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� wee� ago � cleared out and �uried t�e �ear’s s�it. ��e s�it of �� fa�il� and of friends 
w�o �isit us. �t �as to �e done once a �ear and �a� is t�e �o�ent. �arlier it ris�s 
to �e fro�en and later t�e �ies co�e. ��ere are a lot of �ies in t�e su��er �ecause 
of t�e cattle. � �an� telling �e a�out �is solitude not long ago� said� ��ast winter 
� got to t�e point of �issing t�e �ies.’

�irst � dig a �ole in t�e eart� � a�out t�e si�e of a gra�e �ut not so deep. ��e edges  
need to �e well cut so t�e �arrow doesn’t slip w�en � tip it to unload. ��ilst �’� standing  
in t�e �ole� �ic�� t�e neig��our’s dog� co�es ��. �’�e �nown �i� since �e was a pup�  
�ut �e �as ne�er �efore seen �e t�ere �efore �i�� less tall t�an a dwarf. �is sense  
of scale is distur�ed and �e �egins to �ar�.

�owe�er cal�l� � start t�e operation of re�o�ing t�e s�it fro� t�e out�ouse� transporting 
it in t�e �arrow� and e�pt�ing it into t�e �ole� t�ere alwa�s co�es a �o�ent w�en � feel 
a �ind of anger rising in �e. �gainst w�at or w�o� � ��is anger� � t�in�� is ata�istic. �n all 
languages ���it �’ is a swear word of e�asperation. �t is so�et�ing one wants to �e  
rid of. �ats co�er t�eir own �� scraping eart� o�er it wit� one of t�eir paws. �en swear  
�� t�eirs. �a�ing t�e stuff �’� s�o�elling �nall� pro�o�es an irrational anger. ��it �

�ow dung and �orse dung� as �uc� goes� are relati�el� agreea�le. �ou can e�en �eco�e 
nostalgic a�out t�e�. ��e� s�ell of fer�ented grain� and on t�e far side of t�eir s�ell  
t�ere is �a� and grass. ��ic�en s�it is disagreea�le and rasps t�e t�roat �ecause of  
t�e �uantit� of a��onia. ��en �ou are cleaning out t�e �en �ouse� �ou’re glad to go to t�e 
door and ta�e a deep �reat� of fres� air. �ig and �u�an e�cre�ent� �owe�er� s�ell  
t�e worst� �ecause �en and pigs are carni�orous and t�eir appetites are indiscri�inate. ��e 
s�ell includes t�e sic�eningl� sweet one of deca�. �nd on t�e far side of it t�ere is deat�.

��ilst s�o�elling� i�ages of �aradise co�e into �� �ind. �ot t�e angels and �ea�enl�  
tru�pets� �ut t�e walled garden� t�e fountain of pure water� t�e fres� colours of �owers� 
t�e spotless w�ite clot� spread on t�e grass� a��rosia. ��e drea� of purit�  
and fres�ness was �orn fro� t�e o�nipresence of �uc� and dust. ��is polarit� is  
surel� one of t�e deepest in t�e �u�an i�agination� inti�atel� connected wit� t�e idea  
of �o�e as a s�elter � s�elter against �an� t�ings� including dirt.

�n t�e world of �odern ��giene� purit� �as �eco�e a purel� �etap�oric or �oralistic ter�. 
�t �as lost all sensuous realit�. �� contrast� in poor �o�es in �ur�e� t�e �rst act of  
�ospitalit� is t�e offer of le�on eau�de��ologne to appl� to t�e �isitors’ �ands� ar�s� 
nec�� face. ��ic� re�inds �e of a �ur�is� pro�er� a�out elitists � ��e t�in�s �e is a  
sprig of parsle� in t�e s�it of t�e world.’

��e s�it slides out of t�e �arrow w�en it’s upturned wit� a slurping dead weig�t. �nd t�e 
foul sweet stenc� goads� nags teleologicall�. ��e s�ell of deca�� and fro� t�is t�e s�ell 
of putrefaction� of corruption. ��e s�ell of �ortalit� for sure. �ut it �as not�ing to do 
� as puritanis� wit� its loat�ing for t�e �od� �as consistentl� taug�t � wit� s�a�e or 
sin or e�il. �ts colours are �urnis�ed gold� dar� �rown� �lac� � t�e colours of �e��randt’s 
painting of �le�ander t�e �reat in �is �el�et.

�s � e�pt� t�e t�ird �arrow of s�it� a c�af�nc� is singing in one of t�e plu� trees. �o�o�
d� �nows e�actl� w�� �irds sing as �uc� as t�e� do. ��at is certain is t�at t�e� don’t  
sing to decei�e t�e�sel�es or ot�ers. ��e� sing to announce t�e�sel�es as t�e� are. 
�o�pared to t�e transparenc� of �irdsong� our tal� is opa�ue �ecause we are o�liged to 
searc� for t�e trut� instead of �eing it.

� t�in� of t�e people w�ose s�it �’� transporting. �o �an� different people. ��it is w�at  
is left �e�ind undifferentiated� t�e waste fro� energ� recei�ed and �urnt up. ��is energ� 
�as ��riad for�s� �ut for us �u�ans� wit� our �u�an s�it� all energ� is partl� �er�al.  
�’� tal�ing to ��self as � lift t�e s�o�el� prudentl�� so t�at too �uc� doesn’t fall off onto 
t�e �oor. ��il �egins not wit� deco�posing �atter �ut wit� t�e �u�an capacit� to  
tal� oneself into.

��e eig�teent��centur� picture of t�e no�le sa�age was s�ort�sig�ted. �t confused a dis�
tant ancestor wit� t�e ani�als �e �unted. �ll ani�als li�e wit� t�e law of t�eir species.  
��e� �now no pit� �t�oug� t�e� �now �erea�e�ent� �ut t�e� are ne�er per�erse. ��is is  
w�� �unters drea�t of certain ani�als as �eing naturall� no�le � of �a�ing a spiritual  
grace w�ic� �atc�ed t�eir p��sical grace. �t was ne�er t�e case wit� �an.

�ot�ing in t�e nature around us is e�il. ��is needs to �e repeated since one of t�e �u�an 
wa�s of tal�ing oneself into in�u�an acts is to cite t�e supposed cruelt� of nature. ��e  
�ust��atc�ed cuc�oo� still �lind and feat�erless� �as a special �ollow li�e a di�ple on its 
�ac�� so t�at it can �u�p out of t�e nest� one �� one� its co�panion �edglings. �ruelt�  
is t�e result of tal�ing oneself into t�e in�iction of pain or into t�e conscious ignoring of 
pain alread� in�icted. ��e cuc�oo doesn’t tal� itself into an�t�ing. �or does t�e wolf.

��e stor� of t�e �e�ptation wit� t�e apple is well told. �. . . t�e serpent said unto t�e  
wo�an� �e s�all surel� not die.’ ��e �asn’t eaten �et. �et t�ese words of t�e serpent  
are eit�er t�e �rst lie or t�e �rst pla� wit� e�pt� words. ���it � �alf a s�o�elful �as  
fallen off.� ��il’s �as� of innocence.

�� certain p�raseolog� is o�ligator�’� said �eorge �rwell� �if one wants to na�e t�ings 
wit�out calling up �ental i�ages of t�e�’.

�er�aps t�e insouciance wit� w�ic� cows s�it is part of t�eir peacefulness� part of t�e  
patience w�ic� allows t�e� to �e t�oug�t of in �an� cultures as sacred.

��il �ates e�er�t�ing t�at �as �een p��sicall� created. ��e �rst act of t�is �atred is to  
separate t�e order of words fro� t�e order of w�at t�e� denote.
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I wasn’t interested in illusionistic conventions of narrative cinema as practiced in Hollywood, or any kind of narrative film—where sound 
corresponds to the lips and to what actually comes out of the actor’s mouth. When I started out, I didn’t want to use actors: they gave me 
either too much or too little. And I didn’t know how to direct—I still don’t know how to direct. By the time I was through, in 1996, I was 
using professional actors, but at this earlier time I used the people who had worked with me in dance. Some of them were trained dan-
cers, some of them were not—for example, Valda Setterfield was dancing with Merce Cunningham at the time. I had to think about devices 
for telling a story and since I wasn’t interested in a plot—with exposition, development, climax, and dénouement according to traditio-
nal classical theater, I had to find ways to keep this thing within ninety minutes, with all these fragments of my experience, fragments 
of things I’d read, quotes and so on. I began to explore new devices and strategies. All my films—all seven of them—deal with some kind 
of performance or time-based activity. Sometimes the main character is a video artist, or a choreographer, or a dancer. So there are all 
these performances within the thread or the body of the film. In Film About a Woman Who … (1974), there are two men and two women 
and they refer only to “he” or “she” so you never know which one is being referred to. I kept mixing it up to create these ambiguities in 
terms of plot and yet the language had an air of authenticity about it. For instance, the little story in Lives of Performers is autobiogra-
phical. There’s a great deal of revamped autobiography in all my films.
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��� do� �o��o��d a�a�n at ��� ������ ��t� �t� ta�� �an��n� �o�� a� t�� man �tart�d to �a�� a�on� t�� 
�ro��n �tr�am� ��� o�d ���d tra�� �o��d �� ���n� ��t a do��n �n���� o� �no� �o��r�d t�� mar�� o� t�� 
�a�t ���d�� �n a mont� no man �ad tra����d �� or do�n t�at ����nt �r���� ��� man ��nt �t�ad��� a��ad� 
�� �a� not m��� o� a t��n��r� �t t�at mom�nt �� �ad not��n� to t��n� a�o�t �����t t�at �� �o��d 
�at ��n�� at t�� �tr�am�� d���d� and t�at at ��� o���o�� �� �o��d �� �n �am� ��t� t�� �o��� ���r� �a� 
no�od� to ta�� to� and� �ad t��r� ���n� ������ �o��d not �a�� ���n �o������ ���a��� o� t�� ��� aro�nd 
��� mo�t��

�n�� �n a ����� t�� t�o���t r���at�d �t���� t�at �t �a� ��r� �o�d and t�at �� �ad n���r ����r��n��d 
���� �o�d� �� �� �a���d a�on� �� r����d ��� �a�� and no�� ��t� t�� �a�� o� ��� m�tt�n�d �and� �� d�d  
t��� ��t�o�t t��n��n�� �r����nt�� ��an��n� �and�� ��t� ��t� a�� ��� r����n�� t�� �n�tant �� �to���d� ��� 
�a�� and no�� ���am� n�m�� ��� �a�� �o��d ��r��� �� �ro��n� �� �n�� t�at and �� �a� �orr� t�at  
�� �ad not �orn t�� �ort o� no�� ��ard ��d �or� ���n �t �a� �o�d� ���� a ��ard �a���d a�ro�� t�� 
no�� and �o��r�d t�� �nt�r� �a��� ��t �t d�d not matt�r m���� �� d���d�d� ��at �a� a ��tt�� �ro�t �  
� ��t �a�n���� t�at �a� a��� �t �a� n���r ��r�o���

�m�t� a� t�� man�� m�nd �a� o� t�o���t�� �� �a� mo�t o���r�ant� �� not���d t�� ��an��� �n t�� 
�r���� t�� ��r��� and t�� ��nd�� �nd a��a�� �� not�d ���r� �� ��a��d ��� ���t� �n��� �om�n� aro�nd 
a��nd� �� mo��d ��dd�n�� to t�� ��d�� ���� a �r���t�n�d �or��� �� ��r��d a�a� �rom t�� ��a�� ���r� 
�� �ad ���n �a���n� and r�tra��d ��� �t��� ����ra� ���t a�on� t�� tra��� �� �n�� t�� �r��� �a� �ro�
��n to t�� �ottom� �o �r��� �o��d �onta�n �at�r �n t�at ��nt�r� ��t �� �n�� a��o t�at t��r� ��r� 
�tr�am� o� �at�r t�at �am� o�t �rom t�� ������d�� and ran a�on� �nd�r t�� �no� and on to� o� t�� ��� 
o� t�� �r���� �� �n�� t�at ���n �n t�� �o�d��t ��at��r t���� �tr�am� ��r� n���r �ro��n� and �� a��o 
�n�� t���r dan��r� ���� ��d �oo�� o� �at�r �nd�r t�� �no� t�at m���t �� t�r�� �n���� d���� or t�r�� 
���t� �om�t�m�� a ���n o� ��� �a�� an �n�� t���� �o��r�d t��m� and �n t�rn �a� �o��r�d �� t�� �no�� 
�om�t�m�� t��r� �a� �ot� �at�r and t��n ���� and ���n a man �ro�� t�ro��� �� �o��d ��t ��r� ��t�

��at �a� ��� �� �ad ��m��d a�a� �o ��dd�n��� �� �ad ���t t�� ��� mo�� �nd�r ��� ���t� �� �ad a��o 
��ard t�� no��� o� t�� �no���o��r�d ��� ���n �r�a��n�� �nd to ��t ��� ���t ��t �n ���� a t�m��rat�r� 
m�ant tro���� and dan��r� �t t�� ��r� ��a�t �t m�ant d��a�� ���a��� �� �o��d �� �or��d to �to� and 
����d a �r�� �n�� �nd�r �t� �rot��t�on �o��d �� �ar� ��� ���t ����� �� dr��d ��� �o��� and mo��a��n��
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� shook his hand for the �rst ti�e in the s�ring of 19��� � was  
a second- �ear student at Colu�bia then� a know-nothing bo�  
with an a��etite for books and a belief �or delusion� that one  
da� � would beco�e good enough to call ��self a �oet� and because  
� read �oetr�� � had alread� �et his na�esake in �ante�s hell�  
a dead �an shu�ing through the �nal verses of the twent�-eighth 
canto of the �nferno� �ertran de �orn� the twelfth-centur�  
Proven�al �oet� carr�ing his severed head b� the hair as it swa�s back  
and forth like a lantern� surel� one of the �ost grotes�ue  
i�ages in that book-length catalogue of hallucinations and tor�ents� 
�ante was a staunch defender of de �orn�s writing� but he  
conde�ned hi� to eternal da�nation for having counseled Prince 
�enr� to rebel against his father� �ing �enr� ��� and because de 
�orn caused division between father and son and turned the� into 
ene�ies� �ante�s ingenious �unish�ent was to divide de �orn fro� 
hi�self� �ence the deca�itated bod� wailing in the underworld� asking 
the �lorentine traveler if an� �ain could be �ore terrible than his�
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Et, a vrai dire, il etait bien naturel qu-il eut entendu un nom qu-il connaissait 
deja. le nom de Camembert lui avait paru d-autant plus vraisemblable que, ce fromage 
etant universellement connu, il ne fallait point s-etonner qu-on eut tire un marqui-
sat d-une renommee aussi glorieuse, a moins que ce ne fut celle du marquisat qui eut 
donne sa celebrite au fromage. 

�l y avait bien dix minutes de cela lorsque le lift, tout essouffle, vint me preve-
nir� -�-est la marquise de Camembert qui vient ici pour voir Monsieur. - �e lui dis 
que la dame qui venait de partir s-appelait la marquise de �ambremer et non de Ca-
membert. Le lift me jura, avec la sincerite de la plupart des faux temoins, mais 
sans quitter son air desespere, que c-etait bien sous le nom de Camembert que la 
marquise lui avait demande de l-annoncer.
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