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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

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



