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Man becomes, as it were, the sex organs of the machine world, enabling it to fecundate and to evolve new forms. MarnsuaLL McLuman

The machine, finally, has become the sex organs of man. Woooy VasuLa
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Director’s Foreword

NTT InterCommuncation Center [ICC] is pleased to
present The Brotherhood, a solo exhibition by one of the
media-art world's most veteran artists, Woody Vasulka.

Born in Czechoslovakia in 1937, Woody first studied
mechanical engineering, then went on to film school in
Prague as well as to various film-related pursuits. In 1965
he moved to New York where he free-lanced as a film
editor and, from 1967, began researches into electronic
imaging, collaborating with his wife Steina and others in
setting up New York's first media theater, The Kitchen, in
1971. Since his earliest pioneering efforts in pre-computer
electronic imaging, he has continued to explore diverse
expressions in video, computer graphics, and other
experimental media.

Characteristic of Woody's work, whatever the medium,
is what might be called his constant “ascetic” stance—
a rigorous spirit of investigation. Most recently this stance
has led to The Brotherhood, a series of interactive installa-
tions assembled out of cast-off materials, some of them
culled from U.S. military research facilities. These interna-
tionally acclaimed works probe the relationship between
technology and the dominant male principle—brother-
hood—which is latent with violent undercurrents. The
Brotherhood gives incisive expression, totally stripped of
all aesthetic gloss or sentimentalism, to the interplay
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between the “machine” born of the modern age and the
surrounding culture of “control."”

This solo exhibition comprising six installations—includ-
ing three of his very latest works, some two years
in the making at his studio in Santa Fe, New Mexico—
constitutes Woody's first real show in Japan, as well as his
largest installation-only exhibition to date. Concurrent with
the exhibition, Woody will also offer workshops, Steina will
stage her own performances, The Song of the Maiden and
Violin Power, and there will be a retrospective screening of
thirty-two outstanding video art works by both artists,

I sincerely hope that as many people as possible will
avail themselves of the opportunity to witness this compre-
hensive exhibition, the summation of a career in art span-
ning over one quarter of a century, so as to experience
the essence of media art and deepen their understand-
ing of this new dimension in creative expression.

Lastly, I wish to offer my heartfelt thanks to all those
efforts helped realize this exhibition: Woody and Steina
themselves, the ICC staff, and the many other contributors
and supporters behind the scenes.

Takashi Kaneko
Director, NTT InterCommuncation Center (ICC)
July 1998
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Introductory:
Thoughts on The Brotherhood

Hisanori Gogota

This solo exhibition by Woody Vasulka,
comprised of six installations, three
of them new works, is the largest
media-artist, one-man-show held at
the ICC since its opening April 1997,
While leaving the concepts and
details of each piece to the various
catalogue essays, I would like to offer
a few brief comments on the
processes by which these installa-
tions took shape.

It should be noted that Vasulka
only began actively to utilize installa-
tions as a creative format within the
last ten years. His creative activities
had really gotten their start in 1965
when, after studying film in his
native Czechoslovakia, he moved to
New York and was strongly influ-
enced by the prevailing American cul-
ture of the time. As post-War
capitalism climaxed in 1960s Amer-
ica, there blossomed a diverse range
of cultural expressions, among them
unprecedented new art media ush-
ered in by rapid developments in
electronics and other technologies.
So great was the promise to expand
upon existing media that many
artist-advocates of “free" expression
actively took to experimenting with
these new media.

Vasulka was one of the most out-
standing of these artists. Given
his origins in filmmaking, it is not
difficult to imagine how he took an
immediate interest in and switched
over to video, the very latest imaging
medium of the hour.

Even so, he did not carry into
video cinematic formats as they
already existed. As he tells it, he was
virtually unconcerned with what was
being put across in each respective
medium. Rooted in his disillusion-

ment with “film” as a medium, he deeply reassessed his current
understanding of cinema solely as a narrative vehicle. In switching to
video and electronic imaging, what he sought in these new media was
precisely the possibilities they inherently embodied: a pursuit of what
he terms the “single frame,” the pure, discrete unit-image-in-itself,
divorced from the narrative structures born of sequential continuity.
Not what was being said in the medium, but what the medium itself
could say that was new. Hence, he rigorously rejected loading down
his works with meaning, that is, with extraneous narrative “content.”
His works were truly “experiments” in the realm of pure “visuals,” set
slightly apart from the broader reaches of art inclusive of cinema.

Later, in 1971, he was to co-found the now-legendary media art
center The Kitchen, but even here he steadfastly pursued the single
frame. Even after most others of the 1960s audiovisual avant-garde had
begun to tire of things experimental, abandoning the quest of medium-
as-form and introducing some sort of content into their works, he
never stopped his experiments. Characteristically, he showed no
interest in works on videotape per se but, rather, continued to develop
various tools for expanding media expressions of computer graphics
and video, still stubbornly rejecting content.

Why? Certainly, he has always, it seems to me, maintained an
oblique stance toward “the times.” Or perhaps, might he not harbor
some great disappointment and frustrations with his era?

Very probably he has felt disappointed and frustrated with more
than one period. First of all, when he was a boy, born immediately
prior to World War II, he experienced childhood during wartime. After
such all-too-real, even dramatic conditions, the rest of his boyhood
years were spent amidst the post-War rubble, a graveyard of glorious
war machines. He spent his days endlessly dismantling these derelicts,
becoming indelibly branded in the process — albeit unconsciously —
with a sense of anticlimactic emptiness: even the drama of war
machines must come to naught.

He was to re-experience this lesson at least three times. Next, he
spent his impressionable youth amid the collapse of the socialist ideals
and totalitarianizing of former-Czechoslovakia. Then, twice let down,
he crossed over to America to sing the sixties "freedom" chorus, join-
ing others of his young generation in a utopian will toward significant
change of the “powers that be." Ultimately, the Vietnam War and
the Student Movement eroded leftism's symbolic promise of freedom
before his eyes and surely pushed him toward a third disappointment
and frustration with his era. Thereafter, he seems to have purposefully
shut off any relevance to the times or society in his work. Perhaps fear-
ing the futility of saying something, he consciously chose, via media
and technology, not to talk about anything. Even his move to Santa Fe
may be interpreted as a distancing from the times and society, displac-
ing the utopian quest for freedom with investigations into the single
frame in a hermetic environment,

Similarly, it is easy to understand his distancing himself from
installations, a genre perilously apt to forfeit the purity of various
media through their combination. The genre's very pretensions to
significance came in direct opposition to the aims of his work. So far
removed from pure experiment, so tailored to gallery and museum,
which is to say to the times and society, did the genre probably appear
to him. Nonetheless, several years after his move to Sante Fe, we note
a gradual change in his work. The powerful subject matter of his mas-
terpiece Art of Memory (1987) may be recognized as an approach
toward a content he had previously so studiously avoided. Then, after
producing a few installation studies, he came out in 1990 with Theater of
Hybrid Automata, which may be called the first in The Brotherhood series.
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Since moving to Santa Fe, Vasulka
has discovered an interesting source
of raw materials: the military surplus
waste cast off by the nearby Los
Alamos Military Research Center and
other facilities. These rejected
objects clearly evoke childhood mem-
ories in him. Even in his New York
days, almost instinctively, he had
scavenged industrial scrap. Indeed,
coming from the background he did,
it seems that his Automata practi-
cally came together of its own uncon-
scious experimental designs. At the
time of its initial unveiling, the piece
did not even bear the series title of
Table; it seems he then had no clear
intention of developing any such
series as The Brotherhood.

Yet there occurred a new turning
point: a fourth bout of disappointment
and frustration with the times and
society set off by the 1991 Gulf War.
The scenes of contemporary warfare
vastly shocked him. With the war's
inversion of ends and means so total
that the news media reduced it to lit-
tle more that a high-tech weaponry
trade fair, the whole debacle surely
re-awakened childhood memories of
traditional war at the same time that
it utterly nullified his life-choice as a
post-'60s artist pursuing his own
media formats.

He immediately set aside his
single-frame experiments and began
to address the long-denied question
of what "content” media should pre-
sent. What emerged is “brother-
hood," the symbolic theme of this
exhibition.

Brotherhood — the “masculine
principle” — constitutes one of the
dominant ideologies of the modern
age. The desire, the impulse, the vio-
lence — conscious or unconscious —
to rule, to control, to regulate every-
thing, Man's ideological dominion
over both himself and others as well
as, in one sense or another, the
whole world, from under which none
can escape. I will leave detailed dis-
cussion to his interview and the vari-
ous essays that follow, stating in
summary only that Vasulka stresses
that in the Brotherhood lie the ori-
gins of modern warfare under-writ-
ten by media and technology.

He experienced that violence and its effects firsthand during child-
hood. And very likely it was from this experience that he intentionally
sought to distance himself. Rather, that experience drove him to seal
himself within single-frame experimentation.

At the risk of being misconstrued, I will say that Vasulka has re-
awakened to how he failed (as an artist) to effect any change in the
times or society. He thereby admits to the total loss both he and his
generation of artists feel, along with the recognition that having now
given up his cherished single-frame experiments he must once again
face issues of the times and society. His own newfound personal strat-
egy for doing so forms The Brotherhood series itself. He literally
returns to his own primal experience of technology and media, to what
he calls his “primitive code,” not his “high code," so as to go back over
what he once knew as a boy. What emerges, however, is no longer
mere child’s play. This primitive approach is what shapes these
“constructions” into questions for their maker himself. In his own
words: “Where are we?"” “Where are we going?” “How did we get
here?” He does not attempt to criticize “brotherhood”; he seeks to
induce it physically in himself.

His decision to redeclare himself an installation artist came with the
exhibition of Table 3: Friendly Fire at the 1994 Ars Electronica. This
work, incorporating video images of American Gulf War fighters shoot-
ing at each other, effects a double-edged indictment of the political
aspects of media: media as a weapon and media as war-PR. The inter-
active interface for controlling the visuals is a drumpad that viewers
can beat at random. This work is possibly the clearest expression of
the series's overall concept. Not only does it offer content, it is even
political. And it achieves all this with an incredible degree of mastery.

Lack of space prevents me from detailing the other pieces, all instal-
lations — that means of expression he once regarded as undisciplined
and chaotic. Seen from the point of view of his former concepts, he
might appear to have sold out. Or, put more cynically: by opting for the
arts world's fashionable genre of installations, he (or any artist) auto-
matically limits his point of contact with the times and society to the
museum or gallery. Which unfortunately is an undeniable fact.

This limitation, of course, does not mean that I see him as having
regressed in any way. Nor is there even the ghost of a 1960's utopian
in him. I can only hail his stance all the more for having undertaken his
single-frame experiments in order to now re-address the times and
society via his series The Brotherhood, limited though the venue may
be, and via further developments yet to come.

Lastly, I must note that media and technology in Japan aim high. Or
rather, there exists an extremely unobtrusive high-code brotherhood
quotient here, despite the fact that apart from a very few localities we
have little contact in our daily lives with any weapons or military-use
items as concrete symbols of such brotherhood. Which only goes to
show how adept our brotherhood is at rendering invisible all physical
and violent aspects of technology and media, distancing all show of
anything primitive.

In Japan, Vasulka's works may seem like grotesque, handmade
“machines.” Paradoxically, however, these monstrosities may well con-
ceal the means to highlight the dangers of our own high-code brother-
hood. Media and technology art are by no means arts that merely use
media or technology; they are the arts of discourse about media and
technology. I sincerely hope that our exhibition of The Brotherhood will
give pause to many visitors, so that they may reconsider the ways and
means of media and technology today.

GOGOTA
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Contra
Art

Aline Brandauer

FROM HIS ARTISTIC beginnings as a filmmaker,
Woody Vasulka has used new technology as his
artistic media, Starting with hand-held video cam-
eras in the late 1960s and continuing to interac-
tive computer technology, Woody has consistently
moved in counterpoint to the more “traditional”
avant-garde.

To date, Vasulka's work has been discussed
almost entirely in terms of the technological
effects and processes that characterize its internal
semantic and syntactic systems. This strategy, or
critical focus, tends to be written in the language
of information theory—an idiom that concentrates
on the syntactic aspects of communication, leav-
ing content to be “just stuff,” and in which the
materiality is largely bracketed from the equation.
While this has been a productive direction and,
indeed, one encouraged by the artist, it is not
the only aspect of Vasulka's work. His art has
evolved over almost thirty years, and its connec-
tions with other artistic media and aesthetic
questions may now be considered—"“the return
of the repressed.”

The machines themselves are objects. Woody
has emphasized this quiddity in his latest works,
including The Brotherhood (Table 3) (1994). Cre-
ated in part from Los Alamos surplus, Table 3is a

What is form to others is

tragic acceptance of narrative and history: Woody
grew up in Moravia among the wreckage and
junk-piles of matériel from World War II, and he
credits this environment for his interest in
machines and, returning to the true meaning of
the term, to bricolage.’

In this connection, Marita Sturken aptly
invokes Walter Benjamin's “angel of history,”
with its inability to leave the despair of the
lived world:

His face is turned toward the past. Where
we perceive a chain of events, he sees

one single catastrophe that keeps pulling
wreckage upon wreckage and hurls it in
front of his feet. . . . But a storm is blowing
from Paradise. . .. This storm irresistibly
propels him into the future to which his
back is turned , while the pile of debris
before him grows skyward *

Woody's work has focused increasingly on the
gap between the bracketed and auto-referential
experiment of discovering the nature and implica-
tion of digital imagery, and the materiality of the
machines that enable that research. As objects,
the machines operate in several discursive
realms, from the laying bare of the device to the
inevitable web of industrial production, surveil-
lance, and patriarchy. The Brotherhood is watch-
ing you, and you participate with it as a
continually re-constituting mutual subject.
Woody's work participates in the modernist desire
for the auto-referential, the laying bare, and the
search for an axiomatic and foundational struc-
ture, while constantly acknowledging the messi-
ness of the lived world.

Woody, his wife Steina, and Andres Mannik
founded the Kitchen-LATL (Live Audience Test
Laboratory) in 1971, in New York City, to be "an
electronic arts and action center," where electronic

content to me. —PauL VALERY
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artists and musicians could produce, collaborate,
and discuss their work in “real time.” Woody
describes the atmosphere there:

We could do avant-garde plays, and we
could do average trash. But we had a collec-
tive of people . . . who were willing to risk a
lot. So . . . we carried unorthodox
approaches as well. To the purists we were
very impure. At the same time . . . the true,
established, orthodox avant-garde also came
to the Kitchen. . . . I must confess: we were
very interested in certain decadent aspects
of America at that time—including homosex-
ual theater, rock and roll. . . . We, in fact,

enjoyed certain things that were forbidden
to the true radicals in the sense of the purity
of thinking of Buckminster Fuller and Mar-
shall McLuhan. We would be very involved
in the phenomenon of time. And we could
Incorporate all those things: we took a cer-
tain interest in that particular aspect. We
motivated (in a way) an undefined, creative
milieu. . . . It was purely participatory: peo-
ple did not pay—they advertised themselves.

Even in 1971, therefore, purity was not seen as
the only arm of the utopian revolution in which
electronic media were to play a part. The messi-
ness of “just stuff” had its own rules and appar-
ent chaos that played counterpoint to the

developing research into characteristics of
machine language and vision. The action lay
between the anthropomorphizing of machines
and the mechanical and electronic evaluation of
the human being. The cybernetic model for this
artist/scientist was about interaction: the utopia
was to be developed in digital code.

Vasulka's refusal to accept simple explana-
tions and views of the world harks back to his
European roots and to the tragic view of the
“angel of history.” There may be no way out of
the world, but exploration into many dimensions
with clear description is a way to learn—and a
great comfort.

In Vasulka's hands, electronic media have been
able to disrupt the power of the cinematographic
image by eradicating the dominance of the frame
through continual point-by-point modification. In
the 1960s, the concept of the frame had been the
center of controversy in the wider art world at the
same time that it was contested by the new video
workers. Vasulka explored similar territory, but
without denying—in fact by celebrating—the
technical apparatus and its own phenomenologi-
cal limitations.

Woody Vasulka has helped to chart the course
of both art and science over the last three
decades by his relentless investigations into and
creations with electronic media and their material
supports. His work has withstood the test of time,
as well as the fashions of art, by stubbornness,
creativity, intelligence, and chance. (2

Excerpted from an essay accompanying the exhibition Steina
and Woody Vasulka: Machine Media (Santa Fe: New Mexico
Museum of Fine Arts, 18 October 1996-3 February 1997).

1. Bricolage, which literally means "tinkering” in French, is
used as a technical term in structuralist anthropology and lit-
erary criticism. First used in this context by Claude Levi-
Strauss, it refers to ad hoc systems of meaning and
inconsistent layerings of those meanings.

2. Walter Benjamin, “Theses on the Philosophy of History" in
Iuminations (New York: Schocken Books, 1996) 257-68; cited
by Marita Sturken, "In Dialogue with the Machine," Stemna
and Woody Vasulka: Machine Media (San Francisco: San
Francisco Museum of Modern Art, 1996) 41,

BRANDAUER
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EVERYONE ALIVE has, to some degree, a
love/hate relationship with the machine. One

of the last, untouched, bellicose tribes of the
Amazon, when contacted by a U.N.-sponsored
expedition in 1996, traded with the group for a
several-day visit. The “primitives” were particu-
larly interested in metallic, manufactured goods.
Six months later, an Indian clubbed to death a
Brazilian government visitor as he disembarked
from his motorboat—only the assailant knows
why. We know it was one of the same tribesmen
from a video tape shot from the motor boat and
from stills of the earlier expedition; that is, by a
comparison of images. I just spoke by telephone
to a hacker who loves to work in animation pro-
grams, because, late at night, as his computer
unwinds the pixilation, he can at last fall asleep.

And on the 7™ day he rested. But whose para-

meters determine when the animation is viable,
when light/life appears? The computer is a slave
girl, like Woody Vasulka's Maiden, which lies
supine, bendable, ready to be inspired. But, like
any good masochist she knows—dare we say
“she"?—how to get the upper hand. She alone
speaks in the code of the bound and gagged.
Time is on her side. Winner take all. Some day,

Turning
the
Tables

Daniel Masler

the animator will leave off animation.
A code is a cryptological defense. Its parcels
are used to decipher it. When a message and a
cipher text of a single message can break down a
code, that's called a plaintext attack, a mirror to
Leonardo's journals. Examine the elements of
Vasulka's machinery, produced not on the anvil of
the Church but through U.S. tax dollars, at Los
Alamos National Laboratory and other military
machine tanks. Vasulka replies to code in code, In
other words, the moving sculptures witnessed in
his installations have their heart in open-source
intelligence, information sources that are no
longer to be hidden. Vasulka, a refugee of the
Cold War, visits junk sales from that invisible bat-
tle, in order to respond to the mechanisms that
this Co(l)ded War has put into place. His Maiden
is a column of steel, very sensitive steel.

We approach Table 1, to examine a moving
camera surveying an automated light grid. It
adjusts, and so we infer that the strategizer must
respond to us. The eye that appeared as hunter
must, like any object of silicon gray matter, be
governed by control functions. Wave, step back-
ward, alter your profile, and the beast reacts. It is
only natural to ask, by what logic? We are, after
all, enlightened beings.

This is "an environment in a state of aware-
ness. The individual creates an interference pat-
tern,” Vasulka informed me.

When I was a child, my father used to play a
game with me called Button Machine. He would
lie on his back, his feet flat on the floor, and I
would straddle his stomach. I would then push

Our security is challenged increasingly by nontraditional threats. —U.S. PresipEnt CLIiNTON
I've come this far and I'm damned if I'll be stopped by a nebula! —CAPTAIN JANEWAY, “Star TREK Vovacer" TV suow 16
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imaginary buttons on his head and chest, and he
would respond in some unknown way, by, say,
singing, or whirring, or suddenly throwing me in
the air. Inevitably, a certain, unknown button
would result in his tickling me silly. Another sur-
prise button, and he would in turn push that
same spot I had pushed, on my own face. Game
over. “The demons can be playful,” Woody
assured. His machines may serve to thwart our
constantly thwarted relationship with automation.

“I will join the machine until we get destroyed
by the Luddites, whom I will then join, because I
know the engines,” said Vasulka.

He clarified that there are essentially two
dramatis personae installed in this installation.
(He seems to be saying this in the temporal spirit
of Husserl: if a monitor falls in Woody's Woods
and nobody hears it, then nothing fell.) In his
description, I realized that he had been watching
me as | examined the three-dimensional Go-board
and the ocular plates in my path. I was what he
called the “protagonist/fool,” the protofool. For
the first time I understood why the earliest com-
puter, the IBM 2984, was called Lucifer,

As Lucifer encircles the planet, he has deep-
ened the meaning of “exchange." Go to a store
and buy, say, a roll of film on your credit card, and
the identities of those who know of your entering
that room will span beyond your operations intel-
ligence. As will the partial moments of their cog-
nizance.

Vasulka is linear about his reversal, his turning
dual-use items of the Trinity Project into puppets
of his and his group's single-minded plan, or the
quickchange in which the seer, the artist, and the
work meld into something like Trinitite, the sub-
stance beyond glass produced at White Sands with
the earth's first atomic blast. Entering the room of
the tables, including The Maiden, is entering a
habitually clinical psychology, where insight has
entirely ceded to metric proof. The parallel bars
supporting the screen that follows you are 20-feet
long; their program is the binomial stuff of any
computer, and you are its trunked dreams. You will
never know if there is a cogito in this conscious-
ness, but you cannot deny its presence. “Once we
have something intelligent, besides us, it is very
hard,"” said Vasulka in a rare moment of something
akin to sorrow.

Your individual behavior cannot help asserting

itself, only to be translated into something it
is/not. “We have been swept away by virtuality,”
said Woody. The perspective is simultaneously
background and foreground. It comes to the fore
when these dualistic machines recognize you by
your apparent characteristics, in the plural.

Sensors read your signature. Their readings
can be collected at the speed of light, or the
speed of sound, which would imply an author. Yet
another of these tables, the Scribe, a thing of
pneumatic arm and lensical eyes, proves that
there is none, or else that the author is as ubiqui-
tous as the possibility of meaning itself.

I once interviewed a video pornographer who
insisted that at least a certain sector of the mod-
ern population requires a consistently high level
of frustration.

Not long after that, I was assigned to cover one
night in a Tokyo capsule hotel. I found myself
before a snoring honeycomb, rank with male hor-
mone. I crawled into one of the little tubes to dis-
cover, to my surprise, a proportionally small video
screen. I pressed the channel button, to find at
length, at that late hour, a single, pornographic
film. It showed no couples but a single, lithe
woman masturbating. The Queen Bee, at last. My
sleepy reaction: perhaps she was dreaming of me.

The appropriating mechanism lacks a history,
is all memory. By using it or simply watching it,
the consumer is consumed.

There is another equation here, an old one,
marking the coincidence of male dominance and
warfare. How many more Maidens will there be?
Will The Maiden finally have destroyed herself?
Who will talk for us then?

The spaces that the elements of these mecha-
nisms undefine are similar to the capsule hotel in
that they could only have been created through a
very male narcissism, one that is simultaneously
expansionist and defensive. The sensors on which
they depend are aggressively asking questions,
whether we hear, or remain silent, or not.

But it takes something of a demon to talk back. £
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Could it be
that it is at the
moment the war

machine ceases
David Sears Mather toexist.conquexed
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Networks e
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into thinking,

Vasulka pussuns

machines which
have at their

IN THEIR seminal work on nomadism, Nomad-
ology: The War Machine, Deleuze and Guattari’
explore principles of constructing and occupying
space according to mobile tendencies and open-
ended topologies. Continually moving beyond the
boundaries of a striated, sedentary society,
nomads move unrestrained over land. The ten-
dency for nomads to construct and occupy open
space according to mobile and intuitive strategies
can also illustrate how space originates within
non-physical, electronic environments. Terrain, in
either the physical or virtual sense, can be filled
without its needing to be strictly defined or cir-
cumscribed. Digital space is like nomadic space in
that it cannot be physically confined, nor can it be
defined by a specific location.

Moreover, Deleuze and Guattari show how
nomads, by transgressing boundaries of seden-
tary societies, have been innovators of technology
throughout the ages. With a mobile orientation
and a propensity for assuming others' language
and behavior, nomadic tribes have a pronounced
technical virtuosity that is primarily associated
with the development of weaponry and strategies
of war, Transgressive nomadic tendencies, sym-
bolized by technical innovation within a mobile
model, frame the efforts and concerns of elec-
tronic art pioneer Woody Vasulka, whose recent
series of media installations explores territorial
relations, both digital and physical, between
humans and machines.

Vasulka's approach to electronic networks is
unconventional, since he explores the vast digital
domain according to experimental trajectories,
without knowing precisely where he will end up:
like a nomad, he proceeds without a specific des-
tination in mind. Within a nomadic tradition of
technological invention that advocates mobility,
resistance, and transgression in lieu of main-
stream market practicalities, he constructs com-
plex electronic networks that behave in

unanticipated ways. Vasulka uses his technical
knowledge and mechanical expertise to fashion
electro-mechanical networks that confound domi-
nant market sensibilities and challenge viewers to
conceive of and participate in alternative compo-
sitional environments.

As Jacques Attali says in Noise: "Composition
can only emerge from the destruction of the pre-
ceding codes.”* With roots in an aesthetic critique
of technological innovation, Vasulka defies exist-
ing conceptions of electronic networks by explor-
ing the compositional possibilities of cybernetic
systems. The basic principle for network composi-
tion is feedback, whereby input devices monitor
human and machine activity and, in turn, activate
output devices, according to specific internal
instructions. Feedback may display direct corre-
spondences between a network's input and out-
put activities, or, if several feedback mechanisms
operate simultaneously, as in Vasulka's work, it
may display complex, random, and chaotic behav-
iors. As a primary operating principle of Vasulka's
media installations, system feedback allows for
unpredictable network behaviors to arise from a
sophisticated software architecture.

The software operating on Vasulka's computer
system is especially noteworthy, because it permits
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input devices to affect high-level operations of the
entire system in real-time. Designed by software
engineer Russ Gritzo, this software relies on free-
floating software agents—called Actors—to inter-
pret, arrange, and distribute data through the
system. As miniature computer programs that
wander nomadically, Actors regulate network
activities by instructing devices how to behave
when specific events feed data into the system.
Taking the form of logical arguments written as
lines of computer code, Actors provide answers to
basic operational questions: where are the
devices? what are they doing? and how should
they proceed? “"While each Actor in the system

functions in a discrete, predictable, and under-

standable manner, the ensemble of all Actors . . .
exhibits an ‘organic,’ high-level behavior,” writes
Gritzo of his concept elsewhere in this catalogue.

In some cases, shifts in the orientation and
objective of a device are triggered by Actors that
monitor the physical environment with electronic
sensors. The type of sensor employed by Vasulka
emits ultrasonic pulses of energy to gauge a
viewer's proximity to the installation. It is the
same type of device used in cameras to focus a
lens automatically. Configured around a single
space, many sensors operating simultaneously
can provide very specific information about the
movement of bodies. By means of sensors to
interpret physical conditions of certain installa-
tions, Actors observe viewers and compose
behaviors that contribute to electro-mechanical
performances for viewers.

With a background in radio telegraphy, engi-
neering, and cinema, and fascinated by the com-
ponents of modern warfare, Vasulka collects
discarded military apparatuses and converts them
into machines used for compositional, not
destructive purposes. Arrayed around the sal-
vaged machines are various classes of devices
(i.e., optical, robotic, pneumatic, and data-storage)
that have been integrated into a singular, com-
puter-controlled environment, which may also be
called a hybrid electronic network. Within the
context of hybrid networks, Vasulka explores
modes of cybernetic integration. He and his team
of programmers and technicians design hardware
and software for the simultaneous operation of
numerous devices that may implicate few or
many participants. All the installations in The
Brotherhood produce a play of images and sounds
amidst a complex mechanized environment, yet
each installation proposes its own distinct strat-

egy for constructing space and composing inter-
active behaviors. = 25
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TABLE 1

= = «s MATHER

Table 1: Translocations includes a salvaged com-
puter from an early generation of automated navi-
gation units commissioned by the United States
military. At the installation's core, this table has a
horizontal platform with a grid of identical
squares (like an egg crate) for plotting coordi-
nates. Originally used on training missions, this
plotter would track positions of combatants dur-
ing engagements. In Vasulka's media environ-
ment, the table positions a mechanical arm over a
grid based on sensors that monitor activity
around the table. The same instructions for guid-
ing the arm are sent to a set of projectors and
their screens, moving on wheels along two tracks
at some distance. The tracks themselves are
tempting to walk between, except that upon
entering this corridor of images, one projector
abruptly moves toward the viewer—a mechanical
nomad that shadows the viewer's movements,
The projectors display real-time images from cam-
eras mounted around the grid (two cameras are
attached to the mechanical arm itself), with a
video switcher alternating specific images being
sent to each screen. Given its disparate array of
media, this installation does not rely on a domi-
nant modality (visual, aural, or mechanical), but
rather integrates all its media into an intriguing
hybrid network of displaced images.

Despite direct feedback to the network from
ultrasonic sensors, Table 1 exhibits random and
unscripted mechanical behaviors. These behav-
iors are owing to a high volume of random data
from numerous sensors, which, when fed into the
system simultaneously, flood the system with
instructions. As previously mentioned, Actors
give specific instructions to devices, but they also
sometimes activate or terminate other Actors,
which can complicate the network immensely and
which may make the installation's behaviors

These six machines are, to me personally, not works of art in themselves. They are
illustrations of the idea, eternally unfinished, that I am researching. — Woobpy
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appear unpredictable even to the technicians who operate the system.
Bruce Hamilton, a long-time colleague of Vasulka, admits that, while
network behaviors may be difficult to define accurately, creating the
context for intelligent cybernetic behavior is a goal of this installation.
In Table 1, the behavioral correspondence between human participants
and the electromechanical system can produce unpredictable human-
machine relations, whereby possibilities arise for the machines to
develop their own strategies for action without strict control by any
human entity. The complex cybernetic interactions emerge from the
combination of the installation's non-striated physical environment and
the implementation of Gritzo's open network architecture, which
together permit humans and machines to collaborate in unscripted,
nomadic activities. = 39
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WOODY VASULKA'S Brotherhood tables are
hybrid architecture/machines corrupted by subor-
dination. Corrupted in the Heideggerian sense
that masters are themselves subverted when sub-
ordinating others into servitude. In the tables'’
case, servitude to their designer's intellectual pri-
orities and their desired/imposed function as spa-
tial/perceptual manipulators. In a studio or gallery
context, the tables oscillate between machines
and architecture, between complex metaphors
and simple signs. Just who (the designer?) is
mastering what? What (the electronics/machine?)
is mastering what (the site/space?)? Each table's
unstable position of betweeness, in my mind and
my mind's-eye, is, metaphorically, perpetual, mak-
ing them useful ag “virtual” switching devices
through which one can view architecture and
engineering (even digital space) as constantly
oscillating organizational platforms. For example,
the tables mediate between machine and interior
space, machine/building, or machine-building-
site—depending on one's point of view or one's
physical occupation of their exhibition space.
Military machines organizing geopolitical space
do this too: they mediate between machine, elec-
tronics, environment, and politics. As collections
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of systems, military equipment is hybrid, yet it is

also embued with psychological power and
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six tables may be amaroached and worked With.
or they may be observed as a suite of spatial
manipulators, sometimes giving viewers the
impression of being inside video games, a war

simulation, or an evolutionary architecture.

Table

1 (formerly a matrix plotter used for bombing), in
collaboration with sensors, is the command unit

for dual, spinal rails in the form of a corrido

T with



video projectors and screens running up and down their
length. The screens and projections are sensor-manipu-
lated from the nearby plotter and by visitors' movement
along, through, and between the rails. Yet, the tracking,
moving images are only part of the power—the structural
framework for this 20-foot long, free-standing corridor is
massively overpowering as an architectonic implant
within any gallery, This skeletal corridor not only over-
powers interior space, it reorients it. It charges the space
with a mixture of sensory content that includes machine
animation, sonic disorientation, and visual confusion while
its three screens and projectors feed live and taped
images to it and you. To me this is beautiful. A flux-state
of betweeness. In my experience Table 1 is the closest
anyone has yet come to merging virtual space, robotics,
and architecture; and here lies its power and fright. In
Table 1, the screens are the crucial point of oscillation and
ambiguity: they destabilize the structure, the machine,
and the interior space, never letting them rest as fully one
or the other. If you allow yourself immersion in Table 1,
you will realize that its linear and non-linear power is as
overwhelming as a carnival's centrifugal spinner.

The tables can be an indeterminate and confusing

sight. In a real sense they are herm_aphroclites—"some-
thing composed of combinations of diverse or contradic-
tory elements” (like a hermaphrodite brig) as a secondary
definition has it. But more useful as a label and metaphor
to my argument, is cross-dresser. The tables are architec-
tural, electronic, and engineering cross-dressers teasing
their gallery site (maybe teasing philosophy and criticism
too). They will tease you if you go look at them hard
enough. The tease is in their oscillation—the flirting
betweeness—, in their dichotomy of served and serving,
masculine/feminine, hidden and seen, watched and
watching, packaging and content, power and control. Cel-
ebrating their brute industrial strength, then ducking
behind their video screens. Then entrapping you through
their sensors. Unexpectedly, you are on screen or tripping
switches. When you enter Vasulka's work, you don't know
where you are, what you are doing, what is expected of
you, or who or what is watching you. Maybe this is a state
of freedom? Maybe it is barbaric? But, maybe, the compla-
cent visitor is the barbarian here? = 52
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An Interview with
Woody Vasulka

AT HIS SANTA FE, N.M. STUDIO
2 MARCH 1998

Erkki Huhtamo

DURING THE PAST few years you have started
working with ideas involving theater, cybernetic
actors, and things like that. How did you arrive

at these ideas?

For me, this whole idea covers the entire decade.
I kind of departed—six, eight years ago—from my
preoccupation with the single frame. Till then I
had been searching for the phenomenonology of
video as well as investigating some kinds of nar-
rative possibilities. I departed from those con-
cerns and entered into an investigation of space.
Redefining space. And that departure resulted
from a crisis in my beliefs in iconic images and in
the sort of sequential narrative system of video,
inherited in principle from film. So, I lost my ear-
lier interests, perhaps because I was disheart-
ened by the speed with which this new magic
stopped looking at itself and became just another
subject of crude narrative exploits. Instead, I
entered the new, unwritten realm of epistemic
space, where a definition is once again possible—
or at least, a non-traditional definition is possible.
This led me into various ways of deconstructing
space, through instruments that I can build and
organize myself, and now, the software is natu-
rally becoming more and more the tool of that
exploration.

What about the title of this work, The Brotherhood?
I kind of take all titles or literary relationships
semi-seriously. On the other hand, I believe that
the only thing truly significant in my mind about
this our time on earth is reflecting on the idea of
warfare, or on what you might call the “male psy-
chological domain,” the imposition of male domi-
nance. It all comes down to the basic question,
which we inherited from the European Enlighten-
ment, of whether war is an aberration in
mankind's behavior or whether it's an integral
part of human evolution. Since my childhood dur-
ing World War II, I have had to negotiate this

question. For a long, long time, I took asylum in
formalist preocccupations, mostly with the phe-
nomenology of video and electronic sound. But of
course, it all had to come back at me. And now I
have to deal with it: it's conscious/unconscious,
planned/unplanned. But it is the only thing I find
worthwhile, and it is linked to what I call the
Brotherhood, where it manifests itself most criti-
cally and clearly in a complex of male conspiracy
that is very hard to define.

Many of these works have their technological start-
ing point in surplus military technology, which also
was connected, I believe, with the beginnings of the
cybernetics movement.

Now by coincidence of history, the technology, the
code, and warfare all began to press such human
questions as “Where am I?” “Where am I going?"
and “How am I getting there?"” These are basic
questions of modern warfare, and these questions
multiply daily as the technology becomes more
and more practicable. The whole evolution of
tools has made this all available to me. In the sur-
plus technology graveyards, where I buy lots of
stuff, I come across whole systems or at least sub-
systems that become the physical platforms for
my installations: celestial navigators for airplanes,
targeting tables used by the navy, various sorts of
instruments, like Table 3's bombing-rack. These
devices have some kind of past, usually the sinis-
ter mythology of what might be called “the intelli-
gence of the machine." I am a witness to the war
cycle of construction and deconstruction. After
World War II, Europe was a junkyard, with all
those glorious war machines lying all over the
place, ripped apart. We boys conducted expedi-
tions to dismantle them. We conducted a sort of
ritual autopsy when we took them apart, some-
thing like cutting into mysterious animals, This
kind of work becomes habit forming, and I still
spend most of my life in a preoccupation with the
machine, using instruments of warfare to examine
my definition of space.

Could you please explain this particular piece that
we are looking at now?

I may be taking the risk of not making it any
clearer even after talking about it. But this work
has a name: it's called Table 1. As you probably
noticed, all the installations, all the elements of
the overall installation, have the same nomencla-
ture of “table.” That's a long story, so let's just
accept it for now. Table 1 has a particular function
here. I mean, it actually has many functions

TABLE 1 TRANSLOCATIONS
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besides that of eventually being an object in a
gallery. It is the most complex of my construc-
tions, and we, meaning me and my software team
here, are using this table as a testing bench for
our programming. The laboratory and the gallery
are in a way the same place, I perceive only a
small difference. Everything here is made for a
single gallery visitor. Anyway, this is a table that
was originally a targeting matrix for the navy. I
have stripped the physicality of that original table
and left this 17 x 17-cell matrix of light cells. It is
actually a horizontal plotter with three cameras
mounted above it instead of a stylus. The cameras
traverse and control this light-table matrix. Now,
the table is surrounded by certain sensors, at
least three kinds of sensors: a very simple one for
detecting presences as well as others that I call
more “authentic.” That is, they accomplish a
more precise sensing of distance and motion in
the least ambiguous way. I translate the pattern
of the sensors into a positioning mechanism of
the plotter under a specific strategy, the strategy
of a particular behavior of movements composed
by velocities and accelerations. When the strategy
succeeds, the observer notices his presence in the
space and perhaps engages in an interplay. For
example, any time you approach this table from

one of its sides, the plotter’s carriage, which car-
ries the cameras, may run away from you like a
kind of primitive, shy animal. By means of a cer-
tain pattern of lights or by a sign like an arrow,
the matrix also indicates that you have interacted
with it. When you look up, you see that activity
translated into the movement of the pairs of pro-
jectors and screens suspended above the rails.

Now, what I'm saying is very crude, but there
are many other factors involved, most hidden in
the software functions: clusters of what we call
"Actors” to be evoked, performed, and termi-
nated, acoustic evocations, logic processes, and
finally, all the necessary machine rituals, machine-
state resets and calibration. For us here, this table
is the instrument on which we continually test
our codification, our implementation of the code.
The table continuously defines and re-defines our
craft, our limits. In this cycle, there are many
kinds of relationships, which, overall, I no longer
call art work. The whole thing is an on-going pro-
ject. The Brotherhood has been in progress now
for ten years, and it may go on for another couple
of years. = 45
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Intermedia

Roy Durfee

INTERMEDIAL A

When entering Woody Vasulka's Neo-Cartesian
playhouse, one is discreetly issued a role and,
silently, a number, One's coordinates are crypti-
cally plotted on an x/y axis as one walks through
the workshop. One's attention is drawn to other
automata right and left of the plotted course.
One's presence initiates an electronic conversa-

tion among machines. The machines react!

A drama is acted in which the spectator
becomes a player without script in a play without
plot. Before withdrawing into the wings, the
player participates in events on the stage, is
shadowed by the movement of screens that both
reveal and conceal, and becomes an actual impe-
tus within the work. Visitor becomes event,
voyeur becomes volunteer, and virtual reality is
manifested in mechanical motion simulating
life. = 49

TABLE 1 TRANSLOCATIONS
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TIM ODELL: a semantic diagram of Translocations depicting the process of transferring code to the physical model.



JOIN WY

sl Pt iVA -

EfF(C

38 FLDAZEIE, 4 X—=2DS5HEN, ELTHEDSZEZRNENSHBTSD. VYT 4



TABLE 2

= = « MATHER

Table 2: Theater of Hybrid Automata formally
explores the interface hetween physical and vir-
tual space as well as between a theatrical
(human) space and an automated (computer)
model. From a fixed position within a ten-foot,
cubic exoskeleton, a robotic gyroscope (also a mil-
itary relic) navigates in the three directions of
classic Cartesian space. By following a series of
pre-set operations, this installation orients itself in
physical space by determining the position of the
gyroscopic head in relation to directional targets
that define the edges of the cube. A synthesized
voice announces the position of the head. At the
same time, a video camera mounted to the gyro-
scope sends its images of the installation to a pro-
jector. This video projector alternates between the
realistic video image of the cube and a computer-
generated model of the same space that was cre-
ated by Vasulka. The 3-D model keeps track of the
head's position, rotating in concert with the
machine (and its corresponding image). Once the
animated space becomes oriented to the physical
space, the head proceeds to another position.
Without a pre-determined script for movement,
this installation orients itself to and navigates
through mechanical and simulated spaces accord-
ing to established propensities for action within a

free-motion, nomadic model.

The coexistence of two types of spatial repre-
sentation (actual and animated) in Table 2 sug-
gests a hybrid construction of space, where real
and simulated models inflect each other but
where neither is dominant. Virtual space is
thereby made physical, and a more seamless inte-
gration of actual and virtual models of space is
hypothesized by an emphasis on their common
relation—within electronics. Since an electronic
network mediates (and represents) both types of
spatial construction, the virtual and the actual can

My life is a voyage from image to object and from object to space. —Woopy 39
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become more interchangeable. With a pronounced
sense of irony about electronic representations of
space, Hamilton notes that “control of the physi-
cal world makes physicality unnecessary.” Table 2
presents a preliminary context for the challenge
to physical necessities by simulated potentialities.
Setting the stage for more complex integrations of
real and virtual spaces, this media environment
frames a three-dimensional hybrid space that pro-
vides a basic context in which a dramatic, situa-
tional enactment of virtuality may transpire. = 51
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Your work raises issues of automation, automatic technol-
ogy, feedback, interactivity, responsive relationships. What
is your position relative to these very big concepts?

I can explain the urge behind my work as an attempt to
transpose technological systems into the aesthetic area—
which is another big term. But practically speaking, my
dialogue has always been with film. And if there is such a
thing as post-cinematic language, it must be viewed as a
critique of filmic language, in the context of the artifacts of
the camera obscura and the phenomenology of the moving
image. On the other hand, film lives in its finite narrative
entrapment, and in its success, there comes the point
where it becomes vulnerable. The redefinition of dramatic
space goes beyond narrative considerations. To use the
big words again, the experience of electronic language
has moved to the area of direct and not just interpretative
experiences. Perhaps we can think of intelligence without
an iconic or symbolic interpretation. But I think it is the
unquestionable success of the camera, with its dominant
imperial view of the world, its claim to reality, that is the
target of my rebellion. And I think that the computer, with
its ability to represent this new epistemic space, will just
have to play host to this phenomenology, until it comes time
to pass it on to a newcomer. I believe that our search for the
aesthetic is in fact a search for a definition of intelligence
itself. Whether or not that is a question of aesthetics, art,
social sciences, exact sciences, or cosmology—I don't know.
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Could you say more about ambiguity and paradox,
especially in relation to the fact that these core technologies
that you use actually move in the opposite direction? By
that I mean: they are very simple-minded, very goal-oriented,
functional things.

You must know that after all is said and done, I don't
really consider myself much more than a glorified machin-
ist. I like what science calls “primitives,” the basic build-
ing blocks of a method—primitives in wave forms, in
Boolean algebra, in behavior. Because, you know, intellec-
tual reflection doesn't help all that much in forming a
sense of how to build physical constructions. That sense
seems to draw on other instincts. I like to build in a sort of
binary system, combining the physical and the abstract,
the virtual and the actual. But the code requires an extra
ability, an extra concentration, so I am slowly drifting into
a separation between the real world and the world of the
intellectualization, the interpretation and control beyond
the mechanical means. These mechanical arrangements
here are only drawings in space that could be replaced by
virtual reality. I have no idea when these disciplines will
merge, if ever, or what the result will be. Whether it will
again be illusionist ideology—as film was, or as literature
is—or whether it will be some twisted post-Marxist expla-
nation that God's last hiding place is to be found in matter
itself. This would leave the devil alone in charge of ideas.
I draw no conclusions. I am looking for the vector that
points to the possibility. = 57
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o Leonardo da Vinci is attributed
e aphorism: “"Who would know
nature must know motion.” Writing
in his Notebooks that “the motive
power is the cause of all life,”
Leonardo framed his search for that
“cause” in the familiar terms of
Medieval alchemy, an interest he evi-
dently shared with those famous and
oft-confused countrymen, Roger and
Francis Bacon.
While Roger Bacon foresaw and
ote of mankind'’s mechanical
future two centuries ahead of
fnj eonardo’s famous visions, it was
Francis Bacon, in the century follow-
: eonardo, who posed a model for
the job done. In The

)5, Francis Bacon proposed
hood” of learning:

od in families, and arts

hanical contract brother-
ods in communities, and the
mt.ment of God supen‘n

equently, in his New Atlantis,
acon posed an industrialization @
nce that has linked science a
hnology for four centuries, cul
iy (s in the mjlitary medical
monolith of today. &
That mostly male monolith
direct descendant of the prie
erhood envisioned by Bacon, a
hood whose de(con)struction @
anet has been much guided
aterialism and mechanism
acon's younger contempora
Bscartes:

I perceived it to be possible to

arrive at knowledge highly use-

ife; and instead of the
@ philosophy usuall

cover a practical [method] by
means of which, knowing the .
force and action of fire, water,
air, the stars, the heavens, and
all the other bodies that sur-
round us, as distinctly as we
know the various crafts of our
artisans, we might also apply
them in the same way to all the
uses to which they are adapted,
and thus render ourselves lords
and possessors of nature.

Descartes saw his planet, and all
of its nonhuman inhabitants, as a
series of machines to be mastered,
mounted, and maintained for human
benefit. Between youthful military
assignments in Woody's native
Morama Descartes hammered out

covery and formula-
te geometry in 1637
partition of the
2. His rational materi-
alism supplanted much of the ani-
mist, hermetic, and alchemical
activities of the prior centuries. Sev-
enteenth-century European society,
deprived by rational materialism of
its favorite hermetic beliefs, was
revived and spurred onward by a

a'-'wlv-. automata sim
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Table 3: Friendly Fire emphasizes image and
sound more than the other installations. With an
array of five projection screens suspended around
a large central machine that emits clamorous,
amplified audio, Table 3 establishes an environ-
ment for intense sensory stimulation. A central
machine projects found footage from the Gulf War
that illustrates an instance of friendly fire—a
deadly engagement of American forces with their
own soldiers. This war footage is stored on laser
disk, which, in turn, is linked to a MIDI (Musical
Instrument Digital Interface) drum pad so that a
participant's drumming on the pad makes the
sequence of images move slowly or quickly, or
even skip backward or forward, The MIDI inter-
face allows for a visceral audio-visual experience
of the battlefield akin to that of a 3-D video game.
Vasulka's military machinery and battle images
refer to overlapping cultural associations with
“war toys,” both as devices for entertainment and
as machines of death, while the sensory immer-
sion of Table 3 blurs the boundaries between
technology's entertainment objectives and its
destructive potential. Regardless of these conno-
tations, his machines simply follow prescribed
instructions and may serve any ulterior or imme-
diate motive. As Vasulka says of the machine in
general, “There's no loyalty in the way it destroys
or constructs, but it does both in a pure way.
There is no ethical definition."* His machine log-
ics (and the technical rigors responsible for
machinic production) function nomadically and
transcend human psychology by traversing an
open field of operational potential beyond specific
cultural applications and beyond particular human
propensities for entertainment and war. = 63

Invent your own world. If you cannot, you are useless. —Woobpy 51
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If this isn't architectural power I don't know what is.
Alternatively, think of Nazi Germany. Think Bruderbund.
Think Nuremburg. Speer’s architecture was the shell for
the demonstration of power, but the spatial event, anima-
tion, and charge was always intended to be the rallies, the
manipulation of the Publikum. Choreography of observa-
tion and message was far more important as architecture
than the concrete. It was in the construction of virtual
architecture as radio waves, TV broadcast, and Reifen-
sthal's cinematic genius that power was captured. The
repeatable choreography of virtual architectural space as
container for the repeatable stirring of viewer's emotions,
Yet, if Vasulka's tables force the analogy of fascism, their




power more firmly lies in the binary choice they thrust to

the engaged individual. They invite users to explore a per-

sonal “will to power.” The tables create virtual, changing
architectures. Should the viewer choose, they also provide
armatures for viewers to project from the works—for
example it is an obvious projection to see The Maiden as
anthropomorphic, especially when “she" is musically
engaged. And all the while the “viewer” is viewed—by
sensors, by other voyeur viewers.

Vasulka has erected beautiful serial mechanisms that
will come to be seen as seminal samizdat works of the
1990s. Machines for living (or, even better, thinking).
When Le Corbusier coined what later became architec-
ture's biggest cliché—a house is a machine for living—he
was dead serious. His attempts at establishing an indus-

trial-based aesthetic for evolving architectural space into a
mode compatible with 20th-century life is one of the great
contributions to this century. This hyperbole is mine. I've
never heard or read anything like it from Vasulka, but I'm
confident that I'm not totally off target with a speculation
that Vasulka's work is taking on a similar role of spatial
investigation, one where Le Corbusier’s industrial search
has been superseded by a search into electronic control,
digital power, and the infrastructure of imagery.

In forging machines with explicit Heideggerian over-
tones, Vasulka has created hermaphroditic works imbued
with massive industrial strength and an intellectual vul-
nerability that translate as one form of architecture. - 65
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And this one?

This is Table 3, and it has been exhibited many
times in different places, including Japan and the
Czech Republic. In a way, this table is conceptu-
ally closest to The Brotherhood. It is a very con-
ceptual work, it even has content as compared to

the others. By now, I have accepted that content
can be part of a work like this. But “content” is a

Y A AR AN AR AN AN A S loaded term, long forbidden from my vocabulary.

RV 7 F e R ) ) s I ; N "
s —————— Here I refer to an incident, which occurred during

] -

the Gulf War, when so-called friendly-fire from an
American helicopter destroyed an American tank.
In the final stage, two surviving soldiers walking
away are mistaken for the enemy and killed in
front of the helicopter's night-vision cameras. It is
a very moving episode that I obtained on video-
tape, released to the public. It depicts the
anatomy of mechanized killing, the euphoria of
victory, and then the crash of defeat. The tape
contains the whole deconstructed concept of The
Brotherhood. 1 took that as a main motif of Table
3. But as always, my main interest in making the
table was purely formal. This installation uses
several media: it has a slide projector and a video
projector as the source of the images. It has its
representation of the inner space and outer space
on the six small screens and five large ones sur-
rounding the table. It has a unity of image,
divided optically in six directions. And finally, it
offers an element of participating to the visitor in
the form of a drum pad that, when played, sends
speed and direction messages to a laser disk
player. Looking at it now, I see that it neatly pre-
sents almost all my formal interests at the time I
made it—the treatment of images in the context
of space. And physically, this table has become
almost handy to exhibit.

TABLE 3 FRIENDLY FIRE
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Would you elaborate on what you just said, that as a creator you are a

machinist? How do you see the difference between an engineering approach

and your own approach?

The major difference is that I am trying to integrate or include all cultural cod-
ing systems: text, sound, camera view, physical motion, choreographic gesture,
the interactive strategies, My work is about ideal, abstract transformations
from one code to another. Industrial needs are different, yet they slowly
approach these areas as well. The move from the utilitarian to the cultural is
evident. But for the most part, the industrial or engineering approach has a fun-
damentally defined task to solve. Here [ am not solving anything, I am inter-
preting. I am trying to look at all this as a product of culture within the
dimensions of art. So the proximity of my investigation or construction to art is
the relation I prefer. In fact, what I have been doing all life has been labelled
“art,” I have no particular claim to that's being true, yet I do like the asylum of
art. In my heart, that is the only thing I'm interested in. -> 68
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Men also became masters of war. Even Leonardo,
reputed to be a gentle vegetarian, had devoted
much of his energy a century earlier to the design
of war machinery. In the end, he was haunted by
dreams of his handiwork extended:

It shall seem to men that they see new
destructions in the sky, and the flames
descending therefrom shall seem to have
taken flight and to flee away in terror; they
shall hear creatures of every kind speaking
human language; they shall run in a
moment, in person, to divers parts of the
world without movement; amidst the dark-
ness, they shall see the most radiant splen-
dors. O marvel of mankind! What frenzy has
thus impelled you! = 71
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Table 4: Stealth comprises an amorphous media
environment still under construction that pro-
poses the linking of many salvaged machines to
form a complex network for producing electronic
events. Perched on a covered tank seat that will
move forward and backward along a mechanized
track, a viewer will be able to manipulate the
behavior of a helicopter's target-sighting device,
within which a light-beam reflects off a rotating
prism. The preliminary design for this installation
suggests that the viewer's actions will affect cam-
eras located within a separate table-unit. The
cameras move on miniature tracks to navigate
through the inside of a separate machine that
was originally used for manufacturing computer
chips. The visual information of this machine's cir-
cuitry will be projected onto a nearby screen. In
short, viewers' actions are meant to trigger minia-
ture robotic devices that will relocate cameras
within the table and alter images corresponding
to the tiny sequence of events.

Vasulka intends to explore the notion of inter-
activity in Table 4 by using the viewer's impact
on this electro-mechanical system to produce both

motivated and arbitrary sequences of electronic
events. When framed both as an engagement
with the operation of the installation as well as a
superfluous exchange of coincidental responses,
his attempt to produce an interactive cybernetic
network incorporates various strategies for estab-
lishing communication between machine and
human processes. At present, the elusive project
of actuating a meaningful machine-human trans-
ference can only be apprehended by technical
specialists who, in dialogue with machines in an
operational language, search for ways to grasp
the electronic means for composing intelligent
behaviors. Because of the seeming impossibility
of intelligent interactivity, few people are willing
to step so boldly as Vasulka into the arena of
unscripted cybernetic interaction. The installation
in progress aims to preserve the operational log-
ics that emerge from creative participation with
complex machinery linked electronically. = 73

The true subject of this work is the dilemma of the male in the twentieth century. —Woobpy

TABLE 4
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Still, the tables are perpetually oscillating—
being/Being—no more able to resolve their
dilemma than Heidegger was able to his. If the
philosopher’s self-acknowledged failure was the
inability to resolve being/Being, I don't think we
will find the same type of question resolved in the
oscillation of building/machine. What I do think
we find, and I think it very important, is the
manipulation of machine and electronics into
architecture—physical philosophical devices.

If you allow that Vasulka intentionally set up

e —— R

- —-y

the oscillation and that the oscillation leads to
sets of binary questions (some already noted),
then the machinery/architecture of the tables is
also designed as intellectual/conceptual device.
The tables are tools for questioning. We arrive at
their perimeters to find them prosthetic exten-
sions for thinking. As such tools, I'm using them
to prompt debate on architecture as reality/per-
ception, mask/mascue, sign/semiotic, self/master,
and electronics as a conceptual site for an explo-
ration of Space. = 75
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AT THE WILDERNESS

INTERFACE

BETWEEN MECHANISM
AND ORGANISM

ALL SORTS OF
INTERESTING THINGS
APPEAR.




L T | 7'_§E/'j.71"173

FHOs5niF :
ﬂﬁfgjnﬁ‘b\ﬁ%ltéfukb‘ . BT
=0 Enngig'c ?ﬁ]ﬁﬁ

Hi5(cEs D
BEDLNDT

?a"ﬁ_ LCHHERLER RENTUIT«J] BOT
RUZXLWSBREIC, Fe
'CMZ)DD"C“Q“ l/—‘b°




BEZEI=a
@L\D‘EL\ =

. EDIE<SE
EBVET .

remote control. I had eno
already, wmh fax and tele

‘the troubl ut NOW We &
‘the operatlonal uses, eve
siulations. We are now thi

ence in the gallery via me

'performances on the Inte
|and moving remotely con
- laser disk located in anot

have Web si
on the Web.
oper

hav
whi

is beginning

There is

ested in the




AVI=ATFALTILD o o« « =T 14—

—

JS5 8O [I\4 FOR] OFTVYIST .7&'(:». FERAEVNDIHOINFZER LU
CElcEULMZETUR, 7OREVWSIIVTMDEDCLZE>TULD.

=% L'f‘- }I'rl /c /1‘J )

_'\r /{a}_. f ‘|ll ; N/h’ ‘- “.f:-“ .-) gr,l'-':-'- L7—

oh &) (_'"{ff.l A3,

,{,’t.f'\'.l {,.- --.-13 EZHCE
e
37 <, f’\',fn rJ J/.
DHE T3 J’l}‘i <,
B < &3

A 1—)3 L[- Ilal_ l"f.\“ ! _r_ .I.-

1o TLIBETH

r\‘;} ‘j"i{;)c_#\ j II".: T('_,fl ] .'-“{ P f.l?.' ; .". 'y [ ]‘,"J‘-’ ]:’ N
ZUT. ADHIR e

OB S TS5

-_,:. o [Ta—=
G —)'f')‘f 4 HNENDBEM
a’": t ‘: 1 ._j )r(‘ ': ' 1“] (- [’ A;; J o r])}‘. a'rx"\r\“t ¥} -b’[” u,[ U ){L'U/I' 7 :' _’D ] D-l




Intermedial D « = « DURFEE

In Plato's Phaedrus, Socrates tells of a king of Egypt, named Thamus, who passed harsh
judgment on the invention of writing offered to him by a divinity named Theuth:

If men learn this, it will implant forgetfulness in their souls: they will cease to exer-
cise memory because they rely on that which is written, calling things to remem-
brance no longer from within themselves, but by means of external marks; what
you have discovered is a recipe not for memory, but for reminder. And it is no true
wisdom that you offer your disciples, but only its semblance; for by telling them of
many things without teaching them you will make them seem to know much, while
for the most part they know nothing; and as men filled, not with wisdom, but with
the conceit of wisdom, they will be a burden to their fellows.

(Thamus's remarks address a cartoon recently seen in the New Yorker, in which a
woman says to her male companion: “If this is the Information Age, why is it that
nobody knows anything?”) = 101

Aaron Davidson constructing Table 4: Stealth.
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Table b: Scribe is a network for transcoding lin-
guistic data from one medium to another. A video
camera initially locates the words in a book,
which was made specifically for this project; and,
by using a pneumatic suction device designed by
Roderick Peyketewa, a robotic arm turns the
pages. As a notable technical challenge,
embroiled in the difficulties of machinic orienta-
tion and navigation of space, the design of and
interface with a page-turning device for Table 5
took several weeks to perfect, Word-recognition
process is accomplished by optical character
recognition software, which determines the
words based on the camera's data and informs
output devices about how to proceed. A separate
plotting table, using a light-wand on a light sensi-
tive tablet, then renders letters that correspond
to the text, The letters are drawn, but soon
disappear, allowing the next page of text to be
transcribed in the same area. The word-recogni-
tion software also sends instructions to a voice
synthesizer that speaks the same words to the
audience. By interpreting and mimicking word-
patterns with the assistance of the recognition
software, devices for identifying text establish a
direct feedback loop with machines for writing
and speaking words.

As both an honoring and a parodying of
linguistic production, Table 5 transcribes a text
into other media, while also permitting subtle
slippages of meaning to occur. For instance, any
errors produced by the word recognition soft-
ware get echoed in the other media, yielding
inadvertent deviations from the text. Also, with-
out an obvious human context, the mechanically
plotted version of the text carries a different
weight than the text in the book. The words
become more susceptible to being seen as arbi-
trary line patterns or as cryptic phrases of an

All we have described here is the visible. But this project is about the invisible.—Woobpy

unseen agent whose intentions remain unknown.

The slippages of meaning that emerge from
this unstable context can be attributed to the
process of transcoding words from one medium to
another. Fredric Jameson explains how the
process of transcoding need not be

a question of establishing some simple one-
to-one correlation between two already
existing entities . . . but rather of showing
how any given text knows lines of flight out
beyond itself, being apparently autonomous
yet in its very structure carrying a kind of
referentiality, a kind of movement out of
itself to something else.!

The mimicry of linguistic processes in Table &
suggests how cybernetic transcoding both
confirms and denies the communicative import
of language, since the text is at once an index of
complex human processes and a template for
electronic interpretation and mechanical composi-
tion. As a formal transformation that affects the
text's meaning, this machinic transcoding derives
nomadic strategies for depicting a linguistic
operation and for opening a text to alternative
readings. = 83
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Three of Roderick Peyketewa's prototypes for
the page-turning hand of Scribe.
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Specifically, Vasulka has created
a building/tool that is both
subject/object—again a hermaphro-
dite. And now it is a public tool
in the exploration of physical and
virtual space. The tables change the
perceptual space of architecture by
various oscillations, confronting
viewers with brute forms and
metaphorical power—the machines
in the building, the electronics in the
machines, the machines in one's
mind. Here is meta-architecture:
the philosophical, unresolvable
oscillation between "reality” and
perception. Vasulka's buildings force
this oscillation between power and
architecture on the viewer, and
that oscillation moves the tables
beyond mere sculptural occupancy
of a site to architectural presence.
The tables further suggest ways
to question the contradictions of
architectural oscillation, appearance/
function and hiding/revealing, to
consider site and materials as
non-pictorial. Woody Vasulka has
created machines obviously open to
many other readings. So, why not
read steel and electronic texts a bit
more obscurely and appropriate
them as exploratory spatial devices
in order to grapple with questions of
power, presence, thought, mapping,
space, and occupation as they
are more and more confused by
digital control?

TABLE 5 SCRIBE
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Don't go simple here and read that
I'm advocating an architecture of her-
maphroditic, servo-mechanical par-
ody like that of Survival Research.
No, I'm reading the tables because I
think they are an excellent example
of architectural openness. I see the
tables as the expression of an
artist/engineer working out life’s
prickly philosophical questions in the
vocabulary, forms, and materials of a
machine in a room. For those reasons
I see the tables as an architectural
text open to reading by designers
concerned with space. They are new
models, not of the old either/or but of
the BOTH—the hermaphrodite oscil-
lator. In the space of my mind's-eye,
they are prototypes and tools leading
to an architecture merging with digi-
tal space and digital space morphing
with bodies.

Ultimately, this leads us back to
Heidegger's corrosive delusion of
those who master, those who
repress, and those masters corrupted
by the subordination of others into a
role of servitude. I think the tables
force us to look to the built environ-
ment not as neutral but as oscillating
between hostile and predatory and to
look to the urban field as part of the
site of the master's corrosive delu-
sion. The tables may conjure some-
thing akin to dystopic environments,
yet their over-riding exploration is
spatial and as architectural con-
trollers and perceptual mediators,
they deposit us in a frame between
space and being. Servitude is our
choice. Betweeness our state. Q
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Roderick Peyketewa demonstrating a

Scribe prototype
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Is this Table 2?

No. This is called Table 5: Scribe.
There are two tables in this work:
one is a reading mechanism and the
other writes down what the first
reads. These tables emulate the most
basic rituals of reading a book: open-
ing the book (accomplished pneumat-
ically here), then leafing through it
by means of rubber, suction cup-like
fingers. Then on this arm here, a
camera is positioned to read what-
ever information there is on the
page. The visual code of the letters is
then sent to the Scribe, which writes
it on a piece of paper. So here is the
basic paradox of literacy: literacy as
reading and writing is not an inher-
ent property of the human mind,
rather it is the interpretation of a
code. It is in our minds, in the cortex
where literacy assumes its meaning,
its human factor, Here on these
tables, however, we can separate the
reading function from the writing
function in a demonstrative, almost
didactic fashion. There also is a large
space of meaning in between the
read/write procedure, a space where
we can insert a single new word or
the whole Internet. We can impose
ourselves into this large cavity. = 97
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Table 6: The Maiden is the most embodied of the
installations, since the electronic, pneumatic, and
mechanical components elegantly converge atop a
biomorphic structure, akin to animal anatomy. The
Maiden also operates more gesturally than do the
other tables, since pneumatically-powered pistons
move distinct parts with fluid motions and famil-
iar thythms in response to viewers. Reacting to
the speed of a viewer's approach, it "wakes up"
abruptly for viewers who rush into range of its
sensors, but it stirs more slowly for cautious
observers. Along with activating pneumatic
devices, Table 6's sensors trigger an audio track
that speaks a work of fiction detailing a hostile
encounter, written by Sumner Carnahan and
recorded onto laser disk. The sensors also instruct
projectors to send images to screens that resem-
ble gigantic paper fans. As of this writing, the
images have not been determined. The Maiden
responds in a creaturely way to the audience's
physical momentum through space by using

ultrasonic sensors (and corresponding software
instructions) to behave interactively.

Fashioned by the Vasulka team according to a
complex integration of audio, visual, and mechani-
cal elements, The Maiden has come to personify a
feminine "witness to war"—no longer awaiting
an outcome at a safe distance but, rather, partici-
pating in the exhilaration and tragedy of human
aggression. An ethical question of managing
human aggression on an increasingly populous
planet is posed by this cybernetic “entity,” which
finds creative and exploratory strategies for
behaving and interacting with viewers, rather
than relying on rhetorical and restrictive parame-
ters. With Table 6, Vasulka attempts to transpose
cultural assumptions about violence into concepts
of interaction with hybrid electronic networks.
= 103

Technology—being the “new” makes it simply irresistible. — Woobpy
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— OPERATIONS: the attached valve implement allows her to
The Maiden

fill hollows in response to changes in size and body-
weight. Gas-charged stabilizers offer an advance in perfor-

Sumner Carnahan mance by encouraging quasi-consistent reactions to mood
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irregularities. With steady-state priming, an extra-dense

cone apex, a long straight nose carved in facts that catch
the light, she makes use of non-zero cushioning to eliminate fade and pre-
vent bottoming. The fins may later be removed and placed in a vault; her
attraction henceforth based on cruelty and grand austere lines.

Coil springs and absorbers are positioned between her frame and her
arms. Springs relieve the hysteretic effects and absorbers dampen the
springs—for increased control capacities. Ball joints placed between the

steering knuckles and the control arms support her weight, restricting wobble. Incorrect
camber results, at times, in excessive wear on one side. Negative camber can be hardened
using the standard-supply hardening tool. Torque is distributed to the rear through her ele-
mental half-shafts and constant velocity receivers. Since the inhibition curve cross-sections
huge concussing tempus-fugit tubes, it will not be feasible to establish the quantitative
character of her world trade centers at this time. Anomalous curves must be judged on the
basis of physical uncertainties. Any design that incorporates clouds of indifference, as well
as some form of rear arch, will overcome existing limitations, allowing her to smirk and
refrigerate disease.

ERROR HANDLING: With this new construction, high-pressure throttle membranes success-
fully contain all poaching fluids in place. However, if turbulence is advanced, a rupture in



her cups results when the scored solids normally carried away by the vertically-ris-
ing stream are returned to the fuel tray through a classifier arrangement. With a
drop in core permeability, pencil factories are eliminated. It is permissible then to
add in additional glass, grease, gears, and wind. When her middle begins to bulge,
inaugurate the tripod-widow selenium wisdom clip. Saturation can then be abruptly
limited, in accord with the manner in which her saturation curves were originally
drawn. From a practical standpoint, unwilled states of being, with ambiguous emo-
tion, result as a break-over from the funicular to the pendular. It would be a rela-
tively simple matter to inhibit the pendular if her fluid reservoir boundaries were
known. As is, the clicker device, attached by isomorphic shafts to the steering
knuckles at their edges, sheds light on disappearing shipments, making sure she
goes no farther than too far.

During the early wetting phase, events occur as afterimages of precise intentions.
Absolute thickness is determined by blind geometry. The horizontal return-tubular -
HRT as represented in the diagrams—is one of the oldest fin-type tubes used in her
configuration. Its performance can be improved with the addition of small-diameter
rack compressors and habitual-pattern diffuser attachments, which offer the broad-
est application for ongoing stability (currently offering thirty-five levels of undo).
Since recovery is always accompanied by an expenditure, permissible loss should be
charted ahead of time.

HISTORY: At the center of her configuration, we find a crude rendition of creative
thought. A device reads the terrain following the operating principles of closed-sys-
tem dynamics. Utilizing a physicality plotted as a solid in dimensionless form, she




contrives a source of pleasure at the edges of her boundaries, providing someone hasn't
told her she is only a girl. Everything at first is dark, fluid, pneumatic, in motion, facilitat-
ing a metaphysical flood in an ethics of privacy.

As her drama progresses, it relates only to itself, mapping its own indigenous autistic
information system. Ensconced in a philosophically astute mechanism, with sensuous
teacups infinitely repeated, she soon is able to guide her own doom. Cognizant instruments
firmly in operation provide a calendar of her sex life, as she navigates various medical flesh
uniforms. Information distributed widely to individual receivers accumulates as volume,
pooling into assumptions about what is personal to her. Each image-making apparatus pre-
supposes its own image contains the most significant information. She locates herself as
the center of the configuration, rushing forward or holding back to engage the incongruous

and to permit multiple occurances of the ultimate driver.

DEPLOYMENT: She must maintain a lubrication schedule, periodically check that the
flip/flop gate in her discharge spout is free, make certain that the seals on her roller jour-
nals ride firmly in their saddles, keep accurate records of the tons she has pulverized. If
capacity drops, you will need to manually readjust the clearance between her rings and her
rollers. At such time, it may be desirable to improve her image with lacquer or lamination.
If necessary, the factor placing a limit on surface interface can be kluged as a source of exit
contemplation.

Her acute rhetorical telos system continually targets the cardinal points, emphasizing a
notable decrease in verbal acumen as humanity sinks to its lofty plateau. Her framing mech-
anism closes in on a vast proscenium that lets in the last American. Her normal shutdown
sequence reverses the start-up sequence: a container de-hallucinating barriers in conversa-
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tion with fields of time. Between successive disconnects, a lag must be employed to insure
complete clearing of all displays. Determine by experimental operation the correct bed
thickness, one that conforms to primordial patterns of operation. In her final moments, one
new word can be gained in exchange for the entirety of history. However, her gestures will
then become too large or too slow, with the resulting collapse of long, loose columns of snow.

ONE MORE THING: Always reserve a margin for emergency shutdown. In the event that
emergency shutdown fails, sacs of condensed explosives, with carbon sensors sewn in, will
erupt from her reconstituted fins for a massive triggering of prolix outcomes. Without
stripes or fears, with no visible signs of aging, her blindness to the double-bind she's in
metastasizes into a mission of destruction more bitter and sincere than caves of empathy
visited once in a lifetime at an elevated, skeletal location. Inoperable venom replaces her
impassive beauty, while her latent states make a virtue of toying with dismemberment.

To implode super-loaded male fantasies, the maiden-in-flight emerges from the other end
of the tube dressed in the stink of decay. From sperm to worm inside an hour, her cellar fills
with animal pelts, blood rains down on the threshing floor, and her flower bursts its atomic
core. Here, the maiden cashes in her chips: she condemns the carbonaceous allotropes she
has engendered; she gives in to her jaded, uncomely jailer; she allows the frozen ground to
flail her, as fingers of carcinogens strip off in ribbons what remains of her soft skin. Q










21/bin/sh
actor -d1 -n picdd_sensor2 -h 192,16
localhost 0 immediate

init_delay 0

loop_delay 0

iterations 0

end

shell msleep 200
192.168.2.10 9700 : ping 01
. shell msleep 120
> set diff %rallol_midi-%sensor2_midi
| sor2_midi -it 80
f-ge 15

192.168.2.10 9700 :vel 131 200000
192.168.2.10 9700 :vel 01 400000
192.168.2.10 9700 :vmode 131 for
}

}

i1 %sensor2_midi -It 80
{
11 %difr -1t 15
i
ir%diff -ge 7
{
192.168.2.10 9700 :vel 131 10000¢
192.168.2.10 9700 :vel 01 200000
192.168.2.10 9700 :vmode 131 for
}
}

}
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if %sensor2_midi -t 80
{
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Maiden
Voyage

Woody Vasulka

Brotherhood  has taken 1o
loving care in JTOOMINJ-her for
Maiden Voyage.

Ronald Christ

blir ed by short buy/intense flashes of
' ic pride. After all, she was

0 réturn to. Hers is ,inﬁs’ﬂ .
kamlkaze vle-mission. In case
she fa1ls, the only action for her toi
ta];:e 1s self-destruction. After all, “she

f F

is only a girl.”
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Athena is also pro-

s, of course, is that they
are the illegitimate offspring of militarism and patriarchal
capitalism, not to mention state socialism." Haraway's
“Cyborg Manifesto” concludes: “I would rather be a
cyborg than a goddess.”

tector of cities, the
1onal
entity in ancient

Greece.

Athena, whose name
may mean “without
mother's milk," was
also born out of her
father's head, after
Zeus swallowed her
pregnant mother. Her
extraordinary cere-
bral origin, as well as

———— No bride, she has k€r grooms. No mistress, she has

her close association
with her male sibling
Apollo, justify the
domination of mascu-
line traits in feminine
Athena. Her epithet
Pallas, originating in
roAdaxyv Or maiden,
may also derive from
“earth-shaker” or
“lance-brandisher.”
She is the goddess of
counsel, of the arts of
war in general—even
of martial music. She
invented the flute.

Activated by players activating Actors, she
is an actress. Madame Falconetti of the
Madame Recamier swoon, she lurches, she
invites, lying. We push her buttons. She
writhes our pleasure. Pneuma you may call
her too. This girl sucks air: she's breath,
mind, spirit—unholy spirit. Backstroking,
maybe, this girl's going places.

T servarlts, her currycombing consorts. They polish

r, they insufflate her motion, her baptism that will,

be of fire—if not worse.

ic organism, a hYbIld. of machine and organism, a creature of social reality as well as a creature of fiction. . . .
e not_setf-moving, self-designing, autonomous. They could not achieve man's dream, only mock it. They were not
ut only a caricature of that ulinist reproductive dream. To think they were otherwise was paranoid. Now
to objects like biotic compo one must think not in terms of essential properties, but in terms of design, boundary con-
logics, costs of lowering constraints." Donna Haraway, Simians, Cyborgs, and Women.

-a composite word, whose elements derive from different la.ngusﬁ's‘ The word “hybrid" itself derives from Latin hybrida,
of a wild boar and a tame sow. Among people, the term labelled the offspring of a Roman by a foreign woman or a freeman

Ing to the offsprini

slave Ulnmately,m term derives from Greek hubris, designating violation, excessive pride. The Maiden is all these: a bastard figure violated,

ciety, nation in a combination of high-tech base motivation and low-tech overweening ambition for a tragic soaring. A cross-
iza, mongrel, half-breed, métisse, incrociata, Mischling—her label is no longer pejorative: she's a hybrid, a modern, one of us. As
ting ‘hybrid' as metaphor and reality, we find that we are living in a hybnd socuet‘,r where everything that surrounds us is a com-

meous sources.” |

Unlike her Maiden forebear she lacks the

Maiden's Chamber: this parthenos, non-

panhenogemc has no Parthenon. Virgin,
a virgin?

qiden?
¢ Maiden's nature, her fa

t independent, her nature ha
M China and Pharonic Egypt to lexan-
gal figures on wooden rails, and including the
0 put invention in the service of the miracle
j Gentury,” says Siegfried Giedion, writing of
nd. To her history, we must add Dr.

stein. (Even Dr. Kervorkian.) Over this long
as changed is the orientation, from the miraculous
‘hange becomes apparent once we recognize a con-
and extending Giedion's title with Haraway's ci
nmunication intelligence has taken Mechanization.

8. Lest
ftured
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And what is this one?

This thing I call The Maiden. As part of The
Brotherhood it is the most object-oriented. I may
have broken my cardinal rule here since the
objects in my installations are to be merely skele-
tal supports for media, meaning that when you
turn the lights off, the physicality disappears and
what remains is the media. But when I found this
object I couldn't resist integrating it into The
Brotherhood. After all, it is a table, a medical,
operating, and diagnostic table. And then I found
some links to The Brotherhood through reading
about the First World War, about the Weimar
Republic period, when the German Freikorps
flourished—that band of soldiers without defini-
tion and without loyalties, except for that of main-
taining the reactionary order. There was this
special kind of literature during that post-war
period that looked at women in a particularly bru-
tal way. I don't want to say more about it, but I
integrated all this into the title and into the table.
It suggested to me certain possibilities of anima-
tion, so I have converted its controls from manual
to pneumatic. Again, as with other robotics
devices, we are driving this table with a code. It's
a musical code, MIDI code, developed for the pur-
pose of controlling, composing, and performing on
electronic musical instruments. In this case, the
pneumatic animation is initiated by Sumner Car-
nahan's written text. The spoken interpretation of
her text into MIDI code decides what gestural lan-
guage the table assumes. On the other hand, the

code is part of our network, and the work is there-

fore interactive if I so choose. Steina is to "per-
form" the work at the opening of the exhibit by
playing it with the violin.

Among all these works, this one evokes for me
Bachelor machines in the Duchamp tradition. Did
you think about that?

Yes, I did think about that, but what really hap-
pened was that I succumbed to the seduction of
the object. And I will have to pay for that! But
because of that, I now have a crack at a theatrical
work. As banal as it may sound, there is an
arrested but persistent ambition in me, to perx-
haps reform theater. I admit that I am the least
qualified for this. Since childhood I have never
bonded with theater. I could never take its pre-
tense, I could never suspend my disbelief. Yet my
basic dialogue with film is preceded by the Mey-
erhold/Tairov feud with Stanislavsky. I see this

work as a slice of a two-hour play. I will present
seven minutes of it or so. I have a live acoustic
input, and I have those opening and closing
decorative fans, I have The Maiden, and perhaps
all together they will provide at least a parody of
the theatrical possibilities. It will be a kind of
micro-performance. In that case, I can draw
attention away from the object and toward the
event, because after all, the event, in my nomen-
clature, is more valid than the object. Paraphras-
ing an older wisdom: an event generating "now"
transcends its context. But all this is sort of a
linguistic exercise.

And what about the fans?

Well, this is a fan inspired and built by my friend
Susan Hamilton, the wife of Bruce Hamilton, who
is working right over there at the computer. The
fans are developing into a code-controlled device
that is part of The Maiden. This fan-device has
something to do with Japanese culture, but I
don't want to define that. It is an interestingly
constructed piece. The material, made in Finland,
is three-ply ply wood, bought at a local store. As a
material, it is so seductive that we couldn't resist
it. And Susan, who is an artist, had made paper
objects that were very much in the tradition of
foldable structures, so I asked her to make a fan
that is a variation on those structures.

You spoke about an “anthropology” of technology.
What is that?

I think that it is basically the European obsession
with history, the past, which is something that
American society is not particularly obsessed by.
Even in the intellectual sphere, the academic
sphere, I have not met anyone here who deals
with the recent history of technology—with the
exception of a couple of places driven by the
syndrome of collecting rather than by intellectual

TABLE 6 THE MAIDEN

a7



98

OORy FEBICBWVWCEER, 7—)Lz2d—F
TEHTETCVET. COI—REFENI—F,
MIDIO—REWVWSHOT, BFREEHEL, TNE
FEoTIERL, BEITDEHICHRINICBODTT.
COHEE, ERERICLDEGFILELIETDDE,
XOF« - YLht— - - A—FI\DFTIANTYE. T
R REGH LS, MIDIO—RAEBIRRENS L, &
ABEBIRDEEET—JIUHESIHDRESNET .
F0O—7, J—Rigbhbndxy NDO—2D—8BT
HHD, U >2TERIE, bicUBZEIERUICKE
SEAVISIT4TTHBIDTY. BRE=DF—T
ZUITREAIAFT T A F U EBNT, TDE
% [\ x—L] BT EICIELO>TVET.

CNS2BOENTEZ DIEGIX, blelIic, 722
Y DIEHEICH D [H5E] DRRESOEZSE
Fd. CNICOVTIEBEZICIHEDEFLIED.

ZZ, BRICEZFURD, RBICERC ofcC&lF
bz UhMEOSEZRICELfcEWLW S Z&TUIR. €U
T, FOEEUFEDIFEEPHESHEWN ! LLE
NWZbELEVLE, BRERZHULICPOTLDA
TY, MEICMCZ2hELNEWLENnE, 25, i
FEHEBCHULTORELILE, A5, LU
KBFDHHDDTT. CNCEIDIEEAEMUEL
CEIFERHFET. FHOEH SERIEED ST LK
E—EBolabolc., DDEZFOERFRIIMBIENST
FED oL, MERZM LIFEETELD ofc, T
£, BEE DR LEDEANMEEDRIRE, X4 T
"R/ A—0O7EARAT AT I7AF—EDRABIC
HHDTY . bleLIFTDERE, 2EEOERD—
MEEBTUVWET, 2HOSB075MHECSED
BHIRTEICHEDRITLELED. TAVICKDIBRIA
V7w ke, BEATRERMNET P E, (T—T
6. AA R BHdD. ELTINSRHH'E
ban@d, £9, M ERBRIMETEEMED) (OF «
<BWCIEFEDTLLD. —BO=00 - )\D5—~
VAICHDERBVWET. F5HNEDRELUE, ERE
MEHDSZS L THEREDFEIANEDH DTV ED
TEET. ZHFODREULDHRBECHVTHRBEE
&, WFELOBESBEOKDTINSR. HADE
BEEINSTIU—ALTHELLD. [WE] £EUDDH
HHFRIIFOXREBA TS, EHENIINT,
HHEDERE LOBVFDTT .

CORICOVTHBAL TTFE).

FHTINR, TOITPU/NERANDA—T> - I\Z )
NDOTRBICKDBDTYE. I—X - NI 2D
BT, B&OEHEFCIDIVE2—ITHBRLTULD
ECATY, COI77 U, (F—=2IB - XA
Ry vy OI—YTHDI— REENRBNEH
BUDDHLHET. COD7U/EBRIAHBEDNIE
ERRDBDDTIL, bleLEENEEBLIELE
HhFEHA. TNFEBVESORRTY. ITU7
WEF T 425 REDOBKEDEDERT, HITDIE

F=TIWE - AL R

TBWLWEUR. ¥YTUZILELTHEDITHERNT,
DNONEESAED 21eDTT. ZLTT7—T (A
hTHBDRA—TUIE, FDCHEEICETDRIM
Je#EBDA T T Z{E>TUCDT, DIZUIEEIC,
ZFOBEDT 7 I -3V THBAIRIET 7 /Z1E
DTLNBDELIBARLDTY.

Fo./09—0 [ABFEZ] ICOVWTHBELICHEDEFEL
b, FrEESLSEDTL LD,
FNUFEERNIC, BEPBEICHTSHII—0OvI/IA
DTEOLOREBVLETY. PAUAHRARRT O LET
&S, ELICHBLUTERULEVDTI D, HavisaEs,
PHFZwIEERICBVTER, 727./09—-0D%
SEDEEEH>TULDAICDIZUIEE e EHBD
FtHh. IEYY RO—-LICEEHHINTLDHLL
DOHDEFRTTH, CNHANLEREICEIHTNT
WADIFTEEL. Fo./0V—-0DR, BE, 5
[CDWVWCOEICHNFERD., ZOULIRIEERSD
ETAEED, FEULTIRVLWEVLWDTY. ZTLTEN
(FECHEHENIZCETIREL, 8528, bULLEDE
S<BMENTEADHD. ERNABRICHUTIERE
HELDOHOERTH, CORBIFIRRICEHRPETH
b, EREORAEENIEERTHDIDTT. ZLUT
D 4 FAHICDODVWTREBHNN DO DOH D NEITIE,
FEICTDOTENRTENEKY. A—ARUTFDUY
WTO [Z)VA - T kOZH 1992] DfeshIc,
AAFEDEULT—RIC [TV OZwo7—h




reasoning. There is no real intellectual search or
impulse to search for the origins and identifica-
tion or preservation of technology. And I mean not
just structurally, but conceptually or perhaps even
operationally. There is great interest in traditional
anthropology, but the areas are really socioclogy,
politicized histories of tribes. And from the
emerging literature on early video, that is just
what we see. It was no accident that it took a
commission from a European, Peter Weibel, to

ask Steina and me to put together the exhibition
Eigenwelt der Apparate-Welt for Ars Electronica
1992 in Linz, Austria. This was a collection of
early art-video instruments that formulated early
video as a medium for the new art form. Steina
and I had been very close to video and electronic
sound as materials for making art, and we loved
paying tribute to the instrument builders, many of
them artists who helped open this world to us.

If we think about computers in particular, are you
interested in preserving obsolete models?

You make an interesting point. The computer
itself, unlike any other art-tool, has no aesthetic
quality in and of itself. It is an empty stage on
which you can create sounds, images, representa-
tions of space, or any algorithmical procedures. It

has no loyalty to any particular medium. It is
internal, almost a completely virtual construct.
That is to say, its physicality is aesthetically
insignificant. It doesn't have features, doesn't
have a figure/ground relationship; its operation is
invisible, and only the result manifests its proce-
dure. I was lucky enough early on to build several
digital imaging devices and was able to under-
stand the computer on both the physical and
abstract levels. But, as you see, looking around
here, I really pretty much pay attention to the
physicality of the instrument, and it's sort of a
structural value. I must admit, I am interested in
the craft that went into it. For me, it is difficult,
now, to talk about the beauty of the Internet. It is
not yet clear to me how the architecture of such
an abstract concept would emerge as an aesthetic
object in my mind. It does not yet exist that way
for me. Q

[abova)l.E]
Steina Vasulka animating The Maiden with her electronic violin,
This is where "the maiden cashes in her chips.”
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Intermedial E « « « DURFEE

Posed among The Brotherhood, The Maiden
evokes William Wordsworth, writing at the begin-
ning of the First Industrial Revolution, the decade
immediately preceding the first Luddite revolt:

She was a phantom of delight

When first she gleamed upon my sight;
A lovely Apparition sent

To be a moment's ornament . . .

And now I see with eye serene

The very pulse of the machine;

A Being breathing thoughtful breath,
A Traveller between life and death , . .

A perfect Woman, nobly planned,
To warn, to comfort, and command;

And yet a Spirit still, and bright
With something of angelic light.

Wordsworth, of course, was no fan of the
Industrial Revolution. On the contrary, he was
drawn to the feminine. = 107
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The title—The Brotherhood—evokes the historical
lineage of technical specialists responsible for
developing weapons and concepts of warfare,
which, according to Carl von Clausewitz's classic
formulation, are “nothing but the continuation of
policy with other means.”® However, according to
Deleuze and Guattari, the technicians responsible
for developing war technologies are not intrinsi-
cally allied with political systems and their poli-
cies but, rather, exhibit the tendency to move
according to their own ambulatory logic and to
reveal “another justice, another movement,
another space-time.” In fact, technological innova-
tion is, in part, based on the discovery of new ter-
ritories and of mapping tactical relations within
these new spaces. This technological develop-
ment has recently led warfare into a virtual envi-
ronment, and the basic issues of framing territory
in non-physical space are now embedded within
military machinery. By following this notion of
technological innovation, Woody Vasulka also
searches for new territory. He, however, investi-
gates participation and performance within
hybrid networks and auspiciously implicates
military apparatuses in alternative mappings of
interactive space. The nomadic modalities of
cybernetic engagement arise from the particular
hybrid configurations of his electronic networks,
which frame complex behaviors within a medi-
ated and mechanical environment.

Transforming physical matter and organizing
force, which inventors of new technologies essen-
tially do, require the tools, context, and language
for producing and describing energy-related
events, Originating in a conceptual space and, to
some extent, beyond conventional or traditional
encodings, the transformative events of hybrid
electronic networks, transpire in non-centric
space. As Vasulka explains:

In the media sense, space is
what you create. It's machine-
made space, and these are
manufactured pieces of infor-
mation that are drawn into a
cognitive context, and it even-

There arise subter-
ranean, aerial, sub-
marine technicians
who belong more
or less to the world
order, but who
involuntarily
invent and amass
virtual charges of
knowledge and

action that are
usable by others,
minute but easily
acquired for new
assemblages.
—Deleuze

tually becomes a product of
machinery. This carries
through to the computer . . .
[since] all modalities of space
are represented in that
machine by simply organizing
data structures. It is basically
a new territory of representa-
tion of the world. . . . This is
non-centric space.

and Guattari

A non-centric conception of space
(also known as digital or virtual
space) can reframe notions of
physical space (i.e., territory,
location/identity, and free will) by
positing an open space beyond
political and commercial systems.
In this sense, non-centric space is a
stage for re-framing physical condi-
tions and for rehearsing possible
outcomes. Mapping digital events
presents a curious dilemma, how-
ever, because it is difficult to

“We have business to discuss.”

“Don't you just love listening to all that strange technical language when you don't

(The secrets of mechanical intimacy expire through connecting lines . . .)
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103



%. JavaRo U7 hEAVTE T4, 81 VR
FU— 3 VDIHICEEP I —BRET BT EN
7 RIVAICTIREE B LD, I—H—=AV5—
TJIAREHR U, INED, BEEANRLY T
WDy ND—% - A=A =45 —aUlE [RS4Y
7—| TH?D. BFT+I7ARICERITY REZ
DEDRE. RSAI7— (ERNERBEIUTCP/
IPEEHDISES) PFOMORY ND—2 - ZOKI
WG Uy HBBNEHDT, P99— - P—FF
IF v —ERBICRITIDIHICEESNIZEDTSH
%. MIDIO—RERETBED (RSAUr7r—ICko
T) BRSNIHBBT+IPARIC, BBTPII—H
EZ#MEF, MIDIO—RBZFDO7P o5 —HEDHDE
—HUIEBE, T4 974 ABEOSEDIT Y RT
FPOI—3INETD. TI—R - INSILEVIE, Ry
N — OB BHEBREB S R BDT EICED
CT.BAVAY -V aVOHEHEEERTLTLS.
YMENEEBEEERED U [dEETRDEI 7R
IVATHZDH, FNEHBIELTLDDERFF TR,
®E, Ry FO—ORNTHEELTUVDERENDE
FRERY, 2028, ORy MIGEEBOD, HEt,
%, 58, BEETEoTVD.

P RIVHICKRBDATAT - AVARY -3
INM DUy REBFRY hDO—20(3, TV 2M%E
BEU, SNEROIVT IR NEDELTD. LH
LiEh's, FNSIGINEREELZOOTHD. SEN,
BEY, ERSR<OEREBRLTLRICHLD
ST, FUTEHMOECBIHAEEEHELTL
BICHMOeT, Jdr A)LAE R woldT—
REIFEAEBRUTVEL,. J7 2ILHDEBFXF
(TREIZ, (P TJSY—DuR) CESNELD
I, /BN T o/ OY—-FHED SERMICHHEEN,
RO DEAMMEED SEENICE | E#INEBDT
HD. TOET, HOY 4 Y3 VFBENDEED
B0 (FUI7HET [RR)] ZBKIDIVF0OX)
THOHDIFTLD. FBE, TP RAVHDXF 47 -
A VARI - a VDORENSIERR, VIRDIT -
ORI, RSAP7P—, FEUTTPOI—DELSIC,
NHICET D EDTHD. (EROYIBHSEEE, A
ML A F SR EBICHEL LR FOBDRE. i
AT, BFEWNT Y 7 A ADRENRE, DR
I3 VICHTDBROERNIEEREL TIEWLS
B, DIBRICHEE U TIEUVELDTHD. BEHEE

understand a word of what they're saying?”

104

gdDE, 72./09—OHEbEcoOhrJU—
[CHRE T 2ERTBBMEZETHD, TNEZEBRELLD
ETAESIE, SEICIFANEHSIHNNEETND.
AR L= 3VICDVWTHBS LT NIE, B
&< AlFEEmDERNIE FFRIRICH DD > TVK LED
Hd. TUC, EAFERRESBLTLDDHZES
ABEBUTWK[CDN, AT« PEEEEICRIRL
FUHD. T7 A)IDOBHOBREZE>TWVNL T
ET HRERDR Y ND—0DEIEERMT DDE.
TP AIVHDAT 4P « A VAF =32/, &
BEDSMNITDTLZ, (EREREERIDILEEE
KIS, INED, BMUEET/ATLEHDCEN
EBARAREZTRTDICE, Xy NIJ—ID50D%
ZRE T —FRN\wo &, EEED/YRBICEEL
KDETHIED, MANDKETHD. BiHIZEEC
FBDEOWMTOII I RTCHD (- TS5TF—-Tw
By (&, I\ TUw REEBFRY hDO—2(CEET 58
BERFL, BIBAT A7 - A VAT —a e
HNTAHEETOEDTCHEDITEMERICDOVWVT BRI DK
S, JMEEBTCHEFEODE. BHOIERDMEENI Tk
ERFTEDDTEILKDT, SMBLEEED, 1
BSOT 4 UIEBFRY RO—00h% DIE= ABRE
SRERRIDCEILED. TJ7 RAIVADRKIET S
/0Y—70J10 b3, ANBREREEEREE
O— RERTDIEODI=hDNEETERITDE
BE§IC, BFRY ND—IBEORET, WIBWK,
Ddr—Fa7)iE, RANSEMEBEITVvEJT
BlzHD, /7 CHSHEREDIRBTDIDTHS.

(. ..as instrumental and vocal projections camouflage




determine the salient features of human percep-
tion and cybernetic engagement from which
emergent networks arise. While introducing
virtual space complicates the constructing and
occupying of physical space, new interactive
terrain will emerge directly from the efforts of
visionary technicians, like Vasulka and his team.

With extensive assistance from software
designers Russ Gritzo and Tim Odell, chief sys-
tems administrator Bruce Hamilton, and robotics
technician Roderick Peyketewa, as well as oth-
ers, Vasulka implements sophisticated computer
networks that facilitate the development of his
complex media environments. Using JavaScript,
Odell has designed a user-interface that allows
Vasulka to directly compose actors for each
installation. However, the most basic level of
network communication are “drivers,” which
give commands directly to electronic devices.
The drivers (for serial and TCP/IP connections)
and other network protocols are written by
Gritzo—developed to rigorously implement his
Actor architecture, An Actor listens to a device,
which is configured (by drivers) to emit MIDI
code and, when the MIDI code matches that
Actor's specification, it responds with commands
in device-specific languages. Bruce Hamilton
executes design schematics for each installation
by bringing networks into line with particular
mechanical apparatuses. The physical appara-
tuses themselves are built or revived by

Vasulka, with the assistance of Peyketewa, who
designs, assembles, tests, and fine-tunes each
custom electro-mechanical, pneumatic, and
robotic device operating within each network.

Vasulka's media installations and hybrid elec-
tronic networks explore digital space and articu-
late a context for participatory experience;
however, they may be difficult to comprehend.
Despite appropriating many linguistic, visual, and
acoustic elements and despite his use of numer-
ous machines and mechanistic structures, Vasulka
pursues few symbolic themes. Vasulka's elec-
tronic media environments, as illustrated by The
Brotherhood, are formally abstracted from conven-
tional applications of technology and purposefully
removed from common technical associations. In
this regard, his vision remains esoteric (esoteros,
inner in Greek). Indeed, the operational language
of Vasulka's media installations resides internally,
as software protocols, drivers, and Actors; the
physical behaviors of the works simply external-
ize internal dynamics. In addition, the operational
procedures of electro-mechanical devices, which
define his formal strategies for composition, are
not psychologically dependent. The audience con-
fronts a colossal machinic enterprise that chal-
lenges common technological categories,
requiring mental acuity if viewers are to make
sense of it. To learn about the installations, audi-
ence members need to become cognitively
engaged with the operation of the machines and,
as each person delves into discovering what
machine logics are at work, a mirroring of the
media by viewers occurs. In following Vasulka's
machinic complexities, mental activity mimics
network operation.

Vasulka's media installations demand that the
viewer participate, simply to experience the work.
However, to transform a simple experience into
knowledge of complex electronic systems requires
both effective feedback from the network and a
viewer's propensity for thinking nomadically. As
an ambitious project of technical variation, The
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Brotherhood invites viewers to revise their own
notions of hybrid electronic networks and to con-
template their own behavioral tendencies while
engaged with sophisticated media installations.
By undertaking the challenges set forth in his
work, participants and observers alike examine
non-human implications of interactive electronic
networks. Vasulka's immense technological pro-
ject establishes a non-centric territory for
transcoding human symbols and movements as
well as providing a nomadic arena for re-mapping
physical, virtual, and cognitive spaces within an
electronic network environment.

Since all information and assumptions are
open to doubt, and with chance at work
everywhere, the commander continually
finds that things are not as he expected.

... If the mind is to emerge unscathed from
this relentless struggle with the unforeseen,
two qualities are indispensable: first, an
intellect that, even in the darkest hour,
retains some glimmerings of the inner light
which leads to truth; and second, the
courage to follow this faint light wherever it
may lead. —von Clausewitz Q

1. Quotations attributed to Deleuze and Guattari are taken from
Nomadology: The War Machine. New York: Semiotext(e),
1986. 9-10; 89-90.

2. Jacques Attali, Noise: The Political Economy of Music. Min-
neapolis: University of Minnesota Press: 1992, 136.

3. From an interview with Vasulka by the author, portions of
which were published as “Falling into Video," El Palacio,
101:3, (New Mexico Museum of Fine Arts, January 1997)

4. Frederic Jameson. "Marxism and Dualism." The South
Atlantic Quarterly (Summer 1997): 407,

§. Carl von Clausewitz, On War. New York: Knopf, 1993, 77; and
ending quotation, 17.
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Intermedial F « = = DURFEE

Woody Vasulka, heir to the European avant-garde
of the 1920s and participant in the American
avant-garde of the 1960s, may be no great fan of
the Industrial Revolution himself. (Someone
should ask him!) He is certainly an admirer of its
artifacts. Overpriced relics of the Vietnam War,
the Cold Watr, the silicon wafer war, the Gulf War,
and the war against ill health find their ways into
Woody's Santa Fe, New Mexico studios and
become mobilized into real-time artistic events.

Woody works with a team, a sort of Baconian
brotherhood of free-lance associates—including
artists, craftsmen, computer programimers, video
specialists, and a theater technician—who focus
their individual skills on ends proposed by Woody.
Since ends frequently change, the work is always
in process, the destination always undefined.

Automata are not what they once were
thought to be. No longer understood as self-moti-
vated, automata are now known as pre-pro-
grammed products of the Information Age.
Indeed, the Actor architecture that underpins the
command-and-response protocols for The Brother-
hood represents this brotherhood's most impor-
tant development thus far. The ability of machines
to respond in real time to each other is a basic
premise of the recent work. The “primitive code”
at the heart of such communication is a modern
equivalent of Leonardo's “"motive force” or
"cause.” The magician has become mechanic and
programmer. With the help of many apprentices,
Woody Vasulka pursues a latter day alchemical
process, seeking to distill a new appreciation of
space and time outside the parameters of frame
and narrativity. The work narrates itself,

The alchemist offers his elixir, ponders our
response, Steina Vasulka recalls her mother's Ice-
landic wisdom regarding the egg teaching the

o

“Do you let others speak for you? Then you have already said 'yes'.

A

(Here is the beauty of machines: how responsive they are; in this they are all alike.)
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“There is a pathos in their movements. Much like, but even more so, than a puppet's.”

(Motion overruled by gravity, perhaps.)
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hen. Much of the same process is at work here.

Woody Vasulka's workshop and its products
are too experimental to be mounted; they can
only be staged. In each new staging lies the roots
of the next stage. The process itself becomes the
art form. The visitor becomes part of the process,
and the art is exceptionally pliable.

Intermedial G

A New Mexican neighbor of Woody and Steina
Vasulka published several years back a series of
“Notes toward a Neo-Luddite Manifesto.”
Appearing in the Utne Reader (March 1990),
“Notes” proposed an ongoing critique of technol-
ogy that would fully examine its “sociological con-
text, economic ramifications and political
meanings . . . from the perspective not only of
human use,” but of impact on “other living
beings, natural systems, and the environment.”

Had Ms. Glendinning proposed a critical cate-
gory regarding the impact of technology on
machines themselves, she might have recruited
Woody Vasulka to her team of experts. A half cen-
tury of re-imagining and reusing the abandoned
machinery of the monoliths has given him a
unique perspective.

To touch the primitive code we perhaps need
to become more primitive, as many now wish. On

the other hand, we might simply endue machin-
ery with traits more sympathetic to us than we
are to ourselves, and hope to learn compassion
from our creations. Simulated life has a long the-
atrical history, and the stage is bigger now than
any even Shakespeare surmised. As proto-dra-
maturge of his playhouse, Woody Vasulka joins
the hen in contemplation of the egg, but:

The cricket’s gone, we only hear machines;
In erg and atom they exact their pay.

And life is largely lived on silver screens,
And chemistry anneals the common clay.

David McCord,
“Ballade of Time and Space" (1935) Q2
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Any place, any time I desire

for the right price, you could be set up

against black velvet, against white screens with just enough privacy to hide where I make you

hurt me in my imagination

in the bitter end

when I own your hardness and coldness

and ignore the implications of your silence, CyYNTHIA LAUREEN VoGr
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THOUGHTS
ON THE
SOFTWARE
OF THE
VASULKA
SYSTEMS

Russ Gritzo

IN THE VERY earliest days, as I began to grasp
Woody Vasulka's vision for interactive space, it
became clear to me that perhaps the most signifi-
cant key to achieving his vision was the establish-
ment of an efficient and manageable means of
communicating among the various devices in his
space, ranging from sensors to musical instru-
ments to robotics. As a result, I set about design-
ing an architecture that would provide a lasting
foundation for such a communication structure,
This first architecture I designed, called Inter-
com, can best be thought of as the "U.N. of Com-
munication Software.” Similar to translation at the
U.N. where the speaker uses his own language
and is heard by all the delegates through simulta-
neous interpretation in each of their own lan-
guages, Intercom translated event-output from
any device in the system into commands that
each of the other units performing in the installa-
tion—laser-disk, robotics, etc.—understood. This
translation was controlled by a series of easily
altered text files, Intercom architecture served
well for several years and was adapted for use in
all of Woody and Steina's interactive installations.
Recently, however, several considerations
caused me to revisit this approach. First, I was
never satisfied with the methods used to repre-

The Evolution of the Soul of the Machine:

sent high-level behavior. Second, the rapid expan-
sion of the Internet was bringing new possibili-
ties for world-wide communication. Finally, the
complexity of the software had grown beyond
what I believed a normal, DOS-based PC could
readily accommodate. In mid-1997 Woody and I
conducted a series of discussions to chart the
next evolutionary step in the architecture.

One key to the new architecture is its imple-
mentation under the UNIX operating system, For
the sake of brevity, I will resist discussion of that
point, instead focusing on the architecture itself.
An important factor in this architecture is its
“authenticity,” as Woody calls it. In most cases,
Woody holds authentic behavior in higher
esteem than precise, rigid behavior. Another
important element arose from Woody's repeat-
edly referring throughout our discussions to
“protagonists” that would interact with the envi-
ronment. In an effort to preserve fidelity to the
artist's concept down to the architectural level, I
proposed "“Actor" architecture,

In essence, an Actor is a stand-alone, real-time
software program that takes “cues” from the real-
world and delivers them as commands to real-
world devices, according to its programming. The
goal of Actor architecture is to provide a means in
the software that, like a character in a drama, will
perform a single, predictable role. Once activated
by the stimulating device, the Actor communi-
cates a specific response that results in a specific
behavior. The heritage from Intercom is evident,
but with a twist: the Actor is stimulated from
whatever device—Steina's violin, for example—
through a MIDI (Musical Instrument Digital Inter-
face) input. The Actor has specific, programmed
instructions—its script, if you will, stored in a text
file—that communicates a response-message in
the native language of whatever device is being
controlled, such as a laser disk player or pneu-
matic cylinders. A certain configuration of Steina's
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hand and bow on her power violin, for example,
will cause The Maiden to move in a certain way.

It is important to realize that Actors do not
function alone. An Actor can also communicate
1ts response as a stimulus to another Actor or to
a whole series of Actors. When Steina plays the
violin, a group of loosely related Actors cause
The Maiden to exhibit behavior according to the
ensemble of Actors. While the final outcome or
final position of The Maiden may be precisely
defined, no two collective movements are the
same since each gesture is driven by an individ-
ual Actor. This singleness or individuality is a key
feature of Actor architecture. While each Actor in
the system functions in a discrete, predictable,
and understandable manner, the ensemble of all
Actors, acting in concert or opposition, exhibits
an “"organic,” high-level behavior.

I particularly enjoy the “biological analog”
invoked by Actor architecture. A network of
loosely related, atomic processing units cooper-
ating to bring about a high level-behavior, is
very close to the structure of simple biological
systems. The use of this “connectionist” model
as part of the art’'s implementation is one of
many unique features of the Vasulka systems,
which are, in fact, authentic down to the
lowest software level.

An additional key feature of the system's
architecture is the establishment of a common
language to represent input-events or stimuli, In

this case, MIDI was chosen as that language.
Distinct from Intercom architecture, all devices in
Actor architecture speak this one MIDI language,
and, by necessity, all Actors listen in this same
language. Actors, however, speak in the native
language or protocol of the particular device being
commanded. In some cases, this may be MIDI; in
others, it may be ASCII commands over a serial
port. In this manner, each Actor accomplishes, as
part of its low-level functionality, the necessary
translations. Choosing MIDI as the common lan-
guage was in part motivated by the fact that the
artist, and others like him, intuitively understands
mapping complex, real-world phenomena with
musical scoring. Choosing a language that the
artist naturally thinks in and abstracts in is vital to
the artist’s understanding the system and to his
being able to craft its behavior.

As part of the overall system, we have also
defined an Actor Workbench, which is a visual
means of creating or writing the Actors. Writing
these Actors amounts to visually preparing the
text file that defines their behavior. The Work-
bench will allow Woody to change or modify
Actors' scripts whenever and however he wants.
As director, he will be able to command the Actor
or Actors in his space. Q
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Exhibition Checklist

Table 1: Translocations 1996

Interactive computer-driven opto/electro/mechanical construction:
illuminated plotting table, computer, video camera, stepper motors,
dynamic projection/screen positioners, rail system, interactive with
visitors through environmental sensors.

This work is operated with software by Russ Gritzo and was produced
with the assistance of Bruce Hamilton.

Table 2: Automata 1990

Internally interactive video/computer/sound construction: tubular frame,

5 targets, computer, videodisk, videodisk player, video projector, projection
screen, video camera, robotic camera head, speech box, audio sampler,
video mixer, 6 audio speakers, lighting grid.

This work incorporates the Lightning, a musical instrument designed by
Don Buchla and is operated with software by Russ Gritzo.

Table 3: Friendly Fire 1994

Interactive computer-driven opto/electro/mechanical construction:
aluminum table, 5 screens, computer, videodisk, videodisk player, video
projector, slide projector, pneumatic conirol system, optical beam—splitber.
2 custom lights, midi box, audio sampler, drum module, stereo amplifier,
2 audio speakers.

This work is operated with software by Russ Gritzo and was produced
with the assistance of Bruce Hamilton. Flame contribution by Tom Joyce,

Table 4: Stealth 1998

Interactive computer-driven opto/electro/mechanical construction: wafer
manipulator sub-assembly, computer, stepper motors, lasers, LCD video
panels, video cameras, video projectors, audio sampler, audio processor,
midi mixer, motion sensors, ultrasonic transducers, 2 speakers and
sub-woofer.

Table 4 was conceived and created in collaboration by the following
artists:

Woody Vasulka ......... Concept
Aaron Davidson ,....... Design, research, and realization
Thomas Ashcraft ....... Triptych Theater design and execution

Table 5: Scribe 1998

Interactive computer-driven opto/electro/mechanical construction:
pneumatically driven arm, modified industrial table (production purpose
unknown), mechanically operated book, video camera, optical character
recognition software, plotting table, videodisk, videodisk player, UV
plotting pen, photoluminescent screen, sound, projector, lights, book.

This work is operated with software by Russ Gritzo and was produced
with the assistance of Bruce Hamilton, and Roderick Peyketewa. Text by
Ronald Christ, and video by F.M. Einheit and Tom Joyce.

Table 6: The Maiden 1998

Interactive computer-driven opto/electro/mechanical construction: medical
diagnostic table, modified from mechanical to pneumatic animation, projec-
tor, pneumatically operated fans, videodisks, videodisk players, sound.

This work was designed as a performance instrument for Steina Vasulka,
and can be animated by MIDI instrument control,

The Maiden is operated with software by Russ Gritzo and was produced
with the assistance of Bruce Hamilton, Susan Hamilton, Jamie Hamilton,
Roderick Peyketewa, and Van Baer. Special video tools were produced by
Tom Demeyer and Rutt/Etra.

The Maiden text written by Sumner Carnahan. Sound design, video, and
MIDI violin animation: Steina Vasulka. Narration: Gene Youngblood.
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Exhibition History: The Brotherhood

Premiere Exhibitions

Table 1: Translocations 1996

Commissioned by Robert Riley for Steina and Woody Vasulka: Machine
Media Exhibition at San Francisco Museum of Modern Art, San Francisco,
California, February 1996.

Table 2: Automata 1990

Commissioned by Joan La Barbara for Events in the Elsewhere Perfor-
mance and Exhibition at the Center for Contemporary Arts, Santa Fe,
New Mexico, August 1990.

Table 3: Friendly Fire 1994
Commissgioned by Peter Weibel for Ars Electronica Festival, Linz, Austria,
June 1994.

Table 4: Stealth 1998

Commissioned by the NTT InterCommunication Center for Woody Vasulka:
The Brotherhood Exhibition at the NTT InterCommunication Center,
Tokyo, Japan, July 1998.

Table 5: Scribe 1998

Commissioned by the NTT InterCommunication Center for Woody Vasulka:
The Brotherhood Exhibition at the NTT InterCommunication Center,
Tokyo, Japan, July 1998.

Table 6: The Maiden 1998

Commissioned by the NTT InterCommunication Center for Woody Vasulka:
The Brotherhood Exhibition at the NTT InterCommunication Center,
Tokyo, Japan, July 1998,

Other Exhibitions

Table 1: Translocations 1996
Steina and Woody Vasulka: Machine Media, Museum of Fine Arts,
Santa Fe, New Mexico, USA, Oct 1996-Feb 1997,

Table 2: Automata 1990

Ars Electronica, Linz, Austria 1990.

L'Immagine Electronica, Centro Videoarte, Palazzo dei Diamanti, Ferrara,
Italy 1980,

Artifices 2, St. Denis, Paris, France 1992,

Invex Exposition, Brno, Czech Republic, 1993,

Manes Gallery, Prague, Czech Republic 1994,

Manifestation for Unstable Media, V2 Organisation, Rotterdam,
Holland 1994.

Kunst-und Ausstellungshalle der Bundesrepublik Deutschland,
Bonn, Germany 1994,

Steina and Woody Vasulka: Machine Media, San Francisco Museum of
Modern Art, San Francisco, California, USA, February-March 1996.

Steina and Woody Vasulka: Machine Media, Museum of Fine Arts,
Santa Fe, New Mexico, USA, Oct 1996-Feb 1997,

Table 3: Friendly Fire 1994

Kunst-und Ausstellungshalle der Bundesrepublik Deutschland,
Bonn, Germany 1994,

Invex Exposition, Brno, Czech Republic 1994,

Manifestation for Unstable Media, V2 Organisation, Rotterdam,
Holland, 1994,

Los Angeles Contemporary Exhibitions (LACE), Los Angeles,
California, USA, 1994,

Fukui International Video Festival, Fukui, Japan, August 1995.

Steina and Woody Vasulka: Machine Media, San Francisce Museum of
Modern Art, San Francisco, California, USA, February-March 1996.

Steina and Woody Vasulka: Machine Media, Museum of Fine Arts,
Santa Fe, New Mexico, USA, Oct 1996-Feb 1997,

Wood Street Gallery, Pittsburgh, Pennsylvania, USA, 1997,
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Woody Vasulka was born Bohuslav Petr Vasulka in
Brno, Czechoslovakia in 1937. After graduating from a tech-
nical school, he was placed in a nearby factory. Dissatisfied
with his lot, he applied to the Academy of Performing Arts
in Prague to study film. Several documentary films later, he
graduated and moved to New York in 1965 with his wife
Steina. For a few years Woody free-lanced as an editor for
various large-format, multi-screen projects. Encountering
the half-inch video “portapack” in 1969, he quit film to
dedicate himself to working with electronic media.

Collaborating with Steina and Andres Mannik in 1971,
he founded The Kitchen, an electronic media theater in
NYC. The same year, under Electronic Art Intermix’s
umbrella, he formed with Steina and Eric Siegel the group
Perceptiqn. After some pioneering work in video, he moved
to Buff$ 1973 to become a professor at the Center for
Media Study. In 1976 he bought a DEC LSI-11 computer,
which inspired him and Jeffrey Schier to build a rare and
ge Articulator. He
ed to New

original imaging device, The Digit

left his teaching position in 19
Mexico where he continyes his ion into what he
calls the New Epistemi*

visiting professor at the Faculty of

ace. Since 1993, he has been a
Polytechnic

lic.

in 1992, the
Vasulkas curated Eigenwelt der Apparate Welt: Pioneers of

+ Electronge Art, an exhibition of earl ic art tools for
Ars Eleinica (Linz, Austria) alon eodisk,

interactive catalogue. With Steina, Woody has been an

artist in residence at the National Ce r Experiments
in Television (NCET), at KQED in Sa, 0, and at
WNET/Thirteen in New York. He ha funding

Institute in his home town, Brno, Cz

Under a commission from Peter W

has participated in major video festivals world-
wide, lectured, published articles, composed music. He
has also made numerous video tapes, including two major
works, The Commission and Art of Memory, produced after
he moved to Santa Fe. In the nineties he built three large-
scale installations, Theater of Hybrid Automata, Tabie III,
and Table I from his machine cycle The Brotherhood.
Currently, he is working to complete his Brotherhood series
with a commission of constructing three additional tables
for the NTT InterCommunication Center in Tokyo.
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