from the landscape (page 7) to plastics, white plastic bodies

give your im-pression, baby.

She falls asleep. In the Suite.

e



