Woody Vasulka: dialog s démony nastroju

0 PREDMLUVA (MIMO RAMEC)

»1akze si myslim, ze tim, co byvalo zdrojem poetického materialu v minulosti, jsou nyni

technologické systémy. Jsou stale vic a vic osidlovany démony a chovaji se vic a vic jako lidé, a

vvvvvv

bude v nich mozné nalézt vice mystérie a vic pfibéh budouci imaginace. To pfedvidala science

fiction, a pokud tomu uvéfime, ziskdvame opét poeticky systém v celé jeho nadhere.” (WV)'
,Nejsme tu proto, Ze vytvaiime stroje. Jsme tu proto, Ze stroje nas potrebuji k Zivotu.“ (WV)?

Woody a Steina Vasulkovi jsou znami svou vasni k nastrojim, které nejenze vypocitavaji v
pfehledech vlastnich dél, ale také s nimi doslova sdili svij Zivotni prostor. Proménujici se
povaha nastrojli urCuje charakter dialogu s nimi a jejich struktura je spjata s podobou ¢i
,Stylem*“ vznikajici tvorby. Pravé popis dialogu umélcu s vlastnimi nastroji je hlavnim
tématem této prace, ktera zkouma, jak se vytvari vztah mezi umélcem a nastrojem, jakym
zpusobem nastroj tvaruje vznikajici dilo a jakou povahu ziskava spoluprace mezi umélci
vyuzivajicimi nové technologie a jejich spolupracovniky. Snazi se také popsat
vasulkovskou (sebe)dokumentaci tohoto dialogu, tvofici neoddélitelnou soucast dila.
Steina, vlastnim jménem Steinnum Briem Bjarnadottir, ktera se narodila v Rejkjaviku roku
1940, vystudovala housle a hudebni teorii a v Brné narozeny Bohuslav VaSulka alias
Woody Vasulka (ro¢nik 1937) je absolventem katedry dokumentarniho filmu na prazské
FAMU. Po spole¢né emigraci do Spojenych statt roku 1965 je touha prozkoumavat
oblasti, které lezi mimo definované umélecké obory, podnitila k opusténi ,kariér® v oblasti
koncertni hudby a filmového dokumentu a stfihu a ke vstupu do svéta videa. Patfi mezi
klicové tvlrce, ktefi institucionalné i kriticky tvarovali oblast uméni, nazvanou pozdéji
videoart, kterou ovSem daleko prekracuji. Nastroji Steiny a Woodyho jsou nebo byly
filmova a video kamera, housle, pfipadné ,digitalni housle®, oscilatory, syntezatory,
kolorizéry, pfrepinace, pohyblivé stativy, zrcadlové koule, sestavy televiznich monitord,

zpétna vazba videa, fadkovaci procesor, artikulator digitalniho obrazu, soucastky

' Z prednasky, kterou Woody prednesl v NTT InterCommunication Center v Tokiu 13. zafi 1998. Preti§téno

In: Woody Vasulka a Peter Weibel (eds.), Buffalo Heads: Media Study, Media Practice, Media Pioneers,
1973-1990. The MIT Press, 2008, s. 397.

Pamatnou vétu pronesl Woody na zaCatku dokumentu Binary Lives (Peter Kirby, 1997, 43 min.).V
puvodni verzi zni: ,We are here not because we create the machines. We are here because the

machines need us to live.”
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vale€nych stroju €i softwarovy nastroj Image/ine. Mnoho z nich sami, €i ve spolupraci s
dalSimi, vynalezli, sestrojili nebo upravili. Od Sedesatych let stihli obsahnout mnozstvi
oblasti a technik prace s videem: od dokumentl newyorské umélecké scény presli brzy k
experimentlim s prvnimi nastroji pro manipulaci s video obrazem, oscilatory a syntezatory,
a zacali zkoumat vztah obrazu a zvuku. Jejich experimentovani ziskava podobu zivych
audiovizualnich predstaveni, multimonitorovych instalaci a jen nékdy ma vystup podobu
videopasky. V druhé pulce sedmdesatych let pfechazeji od analogového k digitalnimu
vicekanalové audiovizualni sestavy s mnozstvim monitort, rozmisténych v prostoru, a
performance s ,digitalnimi houslemi“, Woody po dvoijici narativnich video cyklt, The
Commission a Art of Memory, zaCina sérii instalaci The Brotherhood, kombinujici robotiku
a 3D modely v prostoru. V dile Vasulkovych je nicméné mozné sledovat urcita dominujici
témata: zejména se jedna o testovani podomacku vytvarenych nastrojl, rozvijeni
realnéCasové audiovizualni syntézy a sebereflexivni zkoumani vlastniho vztahu ke
,strojovému vidéni“. V jednom ze svych prvnich katalogu roz€lefiuji Vasulkovi vliastni
tvorbu do nékolika skupin, které dobfe vystihuji rané, ale i pozdé&jsi zaméreni a tématické
okruhy, které se vinou jejich dilem a v rlizné intenzité jsou neustale pfitomné: rané
dokumenty, ¢as/cesta, zvuk/obraz, digitalni jazyk, prostor/krajina a pamét/vypravéni.

V8emi témito tématy se také zabyva nasleduijici prace. *

Se Steinou a Woodym jsem se seznamila myslim roku 2004 pfi jedné z jejich prazskych
navstév. Od té doby jsem je pravidelné, i kdyz neplanované, potkavala pfi riznych
prilezitostech a pozdéji jsem zacala spolupracovat na projektech, pokracujicich v
prezentovani jejich dila v ¢eském kontextu (retrospektivnim promitani videi v prazském
kiné Aero; menSi vystave, dokumentujici historii newyorského divadla The Kitchen,
usporadané v ramci festivalu ENTERmultimediale v pamatniku Vitkov; editovani
specialniho €isla ¢asopisu lluminace s doprovodnym DVD Virtualni houbafeni vénovanym

zejména Woodyho tvorbé*). V Iété roku 2005 jsem stravila mésic v Karlsruhe, v centru

3V pravdépodobné nepublikovanych poznamkach ke katalogu, nazvanych The Vasulkas, v sekci program
notes, v originale témata zni Early Documentary, Time/Journey, Sound/Image, Digital Language,
Space/Landscape a Memory/Narrative. Strojopis. Tento a dal$i dokumenty oznadené ,Vasulka Archive
Online* pochazeji z vasulkovskych webovych stranek [online]: hitp://vasulka.org/ [cit. 2009-18-09].

*  Promitani se uskutecnilo v prlibé&hu dvou vecera v kvétnu 2004, vystava probé&hla v kvétnu 2005 v ramci
festivalu ENTERmultimediale 2. Vasulkovské &islo ¢asopisu lluminace vydal Narodni filmovy archiv roku
2006 (lluminace 2/2006). Pfedstavené bylo na Fundamentalistickém vecirku 11.11. 2006 v klubu NoD.
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ZKM (Zentrum fur Kunst und Medientechnologie), kde jsem Woodymu pomahala v
pocate¢ni fazi pfipravy vystavy, pozdéji nazvané MindFrames, s vybé&rem a Upravami jeho
vlastnich textu pro katalog. Woody tehdy sedival v kancelafi od rana do pozdnich no¢nich
hodin a prestavky v praci vyplfioval vafenim kavy a obc¢as také velkych kust masa v tamni
kuchyrice; mluvil se mnou anglicky a snazil se mi udélovat rady do zivota ve Spojenych
Statech, kam jsem pak v srpnu odjela na ro¢ni staz, studovat tam historie raného
videoartu.

Do Santa Fe, kde Vasulkovi od pfelomu let 1979/80 Ziji, jsem poprvé pfijela na zacatku
listopadu 2005. Dorazila jsem vlakem z Chicaga, mista mého vyzkumného pobytu, po
zhruba dvaceti osmi hodinach cesty, stravenych z velké ¢asti ve vyhlidkovém kupé
~Jihozapadniho $éfa“, pozorovanim krajiny Colorada a Nového Mexika. Vasulkovské
adobe, jak se nazyvaji domky postavené z nepalenych cihel ve stylu typickém pro Nové
Mexiko, v sobé soustfeduje riznorody material — od soucastek, ziskanych v riznych
bazarech v okoli Los Alamos, mista vzniku atomové bomby jen desitky mil vzdaleném od
Santa Fe, pfes kusy instalaci az po sbirku videokazet ve sklepé. V hlavni hale na stativu
rotovala specialné upravena kamera, soucast instalace The Brotherhood, mapujici okoli;
obraz z ni byl pfenasen na dva z Sesti monitoru vedle stojici sestavy televizorl. Vasulkovi
upravovali pfistroj pro nadchazejici vystavu MindFrames v Karlsruhe, testovali pfenos takée
z domu spolupracovnika Bruce Hamiltona, ktery tak mél mozZnost ze vzdalenosti sledovat
déni ve vnitfku adobe. PFfitomnost zaznamovych systému pusobila pfirozené a také mé
Woody dovolil projit celym domem s videokamerou v ruce. V koupelné jsem nad hlinénym
sprchovym koutem ve tvaru vaginy objevila andélska kfidla z videa Art of Memory a o ngj
opfené hlinéné postavy, ,herce“ z The Commission, stfezici tento nejintimnéjsi prostor.
Woody pozdéji uvafil jednu ze svych polévek, coz Cinil také dalSi dny. Steina celé dny
pracovala a objevila se vzdycky v kuchyni, pouze aby snédla Woodym pfipraveny obéd.
DalSi den jsem se seznamila s osobni druzinou Vasulkovych, skupinkou chlapct,
absolventl College of Santa Fe, ktefi v domé provadéli rizné prace, od sekani travy a
prenaseni krabic s pfistroji, az po archivni ¢innost; pracovnikim v domé Vasulkovych jsou
kromé polévky servirované také porce svérazné a podobné vyzivné Zivotni filozofie,
podavané ob&as ponékud zaSifrovanou formou. Woody tvrdi, ze v Santa Fe vlastné
neobyvaji dum, nybrz ,pfibytek” v heideggerovském smyslu mista k prodlévani, uréeném k

premysleni o vztazich mezi prostfedim, jednotlivcem a spole¢nosti.
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Podruhé jsem se do santafeské vesnice Agua Fria podivala az v ¢ervenci 2008 a shledala
jsem, Ze kromé toho, Zze €ast z krabic ze dvora zmizela (pfistroje a dalSi véci, pfipravené
pro vystavu), jinak je vSe podobné. Potkala jsem své staré znamé, teoretika
experimentalniho filmu a videa Jareta, ktery pomaha s archivovanim pfistrojl, umisténych
v improvizovaném archivu v nakladaku na dvofe, byvalého studenta Nicka, jenz se
povazuje za zaka a chranénce Vasulkovych a indianského mechanika Rodericka, ktery
dlouhodobé spolupracuje na cyklu The Brotherhood, a ktery se obCas zastavil, aby si chvili
pohral s Pisarfem, jednim ze ,StolU“ instalace. Woody v kuchyni pfijimal hosty a debatoval
s nimi 0 umeéni a politice. Steina celé dny pracovala u pocitaCe v zadni ¢asti domu; méla
za sebou svou uspéSnou retrospektivni vystavu, ktera na jafe 2008 probéhla v
santafeském centru SITE. PokraCovala jsem v prohlizeni sbirky videi, postupné pfevadéné
na format MiniDV, ktera sestava z velké Casti z dar( kolegl a pratel Vasulkovych,
shromazdovanych jiz od Sedesatych let. Pofidila jsem nékolik hodin audio zaznamu
rozhovord s Woodym, v nichz hovofil mimo jiné o vlastnich zdédénych inklinacich k
archivni Cinnosti. Znovu jsem se také setkala s Genem Youngbloodem, autorem
legendarni prvni knihy o videoartu Expanded Cinema (1970), ktery se do Santa Fe
prestéhoval také kvuli Vasulkovym. Nedavno skoncil s pfednasenim na College a pracuje
ve svém domé na strani nad méstem na nékolika projektech najednou. Sepisuje paméti,
prozatim nazvané The Autobiography of the Image (Autobiografie obrazu), edituje sbirku
vlastnich textl, publikovanych v Los Angeles Free Press a pfipravuje knihu o Kitu
Gallowayovi a Sherrie Rabinowicz, zakladatelich Electronic Cafe International a
pfedchudcich internetového uméni. Na Woodyho popud jsem navstivila Black Hole,
prosluly bazar s vyfazenou vale¢nou technologii v Los Alamos. Majitel ,erné diry” Ed je
mistni legendou; mechanik, sbératel a protivaleCny aktivista, jehoz bazar je vstkutku
neobyCejné misto: dvoru dominuje ohromna slunecnice a portiznu rozmisténa protivalecna
hesla, vnitfni halu vyplfuji dlouhé fady polic s kabely, kusy radii, televizorti a pocitacu a
dalsich, pro mé neidentifikovatelnych, pfistroju. Casto se jedna o vojensky odpad, ekajici

tu na své znovuoziveni sbérateli-umélci.

Mym studijnim materialem nebyla pouze vytvofena dila, publikované ¢i nepublikované
texty a rozhovory se spolupracovniky Steiny a Woodyho, nybrz také dalSi objekty a

udalosti, zdanlivé nesouvisejici ,nalezy“: psané i vyslovené ,poznamky na okraji“,
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sledovani ,otiski“ vasulkovské ,Zivotni filozofie“ na lidech z jejich okoli i Woodyho vareni
polévky. Snazila jsem se nalézat oblasti mozného a potlaceného. Dilo a Zivot Vasulkovych
k tomuto zpldsobu zkoumani vybizi, sami svij Zivot a dilo neustale analyzuji a vSemozné
podporuji vznik specifické vasulkovské mytologie. Soucasti vasulkovské strategie je
neustalé testovani lidi, vyskytujicich se v jejich okoli. ,A jak se tak na tebe divam, ty jsi
také postavou v mém divadle...”, pronesl v jednu chvili Woody, €¢imz mé pfimél k
zamysleni nad tim, do jaké miry vpisuji samu sebe do této prace. Postava Woodyho
theatrum vitae zaroven piSe svoji autobiografii a snazi se odhalit, jak zkoumané dilo
ovliviiuje tento ,divadelni“ zplsob vnimani okolniho svéta. Ma interpretace dila
Vasulkovych, a zejména Woodyho, kterému se, s védomim neoddélitelnosti od toho
Steinina, prevazné vénuje, je ovlivnéna soucasnymi antropologickymi pfistupy?®,
zdUraznujicimi terénni vyzkum, nutnost reflexe osobnich motivaci a nevyhnutelnou
fragmentarnost; prace je pfiznané osobni a neuplna. Ostatné, souhlasim s Paulem
Valérym, lidé sva dila nedokonduji, nybrZz opoustéji.°® Snad jsem si pro opusténi prace
vybrala spravny okamzik.

Prace na disertaci trvala zhruba pét let, samotné psani potom zejména posledni tfi roky.
Béhem této doby se jeji podoba promérovala komplexnim zplusobem, protoZze zména
jedné kapitoly si vyzadala obvykle zmény i v téch dalSich. Text ziskal vic monograficky
charakter, nez jsem na zacCatku pfedpokladala. Je to tim, Ze dilo Vasulkovych se da
roz€lenit na jednotlivé, charakterem odli§né, etapy. Samoziejmé, Ze se nabizely i jiné
zpusoby ¢lenéni, tematické — kupfikladu sledovani témat jako pamét, krajina, cesta, a
jejich promény; proménujici se vztah audio-vizualni slozky; cyklicnost probihajicich
procesu Ci rizné aspekty sebedokumentace. Chtéla jsem se v3ak vyhnout veskerym
apriornim fazenim, proto jsem se snazila vzdy vychazet z konkrétnich dél, nastroji a
témat, kterymi v ten €i onen okamzik Vasulkovi zaobirali. A pfedevSim nastroj — dialog s
nastrojem, coz je v pripadé Woodyho témér magické zaklinadlo — se stal zakladem, okolo
néhoz jsem se snazila neustale krouzit. Kazda kapitola (¢i podkapitola) si vyzadala trochu
odlisny zplsob zpracovani, také proto, ze jednotliva obdobi byla samotnymi protagonisty

vhnimana, reflektovana a archivovana odliSnym zpUsobem.

® Napt. rozhovor Tobiase Reese s Paulem Rabinowem a Georgem E. Marcusem o soucasnych
antropologickych metodach, In: Tobias Rees, Designs for an Anthropology of The Contemporary. Duke
University Press, 2008.

¢ Vyrok Paula Valéryho cituje v knize Local Knowledge antropolog Clifford Geertz. In: Clifford Geertz,
Local Knowledge: Further Essays in Interpretive Anthropology. Basic Books, 1985, s. 6.
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1 UVOD: DIALOG S NASTROJEM

1.1 Poetika kédu

Woodymu se zasvéceni do technologie dostalo jiz v rodném Brné a jednou z
vasulkovskych mytologii jsou vzpominky na ranou sbératelskou zkuSenost pfi détskych
potulkach po brnénském vojenském letisti, kde se udajné zrodil Woody jako budouci
sbératel strojovych soucastek a koda. V dobé po druhé svétové valce byly stroje vnimané
jako a priori podezielé artefakty, lakajici k dekonstrukci. Video dokument 42 Miles from Big
Brother’ obsahuje unikatni zabéry Vasulkovych a dalSich spfiznénych sbéracli na skladce
v Los Alamos. Woody pfitom v komentafi hovofi o tom, Ze se na skladce téméf narodil,
jelikoz Evropa po 2. svétové valce byla jedna velka skladka a na brnénském letisti bylo
mozné najit cokoliv, prsty, zbrané i munici. Tam se rozvinula jeho sbéraCska vasen; Woody
povazuje nalézani kusu stroju za do jisté miry nevédomy proces, ktery pfedpoklada
vzajemnou pfitaZlivost hledaCe a technologie, podobné jako je tomu v pfipadé dalsi
Woodyho zaliby, houbareni. Zatimco sbirani hub, tato typicka stfedo- a vychodoevropska
zélezitost, souvisi s instinktem preziti v pfirodé®, sbér technologie a jejich podloznich kodu
je znalost nutna k preziti v dnesni medialni ,spolecnosti kontroly“, kde kédy rozhoduji o
pfistupu k informaci.® Woody dochézi k tomu, Ze prace s podloZznimi kody by se méla stat

vS§eobecnou kulturni znalosti:

~Schopnost stavét kody by mélo byt femeslo jednotlivce: pracovat s kédy jakozto nejdalezitéjsi kol

Zivota.”"®

V prabéhu svych studii v Brné a Praze se Woody zajimal mimo jiné také o poezii, na niz
ho zaujaly zejména jeji transformacni moznosti. Pro jeho pozdéjSi tvorbu bylo dulezité
zejména setkani s dilem F. T. Marinettiho, jednoho z inspiratort tzv. zvukové poezie, ktery
se pokousel vynalézt novou techniku kompozice vyuzivanim zvukovych vlastnosti slov.

Marinettiho snahu vzkfisit zakladni poetické jednotky jazyka lze pfirovnat k Woodyho

" Peter Rubin, 1987, 35 min.

8 Tamtéz.

® Gilles Deleuze, Postscript on the Societies of Control. October. (Winter) 1992, 59, s. 3-7.

0 Z rozhovoru Woodyho s Charlesem Hagenem. In: Charles Hagen, A Syntax of Binary Images: An
Interview with Woody Vasulka. Afterimage. (Summer) 1978, Vol. 6, Nos. 1 & 2, s. 20.
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neduvére k jazyku filmu a touze objevit ,slovnik” videa, nezavisly na vnéjsi realité." Urcity
didakticky pfistup se pozdéji projevi v nazvech ranych videi Vasulkovych: Vocabulary
(Slovnik), The Matter (Hmota), Evolution (Evoluce) anebo Elements (Elementy). Podobné
jako italsti futuristé, ktefi svymi vyzkumy odhaluji skrytou zvukovou realitu ,osvobozenych
slov®, snazi se videotvurci odhalit alternativni strojovou realitu. Podlozni kéd urCuje
charakter vznikajiciho dila a analogicky vasulkovska poetika pfimo vychazi z pouzivanych
nastroju. Podle modernistické etiky tvarci véfili, ze vychazet ze ,zakladnich parametri*
daného média je zplsob, jak objevit — a zviditelnit — jeho vnitfni zakonitosti. Otazka, do
jaké miry vychazi zobrazeni ze samotného systému, tedy jaky obraz je pro médium
~specificky®, kliCova pro avantgardni uméni, ziskava v oblasti elektronického uméni novy
vyznam. Fluidni elektronicky prostor umoziiuje ,organizovani energie v ¢ase“'?, a pfinasi
nové moznosti strukturovani obrazu, a z toho vychazejici novou estetiku.

Woody se snaZi nalézat oblasti, v nichz dochazi ke kfizeni technologického s estetickym,
coz v jeho pfipadé znamena, ze se snazi smérovat svlj vyzkum tak, aby nastroje zaCaly
odhalovat vlastni ,kulturni charakter”, tedy novou estetiku." Toho je ale mozné dosahnout
pouze v pribéhu prace s nastrojem, i nejlépe v prabéhu jeho vytvareni. Podle
Heideggera Ize ziskat svobodny vztah ktechnice, jen pokud jsme v souladu s jeji
podstatou: tedy porozumime-li nikoliv pouze tomu, ¢im néco je, ale také zpusobu, jakym to
néco sleduje svlj smér. S tim souvisi napfiklad také zkoumani zpusobu zhotovovani a
pouzivani nastroji a ucelll, kterym technika slouzi. Samotna technika na nas klade
pozadavek ,myslet ji“ jinym zplsobem, a pravé proto by se uméni mohlo stat

privilegovanou oblasti odkryvani techniky:

LProtoZe bytnost techniky neni nic technického, musi se bytostné zamysleni nad technikou a
rozhodujici vyrovnani se s technikou udat v oblasti, jez je na jedné strané s bytnosti techniky

pfibuzna a na druhé strané je od ni pfece zasadné odliSna. Takovou oblasti je uméni. OvSem

" Woody se o svém zajmu o poezii a paralelach mezi poetickym principem a elektronickym vytvarenim
zmifiuje na mnoha mistech, napfiklad v rozhovoru z 1.3. 2005, uskuteénéném v ZKM v Karlsruhe.
[online]. [cit. 2009-17-09]. Pristupné na: www.imachination.net/next100/reactive/vasulka/index.htm.

2 Woodyho cituje Johanna Gill, In: Video — State of the Art, text opatieny popiskem PhD. dizertace o
videoartu na Brown University; pro Howarda Klinea, The Rockefeller Foundation?, 1976. In: Vasulka
Archives Online.

3 Citace v origindle zni: ,As an artist, | do not have the power, either to supervise the inherited culture, or
the evolution of the tools; | can only shift a certain contextual meaning and interpretation in this techno-
cultural environment. | can navigate the machine, till it starts assuming its own cultural character, unique
and unrivaled.“ Z nepublikovaného, nedatovaného textu The Custodian of the Process. In: Vasulka
Archive Online.
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pouze tehdy, kdyZ se umélecké zamysleni neuzavira konstelaci oné pravdy, na kterou se

tazeme.“"

1.2 Vykloubeni z ramce

Video mnoho tvurcu lakalo pravé tim, ze se jednalo o nové, dosud neprozkoumané
meédium, umoznujici vétsi svobodu co se tyCe vytvareni a zpracovani obrazu, dostupnosti
technologie, ale i celkoveého kontextu vzniku, prezentace a distribuce. Woody tvrdi, ze
pouze prace s videem v ném pozdéji evokovala tak intenzivni pocity, jaké zakouSel pfi
détském rozebirani pozlstatkl valeénych strojli.'® Strojova realita byla vnimana jako
svobodné, utopické teritorium, které je dosud nedefinované, takZze zde potencialné muze
vzniknout nova estetika. Tvorbu Vasulkovych Ize vnimat jako putovani prostorem média s
cilem odkryvat jeho potencial. Jednim z hlavnich cilt dila i teoretického promysleni té
doby se stala odliSnost mezi flmem a video analogovym, a pozdéji digitalnim,
,ramovanim.“ Umélci se snaZili objevit, jakym zpusobem dochazi k vymezovani pole
viditelnosti v riznych médiich, a jaké percepcni konsekvence to pfinasi. Neexistence
stabilniho ramce je tim, co odliSuje film od elektronického obrazu: zde je ramec (obraz Ci
policko) flexibilni a proménlivou entitou. K odhalovanim ,ramce” videa dochazi ve stavu
,vykloubeni z ramce* (frame), tedy ,out of sync* (mimo synchronizaci)'®. Podle Ervinga
Goffmana je ramec interpretacni schéma, o néz se opirame pfi naSem posuzovani
udalosti: aby nam okolni déni davalo smysl, neustale si na né promitame interpretacni
ramce." Samotny ramec se projevi pouze tehdy, kdyZ nas néco donuti nahradit jeden
,Zpusob ramovani“ jinym. Podobné se ramec ve video zobrazeni objevi, az kdyZ dojde k
nepredvidatelné udalosti, k chybé. (Zamérné navozované) chyby, vychazejici napfiklad z
nestalosti televizniho signalu, ktera zplsobuje tzv. skakani obrazu ¢i pfitomnost vizualniho
,2Sumu®, se stavaji soucasti procesu tvorby. Ramec je pro ,vasulkovskou terminologii®

klicovy termin a jeho vyznam se méni podle technologickych, estetickych i filozofickych

14
15

In: Martin Heidegger, Véda, technika a zamysleni. Oikoymenh, 2004.

Jud Yalkut, Open circuits: the new video abstractionists. Rukopis, rozhovor datovan 1. bfezna 1973, pro
WBAI-FM program ,Artists and critics“, New York. Existuje vicero verzi strojopisu rozhovoru. Pfepis
rozhovoru stejné jako jeho audio verze pfistupné na www.vasulka.org/Kitchen. [cit. 2009-17-09] In:
Vasulka Archives Online, také The Daniel Langlois Foundation, Steina and Woody Vasulka fonds, VAS
B35-C1-2/2.

Synchronizaci coby nutnou podminku existence elektronického obrazu Woody pfirovnava k vodici
perforaci ve filmu.

Erving Goffman, Frame Analysis. An Essay on the Organization of Experience. Peregrine Books, 1975.
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kontextd, jimiz volné prochazi.'® V8echna média pohyblivého obrazu jsou zaloZena na
sramcich®, pfiemz v kazdém médiu dochazi k ,umistovani do ramce®, tedy k vymezovani
pole viditelnosti, odliSnym zpusobem.' Ve videu je obraz/ramec konstruovan v pribéhu
fadkovani pomoci ¢asovacich impulzu (synchronizace), predepisujicich pozici fadku.
Zpusob (ne)existence stabilniho ramce je tim, co tvofi odliSnost videa od filmu a fotografie,
kde se ramec ,ukazuje” odliSnym zpusobem: v pfipadé elektronického obrazu je ramec (ve

vyznamu obrazu &i poli¢ka) flexibilni a proménlivou entitou.®

1.3 Partnerstvi se stroji

,Nase dilo je dialogem mezi nastrojem a obrazem, takze my si nevytvaiime pfedem predstavu
obrazu, netvofime si oddélené jeho védomy model a nesnazime se mu pak vyhovét, jako to délaji
jini. My spi$ vytvofime nastroj a vedeme s nim dialog, a tim se fadime do rodiny lidi, ktefi objevuiji
obrazy coby nalézané objekty. Je to vSak komplexng&jsi, nebot nékdy ty nastroje navrhujeme, takze

zaroven provadime konceptualni ¢innost.“ (VW)

Touha vyjit ,mimo ramec” je od poc€atku také touhou zbavit se nadvlady lidského oka a
dosahnout alternativniho (feknéme ,ne-kameroveho” i ,ne-lidského®) uhlu pohledu.
,Strojové vidéni“ (machine vision) znamena moznost vidét véci ,jinak" a nabizi odliSny

pristup k obrazu odkryvanim novych vztahl mezi nasimi zazitymi percep&nimi modely a

8 Zatimco si Woody v angliétiné vystaci s jednim terminem (frame), v ¢eétiné se da podle souvislosti
prekladat rizné, zejména jako snimek (v televizi); poli¢ko (ve filmu) ; ale také ram (v malifstvi); anebo
obraz.

' Woody v eseji Frame piSe: ,Umisténi ramce se dosahuje v kazdém médiu odlisné. Ve filmu umistuji

fyzické ,vodici perforace” film horizontalné, zatimco filmova draha (gate) umistuje pfedni hranu

vertikalné. Ve videu je obraz/ramec konstruovan z ¢asovacich impulst pfedepisujicich pozici fadkd a osu
ramce. Casovaci impulsy jsou do videosignalu zakédované tak, aby napodobovaly ,vodici perforace*

filmu a kazdy nasledny snimek umistily pfesné na misto pfedeslého. VeSkera pohybliva média spocivaji v

ramcich, podle pavodniho a dosud nenapadnutého konceptu percepéniho procesu, jenz ma plvod ve

filmovém jazyce. Pouze zména v obsahu samotného ramce je subjektem fenomenologického vyvoje.*

Konstrukce videového obrazu je tedy napodobou té filmové a zaroven se od ni povahou svého ramce

radikalné odliSuje. Nedatované, nepublikované. In: Vasulka Archives.

Elektronicky signal ma dvé zakladni ¢asti: sekci obsahujici obrazovou informaci a sekci obsahujici

synchronizacéni informaci. Aby doslo k vytvoreni ¢itelného obrazu, musi fadkovani nastroje generujiciho

obraz &i signal (napfiklad kamery) a nastroje, ktery obraz &i signal pfehrava (nap¥. monitoru) probihat v

synchronizaci. Horizontalni synchronizace udrzuje soudrznost horizontalnich fadkad, ur€uje, kde kazdy

fadek zacina a konci (bez ni se obraz rozlozi do diagonal), vertikalni synchronizace urcuje, kde zacina a

kon¢i kazdé policko (bez ni obraz tzv. roluje). K zaznamu na magneticky nosi¢ tedy dochazi v pribéhu

elektronického snimani, pficemz kazdy snimek se vykresluje ,na dvé doby“, nejprve ,liché“, potom ,sudé*
fadky. Elektronicky obraz se tak sklada z ,pulobrazk(“ i ,pulsnimkud*.

21 Johanna Gill, c. d. (viz. pozn. 12); stejnou citaci uvadi John Minkowsky, In: Some Notes on Vasulka
Video, 1973-1974. Text programovych poznamek, napsany pro putovni vystavu videopasek roku 1978,
byl v eském prekladu otistén v €asopise lluminace (2/2006), s. 31.
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objekty okolo nas. Dulezity je napfiklad koncept ,vSevidéni“, rozvijeny od 70. let. Woody a
Steina zjistili, ze pomoci dvou kamer namifenych z opa¢nych stran na sklenénou zrcadlici
kouli, puvodné soucast zahradni dekorace, kterou objevil jejich student Peer Bode, je
mozné obsahnout cely prostor: zviditelnéni kamerovych obrazi na dvou monitorech
umozni tento ,vSeprostor pozorovat. Celé zafizeni, tvofici instalace Machine Vision a
Allvision, je navic umisténé na rotujicim oto¢ném bfevnu, takZe prostor je mapovany
dynamickym zplsobem.? Woodyho rebélie je namifena primarné proti kamere a jejimu
principu hledacku (a zdlUraznuje tedy generovani ¢i konstruovani obrazu bez pouziti
kamery), Steina se spi$ vymezuje proti lidskému oku (napfiklad tim, Zze preferuje kamery
umisténé na strojové ovladanych pohyblivych stativech): spolecné se tedy snazi popfit
omezujici kinematograficky princip ,kamera-oko“ a nabidnout odliSné organizovani
percepéni zku$enosti.>*Zatimco rané analogové video podporovalo observaéni mody
tvorby (a k pfedvedeni ramce dochazelo jeho vychylenim ze synchronizace), pfichod
digitalniho média tvlirce nasméroval k vice konstruktivnimu pfistupu k vytvareni nezavislé
strojové reality (konstrukce umélého ramce). Woodyho robotické instalace z 90. let (cyklus
Bratrstvi) dovadéji vymknuti se z ramce je$té dale navigaci stroji ve ,vSesmérovém®
prostoru, zbaveném klasickych prostorovych koordinatu. Pristup k tvorbé&, akcentujici
otevienou povahu a nepredvidatelnost prace se strojovou vizualitou, ma ovSem i dalSi
rovinu odrazejici celkovy zivotni pfistup tvlrcl a jejich vlastni transformaci coby
reflektovany pfibéh o kreativnim souZiti se strojem.

Vést dialog s nastrojem znamena, ze neexistuje pfedem dana pfedstava, co ma byt
vytvofeno, nybrz Ze se jedna o proces s nepiredvidatelnym koncem. Soucasti tvorby se
stava pozorovani fungovani (,chovani“) nastroje. Jen tak dochazi k objevovani novych

obrazu, které v sobé pouzivané nastroje ,obsahuiji“:

,MUZe to byt pfehnané, ale my jsme vidéli, ze nastroje vytvareji struktury, které jsme nevynalezli...
Toto zjiSténi bylo mozna nejvyznamnéjsi zkuSenosti tohoto obdobi. Dostalo se nam prapodivného

vzdélani a citili jsme, Ze znalost je tfeba $ifit."?*

2 In: Media Study Lectures. Prepis péti prednasek Woodyho z Buffala z roku 1976, verze 8/13/07.
Upraveny text byl publikovan v katalogu Buffalo Heads, c. d. (viz. pozn. 1) pod nazvem Five Lectures, s.
415,

2 Z video rozhovoru s Rene Coelhem, zakladatele MonteVideo/Time Based Arts (Rene Coelho, About
Video and the Arts, MonteVideo, oct.31, 1985, 27 min.).

2 In: Chris Hill, Interview with Woody Vasulka. Santa Fe, NM, Squealer, 1995, s. 15.
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Steina zmifuje pfimo ,partnerstvi se stroji:*

.Predevsim jsme se vzdy chtéli nechat stroji inspirovat, chtéli jsme dosahnout rovhocenného
partnerstvi, kdy by nam stroje naznacovaly, co mame délat; anebo by nam to ukazaly. Date
kameru na pfistroj a vidite, co déla. Neni to vnucovani vaseho ,nadfazeného” pohledu kamere.
Zvlast v mém piipadé to vedlo k celkovému promysleni toho, co je hegemonie lidského oka a pro¢
pfedvadime vSechno z tohoto uhlu pohledu, a kdo je kameraman, aby zbytku svéta Fikal, co muze

vidét, neudala se celd akce nahodou mimo thel pohledu kamery?*?

Dialog s nastrojem také predpoklada ucast na procesu konstruovani vliastniho vybaveni.
Umélec se tedy musi sam naucit zachazet s technologii a/nebo Uzce spolupracovat s
inZzenyry. Vasulkovi citili spfiznénost s americkou subkulturou navrhari nastroju, ktefi si
udrzeli nezavislost a plsobili mimo komeréni sféru, a které charakterizovalo ,to stejné
bezucelné nutkani vyvijet obrazy ¢i nastroje, které my vSichni pak mozna nazveme
uménim.“?® Tato nezavislost na systému byla kliGova: umélec, vstupujici do dialogu s
nastrojem, si za€ina vytvaret svij vlastni tvarci (a zivotni) prostor. S tim souvisi nikoliv
pouze vy-/pfetvareni vlastnich nastroja, nybrz také fungovani mimo zavedené instituce a
formovani vlastniho divackého a kritického okruhu ¢&i alternativnich distribu¢nich systému.
,ldeologie“ nastroje (tj. zplsob vyroby, distribuce, dostupnost atp.) se stala od Sedesatych
let dulezitym tématem. Tim, co odliSovalo ,umélecké nastroje“ od téch komercnich, byl
vétsinou Sirsi rozsah flexibility, ktery nabizely, finan¢ni dostupnost a moznost volného

Sifeni a dalSiho upravovani. Jak piSe Lucinda Furlong:

» 1Y prvni nastroje jsou podle standard( komeréniho pramyslu velice hrubé. Nicméné tim, co
v8echny sdileji, je takovy pfistup k uspofadani, kdy ma umélec enormni miru flexibility. Na rozdil
od vétSiny komercnich nastroji produkce — kdy zmacknete urcité tlacitko a dosahnete jistého
efektu — byly tyto nastroje navrzeny jakozto interaktivni nastroje, jejichz moznosti bylo mozné skrz

naskrz poznat pouze v pribé&hu uzivani.“*’

Jednotlivé nastroje se liSily mimo jiné mirou flexibility, ovSem fadu funkci sdilely a bylo

% Steina v rozhovoru s Meigh Andrewsem, zafi 2000. [online]. [cit. 2009-21-09]. Pfistupné na: www.meigh-
andrews.com.

% In: Ch. Hagen, c. d. (viz. pozn. 10), s. 20.

2 In: Lucinda Furlong, Notes Toward a History of Image-Processed Video: Steina and Woody Vasulka.
Afterimage 11, 1984, €.5, s.12-17.
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mozné je kombinovat. Pfi konstrukci nastroji hrala roli zpétna vazba: zkusenost s nastroji
ovliviiuje konstrukci dalSich, rozvinutéjSich nastroja, které byly postupné obohacované o
dalSi funkce. Vasulkovi v dialogu s nastrojem zdaraznuji dalezitost osobnich motivaci k

sebevzdélavani a vytvareni autonomniho, nezavislého a sobéstacného tvarciho prostoru.

12
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2 RANE EXPERIMENTY

2.1 Moravsko-Ceské vypravéni

,Bohuslav VaSulka se narodil 20. ledna 1937 v brnénské pfedméstske ¢tvrti Slatina, jako druhé dité
v rodiné kovare. Jeho otec Petr (narozen v roce 1897) pochazel z Nenkovic na Slovacku, kde zila
vétSina jeho pocetné rodiny. Vasulkova matka Florentina (narozena 1899), ktera byla cely Zivot

v domacnosti, pochazela z Nasedlovic, vesnice vzdalené od Nenkovic dva kilometry. Siroka rodina
otce VaSulky byli zemédélci a Zili spiSe usedlym Zivotem, on se vSak vyucil v Nenkovicich u kovare

a zkuSenost sdilena celou jeho generaci jej dovedla v 1. svétové vélce na ruskou frontu.” 2

Takto zaCina své vypravéni o Woodyho moravském mladi Vit JaneCek a pokracuje
historkami ze zivota rodiny VaSulkovych, z nichz velkou €ast tvofi valeCné zkuSenosti
Woodyho otce. Woody se po studiu na pramyslové Skole v Brné, kde mimo jiné pronikl do
zakladll moderni poezie, filmu a zabyval se také hudbou - hral na trubku v jazzové kapele
a publikoval par hudebnich recenzi v brnénském deniku Rovnost - pfihlasil na katedru
reZie na prazskou FAMU, kam ho vzali na druhy pokus, a kam nastoupil az po absolvovani
vojenského vycviku roku 1959%. Mezi jeho spoluzaky byli napfiklad Rudolf Adler, Dusan
Hanak ¢i Elmar Klos, pratelil se také s dalSimi studenty z jinych ro¢niku a obor(, zejména
Karlem Vachkem, Karolem Sidénem, Jifim Stivinem, Miroslavem Filipem, DuSanem
Hanakem ¢i Antoninem Lhotskym. Diky pravidelnym filmovym projekcim ziskal solidni
znalost zejména ruskych montaznika, italské nové viny, ale i jihoamerickych ,levi¢ackych®
film{; od pocatku se zajimal o dokument, a zejména o stfihovou skladbu, a proto vzdy
zdaraznoval dulezitost detailnich rozboru filma, které tvofily nedilnou soucast studia.
Zachovalo se nékolik Woodyho famackych filmu, nikoliv ovSem jeho prvni desetiminutovy
dokument Zdymadla (1960), idajné inspirovany Atalantou Jeana Viga® a vypravéjici
pfibéh chlapce, ktery pracoval na vitavském zdymadle. Prvnim Woodyho zachovanym
filmem je roCnikovy film Ve dvé odpoledne (1961-2), Sestnactiminutovy dokument o

zkousce jazzovych fanou$ku, za ktery ziskal roku 1962 Cestné uznani na festivalu v

2 Vit Janeéek, A my jsme byli modernisti. Moravské a ¢eské pocatky Woodyho Vasulky. In: lluminace
2/2006, s. 87-8.

2% Vojensky vycvik Woody absolvoval jako Cetaf-radiotelegrafista, coZ mu umoZnilo ziskat dulezité
zkuSenosti z oblasti elektronického zvuku a radiovych zafizeni. Viz. €lanek V. Janecka, c. d. (pozn. 28).

%0 Atalanta (v originale L'Atalante), prelomovy film francouzské kinematografie 30. let minulého stoleti,
vypravi o lodni plavbé skupinky tfi lidi s kockami do Pafize (Jean Vigo, 1934, 89 min.).
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Karlovych Varech v kategorii mladych reziséru. Zachycuje cestu hudebnika periferii Prahy
az do garaze a zacatek jazzové zkousky; pusobivé pohledy kamery, zabirajici napfiklad
cestu po schodisti, se soustfeduji zejména na zachyceni svételnych podminek. Zachytna
stanice (1963) je kratka puUsobiva studie, ktera se cela odehrava v interiéru zachytky,
kamera zkouma tvare postavajicich opilcl, postav svliékanych policisty. Woodyho
nezajima pfibéh: soustfedi se na vztahy mezi zabéry, zachyceni atmosféry, tvar a svétla.
V Predmésti (1964), absolventském filmu kameramana Jifiho Machaného, zachycujicim
délniky pracujici na kolejich na periferii, je jesté min déje; jen lesknouci se koleje,
vzdalené prochazejici postavy, zabéry z jedouciho vlaku. Skoro v zadném filmu nejsou
rozhovory Ci hlasy lidi, kamera zkratka snima to, co se déje, a ,pfibéh” se tvofi az stfihem.

Na konci Pfedmésti se objevuje citace z de Saint-Exupéryho:

~Pouzijes-li své dilo, pfeji si abys o ném nemluvil, aniz bys mé vnasel do svého usudku, nebot

kdyz kreslim tvar, proménuji se v ni a slouzim ji a neni to naprosto ona, ktera slouzi mé.*"

Zatimco Vit JanecCek ji dava do souvislosti s proslulou tezi McLuhana, ,médium je
poselstvi“®, je také zajimavé vnimat ji ve vztahu k Woodyho pozdéjSimu zdlraznovani
nutnosti nechat nastroj odhalit svou vlastni podstatu, touze po vlastni transformaci v
prubéhu prace s ur€itym nastrojem a presvédceni — pronaseném samoziejmeé s trochou
ironie -, Ze ,jsme tu proto, Ze stroje nas potrebuji k zivotu®, které je pfitomné v celé
Woodyho tvorbé. Zarodek pozdéjSiho svérazné dokumentarniho pristupu, dokumentovani
nikoliv vnéjsi reality, nybrz vlastni prace s médiem, je snad mozné vnimat jiz v téchto
filmech, v nichz je zfetelna snaha nechat se vést situaci, zachytit ji nikoliv s ur€itym
pfedem danym vypraveécim zamérem, nybrz s védomim, Ze se jedna o nahodné ziskany
material, kterému aZ budouci prace ve stfizné doda tvar. Film U pana Capka (1964),
portrét veteSnika od Tynského chramu, obsahuje jako jediny utrzky rozhovoru,
doprovazené ovsem detailnimi zabéry objektl z kramku, snimané s ur€itym archivarskym
zajmem. Rozhovor s panem Capkem usti v zabé&ry kamery, potacejici se podél zdi. Odjezd
brancd (1964), kameramanské cviCeni J. Stivina a A. Lhotského, tvofi detailni zabéry
loucicich se parq, odjizdéjiciho vlaku a stfechy nadrazi. Lidé, odjizdéjici vlak a nadrazni
architektura jsou snimany se stejnym odstupem, az nezaujatym pozorovanim budouciho

¥ In: Woody Vasulka, Pfedmésti (1964, 35mm, 11 min.).
%2 Vyrok "the medium is the message" rozpracoval McLuhan roku 1964 v knize Understanding Media: The
Extensions of Man.
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medialniho analytika.

Zachovaly se také kratké filmy, které Woody natocil pfi svych islandskych cestach. Ty
podnikl jiz se Steinou, s niz se seznamil roku 1962 na famacké koleji v Hradebni ulici.
Velrybarska stanice (1964) a Sezona v Seydisfjordu (1964) jsou filmarské cestopisy,
doplnéné dnes bizarné puasobicim komentarem. V prvnim z filmd komentuje hlas mimo
zabér akci kuchani velryby, tvofenou detailnimi zabéry prace jednotlivych ¢lenu ,tymu®,
v€etné nekone&ného vytahovani douhych vnitfnosti z téla kytovce. V druhém z filma,
pojednavajicim o kazdodennim zivoté v jednom islandském méstecCku, se dozvime o
islandskych détech, které ukrutné rady pracuji, probihajicich zménach, dokladanych
zabéry mladych hippies v islandském jazzovém klubu, o tom, jak ryby ovliviuji zivoty lidi, a
co si o0 tom vSem mysli rybafi. Oba filmy vznikly v produkci kratkého filmu Praha a téZko
fici, zdali jsou komentare minéné vazné, Ci je-li jejich suchy humor zamérny. DalSi
zahraniCni natacCeci vyjezd podnikl Woody se svym alzirskym spoluzakem Adzali
Bubakerem: v Alziru nataceli véznice, rybare, trznici, stavbu pfehrady a naftova pole,
ovSem zabéry nebyly pravdépodobné nikdy vyvolany a jsou zfejmé nadobro ztraceny.

Brzy po svatbé se Steinou roku 1964 zazadal Woody o legalni vystéhovani na Island,
které mu bylo povoleno - diky tomu mohl také Ceskoslovensko dale navstévovat, coz také
mésteCku Forty Fort v Pennsylvanii, u Steinina strycka.*® Woody se zde pokousel udit
anglicky pfi sledovani televize a vzpomina na polské vesnice v okoli, s chlapiky, ktefi na
zaprazich vyhravali na akordeony, a zpUsobovali tak Woodymu nocni mary z pocitu, ze se
ocitl znovu ve vychodni Evropé. Steina pokraCovala ve studiu housli a dojizdéla za svym
ucitelem do nedalekého Scrantonu. Kdyz po par mésicich svij do¢asny domov opoustéji a
ocitaji se v New Yorku, jejich utolisttm se stava International House, centrum
emigrantskych aktivit na hornim Manhattanu. Poté, co se Woody diky drilu Zidovske
ucCitelky na Kolumbijské univerzité naucil anglicky, byl pfipraven zacit se ucit jazyk nového

média; k lingivstické proméné obou z nich poznamenala Steina:

,Nase setkani s videem zménilo vSechno — naSe spolecenské zivoty, nas jazyk. Mluvili jsme Cesky

a stykali se s emigrantskym houfem, ale jak feknete v ¢estiné ,Raster Scan“ nebo ,Interlace?“*

% Z rozhovoru autorky s Woodym Vasulkou. Santa Fe, ¢ervenec 2008.Pfepis rozhovoru (v anglické verzi) je
soucasti pfiloh prace.
% The Vasulkas, Studios. Strojopis, nedatovano. In: Vasulka Archive Online.
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2.2 Stroje na vidéni

Po pfijezdu do New Yorku pracoval Woody jako stfihaC ve studiu Francise Thompsona
zejména na technickych navrzich multiscreend pro mezinarodni svétové vystavy.
Thompson se proslavil triptychem To Be Alive! (1964), inspirovanym Napoléonem Abela
Ganceho®, ktery vytvofil ve spolupraci s Hammidem pro SC Johnson Wax pavilon na
mezinarodni vystavu v New Yorku. Vramci své stfihaCské a designerské prace pro
Thompsonovu spoleénost Woody v letech 1966 — 68 spolupracoval na technickém
provedeni multiscreenu pro svétové vystavy, napfiklad na projekci pro Sest platen We Are
Young, urCené pro mezinarodni prehlidku EXPO v Montrealu roku 1967. Pozdégjsi
zaméstnani v Harvey Lloyd Productions, malé spole¢nosti zaloZzené Harvey Lloydem pro
produkci multiscreenli, multimedialnich prehlidek a experimentalnich instalaci, mu
umoznilo provadét prvni experimenty s tamnim technickym vybavenim. Woody se mimo
jiné zaslouzil o to, Ze spole€nost zaCala pouzivat televizni systém. Dulezitym impulsem pro
rozchod s kinematografii bylo seznameni s Alfonsem Schillingem, umélcem Svycarského
puvodu, ktery pfijel do NYC roku 1962 a sam se snazil nalézt cestu z tradiCnich
uméleckych disciplin. Zacal zkoumat zejména rizné zpUsoby vytvareni 3D obraznosti jako
holografie, stereo-fotografie & 3D virtualni prostory. Podobné jako dalsi umélci
experimentujici s novymi technologiemi stravil néjaky Cas v Bellovych laboratofich v
Murray Hill, kde se mimo jiné seznamil s dilem Bély Julesze, neurologa a
experimentalniho psychologa madarského plvodu, autora knihy Foundations of
Cyclopean Perception (Zaklady kyklopského vnimani), pod jehoz vlivem se zacal vénovat
autosterogramu.®*® K experimentim s holografii jej inspirovalo tamni setkani s Donem
Whitem.

Stereo tvorba tvofi €ast dila Vasulkovych, které byla doposud vénovana mala pozornost.
Woody pfitom ve svych experimentech s 3D vidénim pokraCoval pozdéji pfi praci s
videem. Specialni nastroj pro stereo experimentovani pro Vasulkovi vytvofil George Brown
a 3D obraznost vznika s vyuzitim pfistroje Rutt/Etra (0 némz bude fe€ dale), kdy samotny
ramec ziskava podobu objektu vznasejiciho se v prostoru. V instalaCnhim cyklu The

Brotherhood se objevuji 3D pocitacové modely, vzajemné reagujici na pohyby pfistroje ve

% Film Napoléon, vytvofeny roku 1927, byl uréen k promitani na tfi platna. Slavny je mimo jiné diky
experimentalnimu vyuZiti ruénich kamer a stfihu (Napoléon, 1927, 330 min., némy). Instalace To Be
Alive! se promitala experimentalni metodou na tfech samostatnych platnech.

% Béla Julesz, Foundations of Cyclopean Perception. University of Chicago Press, 1971.
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fyzickém prostoru. V Iété roku 1967, kdy Steina odjela studovat do Pafize, se Alfons
Schilling a Woody pfestéhovali do loftu nad obchodem se sendvici na 128 Front Street na
dolnim Manhattanu, ktery pfedtim obyvali malifi Robert Rauschenberg a Jasper Johns a
zacali experimentovat s tzv. ,stroji na vidéni“ (vision machines). Jeden z Woodyho prvnich
nastroju, Spider (Pavouk), byl ur€en pro zaznamy zmén paralaxy a umoznoval postupné
vytvofit sérii snimk( stejného objektu, tedy jakousi kontinualni 3D fotografii.*
Experimentovali také se stereo-diaprojektory ¢i dvéma projektory promitajicimi simultanné
na stejné platno, pfiemz rotujici disk umistény pfed projektorem stfidavé preruSoval tok
svétla a vytvarel rizné 3D efekty. Hlavnim cilem jejich snah bylo vynalézani nastroju,
popirajicich tradi€ni zobrazujici princip camery obscury. Woody s Alfonsem upravili 16mm
kameru Pathé k experimentim se Stérbinovym otvorem (slit aperture) tak, ze z kamery
odstranili drapakovy mechanismus (tj. perforace, zplsobuijici pravidelné posunovani filmu
v kamefe) a zakryli cely objektiv kromé& malého otvoru uprostfed, coz byl vlastné rany
priklad techniky slit scan; nahravani probihalo pfes rotujici zrcadlo.3®

Vysledkem téchto experimentl byly kratké, zhruba d&tyfminutové, multiscreenové filmy
Aimless People (Bezcilni lidé, pro 3-5 platen), Peril in Orbit (Nebezpedi na draze, 3 platna)
a 360-ti stuprfiové Three Documentaries (Tfi dokumenty, 3 platna). Nerealizované dilo A
Meeting/Greeting (Setkani/Pozdraveni, 1967), zminéné v katalogu vasulkovské vystavy v
Buffalu, mélo byt instalaci, tvofenou dvéma kamerami umisténymi na fontané, pfi¢emz
kazda z nich automaticky zaznamenavala Uhel 180 stupfil se dvéma postavami,
obchazejicimi okolo ni.** Woody experimentoval také se sekvenénim nahravanim s
vyuzitim periodického osvétlovani stroboskopickym svétlem; pracoval s pohyblivymi stativy
a projektory, které v pribéhu projekce imitovaly pohyb objektd ve filmu, takze dochazelo
ke zdvojeni pohybu anebo promital obrazy do prostoru. Utopickym cilem téchto snah bylo
vytvofeni ,bezramcového filmu“ (frameless cinema) a prozkoumani zplsobu, jak Ize
zpfitomnit pozorovatele v pozorovaném; tento ,endoskopicky modus® (pozorovani

vlastniho pozorovani) do velké miry ovlivnil dal$i dilo Steiny a Woodyho.*° Princip zahrnuti

7 Alfons Schilling, ICH/AUGE/WELT - THE ART OF VISION. Springer-Verlag, 1997.

¥ Tato technika se pouZiva k vytvareni obraz(i Casovych fenoménu, napf. ve sportovni fotografii. V
digitalnim médiu Ize ze sekvence video rameckl extrahovat jednotlivé fezy a zfetézit je do nového
obrazu; s technikou pozdéji zaCala ve svém dile experimentovat Steina s vyuzitim softwaru Image/ine (o
némz bude fe€ dale) ktery vyvinula roku 1997 ve spolupraci s Tomem Demayerem v amsterdamském
centru STEIM.

% Viz. Vasulka Steina, Machine Vision, Woody, Descriptions. Vystava, kterou zorganizovala Linda L.
Cathcart. Buffalo, NY: Albright-Knox Art Gallery, 1978.

40 Jud Yalkut, Open circuits: the new video abstractionists, c. d. (viz. pozn. 15). Peter Weibel hovofi ve
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Vv s

Allvision, které vytvarela Steina s pomoci Woodym zkonstruovanych pfistroju, s dvojicemi
kamer umisténych na protilehlych koncich otacejiciho se rahna, zaznamenavajicich odraz
ze zrcadlové koule, umisténé na jeho stfedu, a zachycujich tak okolni prostfedi ve 360-ti
stupnich. Rané vyuziti strojové percepce inspirovalo k navozovani novych optickych
situaci, umoznujicich odliSné vnimani okolniho prostfedi. Schilling tuto oblast své tvorby
rozvinul zejména v projektu ,binokularnich stereoskopickych videosystému*“, které popsal v
grantové aplikaci Electronic Spaces roku 1973.*'

V archivu Vasulkovych se zachovala kopie puvodni videopasky, vytvofené portapakovou
kamerou, na niz jsou zachyceni Alfons Schilling s Woodym. Nejprve za doprovodu
rockové hudby diskutuji v Schillingové ateliéru, pozdéji se dostavi dalSi pratelé a Alfons
zacCina pfed kamerou pdézovat se svymi stereoskopickymi fotografiemi. Jedna se udajné
vubec o prvni videopasku s touto kamerou vytvofenou; zakladatelské dilo tvofi z velké
Casti zabéry z kamery umisténé na stativu, na niz kameraman obCas zapomene a na par
minut zmizi ze zabéru. Alfons pfiblizuje Woodyho tvar, spole¢né diskutuji o uméni,
galeriich, uméleckém trhu a estetice. Umélci kameru testuji a zaroven se snazi zachytit
pohyb, latentné obsazeny v Schillingovych lentikularnich fotografiich. Na konci pasky je
par minut zabérl z vernisaze Schillingovy vystavy. Schillinglv zplsob pfemysleni o
zpusobech zaznamenavani reality nepochybné ovlivnil dal$i dilo Steiny a Woodyho,
pficemz u kazdého se inspirace projevila jinym zplsobem. Woodyho nasmeérovala k
experimentlim se stereoskopii, zatimco Steinu pravdépodobné ovlivnily Schillingovy

pristroje, nabizejici odlisSny, ,strojovy“ zpusob vidéni.

2.3 Novy svét videa

Vasulkovi zacali ,na plny uvazek®, experimentovat s videem roku 1969. V té dobé uz jim

ucastnika v dile, které zaroven pozoruje.

41 Elektronické prostory mély mit formu ,binokularniho video spektaklu®, ktery pozorovatele uzavie do 3D
umelého prostredi v zivotni velikosti, v némz by bylo mozné se volné pohybovat. 3D obraz byl vytvaien
pfenosem ze dvou videokamer, poskytujicich perspektivné rizné obrazy, promitané na miniaturnich
monitorech, umisténych pfed o¢ima. Schilling popsal tfi zakladni zpusoby fungovani systému: 1) divak si
,Oblék&" dvé miniaturni videokamery (,0¢i systému®) a bryle; 2) kamera-“o¢i“ jsou vzdalené (monitory jsou
oddélené od téla a umisténé jinde, ukazuji prostor obsahujici divaka, dodavaji informaci pravého oka
levému a naopak; 3) vyuziti pfedem nahranych ¢i jinak vytvofenych vizualnich prostor(, nastoleni
umélého prostiedi, manipulace s obrazy, upraveni b&Zného monitoru na 3D. Projekt byl realizovan pouze
Castelné, jelikoz nebyla k dispozici dostateéné vyspéla technologie.

18



Woody Vasulka: dialog s démony nastroju

bylo kolem ftficeti let, a Steina pfiznava, Ze byli ,opozdilci“ (latecomers).*> Ovlivnila je
legendarni prvni vystava ,televizniho uméni“, TV as a Creative Medium, kterou ve své
galerii zorganizoval v kvétnu roku 1969 Howard Wise. Predstavila se na ni skupina
newyorskych umélcu jako Paul Ryan, Frank Gillette, Ira Schneider, Les Levine, Aldo
Tambellini, Nam June Paik a Eric Siegel, ktery byl jednim z vyvojafl nastroji, s nimiz
Vasulkovi pozdéji spolupracovali. Steina popsala dojem z jedné z instalaci vystavy v

rozhovoru s Chris Hillovou takto:

,Pamatuji si, ze jste vyjeli vytahem, a kdyz jste vchazeli dovnitf, byl tam Wipe Cycle [instalace Iry
Schneidera a Franka Gilletta]. Stali jste na chodbé, trochu zmateni, a Fikali si, co se to déje? Pak
jste se podivali na obrazovku a spatfili sami sebe vychazejici z vytahu, a tenkrat vétsina lidi poprvé
vidéla okamzity feedback. Bylo to naprosto vzrusujici. Vystava probéhla roku 1969 a tenkrat se mi

zatodila hlava.“®

Woody v rozhovoru s Russem Connorem prohlasil, Zze tato vystava zavrSila jeho zkuSenost
s videoartem coby Zanrem, jelikoz obsahovala vSechny prvky, které byly pozdéji jiz jen
rozvijené: zpracovani obrazu (image processing), kolorizaci, praci s rastrem, pfemisténi
obrazovych fadkul, sebezpracovani (self processing), experimenty s ¢asovym zpozdénim
¢i socharska dila.** Steina dodala, Ze navstéva vystavy je podpofila v tom, aby pokradovali

v dosud spiSe samotarské tvorbé:

,Délali jsme to tak trochu pro sebe navzajem, a nevédéli jsme, jestli to ma néjaky vyznam, €i zda to
muze byt spoleCensky ospravedinéné, nevim. OvSem, kdyz jsme vidéli tu vystavu, poznali jsme, ze
i dalSi lidé se zabyvaji stejnymi vécmi. Vesli jsme dovniti a na podlaze objevili Nam June [Paikal,

upravujiciho t.v.-bra. Retrospektivné si uvédomuiji, Ze to na nas mélo velky vliv.“*°

42 Z rozhovoru Steiny s jistym Danem D. Naskenovany prepis rozhovoru je ozna¢eny nazvem Confidential,
datem 17. 4. 2001 a Cislem XASciLab003. In: Vasulka Archive. Tento a dal$i dokumenty, oznacené
popisem “Vasulka Archive”, pochazeji z ¢asti osobniho archivu Vasulkovych, ktera neni (jesté) pfistupna
online.

4 Z rozhovoru Steiny s Chris Hillovou. In: Interview with Chris Hill. (kvéten). 1995, strojopis, s. 7. In: Vasulka
Archive Online. Wipe Cycle byla instalace pro devét monitort, kombinujici v pravidelné se opakujicich
vzorcich televizni pfenosy, predem nahrané pasky a zivé nahravky divak, vstupujicich do vystavniho
prostoru, promitané opakované s nékolikavtefinovym zpozdénim.

4 Russ Connor Interview, June 29, 1977, s. 6-7. In: Vasulka Archive Online.

% Russ Conner Interview, c. d. (pozn. 44), s. 5. Paik mél na vystavé dilo, vytvofené elektromagnetickym
narusovanim televizniho vysilani a modulaci systému obvodu. Jednim ze souéasti videozaznam,
pouzitych pro deformovanou smyCku zpétné vazby, byl zaznam z performance TV Bra for Living
Sculpture, vytvofené ve spolupraci Paika s Charlotte Moormanovou, ktera hrala na cello a méla pfitom
podprsenku z malych televiznich obrazovek (uskutecnily se riizné verze této performance).
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Pro mnoho tvlrct byla tato vystava dulezitym impulzem, aby si uvédomili, Zze prace s
televiznim obrazem muze pfinaSet nové percepéni zkusSenosti a je mozné jej podrobit
Siroké Skale manipulaci. Ze se jedna o médium, které je mozné pouzit k tvorb&. Vystava
zahrnovala dila, vyuzivajici komplexni systémy uzavieného okruhu, rizné zpUsoby
narusovani televizniho vysilani, zapojeni divakid do smycky zpétné vazby ¢&i videa,
vytvofena pomoci prvnich nastroju pro zpracovani obrazu.*® Také Vasulkovi zacali v té
dobé systemati¢téji zkoumat zpétnou vazbu a rizné zpusoby manipulace video obrazu.*
Jejich rané experimenty byly ovlivnény prvnimi pokusy umeélcl a inzZenyrl jako byl
napfiklad Eric Siegel, Nam June Paik &i Aldo Tambellini, ktefi pouzivali syntezatory k
deformaci televizniho rastru. Dilo Black Spiral Alda Tambelliniho (1969), jehoz jedna verze
se objevila na vySe zminéné vystavé, transformuje bézny pravouhly rastr v kruhovy, a
vytvaFi pulsujici svételnou spiralu na ¢erném pozadi. Odhaluje tak nestabilni povahu
televizniho obrazu. Woody povazuje dilo Tambelliniho a Nam June Paika za hlavni

inspiraci prvni generace ,syntetizujicich umeélci*:

.Diskutovali jsme o pFedvedeni ramce v malifstvi, fotografii, filmu a samozfejmé videu.
Pravidelnost vykreslovani ramce ve videu zleva doprava, odshora doll byla vzdy podeziela jako to

nejméné imaginativni, tradi¢ni ,&teni knihy“. Aldav koncept to zménil.“®

Od konce Sedesatych let tedy zacalo televizni médium pfitahovat vice a vice tvircu, a bylo
jasné, Ze se objevil novy vyrazovy prostfedek. DalSi vyznamnou inspiraci byly rané
televizni prezentace videoartu, zejména v experimentalni televizni stanici WGBH
v Bostonu, kde roku 1969 usporadali dnes jiz legendarni promitani sérii videopasek
nazvané The Medium is the Medium, kterého se zuc&astnilo Sest umélct (Alan Kaprow,
Nam June Paik, Otto Piene, James Seawright, Thomas Tadlock a Aldo Tambellini).
Program zkoumajici ,co se stane, kdyz umélci pfevezmou kontrolu nad televizi® (jak

zaznélo na jeho zacCatku), ktery vznikl diky usili programového feditele Freda Barzyka,

% In: Jud Yalkut, TV as a Creative Medium at Howard Wise. In: Arts Magazine. (Sept.-Oct.) 1969, s. 18.
[online] [cit. 2009-17-09]. Pfistupné na: www.eai.org/eai/user_files/supporting_documents/tvcreat.pdf.

4 Fyzik James Crutchfield studoval na poc¢atku 80. let zpé&tnou vazbu videa jako pfiklad dynamického
systému ve vztahu k teorii chaosu. Viz.: James P. Crutchfield, Space-Time Dynamics in Video Feedback.
In: Physica. 1984, s. 191.

8 In: Eigenwelt der Apparate-Welt. Pioneers of Electronic Art, Ars Electronica 1992, s. 110.
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shromazdil nékteré z nejzajimavéjsich ranych pokusu v této oblasti.*® Dulezitym centrem,
kde se ,néco délo“, bylo také newyorské centrum Automation House, kde pravidelné
probihaly prezentace novych elektronickych nastroju, tvlrci tu experimentovali s audio
syntezatory, stroboskopy, uzavienym okruhem ¢i 3D. Na spolupraci umélct s inzenyry
méla velky vliv akce 9 Evenings: Experiments in Art and Technology, série performanci,
propojujici avantgardni umélce z oblasti divadla, tance a novych technologii s inzenyry z
Bellovych laboratofi, ktera probéhla roku 1966 v New Yorku.*® Jednim z nejzajimavéjsich
projektll, ktery zde vznikl, byla performance Bandoneon! (a combine), kterou s tymem
spolupracovniku pfipravil David Tudor. Tény Tudorova bandoneonu (druh tahaci
harmoniky), propojeného s frekvenénimi modulatory, zesilovali a osciloskopy, byly
prevadéné v elektronické signaly a poté prekladané ve zvuky a video obrazy s vyuZitim
specialné zkonstruovanych zafizeni: Vochrome, obsahujici systém pistal z harmonia,
ovladal na zakladé audio signall systém svétel a vibrujici zvuk a TV Oscillator vytvarel z
audio vstupu abstraktni obraz, snimany z osciloskopu a upravenych televiznich obrazovek

a promitany na platno.”’

VySe zminény kurator Howard Wise fungoval v jistém smyslu také jako mecenas, a to jiz
predtim, nez své grantové programy zapocaly soukromé a vefejné nadace jako NYSCA
(New York State Council for the Arts), NEA (National Endowment for the Arts) Ci
Rockefellerova nadace, a pozdéji pusobil jako urcita spojka mezi jednotlivci a témito
institucemi.®® Ve své galerii na 57. ulici plivodné vystavoval kinetické a svételné socharstvi
a prvni experimenty s televizi vnimal zprvu jako druh svételného umeéni. Organizace
Electronic Arts Intermix (EAI), kterou zaloZil roku 1971 po uzavieni galerie, byla jednou
z prvnich neziskovych organizaci vénovanych podpofe videa jakozto umélecké formy a

jejim cilem bylo ziskavat penize od nadaci a pfidélovat je jednotlivym uméleckym

49 Medium is the Medium (WGBH, 1969, 27:50 min., barva, zvuk). Zaznam distribuuje EAI.

% Mezi ugastniky byli John Cage, Lucinda Childs, Oyvind Fahlstrém, Alex Hay, Deborah Hay, Steve Paxton,
Yvonne Rainer, Robert Rauschenberg, David Tudor, Robert Whitman. Na dokumentaci akce pracoval
Alfons Schilling pravé v dobé, kdy se seznamil s Woodym. Vzapéti zformovana neziskova organizace
E.A.T. (zakladatell B. Kluvera, R. Rauschenberga, Freda Waldhauera a R. Whitmana) se snazila vytvaret
podminky pro spolupraci védcl a inZzenyr( s umélci: zajiStovala pfistup k nové technologii, iniciovala
spolecné projekty a starala se o jejich administrativni zajisténi.

¥ Technologicky design vytvofil Fred Waldhauer, Vodochrome sestrojil Bob Kieronski a TV Oscillator Lowell
Cross. Instalace vyuzivala sadu osmi svétel a 12 reproduktort. Informace o akci 9 Evenings, véetné
popisl a fotografii pouzivanych nastroju, jsou na http://www.fondation-langlois.org.

%2 Viz. Marita Sturken, TV as a Creative Medium: Howard Wise and Video Art. In: Afterimage. (kvéten)
1984, ro¢. 11, €.10, s. 5-9.
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projektim zkoumajicim vyrazovy potencial novych médii.>?

Zejména NYSCA, ale i dalSi vefejné nadace zavadély v této dobé nové zplsoby podpory
experimentovani v oblasti novych technologii, a tato rostouci statni podpora byla pro
rozvoj raného videoartu kliCova. Vira v transformacni potencial novych technologii rostla
v americké spolecnosti paralelné s ristem povale¢né ekonomiky a ziskavala diuraz také
proto, ze stale vice technologickych nastroji se stavalo dosazitelnymi pro jednotlivce.
NYSCA, zaloZena roku 1960 jako statni agentura, zavedla roku 1970 program TV/Media,
jehoz cilem bylo podporovat umélecké pouziti televize a jehoz rozpocet neustale narustal:
poskytovala napfiklad podporu pfi zakladani novych televiznich stanic, financovala €innost
newyorskych videoskupin (mezi lety 1970 a 1971 ziskaly granty Raindance, Global
Village, People’s Video Theatre a Videofreex) a prostiednictvim EAI také (aZz do roku
1973) aktivity souvisejici s nové zalozenym ,divadlem elektronickych médii“ The Kitchen.
Videotvorba byla tehdy na okraji uméleckého déni, ovSem na druhé strané méla od
pocatku podporu nadaci, vétSinou diky pochopeni nékolika malo spfiznénych jednotlivcy;
konkrétné v NYSCA jimi byli umélec a kurator Russell Connor coby feditel programu
TV/Media a videoumélec Paul Ryan, zaméstnany jako prvni konzultant.* Diky této
podpoife se New York poCatku sedmdesatych let stal skuteCnym podhoubim experimentd
s videem. Steina vzpomina, Ze lidé z NYSCA dokonce obchazeli ateliéry v ,umélecké®
étvrti SoHo, vyhledavali zajimavé tvirce a pomahali jim pak podavat grantové Zadosti.>®
Diky grantové podpofe ziskané prostfednictvim Electronic Arts Intermix byli Vasulkovi
schopni financovat svou ranou tvorbu, propojenou s fungovanim The Kitchen (1971).
Penize pouzili na nakup vybaveni a vyvoj prvnich nastroji pro zpracovani videa,
financovani programd a najem. Woody opousti své stfihatské zaméstnani a zacina
vytvaret vlastni pfibéh o symbidze se strojem. Objevil, Ze fungovani v ramci uméleckého

svéta mu poskytne svobodny prostor k tvorbé (ve smyslu jistého spoleCenského alibi,

% Spole¢nost EAI byla tedy jakymsi zprostfedkovatelem mezi grantovymi agenturami a umélci, poskytovala
také manazerskou a administrativni pomoc, napfiklad asistenci pfi psani smluv, ucetnictvi & vyplaceni
penéz. Finanéni prostfedky ziskavala zejména od NYSCA a ze soukromych zdroju. Kromé projektu,
souvisejicich s The Kitchen, podporovala dlouhodobé také festival The Annual Avant Garde Festival of
New York, ktery organizovala Charlotte Moormanova. V soucasnosti funguje jako distribu¢ni spole¢nost a
vlastni jednu z nejlepSich kolekci videoartu na svété, pfistupnou vefejnosti v tamni promitaci mistnosti
[online]: www.eai.org [cit. 2009-17-09].

% O rané grantové politice NYSCA vice v ¢lanku Gerda Sterna, Support of Television Arts by Public
Funding: The New York State Council on the Arts. In: Douglas Davis — Allison Simmons (eds.), The New
Television: A Public/Private Art. MIT Press, 1978, s. 140.

% 2nd hour — Woody and Steina / Interview, (anonymni tazatel M), opatfené poznamkou in Santa Fe?,
strojopis, nedatovano. The Daniel Langlois Foundation, Steina and Woody Vasulka fonds, VAS B33-C12,
s. 5.
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stejné jako pfistupu k finanénim zdrojim v podobé grantl urCenych na podporu
uméleckych experimentu), ktera ovSem nemusi byt nutné definovana jako uméni: ,Osobné
mou ambici neni byt videoumélcem. Jsem velice vdécny, Ze jsem mohl nalézt néjaké

médium, v némz bych mohl byt praktickym filozofem.>®

2.4 Portappies

Poté, co Vasulkovi ziskali svou prvni portapakovou kameru, patfili par let mezi oddané
“portapies”™’, zachycujici scénu experimentalnich divadel, jazzovych koncertd, gay
kabaretu €i pouli¢ni hudebniky, s prvnim pfenosnym video vybavenim, které bylo pravé
uvedené na americky trh.*® Vasulkovi coby pfistéhovalci z Evropy od pocatku jevili zajem o
vSechny aspekty americké avantgardy, kterou v pribéhu prvnich let stravenych v New
Yorku postupné poznavali. Woody, ktery jiz za stfedoSkolskych studii v Brné a pozdéji na
FAMU ziskal pfehled o evropskeé filmové avantgardé, mél zpocatku k americkému filmu
neduvéru, pozdeji v ném ale rozpoznal autentickou alternativu hollywoodské produkce.
Vasulkovi vSak zUstavali spi§ na okraji formujicich se kolektivnich video hnuti; zdUrazruiji
svou pozici pozorovatelu, ktera jim zjevné velice vyhovovala. Inspiracim, pfichazejicim od
tehdejSich guru formujici se teorie médii, zejména Marshalla McLuhana, se nevyhybali,
ale od pocatku byli kriti¢ti k oteviené utopickému diskursu. Woody kriticky komentoval
povrchnost amerického radikalismu, ktery je pouze ,na kuzi hluboky“. Také diky svym
osobnim zkuSenostem - narozen béhem valky, uzil si kratké obdobi povalecné svobody,
kdy stihl vstfebat vlivy americké kultury, poté zazil komunisticky pfevrat a v letech svych
vysokoskolskych studii obdobi relativni svobody pocatku 60. let — pfistupoval k radikalnim

spoleCenskym hnutim, touzicim provést radikalni spoleCenskou proménu, ambivalentné:

,Zdalo se, Ze se neustale vznasime v této dichotomii mezi reformnim hnutim a kontemplativni

kritikou reformy — pfiCemz obé se vzajemné nic¢i.“*

% Ken Ausubel, Woody Vasulka: Experimenting With Visual Alternatives. News & Review, 11.5. 1983, s. 8.
7V t&chto prvnich letech, poté, co se portapakové kamery staly ve Statech dostupnymi, pracovnici v této
oblasti vnimali urcitou spfiznénost na zakladé sdileni média, ktera zmizela, kdyz samotny fakt sdileni

nastroje pfestal dostacovat.

% Firma Sony uvedla prvni Portapak na americky trh roku 1967 (Sony CV-2400 Video Rover). Cernobilou
kameru doplfiovala oddélena nahravaci jednotka VCR. Dala se pofidit za méné nez tisic dolarl, takze
byla daleko dostupné&;jSi nez existujici televizni kamery. Prvni pasky Vasulkovych vznikaly na formatu
1/2inch C.V., od roku 1971 na formatu %2 A.V. reel to reel.

% Prednaska z NTT InterCommunication Center v Tokiu, c. d. (viz. pozn. 1).
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Zajem o americkou avantgardu, az jisté okouzleni nezavislou kulturou je v rané
dokumentarni tvorbé Vasulkovych zjevné.®® Nejznaméjsi z tohoto obdobi jejich prace je
zhruba hodinovy sestfih samostatnych skecu rizné délky s nazvem Participation 1969-
1971 (Participace 1969-1971), uloveny na newyorskych ulicich a v alternativnich divadlech
a klubech, kterym Vasulkovi svou dokumentarni tvorbu ur€itym zpisobem kanonizovali. Je
z néj patrna fascinace okrajovou kulturou New Yorku té doby, tim, co nazyvali ,nova
americka dekadence”. Oblasti jejich zkoumani se stava scéna ,off-off-off Broadway*.5'
Soucasti vybéru je hudebnik Don Cherry hrajici na trumpetu v parku Washington Square;
Jimmi Hendrix a Jethro Tull na predstaveni z Fillmore East; diskutujici skupina
warholovskych hercu; €i scény z muzikalu transvestitl s hlavni hvézdou, warholovskym
hercem Jackie Curtisem, na jehoZ popud Gdajné nahravka vznikla.®? Specificnost ranych
videonahravek spoc€iva mimo jiné v nepfitomnosti stfihu, v Cemz Ize spatfovat jisty navrat k
.predstrihové” éfe filmu s jejim okouzlenim potencialem nové technologie a touhou
zaznamenat aktualni déni. Prvni portapakové kamery poskytovaly pouze ¢ernobily zabér a
na jednu pulpalcovou pasku se vméstnalo dvacet minut zaznamu. Jedinou moznosti stfihu
byl mechanicky stfih s pouzitim zZelezitého kyslicnikového roztoku. Konce kusu pasky bylo
nutné peclivé dat k sobé hranu ke hrané a slepit pasku ve spojeni, ¢imz ovéem doslo

k vytvoreni viditelného pruhu. John Reilly se v rané kritice pro East Village Other zmifiuje o
Woodyho zamérném odmitani stfihu, jehoz ucelem by bylo odstranit chyby.

V nedokonalostech a okamzitosti totiz mize spocivat skuteéné odhaleni:

,Odmita nutkani sestfihat pasku az na téch par minut ,poselstvi“, nebot citi, Ze poselstvi spociva
ve vidéni véci tak, jak je vidi tvlirce. Kazda chyba, kazdé usili sméfujici k tlumoceni vizualni scény

divakovi, je pro n&j odhalenim.*

Video bylo zpoc€atku vnimané jako sjednocena disciplina, definovana pouzivanou

technologii, jak také vzpominaji Vasulkovi:

€ QO praci s portapakem piSe Sherry Miller Hocking. In: An Introduction to Portable Video Systems, 1976.
[online]. [cit. 2009-17-09]. Dostupné na http://www.experimentaltvcenter.org/history/tools.

1V knize, vénované ¢innosti newyorskych alternativnich divadel od 60. let, definuje David A. Crespy termin
Loff-off-Broadway* jako divadelni pfedstaveni €i dilnu odehravajici se kdekoliv na Manhattanu (vétSina
z nich se nachazela v Greenwich Village), fungujici na okraji uznavaného divadla, kde herci dostavali
minimalni ¢i Zadny plat. Viz. David A. Crespy, Off-Off Broadway Explosion. How Provocative Playwrights
of the 1960s Ingited a New American Theater. Back Stage Books, 2003.

62 Interview with Chris Hill, c. d. (pozn. 43).
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,Nejdfive jsme na video pohliZeli jako na singularni disciplinu. Stejné jako jini jsme vyuZzivali Siroky
rejstfik zanrd, od prace s abstraktni elektronickou obraznosti k dokumentarnim formam v kmenové
estetické jednoté, unikajice vaznym rozliSenim, postihujicim daldi média, zejména film. Samotny

portapak byl pro véechny dominantnim a sjednocujicim nastrojem. s

Prvni videodokumenty stavaly nastrojem zachycovani toho, co proniklo sitem
strukturovaného profesionalniho zpravodajstvi a rozS8ifovaly tak pfedstavu o tom, co je
,dokumentovatelné®, také diky tomu, Ze pouziti videa coby pfenosného a relativné levného
meédia umoznilo sledovat udalost z blizkosti a po dlouhou dobu. Podobny pfistup
k dokumentu se objevuje jiz dfive u experimentalnich filmafd: za vSechny Ize jmenovat
denikové nékolikahodinové dokumenty Jonase Mekase, zachycujici Zivot litevské
emigrantské komunity a jeho umeéleckych pfatel v New Yorku. Zatimco Mekas své rané
dokumentarni nahravky pozdéji sestfihava a opatfuje vysvétlujicimi komentari, a balancuje
tak na hranici mezi bezprostfednosti vlastni amatérskému filmu a touhou tuto
bezprostfednost néjak uspofadat vytvofenim ,pfibéhu“ o emigrantské zkuSenosti,
Vasulkovi se k ranym nahravkam vraceji pouze zfidka, jelikoz brzy dokumentarni smér
opustili a zaCali prozkoumavat odliSné aspekty média. Jiz zde se ale objevuje mySlenka
dialogu s médiem, spocCivajici v otevienosti nepredvidatelnému: videozaznam vznika
podle Vasulkovych do jisté miry nezavisle na zamérech tvlarce a jeho hlavnim ukolem je
spravné tyto zaznamy zprostiedkovat divakim.®* Toto obdobi témér sektarské jednoty
portappies bylo vSak velice kratké a kdyz skoncila poCateCni perioda, spoleCna vSem
zrodum médii, kdy se zda, Ze cokoliv, co s danym médiem vytvofime, je jedinec¢nym
vynalezem, zjistili mnozi, Ze se ocitli ve slepé uliCce. Néktefi se stali hvézdami galerii, proti
nimz tolik protestovali, dalSi byli pohlceni televiznim primyslem, ktery se tolik snazili

transformovat.

Nékteré z ranych dé&l shromazdili Vasulkovi do série Sketches (Skici, 1970). Céastedné
Zzertovné skici“ vyuzitivaji aspektu performance a zkoumaji rané zpUsoby

ovliviiovani video obrazu. Jsou dukazem, ze v dile Vasulkovych se od pocCatku prolina

& Dokument nazvany Early s podtitulem Description of beginning of early Kitchen; 1971-1973, 1 s.,
strojopis. Vasulka Archive Online, KD006 (nékteré z dokumentl z vasulkovského online archivu, ty,
vénované obdobi The Kitchen, jsou oznagené signaturou).

% In: John Reilly, Radical T.V.. East Village Other. 16.2. 1971, s. 15.
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dokumentarni smeér s experimentovanim, nebot vznikaji pouze rok poté, co poprvé vzali
do rukou videokameru. Tfi az pétiminutové pasky vznikly upravou raného materialu
dokumentarniho charakteru a predvadéji, jak Ize pouzitim rlznych efektl promérovat
,=obsah®. Jednou z nejvtipnéjSich skic je Steinina pasky Let It Be, detailni zaznamu jejich
ust, zpivajicich pisenl Beatles v synchronizaci s originalnim zvukem, proménujici usta
v cosi désivého, jak se kamera snazi proniknout az za jazyk, do krku: paska v nékolika
smérech pfedjima pozdéjsi vyvoj ve videu, svou dosud nepfimou mezihrou mezi zvukem a
obrazem a vyuzitim az pfiliSné blizkosti vlastniho téla. DalSi ¢asti cyklu tvofi Kiss,
zachyceni polibku na televizni obrazovce, kdy se hlavni postavou stava postava televizni,
Helen Wong, na konci v titulcich ironicky oznacena jako ,performer®; Charles’ Story,
zachycujici Charlese Haywortha vypravéjiciho pfibéh, pfiCemz jeho obraz se zdvojuje a
rozpina v zavislosti na jeho pohybech; Alphons, rizné deformujici zaznam s Alphonsem
Schillingem a Thierry, zobrazujici Thierry Benizaua, sediciho u stolu v obklopeni ponékud

désivymi elektronickymi instrumenty a za doprovodu skfipavych zvuka.

Mezi méné znamé dokumentarni pasky Vasulkovych patfi The Jackie Curtis' First
Television Special (Prvni televizni special Jackie Curtise, 1970), shromazdujici nejruznéjsi
zaznamy, v nichz Jackie Curtis, performer a drag queen, hraje hlavni roli. Nejprve zpiva a
vypravi v kabaretu (mezi publikem se mihne zakladatelka divadla La MaMa Ellen
Stuartova i Salvador Dali), soucasti pasky jsou zaznamy televizniho rozhovoru a tlachani
ve vané se vyvalujiciho a pivo popijejiciho Jackieho o drogach, pficemz si macha ruku

v zachodové mise. Diskutuje také se Steinou za kamerou a Woodym pred ni, piSe cosi do
prachu v zrcadle a paska konci zabérem na plakat s ucinkujicimi v ,off-off-Broadway*
divadle La MaMa, kde mél Jackie v roce 1970 pfedstaveni. Paska je svédectvim o
svobodném jednotlivci, ktery ma odvahu vyjadfit vlastni inklinace a pretvofit se podle nich:
,celé je to o tom, Ze jsme realni“, podotyka Jackie. Mozna, ze prostredi transvestitu vabilo
Vasulkovy pravé svou transformovatelnosti, nejasnosti, nepfitomnosti ,ramce”. Obraz se
pozdéji stava také urcitym transvestitou, je rizné ohyban a deformovan a ziskava pulsujici
halucinatorni obraznost. V ,rozbitych obrazech® avantgardnich tvircl vznika autenticka
vypoved pravé prostfednictvim zruSeni bézného zpusobu vnimani a basen Roberta
Gravese In Broken Images, kterou zde uvadim v anglickém originale, by bylo mozné

povazovat za urcity navod k tvorbé:
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»He is quick, thinking in clear images; / | am slow, thinking in broken images; / He becomes dull,
trusting to his clear images; / | become sharp, mistrusting my broken images, / Trusting his images,
he assumes their relevance; / Mistrusting my images, | question their relevance. / Assuming their
relevance, he assumes the fact, / Questioning their relevance, | question the fact. / When the fact
fails him, he questions his senses; / When the fact fails me, | approve my senses. / He continues
quick and dull in his clear images; / | continue slow and sharp in my broken images. / He in a new

confusion of his understanding; /I in a new understanding of my confusion.“®®

 Basel Roberta Gravese In Broken Images mél ve svych poznamkach, které jsem méla moznost si
prohlédnout ve chvili, kdy se nachazely v domé Vasulkovych (za u€elem jejich naskenovani pro vystavu),
filmaf Paul Sharits - o jeho spolupraci s Vasulkovymi bude fe¢ dale -; tim vhodné&jsi mi pfipadalo ji zde
uveést. Mysleni v béZnych, ,jasnych obrazech®, je jednoduché, rychlé, ale nudné, zatimco ,rozbité obrazy*
nuti k problematizovani bézného zplsobu vnimani a nakonec pfinaseji pochopeni novych percepénich
zkuSenosti.
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3 COOKING IN THE KITCHEN

3.1 Co to tam varili? Kuchari, jejich Kitchen a chut Eerstvého videa

The Kitchen, svobodny kuratorsky experiment, poskytujici jedno z prvnich utoCist pro
tvirce elektronickych médii nejriznéjSiho zaméreni, stoji na pocCatku bohaté historie
kuratorskych a archivacnich aktivit. Vasulkovi se od poc¢atku se snazi o svUj zivot v uméni
zaznamenavat, ¢imz se coby archivafi vlastnich Zzivotl dostavaji do dalSi sféry.
Archivovani probiha na vicero rovinach, shromazdovanim video materialu, nastroja &i
doprovodnych tiskovin, ale také dokumentovanim procesu konstruovani nastroji a vlastni
prace s nimi. Na podnét umélce a konstruktéra nastroji Erica Siegela, jednoho z kli¢ovych
ranych spolupracovnikU, zakladaji Vasulkovi skupinu Perception a hned v roce 1971 se jim
podafi prostfednictvim EAI ziskat grant od NYSCA, ktery byl pouzit na vybaveni, programy
a prongjem nové zaloZené The Kitchen a na vyvoj nastroji, zejména na Siegeluv
vyzkumny projekt tykajici se konstrukce syntezatoru a kolorizéru. Skupina, jejimz cilem
bylo ,zkoumani zpusobl rozsifeni a vyuziti televizniho média“, vznikla zfejmé hlavné
z administrativnich dlvodl jako téleso, prostfednictvim néhoz Ize podavat grantové
Zadosti, a jeji Cinnost byla od pocCatku propojena s aktivitami The Kitchen. V programoveém
textu zroku 1971% shrnuji poslani skupiny jeji zakladatelé do tfi bodu: byt mistem
vybavenym aparaturou pro umélecké experimentovani a jeho testovani pfed Zivym
publikem; dilnou pro tvorbu elektronického obrazu otevienou pro studenty vysokych Skol
v NYC; a nabizet divadelnim a tane¢nim skupinam ¢i jednotliveim vybaveni pro nahravani
experimentalnich programd na video.®” Do Perception pozdéji vstoupila Ffada dalSich
umeélcl, vétSinou vyznamnych tvircl v oblasti videa (Frank Gillette, Ira Schneider, Beryl

Korotova, Juan Downey a dalSi).

ZaloZeni ,divadla elektronickych médii“ The Kitchen roku 1971 znamena vyjiti ze sféry

soukromého do vefejného prostoru. Pfed zaloZzenim The Kitchen promitali Vasulkovi sva

% Dokument nazvany Program 1, Section Ill, A, datovany 6/2/1971, 2 s., strojopis. Vasulka Archive Online,
KPOO1.

7V dopise Howarda Wise Steiné a Woodymu piSe Howard, Ze ackoliv z poZadovaného grantu 37 150
dolart pro Perception ziskali pouze 15 tisic, pfesto bylo rozhodnuto zapocit se véemi planovanymi
programy a snazit se o ziskani dalSich prostfedku z jinych zdrojl. Ziskany grant byl rozdélen mezi
Woodyho, Steinu a Erica Siegela a pouZit na platy a technické vybaveni. Dopis je datovan 2. 12. 1971, 2
s., strojopis. Vasulka Archive Online, KP005.
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dila, stejné jako dalsi tvurci, v alternativnich prostorech; v jednom z rozhovoru dokonce
zmifuji rozhlasovy ,pfenos” videa, kdy komentator popisoval, co se zrovna odehrava na
obrazovce, tedy video zprostfedkované jako Gisté zvukovy komentar.®® Prvni samostatné
vefejné projekce se uskute€nily 8. az 10. unora 1971 v klubu Max’s Kansas City v East
Village, dllezitém centru alternativni kultury downtownu, jehoz provozovatel Mickey
Ruskin propujcil pro vystavu tfi monitory znacky Setchel Carlson, které Steina a Woody
nabarvili a postavili do fady.®® Predstavili tu troji zaméreni své rané tvorby: abstraktni
elektronické experimenty, zaznamy rockovych koncertll a dokumenty z pfedstaveni gay

kabaretl a divadel. John Reilly napsal v recenzi pro East Village Other:

,Vyuzivaji Siroky rejstfik technik a témat [...] od realistickych skic k abstraktnim vzorctm,
pouzivajice hudbu k dotvorfeni svého prostfedi. Jednim z vrcholl jejich prezentace je pllhodinova

paska mnoha nalad Jackie Curtise.”

Dulezité je, ze jiz v této prvni prezentaci se objevuje koncept pfedvadéni videa v prostoru:
identické videopasky, prehravané na fadach monitorli, naznacily poprvé moznosti
horizontalniho rozsifeni obraznosti.”" Promitanim identickych obrazli na ,matici
videoobrazovek® chtéli Vasulkovi podnitit chapani videa jako prostorového (environmental)
fenoménu, uréeného k ¢asto mnohahodinovému pozorovani.”

TFi noci promitani v klubu Max's, inzerované také v The Village Voice, byly tfemi nocemi
plnymi nadSenych divaku. Jeden z nich, Andy Mannick, poté Vasulkovym navrhl, aby
zalozili vlastni misto pro pfedvadéni videa, a ukazal jim prostor v polorozpadlé hotelové
budové na manhattanské Mercer Street. V 1été (15. Cervna) roku 1971 doSlo k zalozeni

divadla, které Woody pojmenoval The Electronic Kitchen™, Elektronicka kuchyné, podle

® Viz. videorozhovor s Vasulkovymi, ktery probéhl v Praze v kvétnu 2004 v centru CIANT u pfileZitosti
retrospektivnhiho promitani v kiné Aero. Osobni archiv autorky.

8 Max’s Kansas City, legendarni restauraci/bar/klub, oteviel Michael Ruskin roku 1965 na 213 Park
Avenue South. Jiz pfedtim, od roku 1971, predstavuji Vasulkovi sva videa na festivalech. Pozdéji toho
roku (28. 2.) promitaji dila Jackie Curtis* First Television Special a Jackie Curtis* Second Television
Special na festivalu Global Village.

0 John Reilly, Radical T.V., c. d. (pozn. 64), s. 15.

" Dokument s nazvem The Kitchen. Nahrany 12/6/77, strojopis. The Daniel Langlois Foundation, Steina
and Woody Vasulka fonds, VAS B33-C1, s. 34. Jedna se o pfepis audiorozhovoru o rané historii The
Kitchen, ktery vedli Woody a Steina spolu navzajem.

2. Dokument nazvany Steina and Woody Vasulka, Early. Description of Beginning of Early Kitchen 1971-
1973, nedatovan, 1 s., strojopis. Vasulka Archive Online, KD0OG.

3 Nazev se pozdéji, roku 1972, zkratil na The Kitchen, ,protoZe udalosti tam konané nejsou pouze
elektronické®. The Kitchen v pribéhu doby ziskavala i dal$i pfizviska — The Electronic Kitchen for Media
Arts, The Kitchen & Electronic Image Lab, ¢i Mercer Media Repertoary Theater. In: Jud Yalkut, c. d.
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predeslé funkce prostoru. Slo o byvalou kuchyni nyni zruSeného hotelu Broadway
Central™, pretvofenou nyni na Mercer Arts Center, dllezité centrum experimentalnich
aktivit downtownu. Jeden z podtituld znél ,divadlo elektronickych médii pro video, film,
hudbu a performanci“, dalSi ,testovaci laboratof pro zivé publikum®, coz znamenalo, Ze
zde dochazelo k testovani parametrd prostoru a divackych reakci na déni v ném. Dle
vlastnich slov zakladatell byl hlavni davod zaloZeni The Kitchen prakticky, nemohli jiz
zvladat davy lidi proudicich do vlastniho ateliéru v touze sdilet s nimi jejich vyzkumy.

Woody a Steina vSak prenaseji do prostoru svij vlastni pfistup k uméni a zivotu.

V The Kitchen vznika jedno z prvnich mist zasvécenych videu a dalSimu uméni, zejména
elektronické hudbé, jehoz zakladem byla idea otevienosti vSemu novému a inspirativnimu.
Od pocatku se jednalo o intermedialni prostor, v némz byla patrna spfiznénost videa

s dalSimi druhy uméni, zejména s elektronickou hudbou a jednotliva média a pfistupy se
samoziejmé vzajemné ovliviiovaly.”” Zakladatelé svérazného divadla si dobie
uvédomovali, Ze nechtéji prezentovat video v izolaci, také proto, Ze video chapali jako
aktivitu, ,ktera nebyla a priori uménim“.”® Newyorsky downtown se v té dobé staval
centrem aktivit smérfujicich k naruSovani hranic mezi disciplinami a zpochybriovani
tradi¢nich zanrovych kategorii. S tim souviselo i odmitnuti instituci a snahy vytvofit si

vlastni operaéni pole mimo né. Woody k tomu poznamenal:

»1akzZe bylo zjevné, ze misto abychom se snazili bojovat za prosazeni nasi aktivity v ramci

umélecké scény, jednoduse ji obejdeme."””

Urcity spontanni pfistup byl ovSem v pfipadé Vasulkovych spojen s dirazem na preciznost
formulace, s ¢imz souvisi i diraz na kvalitni technické vybaveni, kterym se podle Bena

Portise The Kitchen liSila od dalSich uméleckych videokolektivd.” Prvnim nastrojem, ktery

(pozn. 15).

Broadway Central byl jednim z grandhotel(l druhé pule 19. stoleti. Jednalo se o misto s temnou historii,

nepostradajici senzacni vrazdu, a napfiklad také Casté misto pobytu Leona Trotského, kterého ke zméné

jména z plvodniho Leon Borenstein pry inspirovala tamni Trotsky’s Kosher Restaurant. Textové a

fotografické materialy Ize nalézt na: www.lostnewyorkcity.com/buildingphotos/mac-site-history.html.

s Roselee Goldberg, Art After Hours: Downtown Performance. In: Marvin J. Taylor (ed.), The Downtown
Book. The New York Art Scene 1974-1984. Princeton University Press, 2006, s. 107.

® In: The Kitchen, c. d. (viz. pozn. 71).

7 Tamtéz.

™ In: Ben Portis, Essay on The Kitchen. (leden 1992). [online] [cit. 2009-17-09]. Pfistupné na
www.experimentaltvcenter.org/history.

~
N
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si Vasulkovi pofidili, byla roku 1970 portapakova kamera. Nasledoval zvukovy syntezator
(VCS3 zvany Putney)” a tii identické monitory, postavené do fady.®® Tedy nastroj,
prostfedek manipulace s nim, a prostfedek pfedvedeni vysledku. | kdyz bylo mozné
nakoupit urCitou ¢ast technologického vybaveni z grantovych prostfedkd, v prvnich letech
vetsi Cast sestavala z vlastnich nastroju Vasulkovych, které poskytli The Kitchen a

z vybaveni vyplj¢eného od pratel, jak je zjevné z dopisu Howarda Wise, adresovanému
NYSCA:

»| pfes skromny nakup vybaveni, umoznény malymi pfidély z podpory NYSCA, je vétSina video a

témeér veskeré audio vybaveni v The Kitchen zapujéené od pratel.“®

Mnozstvi dalSiho vybaveni pro Vasulkovi na zakazku zkonstruovali &i upravili ,svobodni
agenti technologie, spolupracujici inZenyfi: pozadovali takové nastroje, které by byly
inspirativni a oteviené dalSim upravam. Uzivatelsky zkonstruované nastroje, vytvarené na
miru umeéleckému experimentovani, rozsifovaly moznosti pramyslové vyrabéného
vybaveni, které bylo jednak finanéné nedostupné a navic ani zdaleka neumoZzrniovalo

takovy rozsah manipulace.®? Brzy tak ziskali prvni generaci své doméci laboratore.

3.2 Zivé video

Pocatek sedmdesatych let je obdobim rozvoje uméni performance spojené s narusovanim
hranic mezi jednotlivymi disciplinami, které se vSechny mohly stat soucasti pfedstaveni a
vasulkovska The Kitchen byla jednim z prvnich prostord, kde se takové propojovani

uskute¢riovalo. Dochazelo ke stirani hranic mezi pfipravou a prfedvedenim udalosti, a

™ Zvukovy syntezator Putney byl duleZitym ranym nastrojem, ktery podnitil smér propojovani zvuku a
obrazu ve videu. Jedna se o analogovy, duofonicky syntezator, ktery ovlada vztahy audio signald,
pochazejicich ze samotného pfistroje. Obsahuje oscilatory produkujici opakované kolisani napéti, které
moduluje zvuky. In: Mark Veil, Vintage Synthesizers: Pioneering Designers: Groundbreaking Instruments:
Collecting Tips: Mutants of Technology. Miller Freeman Books, 2000, s. 110-111.

8  Steina se zmiruje o rodi¢ovské podpofe pii nakupu prvniho vybaveni jakoZto vibec prvnim a nejlepsim
.grantu®. In: Vasulka Steina, Machine Vision, Woody, Descriptions, c. d. (pozn. 39), s. 23.

8 Howarda Wise v dopise (EAI, 9.2. 1973), adresovaném Lydii Silman z NYSCA, Zada o dodate¢né
,zachranné® fondy pro The Kitchen a programy s ni spojené, 3 s., strojopis. In: Vasulka Archive Online,
KF035.

8 Ve vyzvé k Ucasti na prvnim Video Festivalu je uveden seznam hardwarového vybaveni, které bylo v té
dobé v The Kitchen k dispozici: 2 portapakové kamery (ziejmé& Sony AV-3400 Portapak), Sony SEG-1
VTR mixér, ¢ernobily klicova¢ Shintron, 6 velkoformatovych monitord (z toho 1 barevny), Sony 5000 A %"
VTR, &ernobily videoprojektor, kompletni audio systém. Viz dokument oznageny Call for submissions for
the 1st video festival at the Kitchen, 3 s., strojopis. Vasulka Archive Online, KI018, s. 2.
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prostor mél tak blizko k uméleckému atelieru. Velka cCast tvorby Vasulkovych a The
Kitchen se blizila happeningdm ve svém zduraziovani bezprostfedni zkuSenosti na
konkrétnim misté a zapojenim publika, jemnym vtipem a jednoduchosti akci a snahou
smisit tvorbu se sférou kazdodennosti.

Vasulkovi se v The Kitchen snazili podporovat pfedevSim smér, kterému se vénovali oni
sami, tedy formalistickych experimentl vychazejicich z manipulace s elektronickym
signalem a Casto vyuZzivali vzajemné ovlivnitelnosti zvuku a obrazu. Hlavnim objevem bylo,
Ze video je mozné predvadét zivé. Zaroven zdlraznovali instalacni aspekt videa,
promitaného €asto na fadé monitoru. Zajimal je také dokumentarni smér, zejména ve
spojeni s radikalnimi okrajovymi zanry popularni kultury z undergroundovych newyorskych
divadel a klubu. V The Kitchen existovaly i pokusy o prosazeni dokumentarné-
aktivistickych smért nové vznikajicich videoskupin. Tyto oblasti tvorby se nachazely do
znacné miry mimo pozornost zavedené galerijni scény. V té dobé byl okruh tvlrcu
experimentujicich s elektronickym médiem relativné uzky; Cital okolo dvou ¢i tfi set lidi,
ktefi byli ovSem spfiznéni touhou po okamzitém sdileni svych experimentld. V New Yorku
té doby pry existovalo asi Sest podobné zamérenych ,divadel® a asi Sedesat na dalSich
mistech v USA a ve svété. Steina a Woody se zminuji o ,kosmickych poslech®, cosmic
messengers, jak nazyvali umélce putujici s kazetami a informacemi ,z Tokia ¢i Pafize do
Chicaga ¢i San Francisca“.®® Tyto nové druhy komunit, spojované touhou po sdileni a
kooperaci, svou mezinarodni povahou a vzajemnou propojenosti pfedchazeji dnesni
komunity na siti.

Shridhar Bapat, syn indickych diplomati s ekonomickym vzdélanim, se v zafi roku 1972
stal programovym feditelem. Zprava o cinnosti v prvnim roce fungovani skupiny
.Perception, popisujici jednotlivé programové oblasti The Kitchen, v€etné poctu
predstaveni a jmen umélcli, dokazuje od pocatki rozmanitost programud divadia.®
Pondéini vecCery byly zasvéceny koncertim elektronické hudby (v&etné Zivych performanci
s vyuzitim syntezatord, music concrete, experimentu se Ctyrkanalovym zvukem, €i zvuku
generovanych zaroven s videem), jejichz organizovani se v fijnu 1971 ujal Rhys Chatham,
hudebnik a skladatel, ktery vystudoval elektronickou hudbu u Mortona Subotnika na

Newyorské univerzité a sam od pocatku v The Kitchen také Gc¢inkoval.®® Mezi umélci, ktefi

8 Videorozhovor s Vasulkovymi, c. d. (pozn. 68).

8 Dokument nazvany Perception. Interim Report for Perception including Public Performance, Workshops
and Research and Development, 1971-1972, 4 s., strojopis. Vasulka Archive Online, KP006.

8 Ben Portis, Essay on The Kitchen, c. d. (pozn. 78).
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na téchto veCerech vystoupili roku 1971, byli napfiklad La Monte Young a Marian Zazeela,
Rhys Chatham, Laurie Spiegelova, Michael Czajkowski, Nam June Paik, John Gibbon a
dalSi. The Kitchen se stala jednim z impulst vzniku nové downtownové hudebni scény na
pocatku sedmdesatych let.2® Hudebni program The Kitchen sledoval zejména Tom
Johnson, sam skladatel experimentalni hudby, ktery o ném pravidelné referoval do Village

Voice. Viyplati se myslim ocitovat z jedné z jeho nejranéjSich kritik:

»~Jednu noc vyléza sopran zpod piana, aby zazpival moderni pisefi. DalSi noc lezi cellistka na
posteli z televizor(, hrajic na svij nastroj, zatimco publikum se mota okolo. Dal$i noc blouma
mistnosti sbor dvaceti lidi vydavajicich svymi hlasy podivhé mumlajici zvuky, pficemz [snimané a
promitané] obrazy hudebniku splyvaji na televiznich obrazovkach s abstraktnimi vzorci. Pokud jste
v posledni dobé neslySeli podobny koncert, je to jen proto, ze jste nepfisli do The Kitchen, coz je

misto, kde se konaji.”

A dale dodava:

,Kdyz o devét mésicll pozdéji skoncila jejich prvni sezona, byla The Kitchen pevné zavedena jako

newyorské centrum videoexperimentovani a nejaktivnéjsi vitrina nové hudby v oblasti.“®

V prvnich letech ovSem v The Kitchen pfevladalo experimentovani s technologii videa.
StiedeCni vecCery byly zasvécené otevienym vefejnym promitanim, kterych se mohl
zucastnit kazdy, kdo pfiSel s néjakou videopaskou. O vznik téchto Open Video Screenings
se zaslouzila pionyrka v oblasti videoperformance a instalace a dokumentaristka Shirley
Clarkeova a rozpéti sahalo ,od dokumentt pfes osobni performance k tomu, co nazyvame
generované video“.®® V patek a sobotu se konaly Zivé audiovizualni performance, jejichz
autofi vyuzivali herce, hudbu ve spojeni s videem a ruzné nezvyklé hudebni nastroje. O
vikendu také predstavovaly svou tvorbu videoskupiny (napfiklad Raindance Corporation,

Acme Video Rangers, The Video Preaks, Peoples Video Theater, Space Video Arts). Sva

% Bernard Gendron uvadi, Ze se nejednalo pouze o hudbu elektronickou, vybér byl $iri, hudebnici
zkoumali netradi¢ni a nekanonické hudebni nastroje, zapojovali hudebni humor &i filozofické koncepty,
snazili se narusit bariéru mezi performery a publikem. Ve tfech prostorach Mercer Center — The Kitchen,
Oscar Wilde Room a Studio Rivbea — se soustfedovaly tfi hudebni proudy, dominujici downtownu
pozdnich 70. let: experimentalni postmoderni (post-cageovsky) proud, punk a rock hnuti New Wave a loft
jazz, které se oviem, také diky umisténi pod jednou stfechou, ¢asto misily. B. Gendron, Downtown Music
Scene. In: Downtown Book, c. d. (pozn. 75), s. 44-45.

8  Tom Johnson, Someone’s in The Kitchen — With Music. New York Times. 8.10.1972.

8 In: The Kitchen (viz. pozn. 71).
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videa promitali pravidelné také Vasulkovi, ktefi vlastni aktivitu v té dobé& shrnuli do ftfi
oblasti: zivé videoperformance zahrnujici generovani, syntézu a zpracovani obrazu
vrealném cCase predvadéni; elektronické obrazové kompozice vyuzivajici techniky
kliCovani; a experimenty s percepci, vyuzivajici napfiklad rychlého prolinani barevnych
poliCek videa a efektll obrazového zpozdéni.®*® Toto zkoumani optickych iluzi s vyuzitim
videa patfi mezi malo znamé oblasti tvorby Vasulkovych. Pro své binokularni experimenty
si nechali zkonstruovat specialni pfistroj zvany video sequencer (George Brown, 1972), o
némz jesté bude feC dale. Pozadovali nastroj, ktery by umoznil jakysi stereo videozaznam,
podobajici se vizualnimu efektu zvanému Pulfrich. Tento efekt vznika diky skuteCnosti, Ze
pfi niz8i hladiné osvétleni reaguje mozek na pfichazejici informaci pomaleji. MUzeme jej
docilit tak, ze omezime hladinu svétla pfichazejiciho k jednomu oku (napfiklad pomoci
tmavého okularu); diky zpozdéni v percepci dochazi k vytvofeni iluze hloubky, nebot
pohyblivy objekt pozorovany okem s omezenou svételnosti pusobi jako by se opozdoval
za obrazem pozorovanym druhym okem. Vasulkovi se tedy pomoci rychlého stfidani
poliCek videa snazili navodit podobné stereoskopické vizualni efekty, jakych |ze dosahnout
diky odli§nému vnimani pohyblivého obrazu pravym a levym okem.®

Mezi u€inkujicimi se v prvnich letech The Kitchen objevuje znacna €ast tvarca, ktefi patfi
mezi nejvyznamnéjsi prukopniky v oblasti vytvafeni videa (napf. Bill Etra, Aldo Tambellini,
Stephen Beck, Ed Emshwiller, Erne Gusella, Nam June Paik a Charlotte Moormanova Ci
Walter Wright) stejné jako dalSich umeéleckych oblasti jako experimentalni divadlo,
performance nebo hudba. V The Kitchen se konala také filmova promitani (jmenovité
uvadéji Swerdloffovy filmy o baletu, dila Nam June Paika a Juda Yalkuta). Na jednom
z veCeru predstavil Alfons Schilling své dilo tvofené 3D diapozitivy zIslandu a
newyorského metra, doprovazené zivou hudbou, generovanou Woodym na syntezatoru
Putney. Na pocatku své Cinnosti hostila The Kitchen dulezité festivaly — Video Festival,
Festival pocitatového uméni a Women’s Video Festival (hlavnimi organizatory byli
Shridhar Bapat, Dimitri Devyatkin a Susan Milanova). K prvnimu ro¢niku Video Festivalu
vySla v Cervnu roku 1972 tiskova zprava, oznamujici, Zze budou prezentovat pasky

libovolné délky, bez cenzorskych &i editorskych zasah(.®' Druhy roénik se uskuteénil

8 Dokument s nazvem A Proposal for Continued Funding: The Kitchen for Electronic Media. Steina and
Woody Vasulka, Shridhar Bapat, Dimitri Devyatkin. 12 s., strojopis. In: Vasulka Archive Online, KBI.

% O téchto experimentech se Woody kratce zmifiuje v katalogové poznamce vénované G. Brownovi. In:
Eigenwelt der Apparatewelt, c.d. (pozn. 48), s.140.

% Mezi zG¢astnénymi jsou uvedeni Nam June Paik, Eric Siegel, Stephen Beck (vSichni tfi s vlastnimi
videosyntezatory), Aldo Tambellini, Douglas Davis, Stan Vanderbeek, tvirci ze sanfranciského
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v ¢ervnu nasledujiciho roku a opét se jednalo o prehlidku pocitatové vytvarené grafiky a
socharstvi, no¢ni promitani, hudbu a seminare. Mezinarodni festival poc¢itatového uméni,
ktery uspofadal zejména Dimitri Devyatkin, se konal v dubnu roku 1973 a zahrnoval
experimentalni dila pocitaCové grafiky na rozhrani uméni a védy, odpoledni prednasky,

workshopy a sympozium, ve€erni hudebni, video a filmovy program.

V Electronic Arts Intermix v nedavné dobé zpfistupnili pasky s archivnimi nahravkami
predstaveni v The Kitchen. Jedna z nich zachycuje instalaci pro pét monitorll Apple Eaters
zroku 1971 Ann Tardosoveé, ktera vyzvala sveé pratele, aby ji pozovali pfi jedeni jablka
(mezi performery jsou napfiklad Juan Downey, Ch. Atlas, G. Mantegna). Pfedstaveni
Soup & Tart je sice z pozdéjSi doby (1974-1975), kdy uz The Kitchen sidlila na jiném
misté, ale jedna se ziejmé o typickou produkci rané The Kitchen: multimedialni umélec
Jean Dupuy vyzval nejriznéjSi umélecké pratele, aby predvedli cokoliv v pribéhu
maximalné dvou minut: vysledkem je bizarni a velice pestré ,menu®, zahrnujici napfiklad
promitané animace Roberta Breera, hru na saxofon Jona Gibsona, hlasové performance
Phila Glasse ¢i vyfezavani dortu ve tvaru domecku Gordona Matta-Clarka; publiku byla
pfitom nejdfiv servirovana vecere, polévka a chléb a jableény kola¢ s vinem.%? Taneéni
performance zahrnovaly zejména vystoupeni japonského choreografa a tanecCnika Kei
Taikeie. Této oblasti se vénoval spoluzakladatel The Kitchen Andreas Mannik, ktery
pracoval s tanecni skupinou Merce Cunninghama a sledoval newyorskou tane¢ni scénu.
Kratky vynatek ze zaznamu z Taikeiova vystoupeni, ktery lze spatfit na vasulkovskych
webovych strankach, ukazuje minimalisticky tanec tfi postav obtacejicich se okolo sebe
v pomalych, plynulych meditativnich pohybech. Prostor pojal zhruba sto padesat lidi,
nebylo v ném Zadné stale jevisté, zZidle byly odstranitelné a pfi nékterych pfedstavenich se
sedélo na zemi. Skladatelé elektronické hudby i tvlrci performanci a videoinstalaci méli
moznost kompletni kontroly nad uspofadanim prostoru, v€etné rozsazeni publika a délky
predstaveni. VSechna pfedstaveni byla pfistupna zdarma. Mnozi kritici zdUrazhuji pravé

tuto ,neupravenost® prostoru, napfiklad Richard R. Shepard napsal do New York Times:

» 1 he Kitchen sidli v druhém patfe Mercer Arts Center, 240 Mercer Street, blizko Fourth Street, a je

videokolektivu Video Free America, z newyorské Global Village, a mnozi dal$i, stejné jako organizatofi
Woody a Steina, Shridhar Bapat a Bill Etra.

%2 Apple Eaters (Ann Tardos, 1971-2004, 17:13 min., ¢b.), Soup & Tart (Jean Dupuy, 1974-1975, 55:45
min., ¢b.). Obé pasky jsou soucasti série ,From the Kitchen Archives®. Viz. archivy EAI (www.eai.org).
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se po podlaze a neni jisté, zdali budou k sezeni Zidle, ¢i pouze podlaha nebo podusky.*

Vasulkovi spolecné s dalSimi spolupracovniky se od pocatku snazili rozSifovat Cinnost také
do védeckeé oblasti a v The Kitchen probéhly seminafe o kybernetice a percepci,
workshopy zamérené na bio-feedback (biologickou zpétnou vazbu, vyuzivajici pfistroji pro
snimani télesnych parametrd jako prostfedkd generovani elektronickych obrazu, dale
Sifenych v systémech zpétné vazby a zapojujicich publikum a performery), které vznikaly
ve spolupraci Philipa Perlmana s Dimitri Devyatkinem, stejné jako dalSi vzdélavaci
workshopy. V sekci vyzkum a vyvoj vySe zminéné zpravy uvadéji pokusy o vyvinuti

systému pro video syntézu ve spolupraci Vasulkovych s Ericem Siegelem.®

3.3 Kritiky The Kitchen a jeji konec

Kritiky, tykajici se okruhu The Kitchen, vychazely v raném obdobi v The Village Voice a

v New York Times. DuUlezity byl zejména pravidelny sloupek Jonase Mekase v prvnim
zminéném periodiku, zvany Media Journal, ktery inspiroval mnoho tvirc(
experimentalniho filmu ¢i videa. Mekas se nesnaZzil pfifazovat novou tvorbu k zavedenym
formam, komentoval zkratka vidéné a neskryval své pochybnosti. Na video pohlizi jako na
energii-barvu a pise naptiklad: ,Clovék citi, Ze na tom néco je, co jesté nemiizeme zcela
védeét, ale co je velice dulezité.” Tato lakonicka véta ziejmé vyjadfila, co citila vétSina

z prvnich experimentator(. Vasulkovi Cetli jeho sloupek pravidelné (ony tykajici se The
Kitchen jsou stejné jako dalSi kritiky pristupné na webové strance Vasulkovych).®® Mekas

se také pokusil o ranou formulaci odliSnosti videa od filmu:

,Mozna v jistém smyslu neni pravda, Zze umélec musi to, co déla, vyfesit formalné, tim zplsobem,
jakym vnimame formu ve filmu €i malifstvi. Nebot je tu také otédzka videa jakoZto energie. Ten pocit

prichazi velice silné, kdyz sleduji Vasulkovi. Otazka energie. Barvy.*

% Richard F. Shepard, Offbeat. New York Times. 31.10.1972.

%V hodnotici zpravé skupiny Perception jsou uvedené pocty predstaveni v jednotlivych oblastech za
obdobi 1971 az 1972 nasledovné: 12 koncertl elektronické hudby (U¢ast 25 az 100 lidi), 23 stfedec¢nich
,Open Screenings” (s U¢asti nejméné 25 lidi), 17 programu ,vikendové video*, 38 programu ,Vasulka
video®, 5 tanec&nich pfedstaveni atd., s celkovym poc&tem 112 pfedstaveni a souhrnnou navstévnosti 6377
lidi. In: Perception; Interim Report for Perception including Public Performances, Workshops and
Research and Development; 1971 - 1972; s 1. Vasulka Archive Online, KP0O7.

% Lucinda Furlong (viz. pozn. 27), s.12-17.
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A dale dodava:

,Diskutovat vykony Siegela a Vasulkovych podle roli &i kritérii, které zname z malifstvi a filmu, neni
zcela spravné, i ne dostate¢né, anebo ne vzdy spravné. To je muj zfetelny pocit. Ve filmu se také

zabyvame energii. Ale ne do stejné miry.“%®

Mekas ocenoval vSechny spontanni vytvory, podporoval zruSeni hranic mezi dilem a
divakem v ranych pokusech expanded cinema, fazich filmu a performance. Dulezité také
je, ze zduraznuje moznost vahani a nerozhodnosti: ,Jedno shlédnuti v The Kitchen mi
nepomohlo v rozhodnuti se jednim &i druhym smérem.*” Casto byl ovéem velice kriticky,
zejména zdaraznoval problemati¢nost neustalého zkouSeni novych a novych
technologickych postupu, coz tvirciim nedava prostor na rozpracovani zadného z nich.

Takové nebezpedi citi v dile Stana Vanderbeeka, které sledoval vice nez dekadu:

,Velky otaznik: je mozné délat soustfedénou kreativni praci a pfitom sledovat a ovladnout kazdou

novou techniku, ktera se mihne pred o¢ima?“%®

V tom je mozné spatfovat paralelu se sou€asnou tvorbou; osvojovani si softwarovych
programu vyZaduje spoustu ¢asu a tento proces u€eni se programovani ma ¢asto na
tvarce pohlcujici vliv.

Prvni videofestival ziskal pfiznivé recenze v New York Times, a od té doby byly programy
The Kitchen recenzovany v uméleckych a hudebnich reviews (ve Village Voice, Soho
Weekly News, obCas v The New Yorker, Daily News a jinde). Postupné s rozvojem a
rozSifovanim aktivit divadla bylo nutné zabyvat se také administrativnimi zalezitostmi,
naptiklad fesit smlouvy s vystupujicimi ¢i vybirani vstupného.*® Od dubna roku 1972
vychazeji mésicni kalendare s programem na vétsinu dni. Je pfiznacné, Ze Vasulkovi
opoustéji The Kitchen ve chvili, kdy se divadlo stava uspé&Snym a zacina se

profesionalizovat. Steina jiz na poCatku sedmdesatych let prohlasila:

% Movie Journal, sloupek pro The Village Voice, psal Jonas Mekas v letech 1958 az 1971.
% J. Mekas, Movie Journal. The Village Voice. 20.7.1972, s. 49.

% J. Mekas, Movie Journal. The Village Voice. 6.7. 1972, s. 50.

% Ben Portis, Essay on The Kitchen (viz. pozn. 78).
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, 10 je to dilema uspéchu, nebot’ nyni to vypada, zZe se pfiblizujeme né&jakym osmdesati
navstévnikiim za noc, a to bylo o par mésicll zpatky nemyslitelné. Takze nyni uz to neni tak hravé;

je to vazné.“1®

Woody bilancoval roku 1977 takto:

,V8e, co nakonec ziska vnitini strukturujici Fad, nevyhnutelné musi postoupit k urcité racionalizaci,
a tam veskery muj zajem kon¢i. Vzdy. Nebot' dvojznacnost, nerozhodnutelnost v kulturnim smyslu,
ve smyslu praxe, je kazdodenni ¢innosti. Kazdy instinkt v této kazdodenni aktivité je vrcholné

dulezity.""*"

Jiz roku 1973, tedy po dvou letech, se Vasulkovi ve shodé s Woodyho pfesvédcenim, ze
lidé, ktefi vedou takové prostory, by méli byt kreativnimi umélci, vést je néjakou dobu a
poté odejit, vzdavaji vedeni The Kitchen. Model fungovani alternativnhiho uméleckého
prostoru, ktery mél v pfipadé The Kitchen podobu kreativni participace spfiznéného
okruhu tvlrcl, ma blizko k anarchistickym predstavam alternativnich spole€enstvich.
Vasulkovi odchazeji na pozvani Geralda O’Gradyho, teoretika Siroce rozprostienych
zajmu, sahajicich od literarni védy pfes vyzkum snu k filmu a novym médiim, v némz
nalezli svého ziejmé nejvérnéjsiho zivotopisce a komentatora, do Buffala, do jim nové
zalozeného experimentalniho centra Media Study, kde se po Sestileté zkuSenosti

s pusobenim v univerzitnim prostfedi jesté vice upevni v pfesvédceni, ze je nutné nalézat

alternativni zpUsoby tvarc¢i existence pokud mozno zcela mimo instituce.

Katalog vystavy vénované downtownoveé umélecké scéné New Yorku v letech 1974 az
1984, kterou v letech 2005-2006 uspofadala Grey Art Gallery Newyorské univerzity,
zacina svou zavérecnou chronologii zminkou o dramatickém konci Mercer Arts nedlouho

poté, co se The Kitchen prestéhovala do nového prostoru:

»1retiho srpna 1973. Zfiti se jedna sekce fasady hotelu Broadway Central z roku 1896 a zabije
pfitom Ctyfi lidi. Byvaly hotel ubytovava ve svych prvnich dvou patrech Mercer Arts Center s péti
divadly a kabarety, divadelnim prostorem The Kitchen (otevieném 5. ¢ervna 1971 v kuchyni

starého hotelu) a nékolika ateliéry umélcu. Ztrata Mercer Arts Center zanechava vyraznou mezeru

100 Tamtéz.
" In: The Kitchen, c. d. (pozn. 71).
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v downtownové divadelni scéné.'®?

Kratce pfed zhroucenim hotelové budovy se feditelem stal Jim Burton (kterého
upfednostiovali i Vasulkovi), avSak poté nabidl Howard Wise tuto pozici Robertu
Stearnsovi, ktery dfive vedl proslulou Paula Cooper Gallery. The Kitchen se stéhuje do
nového, daleko vétSiho prostoru na 59 Wooster Street, do druhého patra budovy zvané
podle pfizemni galerie LoGiudice, kde zahajuje €innost dvéma vecery koncertl Johna
Cage v prosinci roku 1974. Novy tym pretrhava pouta s EAl Howarda Wise'®, snazi se
postupné vymezovat vuci prvotni ideologii The Kitchen a zagina se profesionalizovat,

¢ehoz dukazem je citace z jednoho rozhovoru s Robertem Stearnsem z roku 1977:

»~Jméno (The Kitchen) dobfe sedi, pokud nas znate, ale je dosud klamné pro kohokoliv zvenci, a
tato klamnost jména zni jako urcity druh zajmové skupiny, coz by mohlo branit v ristu naseho
publika. [...] Toto jméno je pro mé zastaralé. Ma okolo sebe ten prstenec antiestablishmentu

Sedesatych let. Je prili§ roztomilé.“™*

Jméno nicméné prostoru zlstalo dodnes. Od roku 1973 zacinala stale vétSi misto
v programu zabirat hudba (podle Bena Portise byla hlavnim divodem vétsi navstévnost
hudebnich koncert) a od druhé poloviny sedmdesatych let také performance a tanec;
v roce 1978 pfidava The Kitchen ke svému podtitulu slovo performance; roku 1989 byl
pridan literarni program.’® The Kitchen se ve svém nynéj$im uptownovém plsobisti na 19.
ulici, v rozlehlém prostoru byvalé tovarny na led, kam se prestéhovala roku 1985,
definitivné proménila z puvodniho uméleckého experimentu s otevienou strukturou
v profesionalné funguijici instituci. Ziskava pravidelné recenze v The Village Voice a New
York Times, vykonnou feditelkou a hlavni kuratorkou je Debra Singerova a spravni rada,
jiz prfedseda Philip Glass, je plna Zivych legend jako Laurie Andersonova, Julie
Grahamova, Meredith Monkova ¢i Willard Taylor, které jsou zarukou kvality programu,
pfizné publika a zfejmé i sponzorl. Jeji dnesni podtitul zni ,Centrum pro video, hudbu,

tanec, performance, film + literaturu“'®®, soucasti prostoru je galerie, zamérena na mediaini

92 In: The Downtown Book, c. d. (pozn. 75), s. 176.

198 Howard Wise zacina v tomto obdobi smérovat ¢innost EAI vice k aktivitdm vedoucim k zaloZeni nového
distribu¢niho systému videopasek. In: M. Sturken, c. d. (pozn. 52).

194 Victor Ancona, Video Art. Strange Brew: What's Cooking At The Kitchen? Videography. 1977 (¢ervenec),
s. 42-44,

%5 Robin Pogrebin, In Uncertain Times, the Kitchen Takes Stock. New York Times. 13.9.1995.

1% Viz. internetové stranky soucasné The Kitchen. [online]. [cit. 2009-21-09]: www.thekitchen.org.
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umeéni, videoarchiv, ktery je ve stadiu zprovozriovani, a administrativni prostory. The
Kitchen vlastni archiv 3600 videopasek a 500 audiopasek.’” Roku 1999 zde zacali
s katalogizaci, Cisténim a remasteringem videopasek. Archiv je rozdélen na ,sbirku®
obsahujici umélecké pasky, které od roku 1974 The Kitchen také distribuuje, a ,archiv®,

sestavajici z dokumentace programu v The Kitchen uvadénych.'®

07 Andrea K. Scott, From Dematerialized to Rematerialized: The Kitchen’s Media Preservation Program,
National Alliance for Media Arts & Culture: A CLOSER LOOK. 2002. Vasulka Archives Online.

1% Informace pochazi z emailu archivaie Stephena Vitiella autorce ¢lanku (2. 3. 2006). The Kitchen také
obnovila davnou spolupraci s EAI, jehoz prostfednictvim nyni distribuuji nékteré zde vzniklé pasky, a
zacala vydavat CD série z vlastnich hudebnich archivd, z nichz zatim vysla tfi, koncert Steve Reicha z
roku 1977, hudba z festivalu nové hudby v The Kitchen z roku 1979 a kompilace Amplified: New Music
Meets Rock, 1981-1986.
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4 IMAGE PROCESSING: WAVE, THE SIGNAL IS COMING

»oignal je zkratka signal a o tom to celé je. Je to signal.” (WV)

,MuUZzete tomu fikat energie a ¢as anebo frekvence a napéti.“ (SV) '

4.1 Organizovani hmoty

Podobné jako dalSi tvirci pfistupovali Vasulkovi k video materialu jako k nezavislé
plastické ,hmoté®, z niZ je mozné vydélovat struktury, pfistupné vizualnim a sluchovym
smyslum pozorovatell. Podle Bergsona je ,Cista“ hmota nezavisla na smysly vnimatelném
svété a az diky naSemu zasahu z ni Ize vyjmout viditelné struktury, které se objevuji a mizi
jen v pohybu. Hmotu povazuje za soubor obraz(, pficemz nase télo je jen jednim z téchto
obrazl souboru, byt s privilegovanou pozici: je obrazem, vic¢i némuz se ostatni obrazy
seskupuji."® V navaznosti na Henriho Bergsona popisuje Gilles Deleuze existenci dvojiho
svéta, primarniho a sekundarniho, tedy energie a stavu jeji organizace v kosmu. Subjekt
zpusobuje zakfiveni univerza, je mistem, z néhoz svét vidi sam sebe, spojuje a sjednocuje
jevy, které formuje do urcitého ramce; viditelného obrazu.”" Také kvantova teorie hovofi o
dvojim vnimani svéta: svét vnimany nasimi smysly tvofi relativné stabilni struktury, ovSem
podlozni kvantovy svét ma zcela odliSnou povahu nepravidelné pohyblivosti a vzajemné
provazanosti.”" To, co smysly béZzné vnimame jako ,svét” je jen abstrakce z kvantového
,Svéta“ v rozvinutém fadu s relativné stabilnimi a nezavislymi formami, tedy jiz zformovany
nas8im vnimanim."® Kvantova teorie také pfinasi predstavu, Ze hmota ma mentaini pal,
ktery vstupuje do vztahu s mysli; v lidské bytosti ma universum zrcadlo k pozorovani sebe
sama.”™ Analogicky Ize mluvit o dvojim stavu existence elektronického obrazu: primarnim
(virtualnim) stavem je latentni existence obrazu v podobé kdédovaného signalu, existujiciho
nezavisle na svém zviditelnéni; sekundarni (aktualni) stav je vytvafeny organizujicimi

silami: ,obsah® obrazu je zviditelnéni podlozniho kédu. Woody, stejné jako dalsi tvurci,

199 7 videorozhovoru R. Coehla s Vasulkovymi, c.d. (pozn. 23). Signal je kvantita proménna v ¢ase a
prostoru, ktera nese informaci. Elektronicky (analogovy) signal se vétSinou projevuje ve formé napéti,
elektrického proudu i elektrického naboje.

"0 Henri Bergson, Mysleni a pohyb. Mlada Fronta, 2003, s. 104.

™ Martin Schwab, Escape from the Image. Deleuze’s Image-Ontology. In: Gregory Flaxman (ed.), The
Brain Is the Screen: Deleuze and the Philosophy of Cinema. University of Minnesota Press, 2000, s. 109.

"2 David Bohm and B.J. Hiley, The Undivided Universe. An ontological interpretation of quantum theory.
Routledge, 1993, s. 176.

3 Tamtéz, s. 382-3.

4 Tamtéz, s. 389.
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vnimal signal jako ,zcela svobodného agenta“, nesvazaného s hmotou. Signal se
aktualizuje prostfednictvim synchronizaéniho procesu v pribéhu zobrazeni na monitoru.
KaZzdy obraz tak vznika z kontinualniho spektra jako jedna z moznosti aktualizace. Takove

vhimani doklada uryvek z rozhovoru Woodyho s Jonem Burrisem:

Woody: ,To naznacuje, Ze existuje vztah mezi kédem a jeho fyzickou manifestaci v prostoru. Jedna
se o systém, ktery nam poskytuje aktualni interface.”
Jon: ,Také nam dava urcitou stabilitu v ramci moznosti, jeZ jsou nekoneéné Siroké. Je to

konstrukt pro nase vnimani, konstrukt pro nase poznani.“'"

Jeden z video pionyru, Stephen Beck, popsal syntezator jako ,filtraéni nastroj, v némz
prostfednictvim patficného vybéru Cetnych elektronickych podminek vznika dany obraz z
nekone¢na moznych obraz(.“'"® Tvdrce pfi praci s flexibilnim elektronickym materidlem
dava impulz ke vzniku viditeIného zobrazeni: jeho ukolem je nastavit situaci, navolit urcité
pocate€ni parametry, ale jejich zpracovani nutné sdili se strojem, ktery tento impulz dale
rozviji. Je to tedy — s nadhledem a ironii fe€eno - ,schopnost otocit spravnymi knofliky*
(Woody), ,se spravnym kusem aparatury“ (Shridhar Bapat), coz se stava ,novou definici
rozhodujiciho okamziku“ (Jud Yalkut)."” Zatimco Deleuze uvaZuje o filmu jakoZto
o,libovolném obraze“ (any-image-whatever), o videu lze mluvit jako o ,libovolném

impulzu“."®

4.2 Cyklické védomi

vvvvvv

povaha elektronického obrazu, umoznujici okamzitou zpétnou vazbu. Vyuziti technologie

tzv. uzavieného okruhu (closed circuit) se objevuje v mnoha ranych instalacich. Zde se

S In: Interviews with Jon. 24.7. 1977, strojopis, s. 32. In: Vasulka Archive Online.

"6 Stephen Beck, Image Processing and Video Synthesis. Electronic Videographic Techniques. 1975. In:
Eigenwelt der Apparate-Welt, c. d. (pozn. 48), s. 161.

"7 V8echny tfi citace In: Jud Yalkut, Open circuits: the new video abstractionists, c. d. (pozn. 15).

"8 In: Gilles Deleuze, Film 2. Obraz-¢as. Narodni filmovy archiv, 2006. V ¢eském prekladu prvni Deleuzovy
knihy o filmu se ,any-image-whatever” preklada jako ,primeérny obraz“. Znamena to, Ze pohyb je
vztahovan k libovolnym okamzikim, pfi¢emz v kterémkoli z téchto okamzikd mudze dojit ke vzniku
nového. Snad se tim naznaduje, Ze vyseky reality, zachycené na filmovy pas, jsou libovolné, neni mozné
nijak ovlivnit, jaky vysek tam bude zachycen. Deleuze tim odkazuje k inherentni otevfenosti a jisté
neuplnosti filmu, ktery musi pracovat s mezerami, na které rliznym zplisobem upozoriiuje. Podle Deleuze
teprve stfih umoznil filmovou sebereflexi, jelikoz tematizuje prostor mezi.
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pfimo nabizi paralela s lidskym védomim a jeho fungovani pfi vnimani, kdy dochazi ke
stfidani aktualniho vjemu a s nim souvisejici vzpominky a K jejich vzajemnému promiseni:
vztah mezi pfitomnosti a minulosti, hmotou a paméti tvofi tedy uzavfeny kruh. Bergson
prirovnava reflektované vnimani k elektrickému obvodu, nebot jeho &asti se udrzuji ve
vzajemném napéti, které zabranuje zmizeni vnimaného, a zajiStuje neustalé opakované
navraty ke vnimanému predmétu."® James P. Crutchfield, plsobici v Santa Fe, se k
tématu zpétné vazby navratil v osmdesatych letech v €lanku Space-Time Dynamics in
Video Feedback (Casoprostorova dynamika ve zpétné vazbé videa), v némz nazval
systém zpétné vazby videa ,simulatorem Casoprostoru®. Podle néj je zpétna vazba videa
idealnim testovacim prostorem k rozvijeni a rozSifeni vnimani prostorové komplexity a
dynamického chovani.'® Ve vSech systémech zpétné vazby je ¢ast vystupniho signalu
pouzita jako vstup. Nejjednodussi systém Ize vytvofit tak, Ze namifime kameru na monitor:
kamera méni opticky obraz na monitoru v elektronicky signal, ktery se poté transformuje v
obraz na obrazovce a tak dale. Informace tedy plyne v jednom sméru smyckou zpétné
vazby. Kazda soucast okruhu pfitom signal transformuje podle svych viastnosti. Pro
Woodyho Vasulku byl objev zpétné vazby videa jednou z kli€ovych ranych zku$enosti,

ktera ho upevnila v jeho pfedstavé o ,organické“ povaze média:

,Nic takového jsem predtim nevidél a byl jsem schopen tento specificky ohen v jeskyni, jak jsem to
nazyval, sledovat a pozorovat dny, pokazdé byl jiny a vzdy fascinujici. Je v to néco, o ¢em vite, Ze
ma dal$i vyznam ve své schopnosti sebegenerovani a sebeorganizovani. Samozfejmeé to mlzete
ovladat, jako muzete ovladat ohen, ale nemUizete pfedpovédét kazdou fazi, nemate proti tomuto
neunavnému procesu zadnou lingvistickou obranu kromé toho, ze muzete Fict ,Je to jako ve snu®.
A on to byl sen. Zabralo par noci, nez se s tim ma mysl vyrovnala, a na konci se objevila katarze:

Byl jsi ,zpracovany!“''

Mnoho tvlrcu povazovalo vznikajici elektronické vybaveni za nastroj pro novy zpusob
komunikace Ci dokonce rozsSifeni védomi. Pfesvédceni, Ze struktura elektronickych

nastroju néjakym zplsobem odrazi a formuje naSe mysleni, Ze se jedna o nastroje,

"9 My naopak tvrdime, Ze reflektované vnimani je obvodem, jehoz vSechny soucasti véetné vnimaného

pfedmétu se udrZuji ve vzajemném napéti jako v elektrickém obvodu, takZze se Zadny z pfedmétu vzesly
zachvév nemiize po cesté zastavit v hlubinach ducha, protoze se vzdy musi k pfedmétu vratit.“ In: Henry
Bergson, Hmota a pamét. Oikoymenh, 2003, s. 77-78.

20 J. P. Crutchfield, c. d. (pozn. 47).

21 In: Media Study Lectures, c. d. (pozn. 22), s. 415.
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promeénujici zpusob naseho pfijimani audiovizualni informace, bylo asi nejdlraznégji
vyjadiené v Youngbloodové knize Expanded Cinema, vénované pionyriim
experimentalniho a pocitacového filmu, holografii, audiovizualnim medialnim instalacim a
dal$im formam ,filmu, ktery rozsifuje védomi“."? Podle mnohych zde citovanych
prohlaseni by méli umélci vynalézat €i upravovat nove nastroje tak, aby byli schopni
zprostfedkovat své vnitfni zkuSenosti, pfiemz jejich rozSifujici se védomi je formované
novou technologii a zarover experimentovanim s novymi drogami.'?® Byla to zejména
okamZitost televizniho média, ktera vyvolala viru v jeho potencial odhalovat nové druhy
vztahl mezi pozorujicim subjektem a vnéjsi realitou. Jakkoli vagni definice nového
rozSifeného védomi vétsinou byly, zistava nicméné jednim z prevazujicich mytu tohoto
obdobi.

Koncept expanded cinema ovlivnil vétSinu tvarcl pracujicich s videem. Zfejmé poprvé
tento termin pouzil Stan Vanderbeek v ¢lanku CULTURE: Intercom and Expanded
Cinema. A Proposal and Manifesto. Vliv na rozSifeni terminu mély jiz zminéné sloupky
Jonase Mekase v periodiku The Village Voice, odkud jej Gene Youngblood pfevzal jako
nazev své knihy."** Vanderbeek vnima rozsifeny film v holistickém smyslu jako nastroj pro
celosvétovou komunikaci, v niz by méli umélci ,z pohyblivych obrazku vytvofit emocionalni
zku$enostni nastroj, ktery by pfiblizil uméni a Zivot.“'* Nabada ke zkoumani existujicich
audiovizualnich nastroji a vytvareni vzdélavacich ,zkusenostnich stroji“ a k zakladani
divadel &i center s novym projekénim vybavenim na bazi sférickych kupoli se zmnozenou
projekci, jakym byl jeho vlastni Movie-Drome. Yougblood tuto pfedstavu dovadi dal, kdyz
piSe o roli umélce jakozto tvlrce kontextu, designového navrhare, ktery ,netvori*

v pfisném smyslu, ale spi$ ,odhaluje” vztahy mezi organismem a jeho prostfedim a

rozSifuje tak nasi predstavu o realité:

,Umeélec jakozto designovy navrhar oddéluje obraz od jeho oficialniho symbolického vyznamu a

22 |In: Gene Youngblood, Expanded Cinema. E.P. Dutton, 1970.

123 Youngbloodovo rozbujelé pouziti terminu védomi (consciousness), které se v knize vyskytuje 126x,
naznacuje viru v nutnost nové formy komunikace v syntéze riznych podnétu: toto nové védomi muize byt
oceanické, kosmické, kolektivni, samoziejmé rozSifené (i nevyhnutelné rozSifené), také intelektualné
kompetentn&jsi, a dokonce transnarodni teledynamické video védomi; to vSe v protikladu k existujicimu,
v&erejSimu, starému, béznému &i Uzce zaméfenému védomi.

124 Z rozhovoru autorky s Gene Youngbloodem, ktery probéhl v listopadu 2005 v Santa Fe, publikovaném In:
Umélec. 2/12006. Roz8ifena verze rozhovoru je soudasti pfiloh pfedkladané prace.

25 Stan Vanderbeek, Culture Intercom, A Proposal and Manifesto. In: Film Culture. 40, 1966.
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odhaluje jeho skryty potencial, jeho aktualni realitu, zkuSenost véci. Toto je potencialni energie

,designové informace"“.'*

Younglood, pfitel Vasulkovych, a sou€asny rezident Santa Fe, kam pfestéhoval také diky
Vasulkovym, pusobil v Sedesatych letech jako kritik v alternativnim Los Angeles Free
Press a jeho prispévky byly jakousi vizionarskou kalifornskou protivahou sloupku
Mekasovych. Jeho svérazny technoutopicky jazyk, inspirovany dilem Buckminstera
Fullera, zvéstuje pfichod nového mysticismu, inspirovaného sou¢asné védeckym
vyzkumem i experimenty s halucinogeny a rozviji myslenku synestézie jakozto ,spojené
percepce” juxtaponovanych impulsu, ktera ma schopnost zasahnout neartikulované
védomi. Dulezitou platformou raného videoartu byl techno-anarchisticky ¢asopis Radical
Software. Jeho zakladajici tym tvofili Beryl Korotova, Phyllis Gershung a Ira Schneider,
inspirovani myslenkami a idealy Gregory Batesona a Marshalla McLuhana. Dualezitou
sjednocujici linii Casopisu byl urCity koncept alternativniho spoleCenstvi bez hierarchické
mocenské struktury. Jedna z variant teoretizovani o nové formé& komunit vychazela

z myslenky jezuitského filozofa a paleontologa Teilharda de Chardina o planetarni
transformaci v noosféru, sféru lidského mysleni, jakousi globalni organizujici inteligenci
prichazejici jako zavrsSeni geosféry (sféry nezivé hmoty) a biosféry (sféry biologického
Zivota), kterou dale rozvadi Youngblood ve svém konceptu videosféry coby noosféry
transformované do vnimatelného stavu. Prvni videotvlrce tedy spojovala vira v moznost
alternativniho spoleCenského usporadani, k némuz mohou svoji subverzivni tvorbou
prispét. ,Videorevoluce®, probihajici v ranych sedmdesatych letech, spojovala tvorbu

s politikou: za revoluéni byl povazovan i pfistup k produkénim nastrojum a umeélci véfili

v moznost osobni transformace pomoci technologie. Podle chicagského tvirce Dana
Sandina mél byt umélec technicky kompetentni, aby byl schopen rozSifovat, podvracet,
ménit a vytvaret vlastni nastroje. Sam také podnécoval volny pfistup ke zdrojim a da se
fici, Zze pFistup tzv. chicagské Skoly, zdUraznujici sdileni a volny pfistup k informacim
predchazi dnedni softwarové hnuti Open Source. Sandin se napfiklad rozhodl zvefejnit
detailni plany svého image processoru, nastroje pro zpracovani videoobrazu, o jesté bude
fe€, a v manifestu nazvaném Distribution Religion (Nabozenstvi distribuce) vyzyval umélce

k sestavovani vlastnich kopii, z nichZ mnohé byly vylepSené ¢i obohacené o nové

%6 Gene Youngblood, Intermedia. Los Angeles Free Press. 18.7. 1969, s. 26.
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funkce.'

4.3 Zpracovani obrazu

K popisu skupiny tvarcl elektronickych obrazu, ktefi se soustfedi na zkoumani ,vnitfnich®
vlastnosti média videa, se zaCal pouzivat termin ,image processing®, vétSinou chapany
jako vyzkum zakladnich parametr( elektronického signalu, vyuzivajici rizné zplasoby
syntézy a manipulace video signalem, at jiz aplikované na kamerovy obraz €i vychazejici z
vnitrku.'?® Také Sherry Miller Hocking definuje ,image processing* jako tvorbu zkoumajici

vlastnosti inherentni médiu:

,Umélci na zakladni roviné pracuiji s riznymi parametry elektronického signalu, napfiklad s
frekvenci, amplitudou ¢&i fazi, které ve skute¢nosti definuji vysledny obraz a zvuk. Elektronické
nastroje jsou instrumenty k vytvareni a nasledné promeéné signalu. Tyto signaly nesou obraznost v
elektronicky zakédované formé. To, s €im vilastné umélec pracuje, kdyz vytvéfi dilo obrazového
procesingu (image-processed), jsou tyto kddované struktury. Signaly jsou poté dekédovany

televiznim monitorem, dojde k pfehrani obrazu a zvuku.“'#

Termin Ize pFeloZit jako zpracovani obrazu, anebo spiSe obrazovy procesing, jelikoz
puvodni termin processing v sobé zahrnuje veskeré zplsoby manipulace elektronického
obrazu a odkazuje k jeho flexibilité a samotnému procesu tvorby.™ Umélci, zafazovani do
tohoto (aZ pozdéji definovaného) hnuti Ci stylu tvorby, experimentovali s video syntézou a
signalovou manipulaci a vyuzivali, nékdy zaroven vynalézali, techniky jako kolorizace,
kliCovani, pfepinani Ci rizné jejich kombinace. Cilem skupiny videoumélcu, jejichz
uméleckym materialem se stavaji signaly a kddy, a kam kromé Vasulkovych patfi napfiklad
Nam June Paik, Dan Sandin, Phil Morton, Stephen Beck ¢i Ralph Hocking, nebylo
vytvareni umeéleckych ,objektl”, napfiklad v podobé dokonéenych videopasek, nybrz

zkoumani procesu vznikani obraznosti a vztahu tvurce k vlastnimu nastroji. Pro Vasulkovi

127 Vice v rozhovoru s Danem Sandinem na strankach seskupeni Critical Artware. [online]. [cit. 2009-17-09].
PFistupné na www.criticalartware.net/int/dS.

128 |ucinda Furlong, c. d. (pozn. 27).

29 In: Sherry Miller Hocking, Electronic Video Image Processing: Notes Towards a Definition. exposure: New
Technology. 1983, Vol. 21, No. 1.

30 Viz také ¢lanek Lucindy Furlong, Tracking Video Art: 'Image-Processing' as a Genre. Art Journal. 45,
1985 (podzim), €. 3, s. 233-237. [online]. [cit. 2009-17-09]. Pfistupné na
www.experimentaltvcenter.org/history.
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je mozna v ramci obrazového procesingu typicke, Ze se od pocatku snazi prozkoumat
parametry elektronického signalu porusovanim pravidel vstupu a vystupu, tedy zamérnym
zavadénim chyby do systému, s cilem odhalit jeho strukturujici vliastnosti. Vnitfni
fungovani technologie se objevi skrz ,rozbity kabel, kdy se rdmce rozpoji a odhali vlastni
zastiraci mechanismus."™' Prostfednictvim nedokonalosti, vznikajicich nejprve nahodné
(diky velké toleranci raného vybaveni k chybam), se tvurci dozvidali o tom, jak funguje
televizni médium, a dospéli tak postupné k daleko vétSi mife kontroly vznikani obrazu, nez
by bylo mozné s komerénimi produkénimi systémy, které se chyby snazi co nejvic
omezit."?

Vasulkovi zdarazhovali mysSlenku tvorby coby vyzkumu, a nikoliv (,pouze®) uméni, kterou
sdileli s Sir§im okruhem avantgardnich umélcu. Jejich cilem bylo odhaleni vnitini povahy
nastroje, netradi¢niho, na zavedenych zpusobech nezavislého pfijimani informaci; tato

strojova realita se stava novou utopii:

,Nase realita by méla byt takova, o niz muzeme snit, jako o utopii. To celé je paradox, protoze ja

nevim, pro¢ témto strojim slouzim, a zcela jisté nechci, aby oni slouzily mé. Ochotné se vSak

podrobuji tomuto procesu prace s nimi, nechavam je mluvit, nechavam je zit.“'*

Woodyho snaha o preklenuti sfér kultury a technologie prostfednictvim detailniho
pochopeni, rozebrani a objasnéni povahy elektronického média v sobé obsahuje touhu
potlaCit zdédéné estetické koncepty, které nékdy nazyva slovanskou sentimentalitou, a
nalézt nové pole zkoumani, pficemz reflexe tohoto pfistupu se stava tématem tvorby.™*
(Rizené) vyuziti nahody v dile Vasulkovych je spfiznéné s myslenkami Johna Cage, ktery

se snazil osvobodit hudebni kompozici od vkusu a paméti (psychologie) jednotlivce a

31 Woody v prednasce pro Media Study prohlasil: ,Chtélo to rozbity kabel, aby odhalil pravdu. To bylo v
obdobi totélni nevinnosti, kdy jsem nevédél, co se to sakra déje, ale prostfednictvim tohoto poruchového
kabelu jsem uvidél horizontalni odchyleni televizniho ramce. Byl jsem ohromeny.” In: Media Study
Lectures, c. d. (pozn. 22).

32 Woody ve video dokumentu R. Connora (Russ Connor in Conversation with The Vasulkas, 1978, video,
22 min.).

133 Z pfednasky v NTT InterCommunication Center, In: Buffalo Heads, c. d. (pozn. 1), s. 396.

¥ In: Russ Connor Interview with Woody Vasulka and Steina Vasulka, New York State Council for the Arts;
pro program WNET, strojopis, nedatovano. The Daniel Langlois Foundation, Steina and Woody Vasulka
fonds, VAS B32-C13, s. 25: ,Vlasné hledam né&jakou moznost, jak si osvojit znalosti, které by mi
pravdépodobné poskytly urcitou jistotu. TakZe bych Fekl, Ze toto byla hlavni linie, nebot jsem s velkym
zdjmem pozoroval to, co délam jakoZto nespfiznéna osobnost tomu, ¢im jsem.” O poetickém ,znecisténi
slovanské povahy a pfiliSné sentimentalité, jichZ se snazi zbavit praci s ,holym“ materidlem hovofi v
dokumentu Binary Lives, c. d. (pozn. 2).
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vnést do procesu vytvareni, ale i do vztahu mezi skladatelem a posluchacem, jisty prvek
neurcitosti.”™ | kdyz Vasulkovi nebyli nikdy soucasti galerijniho hnuti minimalismu,
cageovsky vliv je v jejich dile patrny; jako ostatné v dile vétSiny audiovizualnich
experimentatoru, ktefi zacali tvofit v Sedesatych letech. Podobné jako jejich pozdéjsi
kolega na univerzité v Buffalu, strukturalisticky filmar Hollis Frampton, se jejich rané dilo
odviji okolo konfliktu mezi pfedem danou strukturou (nastaveni ,parametrd“ tvorby) a jejim
porusenim: u Framptona vétSinou zamérné naplanovanym, v pfipadé Vasulkovych
povstavajicim nahodné, diky nestabilité televizniho signalu. Framtpon se domnival, Ze
klicem k osvobozeni od lokalni zavislosti (vlivl prostfedi, kontextu vzniku dila a podobné)
je védecka metoda, a vyuziva rozporu mezi predem definovanou strukturou, v niz jsou
jednotlivé prvky fazené podle urcitych zakon(, vychazejicich ¢asto z matematickych Ci
védeckych systéml, a (zamérmé navozovanymi) chybami v tomto systému,
naprogramovanymi nepravidelnostmi, které danou strukturu narusuji, ale zaroven na ni
upozornuji.” Framptonav film Zorns Lemma (1970), vytvoreny jako pocta matematiku
Zornovi a jeho teorii mnozin, obsahuje nékolik riznych systému fazeni: stfedni ¢ast tvori
vtefinové zabéry pismen abecedy, nalezené v méstském prostfedi, postupné (ovSem,
nikoliv zcela pravidelné) nahrazované pohyblivymi sekvencemi. Film pracuje s divackym
oCekavanim a jeho zklamavanim pfi odhalovani ,pfibéhu” vlastni struktury filmu a ma také,
podobné jako vétSina Framptonovych filma, jistou autobiografickou strukturu. Pro
Framptona je pohyblivy obraz prostfedkem k novému preskupeni percepcniho svéta.

V pfipadé Woodyho ziskavaji aspekty pfibéhu o vztahu k vlastnimu nastroji v téch
nejabstraktnéjSich dilech ponékud radikalni podobu, a sméfuji k vypravéni o ,Cesté
Jednoho snimku“."®*” Hlavnim cilem Woodyho dila je téméf od pocatku ,dramaticka
prezentace samotného obrazu®“, snaha pochopit a objasnit, jak je obraz vytvofen, jak
vznika, a jak dochazi k jeho zviditelnéni (prezentovani).”®® Ale i kdyZ jsou vysledky

vasulkovskoho formalistického zkoumani elektronického materialu primarné abstraktni,

35 O téchto aspektech dila Johna Cagea pise Branden W. Joseph v knize, pojednavajici zejména o dile
Tonyho Conrada, pozdéj$iho Woodyho kolegy z Buffala, In: Beyond the Dream Syndicate. Tony Conrad
and the Arts after Cage. Zone Books, 2008.

%6 Texty Hollise Framptona jsou shromazdéné v katalogu Buffalo Heads, c.d. (pozn. 1).

37V originale ,One Scan Journey“: ,Ovéem pfibéh, obsazeny pouze v popisu konstrukce elektronického
policka/ramce by se mohl stat pfibéhem ,Cesty Jednoho snimku® (&i ,Prostor(“ anebo ,Paralelnosti®),
ktery pfinasi zcela odliSné estetické zkusenosti, zakédované do odlisnych kinetickych rovin, jako
oddélené vrstvy driftujicich obraz(, odliSné rychlosti mihotani. Tyto rozSifené narativni moznosti vypadaji
mozna na prvni pohled banalné, ovdem mohly by byt fantastickou pfilezitosti k rozvijeni subjektu
»=abstraktniho vypravéni“ v Sharitsové terminologii.“ In: Buffalo Heads, c. d. (pozn. 1), s. 416-417.

8 Jud Yalkut, Open circuits: the new video abstractionists, c. d. (pozn. 15), s. 15.
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nesou v sobé Casto odkazy k SirSimu uméleckému kontextu a obsahuji navic dulezité
autobiografické aspekty propojovani tvorby a Zivota. Reflektovana (a ironicka) hra (na)
umeélce, ktery tim soucasné vytvafi vlastni mytus a archivuje sam sebe v prubéhu
rozpousténi vlastniho téla i své subjektivity v procesu dialogu s nastrojem, je ostatné

mozna tim vrcholnym cilem vasulkovského putovani.
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5 AUDIOVIZUALNI SYNTEZA

5.1 Syntezatory: pocatky vztahu obrazu a zvuku

Nastroje pro zpracovani videa byly uzce spfiznéné s hudebnimi syntezatory, které slouzily
jako inspirace a podnitily vyvoj k realnéCasové estetice a zplsobu vytvareni podobnému
hfe (na hudebni nastroj). Tradici konstruovani audiovizualnich nastroji Ize sledovat
hluboko do historie: v osmnactém stoleti vyvrcholila fada pokust o propojeni barvy a
zvuku v dile jezuitského matematika Louise-Bertranda Castela (1699-1757), ktery kolem
roku 1742 navrhl konstrukci svételnych varhan (,clavecin oculaire®). Tento novy hudebni
nastroj mél simultanné poskytnout ,spravnou” barvu pro kazdou zahranou notu (B tmavé
fialova, F oranZova atd.) diky propojeni barevnych sklenénych vyplni, umisténych nad
varhanni skfini, s pohybem klaves. Propojovani obrazu a zvuku ma samoziejmé dlouhou
tradici a ,vizualni hudba“ je neodmyslitelné propojena s postupy filmové avantgardy
poCatku minulého stoleti, kdy filmovi tvlrci, nékdy ve spolupraci s hudebniky,
experimentovali s vSemoznymi variantami provazanosti mezi obrazem a zvukem.™® V
Ceskoslovenském prostfedi je zajimavé zminit barevna piana prikopnika elektronického
umeéni Zdernka PeSanka, vznikajici ve 20. letech minulého stoleti (a CasteCné navazujici na
Castelovu barevnou hudbu) anebo napfiklad dilo ze Slovenska pochazejiciho Milana
Grygara, ktery na konci Sedesatych let vytvarel akustické kresby a partitury s vyuzitim
nalezenych mechanickych hracek. Zatimco s PeSankem spojuje Woodyho konstruovani
vlastnich nastroji pro hru se vzajemnym vztahem zvuku a obrazu (svétla), u Grygara
ocenoval zdUraznéni (fizené) nahodilosti vzniku partitury, vztah mezi fadem a chaosem a
zpétnovazebny pfistup k tvorbé, kdy je vznikajici dilo podrobovano pozorovani a okamzité
ovliviiovano pfichazejici inspiraci.'® V oblasti elektronickych médii se ovSem audiovizudlni
interaktivita dostava do zcela jiné roviny diky moznosti pfimého ovlivnéni zvukové slozky
obrazovou a naopak. Tvorba pohyblivych obrazll se tak pfiblizila principlim hudebni
tvorby.

,Syntezatorové video“'*' vznikd od konce 60. let minulého stoleti v tésném sepjeti s

39 O vizualni hudbé existuje bohata literatura napfiklad na strankach Centra pro vizualni hudbu, [online]. [cit.
2009-21-09]. http://www.centerforvisualmusic.org/.

10O Pesankovi napf. In: Jifi Zemanek, Zdenék Pesanek 1896 — 1965. Katalog Narodni galerie v Praze,
1996-1997. O Grygarovi In: Milan Grygar : image and sound : Collection of Modern and Contemporary Art
The National Gallery in Prague : 14.9.-28.11.1999. Gema Art Gallery, 1999.

1 Johanna Branson Gill piSe, Ze se termin pouzival v protikladu k terminu ,konceptuélni video®, In: Video:
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hudebni avantgardou. Nejednalo se o samostatny zanr, ktery by vyvinul vlastni
rozpoznatelné kompozi¢ni principy €i autonomni poetickou formu, nybrz o usili skupiny
spfiznénych tvlrcu, zabyvajicich se vztahem obrazu a zvuku. Vétsina z téch, ktefi vyvijeli
a pouzivali videosyntezatory, se zabyvala zaroven zvukovou tvorbou. Pro Vasulkovi bylo
toto rozhrani pfirozené také diky Steininé hudebnimu vzdélani a i Woody mél ostatné
zkuSenosti s hudbou jiz pfed pfichodem do Spojenych statl. Pokusy s osciloskopem,
nastrojem zviditelhujicim signalové napéti, a s audiosyntezatory odhalilo fakt, Ze
elektronicky signal mlze ziskat pfimou vizualni analogii v podobé kfivky (wave shape),
coz zasadné ovlivnilo strukturalni pfistup k video obrazu. Vasulkovi zpoCatku pouzivali
dvoustopy magnetofon, s nimz bylo mozné zkouSet zmény rychlosti a stejné postupy
zacCali okamzité uplatriovat také ve videu.™? Experimentovali napfiklad s jednoduchym
zavedenim audio signalu do vstupu monitoru, €¢imz diky interferenci dochazelo ke
generovani vizualnich tvart. Vysledny obraz bylo nutné z monitoru zaznamenat dalSi
kamerou, jelikoz Cisty signal postradal synchronizaci.'** Woodyho spojitost zvuku a obrazu
fascinovala od poc€atku a brzy dospél k pfesvédCeni, Ze zvukovou od obrazové slozky
nelze oddélovat.

Videosyntezatory zacaly vznikat od konce 60. let za€aly ve spolupraci umélcu s inZenyry.
Jak vysvétluje John Minkowsky, videosyntezator je ,vSeobecny termin pro systém
elektronickych moduld, které generuji a/nebo méni video zobrazeni v realném case.“"*
Podle pouziti Ize rozliSit nékolik druht syntezator(i, zakladni déleni je na ,obrazové
procesory“, které zpracovavaji vystup z kamery nebo vyuzivaji pfedem nahranych obrazu
a méni parametry signalu (pfikladem je typ, ktery vytvofil videoumélec Nam June Paik s
inzenyrem Shuya Abem) a obvykle obsahuji také funkci kolorizéru, kliCovace, mixéru,
sekvenceéru; a ,pfimé video syntezatory“ (napf. Direct Video Synthesizer Stephena Becka),
pracujici bez pouziti kamerového vstupu a vytvarejici (barevny) videosignal pouze
prostfednictvim elektronickych generatort. Lucinda Furlong rozliSuje tfi zakladni typy

nastroju zpracovani videa: a) nastroje ovliviiujici fadkovani videa (manipulujici s rastrem);

State of the Art. The Rockefeller Foundation, 1976. In: Eigenwelt der Apparate-Welt, c. d. (pozn. 48), s.
67.

42 Steina Vasulka, Reflections. In: Steina e Woody Vasulka. Video, Media e Nuove Immagini Nell'Arte
Contemporanea. Edizioni Fahrenheit 451, 1995, s. 98.

3 In: Russ Conner Interview, c. d. (pozn. 134), s. 9. V originale: ,But the richness, the 3-dimensionality of
the interference pattern between the sweep and the input frequency was much more interesting to me,
but, of course, | had to shoot it off the monitor again, but | couldn't work within the signal again as Siegel
could.”

4 In: J. Minkowsky, c. d. (pozn. 21).
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b) kolorizéry a mixéry (ovliviiujici pfichazejici signal); c) syntezatory, které generuji signal
vnitiné."

Vyvoj prvnich videosyntezatord byl inspirovan syntezatory zvuku, s nimiz fada video
umeélcl pracovala - Vasulkovi vlastnili bézny typ VCS3 zvany Putney - a zkoumani vztahu
zvuku a obrazu tak bylo zakofenéné v povaze technologie.'*® Poté, co Vasulkovi zjistili, Ze
L2wumeleckymi materialy“ jejich dila jsou ve skuteCnosti video a audio signaly, napéti a
frekvence, praci s videem bylo mozné vnimat jako pokradovani prace se zvukem.
Ackoliv neni zvuk nikdy zcela odvozen z obrazu nebo obraz ze zvuku, signal generujici
obraz se Casto stava prostfedkem generovani €i ovladani zvuku a naopak. Vasulkovi od
pocatku trvali na tom, aby jejich dilo bylo interaktivni, vytvarené v realném ¢ase v prubéhu
pozorovani chovani média, a v mnoha z jejich dél z raného obdobi vznika obraz jako
,vedlejSi produkt zvuku a naopak. Snazili se predvést, Ze elektronicky obraz a zvuk maji
stejnou povahu a li§i se pouze zplsobem organizace (hlavni odliSnost spocliva ve
frekvenénim rozsahu, zatimco v pfipadé videa je nutné pracovat v Uzce vymezené
synchronizované Skale frekvenci, zvuk je daleko variabilngjSi) a ziva audiovizualni
performance se stala uméleckou formou doby. Casto dochazelo k ,Zivému*“ predvadéni
videa, které vznikalo pfimo na misté&, doprovazené zvukovou improvizaci Ci vytvarené

pfimo ze zvukl s vyuzitim moznosti paralelniho generovani obrazové a zvukové slozky:'®

»~Jednim z hlavnich bodu, ktery se vyhofuje s na§im dlirazem na elektronické zpracovani obrazl a
procesualné zamérené videoexperimenty, je fakt, Ze se jedna o formu videa, ktera muze byt
predvadéna (performed). My ve skute€nosti v mnoha pfipadech pasky hrajeme, misto abychom je

pouze promitali.“™?

Jednim z prvnich ranych inspiraci Vasulkovych, a pozdéji také spolupracovniku, byl Eric

Siegel; technomaniak, narozeny roku 1944 v Brooklynu, ktery v patnacti letech podomacku

5 In: L. Furlong, c. d. (pozn. 27).

46 PFistroj VCS3 (The Putney), ktery vyvinuli Peter Zinovieff, Tristam Cary a Dave Cockerell z Electronic
Music Studios of America (Amherst, Massachusetts) roku 1968, byl také nazyvan ,studio ovladané
elektrickym napétim* (voltage-controlled studio). Jednalo se o analogovy, duofonicky syntezator, ktery
mohl ovladat audio signaly a jejich vzajemny vztah. Integrované oscilatory zplsobovaly opakované
kolisani napéti a modulaci zvuk.

"7 In: J. Minkowsky, c. d. (pozn. 21).

48 Vasulkovi v dobovém dokumentu uvadeéji, Ze asi tfetina z jejich vlastnich programt v The Kitchen
spocivala v ,zivém* pfedvadéni videa. Viz: Perception. Interim Report, c. d. (pozn. 84).

49 Shridhar Bapat v rozhovoru s J. Yalkutem. In: J. Yalkut, Open circuits: the new video abstractionists, c. d.
(pozn. 15).
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sestavil televizni systém uzavieného okruhu s pouzitim odpadniho materialu a o rok
pozdéji systém Color Through Black-and-White TV (Barva prostfednictvim &ernobilé
televize). Oba vynalezy ziskaly ceny na newyorském Science Fair."® Jako umélec se
uvedl na vySe zminéné vystavé televizniho uméni v galerii Howarda Wise v kvétnu roku
1969, kde kromé svého video syntezatoru (Video Color Synthesizer) vystavil také dilo na
ném vytvorené, nazvané Psychedelevize v barvé (Psychedelevision in Color).™ To, co
bylo puvodné nazyvané ,generator video efektd” €i ,magicka skfifika“, zaalo byt znamé
pod nazvem Elektronicky video syntezator (E.V.S.): prototyp vytvofil Siegel roku 1970 v
San Francisku. Siegellv syntezator zpracovaval zprvu pouze Cernobily obraz, ovSem
Howard Wise, ktery si pro vystavu pfal barevnou verzi, mu dal penize na vytvofeni
systému, ktery by ¢ernobilému video signalu dodal barvu. Siegel vyuzil fazovy modulator,
méfFici napéti pfichazejiciho Cernobilého signalu a pfevadéjici hodnoty Sedi ve zmény

odstinu. Poznamka Gene Youngblooda svédci o tom, Ze dilo vyvolalo velkou pozornost:

~oynesteticka videopaska Psychedelevize v barvé, kterou Siegel vytvofil na vlastnim, podomacku
sestrojeném vybaveni, byla nejméné tak tvaréi jako dila vice znamych umélcu, predstavenych na

této vystavé, a podle nékterych kritik( se jednalo o dilo, které z celé prehlidky vynikalo.®
Dale pokracuje popisem ,nepopsatelného®:
,Siegelovy formy jsou doslova nepopsatelné: ohromné viny krouticich se mraku prelétaji pod a nad

ramec v neklidném bésnéni, pfipominajicim Stargate Corridor z 2001. Nahle jsou formy bilateralné

symetrické, s tvary a barvami divoce proudicimi ze stfedu obrazovky.*

Sam Siegel své dilo lakonicky popisuje jazykem, charakteristickym pro psychedelickou

video mluvu té doby:

,Psychedelevize je mym pokusem o videovou expanzi mysli.“'*?

%0 |n: Electronic Zen: The Alterative Video Generation. Jud Yalkut Interviews Eric Siegel. Television is The
Last Communication Link We Have To Change This Country. 1970. In: Vasulka Archives Online.

®1 Siegel vystavil pouze ¢ast Einstein z ptivodniho dila Psychedelevision, obsahujici také ¢asti Beatles,
Tomorrow Never Knows a Symphony of the Planets, vychazejici z podobizny Einsteina, podrobované
riznym deformacim. Dilo bylo v roce 1973 promitnuto v The Kitchen v lepSi kvalité, upravené pomoci
nového kolorizéru. In: Electronic Zen, c. d. (pozn. 150).

%2 Dale Siegel lakonicky pokracoje v popisu: ,abstraktni formy, vétSinou geometrické, Ize vytvorit libovolné v
barvé na televizni obrazovce bez pouziti kamery.“ VSechny tfi citace In: Expanded Cinema, c. d. (pozn.
122), s. 314-316.
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Z toho, co se puvodné nazyvalo ,generator video efekt(“ &i ,magicka skfifka“, se stal
Elektronicky video syntezator (E.V.S.), jehoz prototyp Siegel vytvofil roku 1970 v San

Francisku, a o némz v brozZufe pro galerii Howarda Wise prohlasil:

,Rad bych dal vefejné na védomi, Ze jsem pravé dokon il prvni videosyntezator na svété. Nazyva

se Elektronicky video syntezator (E.V.S.) a vytvafi elektronicky obrazky.®

Nastroj, byl opravdu jednim z prvnich syntezatoru, i kdyz ve stejnou dobu vytvarel ten svij
také Stephen Beck. Umoznoval vytvafeni ruznych specialnich efektd a manipulaci se
vzajemnym vztahem signalu a byl ovladan pomoci klavesnice, pedall, knoflikd a spinacu.
Siegel zduraznil zejména intenzitu barev (,Ty barvy jsou nejintenzivnéjSimi barvami, které
se kdy na T*V* monitoru vyskytly“) a Zivy aspekt nastroje, vyuzitelného pro audiovizualni
performance.'® Predstava vytvofit nastroj pro zpracovani videa v tradici hudebnich

nastroju se objevuje jiz v poCate¢ni fazi:

.Pravé se pfipravuji na navrh video syntezatoru, ktery mi umozni délat Zivé video — jako v téch
starych dobach, kdy se konal koncert s klavirem, ted bude koncert s video syntezatorem. (...) V
budoucnosti budou lidé, ktefi se na néj nauci velice dobfe hrat, jako na kterykoliv nastroj, a také

jeho prostfednictvim mluvit.”

V prezentaCnim prohlaseni potom stoji doporuceni:

.Lze jej také pouzit pro sezeni s videopaskou doprovazena hudbou k vytvofeni mytickych tripu.

Signaly z kamery Ize kombinovat s abstrakcemi.“™*

Kromé toho, Ze se jednalo o analogii hudebniho nastroje pro vizualni prostfedi, vnimal
Siegel E.V.S. jako nastroj, schopny navodit zménu stavu védomi, napfiklad ovlivnénim
rychlosti mihotani. Véfil, Zze nové nastroje mohou podnitit vznik nové védy o obrazech.
Zabyval se také experimentovanim s biologickou zpétnou vazbou a jeho nastroj mél
umoznit sledovani neurologickych reakci na vzorce, které sami aktivujeme. V rozhovoru s

Woodym Vasulkou a Davidem Dunnem roku 1992 Siegel zminil, Ze se snazil vytvofit

13 Z manifestu pro Howard Wise Gallery, 10. 2. 1971. In: Vasulka Archive Online.
54 Tamtéz.
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pristroj, ktery by umoznil vytvaret efekty podobné vnimani ve zménéném stavu védomi,
jako analogicky nastroj zkuSenosti s psychedeliky, ktery mohl ovlivhovat vznikajici obraz a
zamérné vyvolavat nejriznéjsi chyby. Mél se stat prostfedkem odliSného zplsobu
komunikace, probihajici ,na estetické abstraktni roviné“, poskytujici cosi jako ,DNA kéd
umélce, hovoficiho ke svétu.“™®

DalSim pfistrojem, ktery Siegel vytvofil, byl Dualni kolorizér, nastroj pfifazujici ¢ernobilym
obrazim ,umeélou” elektronickou barvu podle rozdili ve stupnici Sedé. Také kolorizéru v té
dobé vzniklo ve Statech nékolik zaroven. Uzivatel si mlze jeho prostfednictvim v realném
Case volit barvy se specifickou intenzitou a oblasti, do nichz je umistuje. Vasulkovi byli
jedni z mnoha, ktefi Siegellv kolorizér pouzivali jako sou¢ast vybaveni pro manipulaci
video obrazem a Siegel pomohl Woodymu sestavit vlastni kolorizér."™® Ackoliv Vasulkovi
vétSinou pouzivali kolorizér docela umirnéné, dila Decay #1 (Upadek, 1970), Black
Sunrise (Cerny zapad slunce, 1971), Distant Activities (Vzdalené aktivity, 1972) & Home
(Domov, 1973) obsahuji typicky zivé a syté syntetické barvy. Siegel svUj kolorizér dale
vylepSoval a pfidaval dal$i obvody zlepS$ujici ovliadani.' Siegel, jeden z ,novych
Ameri¢and*, jak Woody nazyval prvni tvarce nastroji a umélce, ktefi pfirozené chapali
syntézu zvuku a obrazu, je také autorem video cestopisu z Indie. KdyZz mu Woody kladl
otazku, zda se citi byt umélcem, odpovédél, Ze se povaZzuje spiS za vynalezce z rodiny

Nikoly Tesly:

,Howard Wise mé chtél oznaCkovat za umélce a ja jsem byl, jak vi$, mlady a vzpurny a nevidél
jsem v oznaceni za umélce zadnou vyhodu. Snazil jsem se Fict alesport Howardovi Wiseovi, ze mé

dilo je vic jako dilo Nikoly Tesly nebo néjakého experimentatora, ktery se nezabyva jen uménim.“'%®

5.2 Evoluce nastroju

Témér vSechna rana dila Vasulkovych z pocatku 70. let vznikaji s pouzitim audio

syntezatord a oscilatorl. Napfiklad dila Calligrams nebo Tissues (obé& z roku 1970)

%5 Z rozhovoru s Ericem Siegelem, ktery vedli Woody Vasulka a David Dunn 21. ledna 1992. In: Vasulka
Archive Online.

% In: Lucinda Furlong, c. d. (pozn. 27).

®7 V roce 1975 vytvoril Siegel Video Systems Processing Chrominence Synthesizer, distribuovany firmou
Siegel-Ferraro Electronics, v jehoz propagacnich materialech zddrazriuje mimo jiné ,barvy s ostrymi okraji
bez mazani ¢i vytékani®. JelikoZ mu navrhovani a vyroba nastroju zabira stale vice ¢asu, roku 1978 se
prestava zabyvat tvorbou videa a soustfedi se na vyvoj dalSich nastroju.

%8 In: Interview with Eric Siegel, c. d. (pozn. 155).
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vyuzivaji zvukovy syntezator Ci oscilatory k rGznym zpUsobim naruSovani a ovlivihovani
vznikajiciho obrazu, pracuji s vychylovanim horizontalni vazby videa Ci se zpétnou
vazbou: zatimco tu zkoumal predevSsim Woody, Steina zajimaly zpusoby naruSovani
obrazového rastru. V Cernobilém Steininé dile Tissues (Tkané&, 1970) jsou kamerové
zabéry nahodné vkladané na pfedem nahranou pasku, pficemz tyto prostfihy zpUsobuji
zmény napéti audio stopy, vytvarené zvukovym syntezatorem. Obraz je opakované
zastavovan a manualné posunovan, a dochazi tak k elektronickému ,rozpadu® nékterych
Casti obrazu. O rok pozdéjsi video Shapes (Tvary, 1971) vyuziva oscilatory, které pfi
zapojeni do monitoru vyvolavaji diky stfetu rdznych frekvenci interferencni vzorce. V dile
Elements (Elementy, 1971) je vyuzito zpétné vazby videa a video signaly jsou ovliviiované
zvukovym syntezatorem. Prolnuti video signalll se syntezatorem zvuku vytvafi audio stopu
také v dile Black Sunrise (Cerny vychod slunce, 1971) &i ve Steininé videu Distant
Activities (Vzdalené aktivity, 1972).

Néktera z pozdéjSich dél Vasulkovych maji zvukovou sloZzku pfimo v nazvu: Soundgated
Images (Obrazy ohrazené zvukem, 1974) experimentuji s rlznymi formami interference
zvuku a obrazu, abstraktni videozabéry, rlizné upravované s vyuzitim pfistroji jako
programmer, klicovaC Ci rfadkovaci procesor, se proménuji v zavislosti na zvuku. V
programovych poznamkach k tomuto dilu se piSe, Ze se jedna o experimentovani s Sesti
riznymi pfiklady audiovizualniho rozhrani: ,jemny flétnovity zvuk, vytvarejici abstraktni
vizualni formy, je pferusen hrubym elektronickym bzukotem a komprimovanymi, blikajicimi
tvary; chraplavy, klapajici zvuk méni barvy a tvary nékolika abstraktnich forem.“'*® V dile
Soundsize (Velikost zvuku, 1974) je vzorec teCek pfehran na fadkovacim procesoru
Rutt/Etra a ovliviiovan nahodnymi cykly kontrolnich signalt zvukového syntezatoru, které
ovliviuji zaroven vysSku ténu a velikost obrazového vzorce. V seznamu dél Vasulkovych je
uvedené také dilo Soundprints (Zvukové tisky, 1972 nebo 71), které se mi prozatim
nepodafilo objevit. V popisu dila se uvadi, Ze dilo mélo bézet ve smyCce a predvadi

materialni jednotu zvuku a obrazu.'®

Kromé Vasulkovych se realnéCasovou audiovizualni performanci zabyvali také tvurci
chicagského okruhu (zejména Dan Sandin a Phil Morton) a Stephen Beck v Kalifornii,
ktery v letech 1970-71 ve véku jednadvaceti let sestavil Direct Video Synthesizer (DVS).

%9 In: The Vasulkas, c. d. (pozn. 3), s. 6.
%0 In: Vasulka Steina, Machine Vision, Woody, Descriptions, c. d. (pozn. 39), s. 45.
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Pristroj mél fungovat v realném Case, aby byly okamzité viditelné jeho uc&inky; podobné
jako Eric Siegel, také Beck povazoval svuUj syntezator nikoliv za prostfedek vytvareni
videopasek, nybrz za nastroj, kterym by mohl ,hrat obrazy jako hrat hudbu®“.’®" Dan Sandin
se pfimo inspiroval ideami Roberta Mooga'®? , tvlrce popularniho audiosyntezatoru, a
svlj obrazovy procesor (,Sandin Image Processor zkonstruovany v letech 1971-73)

vytvofil jako obdobu verze Moogu €.2, ur€enou pro zpracovani obrazu v realném case:

LpDuchovni vyvoj I.P. byl takovy, Ze jsem si kladl otazku, co by znamenalo vzit si MM2 a udélat z néj

nastroj pro zpracovani obrazu.“'®?

Jedna se o pristroj programovatelny pomoci propojovaciho pole (,patch programmable®),
ktery se mél stat alternativou televizniho studia, dostupnou jednotlivci. SandinGv image
processor mél blizko k hudebnim nastrojim, zejména svou orientaci na proces a
,zkouseni“. Obsahuje modularni systém, do jehoz struktury je zahrnuta moznost rozSifeni
vystavénim novych modulll a kombinovanim jednotlivych funkci. Ur€en pro zpracovani
videa v realném Case, umoznoval napfiklad vrstveni, kli€ovani, kolorizaci a inverzi obrazu.
,Zivy* aspekt raného videa podnitila do znaéné miry neexistence program( na uchovani
obraznosti, mixovani jednotlivych pasek bylo mozné provadét pouze Zivé a nastroje se
tudiz improvizaci pfimo nabizely.

Reflexe ralnéCasové estetiky 60. a 70. let se objevuji v sou€asné audiovizualni tvorbé,
vyuzivajici algoritmicka programovaci prostfedi jako jsou MAX/MSP/Jitter, Pure Data Ci
Image/lne anebo v oblasti ,zivého koédovani“ (livecoding), kdy ,umélecké dilo“ vznika v

redlném case v procesu psani a prepisovani softwarového kodu.'®™ Woody nazyva tvorbu

1 Rozhovor s Ericem Siegelem, c. d. (pozn. 155).

162 \/yvoj syntezatoru popisuji Trevor Pinch a Frank Trocco v knize Analog Days. The Invention and Impact
of the Moog Synthesizer. Harvard University Press, 2002. Moog je modulovy syntezator, jednotlivé
moduly jsou kabelové propojované a vytvareji tzv. ,patche” (,zaplaty“). Jednotlivé generované signaly je
mozné kombinovat do spole¢ného vystupu. Prvni verze Moogu (1964) byla spi$ profesionalnim
studiovym systémem, dalSi vSak jiz byly vhodné pro realnéasové hudebni performance. V roce 1971
vznikl Minimoog Model D, jeden z prvnich relativné dostupnych, pfenosnych syntezator(, ktery byl
specialné navrzen jako samostatny hudebni nastroj. Moog mimo jiné standardizoval rozsah signalu, takze
bylo mozné propojovat jednotlivé modulové vystupy a vytvaret multi-modalni synestézii. Vice o
syntezatorech napf. [online]: http://www.audiovisualizers.com/toolshak/vsynths.htm. [cit. 2009-17-09].

163 Rozhovor s Danem Sandinem, c. d. (pozn. 127).

184 Viz. napfiklad ¢lanek Simona Yuilla, All Problems of Notation will be Solved by the Masses: ,KliCové
aspekty ,zivého kodovani“ (livecoding) ztélesnujici principy FLOSS, jsou zpUsob, jimz se samotny
kontinualni, neustale pfepisovany kod stava primarnim modem umélecké produkce a prezentace ‘dila’
samotného jakoZto proménlivé ¢asti kédu s otevienym koncem spiSe nez statického definovaného
artefaktu. To nejenze odliSuje ,Zivé kédovani“ od mnoha forem nedigitalniho uméni a hudby, kde dilo
existuje jakozto artefakt ¢i partitura,fixovana a nezménitelna, nybrz také od dominujicich paradigmat dél
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zhruba posledniho desetileti, ktera do hry vraci realnéCasové audiovizualni propojeni,
,2autenticky interface”. Napfiklad David Stout a Cory Metcalf, umélci ze Santa Fe, které
Woody povazuje za své nasledovniky, vytvareji sebegenerujici 3D obraznost,
prostfednictvim aplikace matematické zpétné vazby na jednoduché geometrické
struktury.’® Pfimym pokradovatelem audiovizualnich nastrojd v digitalni oblasti je
softwarovy nastroj Image/ine, ktery vyvinula Steina spole¢né s inzenyrem Tomem

Demayerem v amsterdamském centru STEIM v roce 1996, a o némz bude fe€ dale.

Paska zvana Evolution (1971) si pohrava s pfeCasovanim obrazu, kdy se horizontalni a
vertikalni synchronizacni impulz dostavaji ,do konfliktu“. Woody povaZzuje dilo za klicové
pro rané experimentovani. Prvni ¢ast dila, kterou tvofi bilé svételné skvrny, vystupujici z
pozadi v synchronizaci se zvukem, vznika diky zpétné vazbé videa, pfi niz kolisavé
obrazové signaly ovladaji zvukovy syntezator. Druha &ast, obsahujici .filmovy pas“ s
vyvojovou fadou Clovéka znamou z u€ebnic biologie a dalSi zabéry, pfedvadi horizontalné
a vertikalné vychyleny ramec, posunovany do stran a nahoru a dolG. Treti ¢ast tvofi
svételné paprsky (tzv. audio kfivky), generované zvukovym syntezatorem.'® Nastroj,
pouzity k jeho vytvofeni, Horizontal Drift Variable Clock (tzv. driftové hodiny), tvofi
oscilatorovy okruh, zajiStujici externi zdroj synchronizace a umoznujici ovladat
horizontalni pohyb obrazu, tedy ,vychylovat” (drift) obraz z jeho ramce.', Pro Vasulkovi jej
zkonstruoval George Brown, dalSi z vyjime€nych technickych spolupracovniki, o némz

Woody prohlasil:

,Georgeho nastroje nas dovedly pfimo do centra experimentovani s médiem. Pfipadaly nam velice
sofistikované a, podobné jako v pfipadé digitalnich nastroji a pocitace, nikdy jsme nedosahli az ke
kofenum kmene. Pro mé& dobry nastroj své vlastni tajemstvi daleko rychleji generuje nez

odkryva. 1%

‘novych médii".“ Text ziskal cenu Viléma Flussera na festivalu Transmediale, 2008. [online] [cit. 2009-17-
09]. Pristupné na http://www.metamute.org/en/All-Problems-of-Notation-Will-be-Solved-by-the-Masses.

185 Poslednim projektem Stouta a Metcalfa je NoiseFolds, audiovizualni performance, vyuzivajici
infraCervenych a elektromagnetickych senzortd k manipulaci virtualnich 3D objektd, produkujicich viastni
zvuk. Viz. http://nfold.csf.edu/Pages/Noisefold.htm.

%6 In: Five Lectures. Buffalo Heads, c. d. (viz. pozn. 1).

7 Woody tvrdi, Ze to neni vlastné ani tak nastroj, jako spi§ externi zdroj synchronizace, ovladajici
horizontalni posun obrazu. Nastroj tvofi dvé kamery: jedna je pfipojena k béZnému horizontalnimu a
vertikalnimu synchroniza&nimu signalu, druhd, jejiZ obraz je vrstveny &i kliCovany na obraz z té prvni,
pfijima odliSnou synchronizaéni frekvenci. Vynalezen roku 1972.

%8 In: Eigenwelt (pozn. 48), s. 130.
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Horizontalni drift patfi k originalnimu vasulkovskému repertoaru. Zatimco v dile Evolution
je vychylujici pohyb jesté pouhou nahodnou udalosti, kdy ,rozbity kabel“ zpusobil chybu v
horizontalni frekvenci, s ,variabilnimi hodinami“ je mozné driftujici rdamec ovladat, ménit
jeho rychlost a smér, posunovat jej nahoru a dolu ¢i do stran & s ramci manipulovat
diagonalné a ilustrovat tak ,plasticnost® nestabilniho video obrazu. Ramec, ktery je bézné
skryty, se zde tak prostfednictvim série chyb objevuje ve svém horizontalnim pohybu.
Zatimco bézné je vznikani televizniho obrazu regulované pomoci horizontalniho a
vertikalniho kontrolniho signalu, coz je proces nutny pro vytvoreni stabilniho viditelného
obrazu, zde dochazi k vychyleni (drift) obrazu z ramce. Pfibéh o vyvoji lidstva je tedy
zaroven pfibéhem o vykloubeni z ramce. Woody o dile napsal, Ze se jednalo o esteticky
prilom v jejich tvorbé, jeliko si uvédomili, Ze pokud do jedné ze dvou pouzitych kamer
zavedou odliSnou horizontalni frekvenci, ,obraz bude horizontalné plynout doleva nebo
doprava.” Jednalo se o dalSi pokus, jak ,uniknout ramci“ a pfilezitost uvédomit si

plasti¢nost video materialu.“'®®

5.3 .Tool person” George Brown

George Brown, vietnamsky veteran zifejmé s madarskymi pfedky, vyvinul ve spolupraci s
Vasulkovymi tfi zasadni nastroje: v roce 1971 pfepinac (switcher) €i sekvencér, roku 1973
multi-klicovac€ a o rok pozdéji prvni digitalni nastroj, programmer. Video sekvenceér
(George Brown's Video Sequencer alias Field Flip/Flop Switcher) vznikl na zakladé
pozadavku oddélit snimky (fields) ve videu. Video obraz, jak jiz bylo vySe popsano, vznika
v naslednosti dvou pualsnimkd, tvoficich rozpoznatelny obraz, ramec. Prepinac, ktery jiz
obsahoval digitalni programovaci prvky, umoznoval vytvofit dva vystupy, tedy ziskat dva
oddélené pullsnimky, s nimiz bylo mozné zachazet oddélené a pak je opétovné
zkombinovat. Toto programovatelné, digitalné ovladané prepinani mezi dvéma zdroji bylo
mozné provadét v riznych rychlostech a na zakladé riznych nastavovatelnych parametru
jako jsou rytmus Ci zvukoveé vibrace. Proces prepinani mohl byt fizen také vertikalnimi

impulsy videa Ci z vnéjSiho audio Ci video signalu, generovaného odliSnym pfistrojem.

188 Z rozhovoru s Judem Yalkutem, Part Three: Open Circuits: The New Video Abstractionists. The
KITCHEN: An Image and Sound Laboratory: A Rap with Woody and Steina Vasulka, Shridhar Bapat and
Dmitri Devyatkin, s. 22, 1973. In: Vasulka Archive Online.
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Sekvencér umoznil analyzu vznikani video obrazu v naslednosti vykreslovani jednotlivych
snimku. Vasulkovi v praci s nim navazovali na experimenty s Alfonsem Schillingem,
tykajici se binokularniho vidéni a experimentovali s vytvarenim stereoskopickych
vizualnich efekt(.'® V dile Home (Domov, 1973) dochazi k prepinani mezi dvéma
kamerovymi vstupy, zobrazujicimi domaci objekty. Jedno z nejznamnéjSich a pro svou
halucinatorni povahu divacky nejpfitazlivéjSich dél Noisefields (Pole Sumu,1974) stfida
obrazy pozadi a na stfed umisténého kruhu, tvoficiho jediny vizualni ,obsah® dila. Jedna z
¢asti pokazdé vyplnéna barvou, zatimco druha obsahuje video ,5um® (hruby ,material
videa); kazdy pulsnimek ma v tomto pfipadé odliSny charakter. V obou dilech dochazi ke

vzajemnému ovliviiovani obrazové a zvukové slozky.

Vicevrstvy kli¢ovac (Multi-Level Keyer) vznikl na zakladé poZadavku ziskat pfistroj, s nimz
by bylo mozné manipulovat s vice obrazovymi vrstvami zaroven. Zatimco bézné pfistroje
poskytovaly pouze dvouvrstvy vstup, vysledné analogoveé zafizeni s digitalnim ovladanim
umoznilo pracovat zaroven az se Sesti vstupy. Pristroj, ktery tvofi digitalni ,enkodér
kliCovaci priority“, zkombinovany s analogovymi klicovaci/mixéry, pfijima a fadi jednotlivé
vstupy a uspofadava je do obrazovych ploch s riznymi prostorovymi vztahy. V realném
Case bylo tedy mozné ,vystfihovat” ¢asti obrazu a nahradit je jinymi. PFistroj pracuje na
zakladé srovnani hodnot napéti €i jasu: uzivatel si zvoli mezni hladinu jasu a ¢asti obrazu
s vy§8im ¢i nizzim jasem je nahrazena odlisnym obrazovym vstupem."" Kli¢ovac byl
pouzit napfiklad v dile Vocabulary (Slovnik, 1973), kde se elektronické textury prolinaji s
obrazem koule a Woodyho ruky pohybujici se nad ni. Jedna se o dulezité dilo, které ve
své jednoduchosti jasné demonstruje vasulkovsky rany pfistup, a jehoz ohlasy se objevi v
dalSich dilech. Dialog s nastrojem je pfedvedeny na pfikladu zobrazeni umélcovy ruky
(pouziti obraznosti vlastniho téla je pfiznacné), jez se prolina s dal§im objektem diky
pfibuzné roviné jasu, anebo na sebe ,pfichytava“ elektronicky paprsek, jakoby vabena k

dalSimu pronikani do elektronickych sfér.

V ponékud didaktickych dilech Solo for 3 (Solo pro 3) a 7-2-3-4 dochazi k ,vrstveni*
objektd (Cisel) riznych velikosti z nékolika kamerovych zdroju, ¢&imz vznikaji nelogické

prostoroveé vazby. Nelogi¢nost prostoru ve videu komentoval Dan Sandin ve videu Triangle

0 In: Eigenwelt, c. d. (pozn. 48), s. 130.
" Roku 1977 bylo ke klicovaci pfidano pocitaCové rozhrani ke zjednoduseni ovladani.
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in Front of Square in Front of Circle (Trojuhelnik pfed ¢tvercem pfed kruhem, 1973), kde
vysvétluje, Ze je chybné pouZzivat koncepty z bézného jazyka pro popis toho, co se déje na

obrazovce:

»Pokud nemUlizete mluvit o obrazovym plochach jako pfed &i za atd., je to pouze iluzorni lidska

percepce. Svazek elektronovych paprskd o tom nic nevim, mdzu vam to dokazat.”

A Woody dodava:

.Kratce poté jsme dostali poStou pasku, ilustrujici, Ze to, co vypadalo jako kruh pfed &tvercem s

trojuhelnikem za ¢tvercem, se soucasné ukazovalo jako trojuhelnik pred kruhem.'"

Jelikoz si komplexnost operaci provadénych s vicevrstvym klicovacem vyZadovala
zautomatizovani procesu, pozadali Vasulkovi George Browna, aby sestrojil
programovatelny nastroj schopny uchovavat a provadét sekvence operaci. Vznikl tak prvni
digitalni nastroj, Programmer, ktery mohl napfiklad Fidit fungovani pfepinace ¢i kliCovace,
uchovavat v paméti operacni sekvence a v jakykoliv okamzik je aktivovat. Rychlé
prepinani se objevuje v pozdéjSich dilech Steiny: Switch! Monitor! Drift! (Pfepni! Monitoruj!
Odchyluj!), Orbital Obsessions (Orbitalni obsese) €i Machine Vision (Strojové vidéni)

vyuzivaji pfepinani mezi riznymi uhly pohledu kamer, umisténych na stativu.

Prace s obrazem se stava stale komplexnéjsi, napfriklad Spaces [ (Prostory, 1972)
obsahuje nékolik segmentd, inspirovanych dily a technikami malift, keré pracuji s vicero
obrazovymi vrstvami ruzné kliCovanymi pfes sebe. Prvni ¢ast vychazi z dila holandsko-
friského malife M.C. Eschera a simuluje hloubku geometrické textury, vytvarené pomoci
zpétné vazby videa, druhy, podle René Magritta, prostfidava s vyuZitim kliCovace dvé
textury, tfeti segment, pocta Salvadoru Dalimu, zpracovava zvukem generované tvary
pomoci dvou kamer, obracenych k sobé& v uhlu devadesati stupnd, jejichz obrazy jsou
nakliCcované pres sebe a Ctvrty, dle Yvese Tanguyho, pouziva dvé kamery lapené ve
smycce zpétné vazby a zaroven generator specialnich efektl a horizontalni rozdéleni
obrazu. V praci s obrazovymi vrstvami pokracuje Spaces Il (Prostory, 1972), kde jsou pfes

sebe nakliCované tfi vrstvy nezavisle ovladanych textur. Oboji Prostory byly, jako i mnoha

2 In: Eigenwelt, c. d. (pozn. 48), s. 132.
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dalsi dila Vasulkovych, plvodné vytvorené jako vicemonitorové instalace pro horizontalni
fady monitort, s jednokanalovym zvukem. Vasulkovi vnimali video tvorbu jako prostorovy
fenomén, a od pocatku se snazili o zmnozeni obrazu jeho promitnutim na vicero
monitorech. Neslo jim pfitom o zmnoZeni informace (jako napfiklad Nam June Paikovi),
nybz o stejné zobrazeni horizontalné multiplikované. Také v dalSich instalacnich dilech z
poCatku 70. let, napfiklad Calligrams (Kaligramy) i Matrix | a Il je obraz jakoby
,natahovan® pfres vicero monitoru (pasky existuji i v jednokanalové podobé simulujici
multimonitorovou instalaci), ¢imz dochazi k dalSimu popfeni ,ramce” jediné obrazovky. V
dile Discs (Disky) je vyuzito vizualniho motivu polokruht, do nichz zprava vstupuji mensi
kruhy (filmové civky) v neustale se zrychlujicim rytmu, jehoz vysledkem je abstraktni
vzorec, doprovazeny vibrujicimi zvuky, které vznikaji interferenci video signalu se
syntezatorem zvuku. Obrazova repetice vznika diky ¢asovému zpozdéni prostfednictvim
opakovaného vstupu signalu do systéemu.

Malifskou obraznosti se Vasulkovi inspirovali také v dile Golden Voyage z dubna roku
1973, pocté belgickému surrealistovi René Magrittovi, vychazejici z jeho obrazu La
Legende doree (Zlata legenda) z roku 1958: francouzské bagety zde cestuji elektronickymi
krajinami, které jsou vytvarené systémem tfi kamer (prvni zaméfuje krajinu, druha
pohyblivy ramec, tfeti objekty), s vyuzitim horizontalniho driftu. Dochazi tak k vytvoreni
vskutku surrealného obrazového prostfedi bochnikd, plujicich ,riGznymi mésty a krajinami*,
ziskavajicich metaforické role falickych symbold, vesmirnych lodi cestujicich nad méstem,
planet cirkulujicich prostorem.“'”® Prostorové vazby jsou vytvarené také panoramatickym
snimanim, zoomovanim a pohyby oto¢ného stativu. Dilo je jednim z poslednich videi,

které Vasulkovi vytvorili jeSté v New Yorku, pfed svym presidlenim do Buffala.

3 In: The Vasulkas, c. d. (pozn. 3), s. 5. Dilo vzniklo diky podpoie NYSCA.
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6 BUFFALO: 1973 — 1979

6.1 Centrum Media Study

Gerald O'Grady je védec Sirokého zabéru, jehoz zajmy zahrnuiji lingvistiku, filozofii a teorii
médii, ale i vyzkum sn( &i afroamerickych filmd. Dilo Steiny a Woodyho Vasulkovych
sleduje jiz od roku 1972, kdy se s nimi v New Yorku seznamil. Kdyz jsem Geralda v fijnu
roku 2005 navstivila v Bostonu, pfi rozhovoru v jedné z opusténych u¢eben Harvardovy
univerzity, kde pfed odchodem do dichodu pusobil na katedfe afroamerickych studii,
vypravél o zalozeni katedry Media Study na State University of New York v Buffalu, o
seznameni s Woodym a Steinou, pfipravované knize o Marshallu McLuhanovi a své
koncepci medialni gramotnosti (mediacy). Také mé seznamil s dalSimi spfiznénymi
bostonskymi rezidenty, Johnem Minkowskym, nékdejSim Zakem Vasulkovych a jednim z
prvnich kuratort videoartu, Walterem Wrightem, hudebnikem a technickym
spolupracovnikem Vasulkovych a Fredem Barzykem, zakladatelem a prvnim feditelem
bostonské televzni dilny WGBH New Television Workshop, jednoho z prvnich center
podporujicich umélecké experimenty v oblasti videa."* Gerald svou vyzkumnou metodu
definuje jako ,sférické védéni“, zahrnujici veSkeré smysly a vyuzivajici znalosti z
rozli€nych oblasti, kterou pfirovnava k vystfelu z pistole, po némz nasleduje exploze a
roztfisténi fragmentd, jeZ je tfeba preskupit a dale rozvijet.“'”

V eseji Sférické poznani Woodyho Vasulky. Od dirkové kamery k otvorum v pinballu se
snazi v tomto duchu rozSifovat interpretaci dila Vasulkovych do oblasti, které s nimi
zdanlivé nesouvisi, nebo jen letmo. Detailni rozbory jednotlivych dél doplnuji exkurzy do
oblasti etymologie (vysvétluje puvod slova interaktivita ¢i Ceského slova divadlo), cituje z
eseje Rauschenberga na zakladé toho, ze obyval ateliér, do néjz se poté Woody
nastéhoval. Woodyho &esky pavod spojuje s odkazem Jana Amose Komenského, a dale s
dilem Roberta Rosselliniho, ktery byl pry stejné jako Woody Komenského obdivovatelem.
O'Gradyho sférické poznani tedy vytvafi svéraznou interpretaci prostfednictvim

obkruzovani okolo moznych i imaginarnich setkani. Odkazuje k dilu svatého Isidora

7% Na rezidenénich pobytech ve WGBH v letech 1967-79 pobyvali napfiklad umélci Allan Kaprow, Peter
Campus, Bill Viola ¢i Nam June Paik, ktery pravé zde ve spolupraci s inzenyrem Shuya Abem vyvinul sv(j
videosyntezator. ZdejSi videotéka obsahuje archiv uméleckych projektd, [online]: http://www.wgbh.org/
[cit. 2009-17-09].

75 Z rozhovoru autorky s Geraldem O'Gradym, ktery probéhl 12. fijna 2005 v Bostonu. Rozhovor v originalni
anglické verzi je soucasti pfiloh této prace.
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Sevillského proto, Ze vedle novomexického domu Vasulkovych stoji kostel po tomto svétci
pojmenovany, a uvadi, ze svétcovu encyklopedii ¢etl také McLuhan, k jehoz zplsobu
mysSleni Woody odkazuje. Esej konci, jak jinak, vysvétlenim samotného slova etymologie,
¢imz jeji autor obkruzuje samotny svij esej. Chapu jej jako pokus o psani o Vasulkovych
zpusobem, jimz oni do jisté miry mohli pfemyslet. Na druhé strané tim O'Grady vytvari

dal$i z mytologii.®

Historickému obdobi buffalského Media Study, které v dobovém tisku nazvali ,jednim z
nejpromyslenéjSich a nejkomplexnéjsich medialnich program( na svété“'”’, byla vénovana
vystava MindFrames, kterou Vasulkovi spole¢né s Peterem Weibelem a dalSimi
spolupracovniky pfipravili pro ZKM v Karlsruhe na prelomu let 2006-2007.""® Rozsahla
audiovizualni prehlidka se vénovala obdobi 1973-1990, kdy v Buffalu pasobili filmafi-
strukturalisté Paul Sharits a Hollis Frampton, dokumentarista James Blue, hudebnik a
filmaf Tony Conrad a pozdéji Peter Weibel, ktery vystfidal v profesorské pozici Woodyho.
Kazdému z téchto tvarcu, véetné Geralda O'Gradyho, byla na vystavé vénovana
samostatna mistnost ve stfedu haly, na jejim obvodu pak probihaly projekce film{ a videi,
fotografii a diapozitivu. V prostoru byly rozmisténé instalace; z Woodyho dila se zde
objevily dvé soucasti souboru Bratrstvi, tedy Divadlo hybridnich automat( a Scribe
(Pisar)." Roku 2008 vysel k vystavé katalog, shromazduijici texty zacastnénych tvircu;
nékteré zde byly publikované vibec poprvé.'°

Pfredtim, nez odjeli do Buffala, stravili Vasulkovi jaro 1973 v laboratofi v Channel 13 v New
Yorku, kde se jim s podporou NYSCA povedlo dokoncit nékolik videopasek. Tamni pobyt je
ov8em spi$ zklamal kvuli uzavienosti prostfedi vici novym uméleckym napadim. Na
podzim roku 1973 tedy po osmi letech opoustéji New York a odjizdéji do Buffala,
industrialniho mésta na vychodnim pobfeZi jezera Erie nedaleko Niagarskych vodopadd,
kde Woody ziskava praci na univerzité. K univerzité bylo pfidruzené komunitni centrum,

které poskytovalo technické vybaveni, pofadalo koncerty a projekce filmu a videi a letni

78 Gerald O'Grady, Sférické poznani Woodyho Vasulky. Od dirkové kamery k otvoriim v pinballu. Esej vznikl
puvodné pro nadaci Langlois, v ¢estiné byl otistén ve vasulkovském Gisle Casopisu lluminace. (2/2006) v
prekladu Ivana Vomacky, s. 9-30.

7 Karen Mooney, Gerald O’Grady. The Perspective from Buffalo, In: Videoscop 1, 1977, ¢. 2.

78 Plivodné navrhovany nazev vystavy znél MindSets.

7% Unikatni rys vystavy spocival v tom, Ze veskeré audiovizualni materialy byly pousténé z jednoho Fidiciho
serveru; Vasulkovi zde testovali novy zplsob ,distan¢niho” vystavovani. Vystavé se podrobnégji vénuje
posledni kapitola prace.

'8 In: Buffalo Heads, c. d. (pozn. 1).
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dilny pro mladé lidi ze statu New York, ktefi zde studovali video, fotografii, holografii,
elektronickou hudbu &i pocitacové zobrazovani. Nékteré z dilen vedla i Steina, ktera
zaroven pomahala Woodymu s pfednasenim. Buffalské obdobi bylo pro tvorbu
Vasulkovych dulezité, jelikoz méli nahle vice ¢asu a prostfedkl na rozpracovani myslenek
z pfedchozich let. Mnoho z jejich videi ma proto datum vzniku prvni léta, ktera zde stravili.
Zejména od roku 1974 zacCinaji také sestfihavat a usporadavat sve starsi dilo, pficemz z
puvodnich ,hrubych pasek” (Raw Tapes), které zahrnuji vice nez 300 hodin videa z let
1969-1978, vybiraji takzvané ,pasky v distribuci“ (Tapes in Distribution), tedy ty, které se
rozhodli prezentovat verejné.”®' V tomto obdobi se také postupné zacina jejich tvorba
rozdélovat. Zatimco Steina se vice soustfedi na vytvareni instalaci, které se zabyvaji
fenomény prostoru a €asu a ,strojovym vidénim®, kdy umistuje kamery na motoricky
ovladané stativy Ci objekty, a performancemi, pfi nichZ vyuziva hry na housle (zejména v
cyklu Violin Power), Woody se zahloubava do teorie a praxe elektronického obrazu a
vytvari didakticka dila ,praktické filozofie“. Na druhou stranu, ackoliv oba tvrdi, Ze od roku

1975 pracuji vyhradné samostatné, nadale sdili pracovni i zivotni prostor a své nastroje.

6.2 Radkovaci procesor Rutt/Etra a jak jej Vasulkovi pouZivali

Efekt, kdy dochazi k vertikalnimu ,natahovani® fadkl a vytvareni iluze 3D tvar(, ktery byl
popsan jako ,topografickd mapa jasnosti obrazu“, a jehoz vysledkem jsou pasky
Reminiscence, Tel¢ Ci C-Trend, vznika s vyuzitim fadkovaciho procesoru, zkracené po
svych tvlrcich zvaného Rutt/Etra.’®® Vasulkovi patfi k jeho kliGovym uZzivatelim; Woody
svlj model dokonce Castecné sestrojil, protoze si nemohl dovolit zakoupit kompletni sadu.
Pristroj pozivali zejména pro deformaci kamerové obraznosti, ktera pak pusobi, jakoby
jednotlivé fadky prejimaly kontury objektd. Woody zdUraznil, Ze prace s nim jej jesté vic
nasmeérovala k didaktickému pfistupu a znamenala odliSny pfistup k tvorbé, nez k jakému

vybizely predeslé pfistroje pouzivané k modulaci signalu:

,improviza¢ni mody se staly méné dilezitymi nez pfisny mentalni scénar a silny pojem o struktufe
ramce (frame structure) elektronického obrazu. Dlraz se posunul smérem k rozpoznani objektu

Casu/energie a jeho programovatelného stavebniho prvku — €asového prubéhu signalu

81V katalogu vasulkovské vystavy z Buffala je seznam ,Raw Tapes" a ,Tapes in Distribution®, obsahuje také
seznam pouzivanych nastrojl. In: Vasulka Steina, Machine Vision, Woody, Descriptions, c. d. (pozn. 39).
82 J. Minkowsky, c. d. (pozn. 21), s. 5.
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(waveform).“'83

Nastroj, ktery Steve Rutt s Billem a Louis Etrovymi sestrojili roku 1973, je analogovy
systém ovladany elektrickym napétim, umoziujici manipulaci s vychylenymi signaly v
redlném Case.'® Obraz z videokamery se prehrava na vestavéném malém cernobilém
monitoru, specialné upraveném ke zpracovani telezniho rastru pomoci ,vychylujici
modulace®. R/E méni pomoci systému elektromagnetd a odklanécich civek bézny
pravidelny fadkovaci vzorec ve vzorec nepravidelny, ovSem predevidatelny. Zménény
obraz musi byt nahran druhou kamerou kvuli opétovnému ziskani spravné ¢asovaci

informace, potifebné k pfehrani na standardnim monitoru.'®

Zatimco vizualni ¢ast nahranych reminiscenci, které tvofi napfiklad Woodyho moravsky
domek, obsahujici mimo jiné scénu s rozfadkovanymi kuratky, zabéry z mésta Tel€ i
vyhled na ulici s projizdéjicimi auty, prochazi deformaci, zvuk zlistava nezménén.
Objevuje se zde tedy novy vztah mezi obrazem a zvukem, obé slozky se vzajemné
neovliviuiji, nybrz spolu kontrastuji; zvuk zUstava spojnici s ,realitou®. Ve zminénych dilech
ovSem nedochazi pouze k proméné zobrazeni prostfednictvim deformace fadku, nybrz
méni se samotny tvar poli¢ka (ramce), tedy video rastr: v dile C-Trend se tak ,ulice-objekt"
nejprve otaci kolem sveé osy v prazdném prostoru, poté ziskava tvar zleva doprava
rotujicich ploch, a nakonec je zkosena. Prazdny prostor mezi objekty vyplriuje video ,Sum®,
v tomto pfipadé tvofeny zatemnujicimi intervaly, které bézné vypliuji nevnimatelnou

,mezeru“ mezi vykreslovanim jednotlivych snimku:

,Prazdné prostory“ mezi zménénymi ramci, které plasobi jakoby proudily &i rolovaly pfes C-Trend,

jsou horizontalnimi a vertikalnimi blikajicimi intervaly mezi elektronickymi snimky.““1%

183 Didactic Video: Organizational models of the electronic image. Clanek Woodyho Vasulky a Scotta
Nygrena, In: Afterimage. Vol. 3, No 4, October 1975, s. 9.

8 Roku 1975 zacala pfistroj vyrabét firma Rutt Electrophysics z New Yorku: na trh se dostaly dva modely,
RE 4-A (pro monitor s 525 fadky) a RE 4-B (pro monitor s 1050 fadky). R/E existoval ve dvou verzich,
Lysilaci“ s preciznéjSim vystupem se daly pofidit az za 25 tisic dolaru. Jednodussi verze staly 16 tisic
komplet, pficemz cena pro pfatele byla 5 &i 6 tisic. Z video rozhovoru, ktery Woody poskytl u pfilezitosti
vystavy Buffalo Heads v ZKM, publikovany na propaga¢nim vystavnim DVD.

8 Uvadi se, Ze nejvyznamnéj§im navrzenym konceptem, ktery tento pfistroj pfinesl, bylo tzv. DC parovani,
umozriujici pozi¢ni pohyb. DC vazba (stejnosmérny proud) umozriuje zpracovani DC a AC (stfidavy
proud) signald, zatimco AC pfijima pouze AC signaly. Pokud ma napf¥. osciloskop vazbu AC, potom je DC
Cast kfivky blokovana. In: Sherry Miller Hocking, Rutt/Etra: Notes on Development, 1986, [online]:
http://www.experimentaltvcenter.org/history [cit. 2009-17-09].

'8 V dokumentu, oznaceném Woody and Steina Vasulka: Single Channel Titles, strojopis, s. 7. Vasulka
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ZavésSenim video ramce do elektromagnetického pole se zobrazeni proméniuje v objekt. Je
tomu tak i ve videu Grazing (Pastva, 1976), které vychazi z nahravky pasoucich se ovci na
Islandu, a kde bézny televizni displej ziskava cylindricky, kopcovity tvar. Pasouci se ovce
pusobi jakoby putovaly mési¢ni krajinou, k Cemuz pfispiva i zvuk, zfejmé realny zaznam
hlasité fujiciho vétru. Zakladem dila No.25 (1976) neni kamerova obraznost, nybrz
prazdny televizni ramec: celkova obrazova informace (Sum) je ohnuta do cylindrického
tvaru kruh( posunujicich se nahoru a dolu; fadky jsou zhusténé natolik, Ze jsou viditelné a
jsou doprovazené vnitiné generovanym synchronizovanym zvukem. Vasulkovi pouzili R/E
také v dalSich videich jako soudast SirSiho souboru nastroju: napfiklad v dile Soundsize
(Velikost zvuku, 1974) je vzorec teCek modulovan zvuky generovanymi syntezatorem, a
zaroven ovliviiovan fadkovacim procesorem, ktery zplUsobuje, Ze plocha teCek se zdviha a
vytvari 3D tvary. Podobné je tomu v dile The Matter (Hmota, 1974), kde je abstraktni tvar
rizné ohyban podle generované viny sinusového, trojuhelnikového a &tvercového tvaru.
Pozdéji ve video eposu The Commission (Zakazka, 1983) pouziva Woody vynalezené
video efekty ve sluzbach vypravéni o vztahu dvou umélcl, skladatele Hectora Berlioze a
houslového virtuoza Niccoly Paganiniho: natahované fadky z R/E fadkovaciho procesoru
se objevuji v zavéreCné scéné v marnici, nasledujici po Paganiniho smrti, kde je jeho télo
prostfednictvim Ffadkové deformace jakoby zbavovano fyzi¢nosti a realnych tvaru a stava
se pohyblivou zméti barevnych fadkl. Zda se, ze zde poprvé (a zfejmé naposled) hraje
néjakou roli vztah pouzité technologie a narativniho obsahu dila (samoziejmé, Ze i zde,

jako ve vétsiné ostatnich dél, je “obsahem" dila také samotny proces prace s nastrojem).®’

Od roku 1974 se Woody do znacné miry pod vlivem zkuSenosti prace s pfistrojem
Rutt/Etra zacal vice zabyvat teorii elektronického obrazu a moznosti konstruovat obraz
bez vnéjsich odkaz(."®® Didakticky styl a touha vytvorit urcité shrnuti prace s nastrojem se
otiskly do souboru fotografii Time/Energy Structure of the Electronic Image (Struktura
Casu/energie elektronického obrazu, 1974-75), ktery tvofi zaznamy rastrovych zobrazeni z
fadkovaciho procesoru, tvoficich zjednoduSenou encyklopedii efektu, které pfistoj

umoznioval. Cast z cyklu byla oti§téna v casopise Afterimage v Fijnu 1975 s tvodnikem

Archive Online.

87 Dal$i Fadkovaci procesory vytvofili napf. Lee Harrison (Scani-Mate) ¢i N. J. Paik a Shuya Abe (Scan
Modulator).

'8 In: Didactic Video, c. d. (pozn. 183), s. 9 - 13.
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Scotta Nygrena a spolecnym clankem Nygrena a Woodyho nazvanym Didactic Video:
Organizational Models of the Electronic Image (Didaktické video: organizacni modely
elektronického obrazu). Nygren zde uvadi, Ze se jedna o zobrazeni rozhrani mezi svétlem
a zakodovanym signalem.'®® Aby tento proces pIné pochopil, vyuzil Woody k jeho
demonstraci série statickych obrazkd, 2D modeld, v nichz se snazil o nazorné popsani
tvorby elektronického obrazu krok za krokem; sérii statickych modell vyuzije Woody i
pozdéji pfi praci s digitalni obraznosti. Za své zakladni jednotky si zde zvolil jednoduché
tvary kfivky, které prochazely nékolika stadii deformaci. Didakticky ucel dila spoc€ival v tom,
predvést postupné efekty, které pfistroj umoznoval. Jako zaklad modifikaci byly v prvnim a
druhém tablu pouzity jednoduché tvary sinusové, trojuhelné a ctvercové viny, umisténé
nejprve horizontalng, poté vertikalng, a ve tfetim a Ctvrtém komplexnéjsi tvary (horizontalni
Ctvercova vina; dvé sinusové viny, horizontalni a vertikalni, natazené tak, Ze vypadaji jako
svételny bod a konecné i kamerové vstupy, zobrazeni Woodyho ruky a tvare), které vzdy
prochazeji sérii fadkovych deformaci, vytvarejicich 3D efekty, typické pro praci s
pristrojem R/E.

6.3 .Prakticka filozofie"

Snaha o teoretické shrnuti dosavadnich zkuSenosti s elektronickym materidlem je
zdokumentovana také v prepisu prednasek, které Woody pronesl v pribéhu péti
kvétnovych vecert roku 1976'® Plvodni nahravky jsou uloZené v nadaci Langlois v
Montrealu, k dispozici je prepis, ktery vytvofil John Minkowsky. ,Cokoliv feknu muizete
zpochybnit, ale poslechnéte si to,“ prohlasil na zadatku a chtél tim zfejmé naznadit, Ze
bude prezentovat myslenky v okamzicich zrodu a dokumentovat tak vlastni tvir&i proces.
Jeho zamérem bylo nalézt novy jazyk pro rozbor elektronického materialu. Poté, co
skoncilo obdobi prvotniho experimentovani, Woody si uvédomil, ze aby mohl ve svém
vyzkumném procesu pokracovat, musi pokusit cely svdj tvar€i proces konceptualné
uchopit. Tato kybernetickda mySlenka pozorovani procesu vilastniho vyvoje pfi praci

s technologii vyustila v pokus o vytvoreni ,praktické filozofie“ elektronického obrazu. Ve

8 Tamtéz, s. 9.

%0 Jiz roku 1974 mél Woody sérii pfednasek pro vefejnost — zachovala se pozvanka s nazvem Three
Lectures by Woody Vasulka (€lenénou do &asti Electrons: The Art Material, Time Structure of Electronic
Image, The Television Myth); neni mi ovSem zndmo, zdali se zachoval zdznam ¢&i pfepis. In: Vasulka
Archive Online.
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shodé s endofyzickym konceptem vytvafeni modeld pro pozorovani pozorovani
(jednotlivel &i strojli) si Vasulkovi hraji s myslenkou ziskani nastroje pro vSe-vidouci model
prostoru, s nimz by mohli diky své elektronické kormidlo fidit do oceanl odlisného védomi.
Woody chape elektronicky obraz jako rozSifeni filmu, existujici v odliSné ¢asové oblasti,
kde je nutné vzit v ivahu proces synchronizace coby ,podminku existence elektronického
obrazu®. Film, stejné jako tvorba elektronického obrazu, zahrnuje proces vytvareni ramce,
avSak zatimco ve filmu je ramec v zasadé statickou udalosti, v pfipadé elektronického
obrazu je generovany zvnitftku a ma specialni vztah k asové struktufe. Zatimco ve filmu
dochazi k paralelnimu procesu expozice, v pfipadé elektronického obrazu ramec vznika z
neustale probihajicich sekvenci obrazovych fadek, a z tohoto divodu je s elektronickym

obrazem mozné pracovat vice ,interaktivnim* zpasobem. K tomu Woody dodava:

,Filmovy ,realny ¢as®, tak realny jak jen muze byt, nemuize byt nikdy interaktivni ve smyslu vlastni
smycCky zpétné vazby, vztahujici se k obrazotvornému procesu, a v tomto ohledu ma vzdy jisty

nedostatek. Tento vzrusujici kontrolni modus by mi strasné chybél.“'*’

Dale rozebira také spfiznénost s experimentalnim filmem, zmifuje dilo Paula Sharitse a
britského avantgardniho filmare Malcolma LeGrice, ktefi experimentovali s opétovnym
nahravanim filmovych pasu, promitanych v riznych rychlostech, v touze po osvobozeni se
od pravidelnosti nasledné sekvence filmovych okének. Zajimavy je Woodyho postfeh, Ze
asociace, vyvolané ,Cistym* acetatem, tedy filmovym pasem bez zaznamenaného obrazu,
nejsou vice materialistické Ci neiluzionistické nez jiné a filmova udalost neni takto nutné
demystifikovana, jak se domnivali néktefi teoretici materialistického Ci strukturalistického
filmu. Film, i kdyz ,prazdny“, tedy i kdyZ se jedna o Cisty filmovy pas, stale obsahuje
ramec, ktery je pfi projekci pfesné lokalizovan. Lze vést paralely mezi ,organizovanim*
filmu a elektronického obrazu: zatimco ve filmu se jedna o ,otisk &i fixované modulované
vyjadreni svételného prostoru pfed kamerou®, v pfipadé videa je to ,modulace, i

energeticky obsah elektronického obrazu.“'®

Prostifedi buffalské univerzity nabizelo pro dialog filmafi a videoumélcl Zivnhou puadu.

Ackoliv podle Geralda O 'Gradyho zde plvodné ze strany filmafl panovala nedavéra vaci

1 Five Lectures, Buffalo Heads, c. d. (pozn. 1).
92 Tamtéz.
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prijeti videoumeélcl za Cleny katedry, jelikoz nikdo z nich se o video zprvu pfili§ nezajimal,
a ani pozdéji neexistoval v tomto spoleCenstvi vyhranénych individualit néjaky spolecny
program Ci intenzivnéjSi dialog, jistd spfiznénost zde nepochybné existovala. Hollis
Frampton se zabyval digitalni tvorbou, a dokonce spole¢né s Woodym ved! digitalni
workshop, coz souviselo s jeho celozivotnim zajmem o védu a vyuziti programovatelnosti
v uméni. S Paulem Sharitsem zase spojovala Woodyho posedlost hledani zakladnich
jednotek, ,esence” (kinematografického) média a usili o vytvofeni sobéstacné reality,
nezavislé na kopirovani okolniho svéta. V programovém prohlaseni z festivalu
experimentalnich filmd v Knokke-Le-Zoute roku 1967 Sharits sdéluje, ze chce zrusit
.imitaci a iluzi“ a vstoupit ,pfimo do vétSiho dramatu: celuloidu, dvoudimenzionalnich pasu;
jednotlivych pravouhlych ramecku; povahy perforace a emulze; fungovani projektoru;
tfidimenzionalniho reflexivniho povrchu platna; sitnicového platna; zrakového nervu a
individualnich psycho-fyzickych subjektivit védomi.“ Zdurazhuje vyuziti svétla jakoZzZto
energie k vytvareni virtualnich forem, a také zapojeni aktualniho pohybu, prostoru a
¢asu.'®

Hlavnimi objekty filmového vidéni se u Sharitse stavaji materialni aspekty média, pfi
projekci bézné neviditelné: filmova perforace, ploSnost platna, jednotlivé ramecky. Svuj
zpusob prace nazval ,abstraktni narativita®, a Ize ji pfirovnat k Woodyho ,pfibéhu Jednoho
snimku®. Paul Sharits je povazovan za klicového zastupce tzv. ,flicker filmu®, ktery vyuziva
série opakujicich se filmovych rameckl, vytvarejicich mihotani v riznych rytmech a
intenzité. Filmovou strukturu zviditelfiuje Sharits také v cyklech statickych obrazka:
napfiklad Frozen Film Frames ze 60. a 70. let minulého stoleti tvofi série ,zmrazenych”
filmovych ramecku. Inspirovan Sharitsovym dilem a v touze po analogii v digitalni oblasti
se Woody pokusil zkonstruovat pfistroj pro zachazeni s barevnymi ramecky, ktery by mohl
Paul Sharits vyuzit. Na skladce ve mésté Horseheads ve staté New York nalezl ¢asovaci
zafizeni (time setting machine), jehoz soucasti byl stroboskop; z né&j sestavil pfistroj,
umoznujici spoustét barvy z RGB filtru a vytvaret z nich sekvence. Algoritmicky program
pristroje vytvofil dalsi Clen buffalské skupiny, Tony Conrad. Podle Woodyho vSak Paul
Sharits o pfistroj nejevil zajem, jelikoz upfednosthoval ruéni vytvareni barevnych partitur

pomoci kulickového pera, které potom animoval.’® Woody se k mysSlence pfistroje vratil v

93 Paul Sharits, Notes on Films/1966-1968, In: Film Culture. (Summer) 1969, 47, s. 13.
194 Z rozhovory autorky s Woodym Vasulkou, c. d. (pozn. 33).
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prabéhu pripravy vystavy v ZKM v Karlsruhe, kdy s pomoci Roberta O'Kanea'® pfipravil
program ke generovani barev, na zakladé pracovni metody Paula Sharitse. Otazka ,co se
déje mezi ramecky“, fascinovala tedy Woodyho stejné jako strukturalni filmare: zatimco ti
se pohybovali v oblasti flmovych okének, v pfipadé videa se tématem stava flexibilni
formovani jednotlivych pullsnimku; zpusob premysleni je v lecEems analogicky a napfiklad
vySe zminéné dilo Vasulkovych Noisefields (1974) Ize povaZovat za ve videou vytvofenou

analogii flicker filmu.

Spfiznénost by se asi dala nalézt i s dilem Tonyho Conrada. Skladatel elektronické hudby,
zvukovy umélec a strukturalisticky filmar jako jediny z buffalské katedry plasobi v Buffalu
doposud, na katedfe medialnich studii. Jeho rana minimalisticka tvorba byla ovlivnéna m;.
dilem La Monte Younga, Conrad byl ¢lenem seskupeni Theatre of Eternal Music, pozdéji
pfejmenovaném na The Dream Syndicate (souCasné s Johnem Calem, Angusem
MacLise, La Monte Youngem a Marianem Zazeelou): pro jejich ,snovou hudbu® (dream
music) jsou typické harmonicky provazané, prolongované tény se souzvuky, vychazejicimi
z experimentd s Cistym ladénim.’®® Conradav rany film Flicker (z roku 1966) je povazovan
za jedno ze zakladajicich dél strukturalistického hnuti. Tricetiminutovy film tvofi vyhradné
cerné a bilé plochy, nerespektujici omezeni aktualnich filmovych okénech, jejichz
algoritmické usporadani vyvolava halucinatorni zkusenosti. Zvukova stopa byla vytvofena
na podomacku vyrobeném elektronickém nastroji, generujicim kontinualni rozsah kliknuti,
podobnych zvuku metronomu, a pracuje se vztahy rytmu a vySky. Rytmické struktury filmu
vychazeji ze zakladniho rytmu projekéni frekvence.'®” Vizudlni struktura je analogicka
hudbé, kazdy vzorec naznacluje ,akord“ tfi spfiznénych frekvenci, takze se jedna o
rozsifeni principll harmonie do vizualni oblasti, analogii ,vizualni hudby*. Flicker film je pro

Tonyho Conrada zpusob, jak prekonat omezeni kinematografického aparatu. Podobné

% Robert O'Kane pfichazi také z buffalského okruhu: na univerzité zde studoval nejprve elektrické
inZenyrstvi, poté medialni studia a hudbu. Na Skole mimo jiné organizoval televizni stanici uzavifeného
okruhu. Peter Weibel ho po ukon¢eni studii pozval do nové zalozeného Institutu pro nova média ve
Frankfurtu nad Mohanem, kde se O'Kane stal systémovym manazerem. Nyni pusobi jako sitovy
administrator na akademii KHM v Koliné nad Rynem.

1% Cisté (&i pfirozené) ladéni pouziva intervaly, vyjadtitelné jako poméry celych &isel.

7 Je to jakysi zasobnik riiznych vzorcd flickeru: Conrad, ktery pavodné studoval matematiku, uvazuje
napfiklad o po¢tu mihnuti a okének v cyklu ¢i poétu zablesku za vtefinu. Zatimco bézné jsou filmy
promitané v rychlosti 24 okének za vtefinu, pro efekty mihotani je optimalni 6-16 zableskl. Mozkovy alfa
rytmus lezi pfitom v rozsahu 8-16 cyklu: filmy proto mohou zpUsobit napfiklad epileptické zachvaty, proto
se na zaCatku Flickeru objevuje upozornéni, Ze autofi se zfikaji zodpovédnosti za fyzickou ¢i mentalni
ujmu filmem zpUsobenou.
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jako u dalSich zastupcl strukturalniho filmu je zde pfitomen kontrast celkové vypocitané
struktury a jejiho aktualniho rozvinuti v pribéhu projekce.'®

Zajimavé je, Ze ackoliv se jednalo o katedru s experimentalnim studijnim programem,
jejimiz ¢leny byli vynikajicimi umélci, zaci z Media Study vychazejici netvofi néjakou
rozpoznatelnou skupinu. VétSina z zaku v dile svych profesorl nepokraCovala; vyjimkou
jsou mozna zaci Tonyho Conrada, ktery na Skole pusobi doposud. Mozna je to dikaz toho,
Ze katedra sloZena z vynikajicich uméleckych osobnosti sama o sobé& nezaruCuje, Ze se

jedna o experiment pedagogicky, a nemusi nutné pfinaset vysledky.'®*

V Buffalu se v galerii Albright-Knox uskutec€nila prvni velka souborna vystava Vasulkovych
(fijen — listopad 1978), nazvana Vasulka Steina, Machine Vision, Woody, Descriptions,
jejiz pétaSedesatistrankovy katalog pfinesl souborny pfehled jejich dila od Sedesatych
let.?® Steina zde vystavila instalace jiz zminéného cyklu Machine Vision, jehoz zakladni
soucast tvori zrcadlici koule, dvé kamery a dvojice monitord. Hlavnim motivem instalace je
cyklické opakovani a ,vSevidéni“: centralni bod instalace, zrcadlova koule umisténa
uprostfed na otoCném bfevnu, odrazi cely prostor, panoramatické zrcadlo sleduje prostor
horizontalné, zatimco pfeklopna zrcatka umoznuji vertikalni ,vidéni“. PFistroje pro instalaci
pomahal sestrojit Woody s asistenci inzenyra ¢eského puvodu Josefa Kramese, ktery mél
na starost pravé zpracovani optického zafizeni. Steina tu dale vystavila video pasky From
Cheektowaga to Tonawanda (Z Cheektowagy do Tonawandy, 1975), Flux (Tok, 1977) a
spolecné s Woodym vytvorenou instalaci Matrix. Woody predstavil cyklus, nazvany
pfiznacné Descriptions (Popisy), ovlivnény zajmem o vizualni jazyk, dvojznac¢nost kédu a
koncept obrazové partitury.?®’ Obsahoval studijni skicy, zobrazeni ,objektl ¢asu-energie*,
cyklus Time/Energy Structure of the Electronic Image, o némz byla fe€ vySe, ale napfiklad
také stereogramy v podobé binokularnich obrazovych dvojic, vytvarené s vyuzitim pfistroje
R/E. DalSi sou&asti vystavy byly filmoveé pasy, vysledky pokusu o vytvofeni 360-ti

stupriovych filml z Sedesatych let. Tfinact Stolt (Tables) jiz ohlaSovalo vstup do digitalni

18\ knize Beyond the Dream Syndicate: Tony Conrad and the Arts after Cage, c. d. (pozn. 135), je jedna
kapitola vénovana praveé filmu The Flicker.

%9 O studiu na Media Study vice v rozhovoru s Arnoldem Dreyblattem, ktery je soucasti priloh pfedkladané
prace.

20 Probéhla 21. fijna — 26. listopadu 1978. Nejednalo se o prvni vasulkovskou vystavu v Buffalu; jiz roku
1974 méli vystavu na univerzité v Norton Hall, nazvanou Video Environment; dalSi rok vystavu v
Katedralnim parku; roku 1976 probé&hla v Center for Media Study Woodyho vystava Time/Energy Objects
a vystava jeho binokularnich dél v buffalském uméleckém centru Hallwalls.

' Vasulka Steina, Machine Vision, Woody, Descriptions, c. d. (pozn. 39).
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oblasti a praci s pfistrojem zvanym Artikulator obrazu. Konstrukce tohoto pfistroje, na
némz spolupracoval technicky vyjime¢né nadany buffalsky student Vasulkovych Jeffrey
Schier, byla hlavnim projektem Vasulkovych druhé pulky sedmdesatych let, a patfi k
nejzajimavéjSim pokusim, dokumentujicim pfechod od analogové k digitalni oblasti

tvorby. V recenzi vystavy piSe Michele Cohen (o €asti Descriptions):

,Linie se rozpousti a ohybaji do tfidimenzionalnich tvart — socha se rozviji z prostoru. Instalace
pfipomina détskou hracku ,magicka tabulka.“ Linearni vzorce jsou magicky transformované do
komplexnéjSich forem. Tvary vynikaji jasnosti a symetrii, téméF jako klasicistni interpretace

videa.“?*?

Vétsina interpretaci dila Vasulkovych podobné jako tato vychazi pouze z povrchovych
vlastnosti obraznosti, vyuziva uméleckohistorickych klisé a problematizuje vztah uméni a
technologie. Recenze pokracuje tim, ze i kdyz se tvUrci vyjadiuji ,nejsoucasnéjSimi
moznymi metodami“ a jsou originalni, nestaci to k tomu, aby bylo jejich dilo pfijato jako
umeéni. Autorka vyjadiuje dokonce obavu, Zze nastava éra dehumanizace uméni, a

konstatuje:

»otroj, i kdyz je navrzeny lidskou rukou a mysli, nenahrazuje malbu na platné ¢i hlinu vytvarovanou

do formy.“2%

Vasulkovi se zfejmé nemohli méné zajimat o snahy zaradit jejich dilo do tradi¢niho
kanonu, ani neusilovali o to, vytvofit néjaky novy styl video uméni. Ostatné do prostoru
galerii vstupovali spi$ vyjimecné. V buffalském obdobi se jejich dilem zabyval nejvice jiz
zminény John Minkowsky, jehoz esej Nekolik poznamek k videotvorbe Vasulkovych v
letech 1973 - 1974 poskytuje jednu z mala dobovych interpretaci, zaloZenych na detailni
znalosti a analyze videi a pouzivanych nastroji. Jedna se o poznamky k putovni vystavé
videopasek, ktera v letech 1978-79 procestovala univerzitni kampusy, spadajici pod State
University of New York, a zaroven druhé putovni vystavy Beau Fleuve, videového a

filmového programu, ktery zorganizovala Media Study pro francouzské publikum.?** Text

22 In: Michele Cohen, Video Art: Technology and Perception, the machine-made world. Zdroj a datum
tohoto textu, zachovaného ve vasulkovskych archivech, je mi neznamy. In: Vasulka Archives Online.

23 Tamtéz.

204 Cesky preklad textu z roku 1979 (viz. pozn. 21) , kompilace nékolika pavodnich textd, vy$el v &asopise
lluminace (2/2006) v pfekladu Jakuba Kucery, s. 31-47. Minkowsky pro potfeby ¢eského prekladu text
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zustava jednou z nejpronikavéjSich analyz dila Vasulkovych, a také nejpfesnéjSich co se
tyCe vysvétleni procesu, vedoucich ke vzniku dél. Minkowsky si jako jeden z mala
dobovych kritiki uvédomoval, Ze je nezbytné popsat proces vzniku, pochopit a popsat
zpusob prace s nastroji a jejich pfimy vztah k vysledkiim. Zduraznuje sebereflexivni
pristup a sepjeti zvlastni estetiky s procesem vznikani dél a tvrdi, ze pasky Vasulkovych
,2odhaluji potencial videa vytvaret nové druhy obrazové zkuSenosti“, jelikoz ,prfedvadéji

nékteré ze skrytych aspektli média."?*

doplnil o informace o konstruktérech nastroju a fotografiem téchto nastroju.
205 Tamtéz, s. 32.
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7 OD ANALOGOVEHO K DIGITALNIMU

,V8echny pfibéhy nasich Zivotl nejsou vzdy popsany v knihach ¢lovéka, obrazy, které Zijeme, tu jiz

musi byt pfed nami, abychom je uvidéli!* (Timoteus Petursson)*

7.1V digitalni kazi

Ve vySe zminéné sérii Ctyf veCernich pfednasek Woody reflektoval také pfechod od
analogovych systéml, které pracuji se signaly, jez mohou ziskat jakoukoliv hodnotu v
urcitém kontinuu, k systémum digitalnim, tedy nespojitym a operujicim s pfesnym,
omezenym poctem hodnot.?” To s sebou pfineslo nutnost vyrovnat se s novym slovnikem
kodu. V digitalni sféfe se méni povaha dialogu s nastrojem. Pocita€ neni zkonstruovan pro
néjakou specifickou funkci, nybrz je povazovan za syntézu dosavadnich nastroju. Zatimco
pfi praci s analogovym videem zduraznovali tvarci jeho ,,organickou” povahu,
nepfredvidatelnost a neopakovatelnost dosahovanych efektl, postupné zacali touZit po
nastrojich, které by byly schopné vznikajici vizualni vzorce uchovavat a podle potreby
opakovat. Woody nicméné zminuje, ze pfechod od analogového k digitalnimu vnimali tak
trochu jako tragicky moment: jiz zvladnuty kéd analogové sféry nahle nebylo mozné v
digitalni oblasti vyuzit. Analogovou kontinuitu bylo nutné prelozit ,do digitalni kize“ a svét
kompletni kontroly a sobéstacnosti vyménit za svét pocitaCového programovani, v némz
byla nutna daleko vétsi mira spoluprace. Zde muzeme zminit rozdil, ktery Cini Vilém
Flusser mezi tradi¢nimi a technickymi obrazy, zatimco tradi¢ni obrazy jsou ,nazory
predmétd“, technické obrazy jsou ,komputacemi pojmua“, vznikajici ,zvlastni fantazii,
nasledujici po ztraté davéry v pravidla.“?® Woody si uvédomoval, Ze k nalezeni nové
svobody v digitalnim médiu musi ,hrat proti aparatu®, tedy odhalovat ,program®, vuli k
rozvijeni, pokracovat v navigovani pocitace do oblasti, v niZz bude mozné iniciovat
vytvareni nepredvidanych informaci.?® V textu Toward a Non-Centric Narrative Space

Woody uvadi, Ze kulturni vyhoda digitalniho pocitae spocCiva v organizaci, permutaci a

208 Tento citat je uveden na zaGatku manualu k Artikulatoru digitalniho obrazu; Timoteus Petursson je
Woodyho islandské jméno, které pfijal, kdyz se stal obyvatelem Islandu.

27 In: Five Lectures, Buffalo Heads, c. d. (pozn. 22).

208 \/ilém Flusser, Do univerza technickych obrazi. OSVU, 2002, s. 16.

29 Vilém Flusser v eseji o filozofii fotografie tvrdi, Ze ,svoboda je hra proti aparatu”. In: Za filozofii fotografie.
Hynek, 1994, s. 71. V pfipadé dila Vasulkovych se da spis fici, Zze to plati v tom smyslu, Ze se snazi sv{j
»=aparat® vynalézat pokud mozno tak, aby poskytoval nove, nepfedvidatelné obrazy.
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kédovém vyjadreni. Digitalni kéd ma schopnost formulovat riizné typy dynamického

vyjadreni:

~Schopnost Stroje znazorfiovat takové genericky odliSné aktivity jako fe€, hudebni vyjadfeni a
gesta, a Cinit tak s lehkosti a jasnym vyznamem, inspiruje k naértnuti historické paralely k vynalezu

abecedy.“?"°

Pfechod od analogového k digitalnimu dokumentuje rozhovor Woodyho s Gene
Youngbloodem, v némz rozebirali zejména moznosti rozSifeni filmové sémiologie k
analyze digitalni tvorby.?"™ Woody naznacuje, Ze sémiologicky pfistup je I1épe aplikovatelny
na digitalni oblast nez na film a domniva se, Ze az pfichod digitalniho média zviditelfuje
podobnosti mezi videem a filmem, a to zejména strukturalistickym filmem, vyuZivajicim
algoritmickych postupu. Inspirativnim se v tomto ohledu stal termin ,kine“, ktery pouZil
puvodem némecky filmarf Werner Nekes pro oznaceni nejmensi jednotky filmového jazyka,
tvofené rozdilem mezi dvéma okénky (frames).?'> Podle Woodyho je mozné rozsifit
vyznam terminu do digitalni oblasti. Zde by ,kine“ vznikalo na zakladé numerickych
transformaci a syntakticky vyznam vychazel z interakce dvou kédu, coz by umoznilo takze
preciznéjSi obrazovou analyzu. Woody se snazil objevit jazyk, ktery by sjednotil tradici
pohyblivého obrazu, ve shodé s “remediacnim® pfesvédCenim Ze kazdé médium prejima
urcité rysy médii predeslych a odkazuje k nim.?"® Soucasné si uvédomoval, Ze filmova
sémiologie je pro vytvoreni teorie video obrazu nedostatecna. Neposkytuje totiz napfriklad
nastroje k uchopeni odlisného pojeti Casu elektronického obrazu. Pokud vim, pokusy
aplikovat filmovou sémiologii na digitalni médium trvaly jen kratce; mozna se jedna o

oblast, Cekajici na dalSi rozpracovani.

Vstup do digitalni sféry nicméné znamenal pokracovani kritiky ,naturalistického instinktu®
obrazu a pfib&h o vztahu tvarcu k vlastnim nastrojim je nadale psan s vyuzitim

,syntaxebinarnich obrazu“.?'* Na zacatku videopasky Cantaloup (Ananasovy meloun,

210 Woody Vasulka, Toward a Non-Centric Narrative Space. In: Steina e Woody Vasulka., c. d. (pozn. 142), s.
106.

2" Gene Youngblood, Vasulka Interview, In: Buffalo Heads, c. d. (pozn. 1).

212 Prepis Nekesovi prednasky, v niz rozvinul teorii kine, vy$el pod nazvem Whatever happens between the
pictures, In: Afterimage. (November) 1977, s. 7-13.

23 In: Jay David Bolter a Richard Grusin, Remediation. Understanding New Media. The MIT Press, 2000.

24 Syntax binarnich obrazul je nazev rozhovoru Woodyho s Charlesem Hagenem v Afterimage roku 1978, c.
d. (pozn. 10).

76



Woody Vasulka: dialog s démony nastroju

1980)%"° sedi za stolem Steina, Jeffrey Schier a Woody. SlySime hlas Steiny, ktera se svym
specifickym islandskym pfizvukem v doprovodném komentafi vysvétluje vyvoj a
(planované) vyuziti pfistroje zvaného Artikulator digitalniho obrazu: ,V 1été€ 1978 jsme se
rozhodli sestavit nastroj pro zpracovani digitalniho obrazu, ktery by pracoval v realném
Case.“ Zabér na pracovni stul a diskutujici Woodyho a Jeffa. ,V sou€asné dobé& na ném
pracujeme osmnact mésicU, ale v zadném pfipadé neni dokonéeny. Woody musel
pridratovat dvacet tisic spojeni.“ Zabér Woodyho pfi dratovaci praci. ,Je fizeny poCitacem
a ovlada se pomoci klavesnice.“ Nasleduje vysvétleni procesu digitalizace: obraz je
,nakrajeny“ na 16 numerickych hodnot od té nejsvétlejsi k Cerné. Proklamovana touha
tvurcu ,podivat se za obraz“ méla vést ke zjisténi, jak je obraz vyjadfen digitalnim kodem.
Objevi se hlava Woodyho v mnoha barvach, ruka klepe na klavesnici a obraz se
transformuje do ¢ernobilé verze. Steina vysvétluje, co jsou to pixely®'® a jak se s nimi
pracuje: zabér ulice s obchodem se objevuje nejprve nezmanipulovany a potom
modifikovany, ,kratce drzeny v paméti“, a tedy rozpixelovany. V dalSi sekvenci dochazi ke
zmnoznovani obrazu a Woodyho ¢&tyfnasobna tvar je podrobovana zastavenim a pixelaci
ve Ctyfech Casovych variantach. Steina fika, Ze dalSi rovina, kam sméfuje, je oblast
programovani. Nakonec se mnohonasobnému zmnozovani podrobi vSichni tfi: Woody
provadi ,absolutné nesmysiny pohyb“ machani rukou, Jeffrey mrka a Steina nabada
Woodyho, aby pfiblizil detail jejich o€i. Prvotni motivaci pro ziskani pocitace bylo
naprogramovat ¢asovy prubéh signalu v ,interaktivnim realném ¢ase”. V digitalni oblasti je
nutné obraz rozlozit a opét slozit, ,bod po bodu, €islo po Cislu®. Vynalezli tedy pfistroj,
zvany Artikulator, aby objevili digitalni kod.

VySe popsané dilo vyjadfuje fascinaci faktem, Ze je tu stale realny Cas, Ze je mozné ,vidét
fenomenologii ramce a policka“ a Ze je navic mozné délat véci, které neslo délat ve videu,
jako napfiklad zmrazit obraz v jakémkoliv okamziku Ci zachazet pouze s nékterou oblasti

obrazu, napfiklad tou, co je v pohybu.

7.2 Artikulator digitalniho obrazu

Na tvorbé nastroje zvaného pavodné Procesor digitalniho obrazu, (Digital Image

2% Nazev pasky, vytvorené v produkci televizni stanice WNET/Thirteen, odkazuje ziejmé ke kupolovitému
tvaru, ktery se ve videu objevuje.

216 Zkratka anglickych slov picture a element (obrazovy prvek) oznacuje nejmensi jednotku digitalni rastrové
grafiky.
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Processor), z néhoz se pozdéji vyvinul Artikulator digitalniho obrazu, spolupracovali s
Woodym a Steinou od roku 1975 fyzik Don McArthur, pocitatovy védec Jeffrey Schier a
hudebnik a programator Walter Wright.?'” Hlavni funkci Artikulatoru bylo zpracovani
koédovanych obrazl v realném Case pfevodem analogovych obrazu v digitalni. V

pracovnim popisu stoji:

JArtikulator digitalniho obrazu je hybridni nastroj, ktery zpracovava video signaly a
kombinuje analogové funkce s digitalnimi prvky pro programovani. Nastroj rozklada video
obraz pixel po pixelu a pretvarovava digitalni komponenty v prostfedi fizeném

matematickymi zakony.“%'®

Cilem bylo tedy vytvofit osobni nastroj pro zpracovani televiznich signalu, pficemz zasadni
byl pozadavek realnéCasového dynamického zobrazovani, a to i pfesto, ze na zaCatku
bylo mozné pouze nizké obrazové rozliSeni, jelikoz tvurci chtéli pokracovat v modu
pozorovani systému, rozvijeném v analogové oblasti. PocitacCe, které byly v té dobé na
trhu, realnéCasové zpracovani obrazt neumoznovaly. Jiz od poCatku sedmdesatych let
Vasulkovi sledovali vyvoj digitalnich technologii a pracovali s pfistroji, kombinujicimi
analogové a digitalni funkce. Kolem roku 1976 ziskali mikropocita¢ LS-11 a zacali s
programovanim video signall na bazi binarniho kodu. Artikulator mél zaznam v realném
Case rozkladat na kddovou strukturu a reprodukovat jej na strané vystupu jakoZzto
redlnécasovou udalost.?'® Vasulkovi pfistroj testovali v letech 1979 — 1987, zustal ovéem
ve stadiu prototypu. V manualu z roku 1979, ktery Woody sepsal s Jeffrey Schierem a
Tomem Moxtonem, popisuji jeho fungovani: zpracovava zakodované obrazy, pfevadi

analogové v digitalni, tedy video signal na logické hodnoty binarniho koédu, tento Ciselny

217V rozhovoru s Ch. Hagenem, c. d. (pozn. 10) Woody prohlasil, Ze roku 1975 navrhl Donald McArthur
zakladni architekturu digitalniho systému a vyvinul binarni specifikaci obrazovky (pozdéji, roku 1976, v
Binghamptonu vyvinul ,korektor Casového zakladu®, logické jednotky a pamét). Walter Wright postavil
prvni programovaci schémata; Jeff Schier revidoval a stabilizoval sou¢asny hardware a vyvinul
zobrazujici moduly ALU (Aritmetic Logical Unit), doplnil dalSi rysy a pfidal jiny procesor. Dal$i nazvy
pristroje znély Emulsifier, Vasulka Imaging System Ci Imager.

218 In: Woody Vasulka, Jeffrey Schier, Tom Moxton, The articulator manual, nepublikovany technicky manual
pro Digital Image Articulator. Kolem r. 1979. In: Daniel Langlois Foundation, Steina and Woody Vasulka
fonds, VAS B63 — C1.

219 Z rozhovoru s Charlesem Hagenem, c. d. (pozn. 10). Artikulator tvofila jednotka CPU (Central Processing
Unit), systém osmi vyrovnavacich paméti s nizkym rozliSenim (tvofici dohromady pamét’ s velice
vysokym rozliSenim), mikroprocesory ALU (arithmetic logic unit, tj. digitalni okruh provadéjici aritmetické a
logické operace, zakladni stavebni blok centralni procesovaci jednotky pocitace), procesor, sbérnice,
mikropo¢itag, konvertory analogového v digitalni a naopak a osciloskop.
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obsah ,obrazu“ je sniman a uchovan systémem osmi vyrovnavacich paméti tak, ze kazdé
svételné hodnoté je pfifazena numericka hodnota v mfizce 128 x 128 pixell. Pak lze s
obrazem provadét rizné postupy jako je obrazova inverze, komprese a expanze ramce,
vyznacovani obrysu (outlining), ovliviiovani kontrastu, rozklad obrazu na pixely &i
experimentovat se zpétnou vazbou naprogramovanych digitalnich efektd opétovnymi

vstupy do systému.?®

Podobné, jak tomu bylo v analogové oblasti, kterou se Woody snazil konceptualné uchopit
na zakladé tabulek, pfedvadéjicich proces zpracovani obrazu, také nyni se pokusil o
podobné didaktické zpracovani, slouzici zejména jemu samotnému k ujasnéni si
fungovani digitalniho svéta. Vysledkem je text Syntax binarnich obrazd, otistény v
¢asopise Afterimage roku 1978%', kde Woody rozebira své prvni setkani s digitalné
organizovanou obraznosti. Operace binarniho kddu se stavaiji fidicim principem
zpracovani obrazu.?? Soucasti ¢lanku je obrazové tablo, na némz Woody zkouma zmény,
ke kterym m(ze dochazet pfi interakci dvou struktur (A, B), pouzitych jako vstupy do ALU
(aritmetické logické jednotky); cil je opét vyukovy a nikterak malicherny, a sice vytvorit
,univerzalni partituru obrazu®. ALU mohla provadét operace zarover na dvou souborech
Ctyrbitovych vstupd, a probihaly tedy soucasné na souborech A a B, obsahujicich napfr.
vertikalni a horizontalni prvek, anebo kamerové obrazy. Cely soubor tvofi Tabla 1 — 13,
pficemz kazdé obsahuje Sestnact obrazka, tj. proslo Sestnacti riznymi aritmetickymi
operacemi (v rizném rozliSenim, 1, 2 a 4-bitovém).

Misto, aby se tvlrci pokouseli obraz modifikovat, jak tomu bylo v analogovém obdobi,
pokousSeji se jej nyni ,spocitat”, pfiCemz si po€inaji se stejnym nadSenim vstupu do
neznamé oblasti a pracuji ve stejném realnéCasovém a zpétnovazebném modu, takze
hlavnim tématem vétSiny dél zUstava zachyceni procesu dialogu s nastrojem, pozorovani
a ,konstruovani digitalné organizované obrazovky“ a postupné vytvareni vizualni,

kognitivni a percepéni jednotu ramce:

“Tento postup ramcové konstrukce bod po bodu je dosazen pouhym pfidanim €&isla jedna. Na

220 In: The articulator manual, c. d. (pozn. 218), s. 74. V pasce ,Digital Images” (1978), kde Jeffrey Schier
vysvétluje binarni déleni a pfedvadi na obrazovce moznosti expanze ¢i posunu (pfiblizovani pixel), mluvi
jeSté o tom, Ze dosud nevi, jak tyto prvky ménit v realném &ase.

221 Z rozhovoru s Charlesem Hagenem, c. d. (pozn. 10).

222 Binarni numericky systém reprezentuje numerické hodnoty s pouZitim dvou symbolt, obvykle 0 a 1 a je
pouzivan ve vdech modernich pocitacich.
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zacdatku konstruovani dalSiho fadku vkrodi binarni kéd do dalSiho numerického schématu. To

pokracuje dal znovu a znovu se stejnou jistotou jako slunce vychazejici kazdé rano.”??®

Praci s Artikulatorem asi nejlépe dokumentuje paska Artifacts (Artefakty, 1980). Pfechod
do digitalni sféry je zviditeInén pomoci zabéru koule, ktery je podroben pixelizaci;
postupné jsou ,odloupavany” jednotlivé jeji ¢asti, ,vrstva po vrstvé, €islo po Cisle®. Pak se
objevi rozpixelovana plocha, v niz se ob&as zviditelni (zastavi) kruhova vysec€ nebo obrys

kruhu a slySime Woodyho komentar, jehoz soucasti je slavné prohlaseni:

,Kdyz fikam 'artefakty', mam tim na mysli, ze musim sdilet kreativni proces se strojem. Je

zodpovédny za pfili§ mnoho elementt v tomto dile. Tyto obrazy k vam pfichazeji stejné jako ke

mné — v prazkumném duchu.“?*

Poté nabada divaky, aby mrkali, pohybovali hlavou, ¢as od €asu pfi sledovani pasku
zastavovali, tedy aby se metaforicky uc€astnili procesu vznikani obrazu. V dalSi sekci se
objevuje Cernobilé zobrazeni Woodyho ruky, jejiz obrysy se rozprostiraji po plose, kterou
Cim dal vice pokryvaji, az ji vyplni celou, a ruka se opét stava pohyblivou strukturou,
vynofujici se z pixelového pozadi. Zatimco prvni ¢ast pfipominala Noisefields (vztahem
kruhové plochy ¢i ruky a ,pozadi“), nasledujici barevna sekce s Woodyho rukou pfed kouli

je odkazem k dilu Vocabulary, kde se také objevuje ruka interagujici s kouli.

Proces digitalizace kamerovych nahravek dobfe popsala v dobovém ¢lanku Lucinda

Furlong:

.(Paska) sestava ze sérii kamerové generovanych a pocitaCové upravovanych (synthesized)
obraz(, které jsou zkombinované a zpracované podle algoritmickych funkci. Napfiklad kamerové
generovany obraz ruky a pocitaCové generované textury jsou navrstvené a transformované
prostfednictvim programu, zaloZzeného na Ctyf booleanskych logickych operacich. V dalSim
segmentu je koule zmnoZena v mfizku kouli, rychle zoomovanych dopfedu a dozadu. (...) V dal8im
kousku technické magie vidime Vasulkovu ruku, drzZici kouli, pfes niz je kliCovan ten samy obraz v

miniatufe. Mensi obraz tvofi ¢tvercové kostky, vysledek toho, Ze proSel skrz konvertor

22 In: Syntax of Binary Images, c. d. (pozn. 10), s. 66.
24 Citace se objevuje v pasce Artifacts (Woody Vasulka, 1980, 22:50 min.).
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analogového v digitalni.“??

Pres Citelné nesnaze, pramenici z vyrovnavani se s novym digitalnim svétem citace dobre
vystihuje vizualni a strukturujici vlastnosti dila. V dalSi ¢asti se vraci obrys kruhu s
obrysem ruky pfed nim, a touto pohyblivou strukturou zleva doprava ,prochazi*
rozpixelovana abstraktni plocha. Nasledujici sekvence vyuzZiva multiplikace, nejprve
zabéru ruky, v riznych stupnich zpozdéni, poté Woodyho v kuchyni, rizné zoomovaného
a nataceného do stran, pfepinaného v synchronizaci se zvukem. Pak se zabér zmnozi na
devét okének a dochazi k pfiblizovani a oddalovani, pficemz zmnozovani obrazu
pokracuje, cely obraz je natahovan vertikalné a horizontalné, a to az k totalni abstrakci. V
dalSim zmnozeném zabeéru je opét ruka pred kouli a stale rychlejSi zoomovani tam a zpét
zpusobi, ze se obraz jevi jako plocha bilych vibrujicich kouli. Nasledujici barevny zabér
koule vypInéné Cernobilym zmensenym ,odrazem® celku; pohyby Woodyho ruky
prejizdéjici po kouli jsou zopakované uvnitf koule. Zavinuti obrazu do sebe zjevné
odkazuje k videu Vocabulary, kde ruka ,vytahovala“ z koule svételné paprsky; zde ma
Woody tento obraz jakoby ,v ruce a svymi pohyby ovlada zrcadlovy pohyb uvnitf koule.
Artefakty zviditelnuji moznosti digitalni manipulace obrazem a také vztah k analogové
sféfe (i ke konkrétnim starSim dilim Vasulkovych). Pouzitim stejné vychozi obraznosti
(koule na pozadi, ruka, vlastni tvar) je tato spojnice zjevna a dokazuje vétsi preciznost
ovladani obrazu. V jednoduchosti vstupu, minimalité vstupniho obrazu, vilozeného do
kontextu néCeho nenormalniho, spoCiva castecné magie vasulkovskych elektronickych
obrazu. | v digitalni oblasti tvofi velkou ¢ast tvorby dokumentace vlastniho vztahu k nastroji
a proces ,zkouseni*, testovani pfistroje modifikujiciho obraz, se stava de facto jedinym
obsahem dila. Vztah ke specifické formé narativity digitalni oblasti je zjevny z

nasledujiciho prohlaseni:

“V pfipadé pocitaCového zobrazovani byla nase pozornost témér cela pohlcena soustfedénim se
na formaci jediného poli¢ka (field). Hustota udalosti, s touto akci spojenych, slovnik a pfitomnost
silného zobrazujiciho mytu pIiné uspokojily nasi potfebu vypravéni. Veskerou svou pozornost jsme

nasméfovali do této oblasti.”?%®

25 | ucinda Furlong, State of the Art Scan: The Ithaca Video Festival, In: Afterimage. Viusual Studies
Workshop, Rochester, leden 1982, s. 12-14.
226 Dokument Jeffreyho Schiera nazvany The Vasulka Imaging system. Buffalo, datovany 7. bfezna, 1978.
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Podle Lucindy Furlong vnima sam Woody dilo Artifacts jako sbirku ,slov®, které nelze
vyznamuplné strukturovat, dokud pro né nevyvine dostate¢né bohaty slovnik. Zduraznuje
také, ze dilo Vasulkovych klade na divaky velké naroky, jelikoz k patficnému ocenéni
integrity jejich dila je nutné pochopeni jejich ,nakazlivé fascinace pro médium a odevzdani
se mu.“?*” Soucasné se sledovanim videi je nutné sledovat také vnitini zapas autort s
médiem. Kontakt analogové a digitalni sféry obsahuiji také dila Selected Treecuts (Vybrané
stromové stfihy, 1977), které tvofi periodicky zastavované a pixelované zabéry strom,
zdUraziujici zpGsob prace s ranym digitalnim nastrojem & Bad (Spatné, 1979), kde Steina
podobné, ale komplexnéji, pracuje se zabérem zenské tvare a s korespondenci zvuku a
obrazu (audio signal ur€uje, jak a kdy se obrazy ulozené v paméti objevi na obrazovce). V
dile In Search of the Castle (Pfi hledani hradu, 1981), vytvofeném spole¢né s Woodym, je
pak pixelace pouzita jako soucast SirSiho souboru efektu; celé dilo je v jistém smyslu
,vypravénim*“ o cesté do digitalni oblasti, a to ve dvojim smyslu: jednak se jedna o zabéry
cesty autem méstskou krajinou Nového Mexika, kam se Vasulkovi na pfelomu let 1979/80
prestéhovali, a jednak je obraz ¢im dale vic digitalné deformovan. Také v opusu The
Commission (1983), o némz bude jesté fec, jsou sekvence, odkazujici na praci s
Artikulatorem: napfiklad uvodni €ast s obrazem zmnoZzZenych rukou a téla mrtvého
Paganiniho, rychlé pfepinani mezi dvéma zdroji videa v okamzZicich, kdy se elegantni
postava Berlioze v krajiné prolina s ¢aste¢né rozpixelovanou krajinou a mraky Ci

zavére€na scéna s Berliozem, ktery stfidavé vypravi a hraje na harmoniku.

7.3 Pozorovani pozorovani

Paralelné s konstruovanim a testovanim Artikulatoru pokraCovali Vasulkovi v buffalském
obdobi také v experimentech se ,stroji na vidéni“, jejichz vysledkem je zejména zminény
Steinin cyklus instalaci Machine Vision, elektricko-opticko-mechanické prostfedi z roku
1978. Tematika pozorovani sebe sama v procesu vytvareni dila se prolina celym dilem
Steiny, a je rozvijena také ve videu Violin Power (Houslova moc, 1978), jednom z prvnich
pokusu o prolnuti videa s hudebni performanci. Steina zde zkouma moznosti naruseni
video signalu v realném Case prostrednictvim zaznamenavané hry na housle a syntezator,

pfic¢emz naru$enym polem se ji stava obraz vlastniho téla. Radkovaci procesor zplisobuje

27 L. Furlong, c. d. (pozn. 221).
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vibrovani obrazového povrchu a tfeni smyc¢ce o struny zpasobuje vibrujici vizualni efekty,
zpusobené rozkladem obrazu na fadky. Obrazy zaroven vznikaji, jsou pretvarené nastroji
a prfehravané na monitoru, takze videopaska také dokumentuje svij vlastni zrod. V dile
Orbital Obsessions (Orbitalni obsese, 1977) Steina hraje na housle, pfipojené ke kameram
na pohyblivych stativech, které zarover tento proces nahravaiji, pficemz dochazi k rGznym
formam deformace obrazu. Rotujici kamera vystfida nékolik perspektiv; k dalSimu vrstveni
obrazu pouziva Steina zrcadla. Dilo vzniklo v buffalském loftu a mizeme v ném spatfit
Woodyho a Steinu jakoZto soucasti strojové performance. V jednom okamZziku pfinasi
Steina dalSi video monitor a prochazi s nim pfed kamerou. Performerka se pohybuje v
prostoru mezi dvéma kamerami a pouziva své télo k prozkoumani hranic elektronického
prostoru. Vyuziva také technik klic¢ovani, horizontalniho driftu (dva soubory obrazu se
pohybuji horizontalné pfes sebe), stfidani pozitivniho a negativniho obrazu a dalsi
postupy. Rotujici kamera se objevuje také ve videu Urban Episodes (1980, Méstské
epizody), dokumentaci pouli¢ni - pfedem naprogramované - instalace, umisténé uprostfed
Minneapolis ve staté Minnesota. Kamerové zafizeni, opatfené pohyblivym hranolem,
zrcadly a odraznou kouli, pozoruje své okoli. Kamera na baterii pohanéném pfistroji
zaznamenava odrazy okolnich objektld, zoomuje smérem k zrcadlicim plocham a nazpét a
celé zafizeni pfitom rotuje na oto¢ném bfevnu. Kazda ze Sesti ,epizod” vyuziva rliznych
kombinaci zafizeni. Zvuk tvofi realny pouli¢ni hluk dopravy, doprovazeny navic zvuky

samotného pfistroje.

Michel Foucault v knize DohliZet a trestat (napsané roku 1975 a tedy sou€asné s témito
dily)*® zmiruje znamy BenthamGv model Panoptikonu, v némz byla viditelnost
organizovana okolo dominujiciho vSevidouciho pohledu vyuzitim takového zpUsobu
organizace prostorovych jednotek, ktery umozni neustale sledovani. Zkoumajici pohled
navic funguje ve smyslu zvnitfnéni az do té miry, ze jednotlivec mu vystaveny zacne

dohled uplatiiovat sam na sebe. Tzv. instalace dohledu?®®

se stavaji modelem téchto
negativnich aspektd sledovani a v raném stadiu tak pfedchazeji pozdé;jsi bujeni

kamerovych systém(, umistovanych na vefejnosti. Ve videoinstalacich tvircu jako je Peter

228 Michel Foucault, DohliZet a trestat. Kniha o zrodu vézeni. Dauphin, 2000. V originale Surveiller et punir
(1975).

22 Podle filmového teoretika Raymonda Belloura tzv. video dohledu (surveillance video) poprvé umoznilo
skute€nou deformaci objektl a tél a jejich transformaci v néco jiného. Raymond Bellour, The Double
Helix. In: Timoty Druckrey (ed.), Electronic Culture. Technology and Visual Representation. Aperture,
1996, s. 181.
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Campus, Bruce Nauman ¢&i Dan Graham c&eli divaci prostorovému zmateni, které prameni
Z neprijemné konfrontace s vlastnim obrazem, ktery je navic ¢asto zdeformovany,
zpozdény Ci ktery Ize spatfit pouze ve fyzicky nepfijemné pozici. Jedna se o pfevraceni
lacanovského ,zrcadlového stadia“: podle Jacquese Lacana dochazi pfi pohledu ditéte do
zrcadla k primarni identifikaci s vnéj§im modelem. Subjekt, lapeny kouzlem prostorové
identifikace, rozsifi prfedstavu svého téla z neuplné formy do formy obsahuijici svuj celek a
jeho dalsi mentalni vyvoj je ur€ovan timto pocatecnim obklopenim se odcizenou identitou.
Chybna sebeidentifikace — pfijeti své celistvosti diky obrazu — je navzdy pfitomna. Lacan
tedy chape ,ja“ jakozto entitu vytvarenou prostfednictvim ,Jiného“. V téchto instalacich
jakoby dochazelo k paradoxnimu a varovnému navratu tohoto ,Jiného®, které jiz navzdy
bude identifikaci zabranovat. Jacques Lacan se ve svém dalSim dile zabyva rozkolem
mezi subjektem a objektem. Subjekt je pfedem vytvaren jakoZzZto ten, na néhoz je
pohlizeno a tento prvotni pohled pocituje jako ohrozeni. Tento pohled neni skuteCnym
pohledem, nybrz pohledem projektovanym, myslenym, a symbolizuje nasi zavislost na
pohledu Jiného.?° V instalacich dohledu” dochazi ke konfrontaci se ,subjektem
proménénym v objekt®, vyobrazovanym dohlizejicim pohledem kamery. Pokud vidi
pozorovatelka sama sebe okamzité zobrazenou diky zpétné vazbé videa, propojuje tento
vidény obraz sebe se svym mentalnim stavem. Situace, kdy jsme zaroven pozorovatelkou
a soucasti scény zpétné vazby problematizuje predpokladanou distinkci mezi
pozorovanym (vlastnim) chovanim a zdanlivé nepozorovatelnym vnitfnim stavem.
ZkuSenost pobyvani v tzv. ,instalacich dohledu® je snad mozné vnimat jako

externalizované pfedvedeni fungovani védomi.

,Instalace dohledu® Ize vykladat ve vztahu k negativnim aspektim citéného pohledu coby
symbolu dohlizejici technologie (moci, statu, aparatu), Ize o nich vSak uvazovat i ve vztahu
k moznostem (technologického) pozorovani vibec. Diky zpétné vazbé dochazi

k vyobrazeni samotné pozorovatelky, ktera tak ma moznost vidét samu sebe v aktu
pozorovani. Steina Vasulka vSak ve svych instalacich zdlUraznuje pozitivni aspekty
,Strojového vidéni“: umisténim kamery na pohyblivé strojové objekty vstupuje do oblasti
odlisného vidéni stroje. Podobné jako kanadsky tvarce Michael Snow v dile La Région

Central (1970-71) zbavuje vidéni, fizené specialné zkonstruovanym kamerovym

20 Jacques Lacan, The Four Fundamental Concepts of Psycho-Analysis. W. W. Norton & Co., Inc., 1978
(ed. Jacques-Allain Miller).
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pristrojem, lidského hlu pohledu. Ctyfhodinovy Snowdv snimek byl natogen v kanadské
horské oblasti kamerou, umisténou na podstavci, jehoz pohyby byly naprogramovany
pocitacem tak, Zze natacely kameru do vSech smérl. Vysledkem je tisnivy dojem ztraty
vztahu mezi nasim vidénim a zobrazenymi zabéry. V pfipadé Steiny je dulezita touha
prozkoumavat to, co je jinak lidskému oku skryté. Vidéni je nahle ,osvobozeno“ od
perspektivy lidského oka, zbaveného jeho centraini pozice.?' Gene Youngblood
prirovnava Steinin cyklus Allvision k Borgesovu Alephu, bodu v prostoru, ktery obsahuje
veskeré dalSi body v prostoru a pide, Ze ,jsme souCasné pozorovatelé a pozorovani,
neschopni vystoupit ven z optického uzavieni.“?*? Steina se zminila o potéseni z

pozorovani vlastniho mysleni:

»A toto pozorovani sama sebe pfemyslejici je velice Stastny prostor k pobyvani. (...) Protoze kdyz
jste do toho hluboce ponofen, neuvédomujete si to, potom o pét minut pozdéji poodstoupite.

Reknete, ,No tedy, takto jsem tedy pfemyslela — a pak jsem do$la k tomuto zavéru. >

Pro Vasulkovi je ovSem, jak jiz bylo fe€eno, zaroven klicové téma pozorovani vlastniho
pozorovani. Teorie autopoietickych systému Humberta Maturany a Francisca Varely
(rozpracovana napfiklad v knize Autopoiesis and Cognition: The realisation of the living**)
se zabyva zakladni kruhovosti Zivych systému a zaméfuje se na ¢lovéka v jeho funkci
pozorovatele. Podle autor( je veSkeré védéni tfeba kvalifikovat s odkazem k danému
pozorovateli, jelikoz poznavani je proces zahrnujici celkovou interaktivitu pozorovatelu.
Pozorovatel provadi ,distinkci“, tedy vymezuje si urcité oblasti pozorovani, definujici jeho
hranice a oddélujici je tim od jeho ,pozadi®. Tento akt vymezeni umoZznuje operovat jakoby
externé, oddélené od okolnosti, v nichz se sam naléza. Zaroven nikdy nemuize stat zcela
mimo, nebot je vzdy jiZ soucasti pozorovani.?® Tzv. pozorovani druhého fadu (tedy

pozorovani pozorujiciho) se vénuje endofyzika, jejiz tématem je problematika neexistence

1 Dalsi informace [online]. [cit. 2009-17-09]. Pfistupné na
http://vasulka.org/Steina/Steina_AllVision/AllVision.html.

232 Gene Youngblood, Steina Vasulka: The Electronic Sublime. Recenze vystavy Steina Vasulka: Four Video
Installations v Centru sou¢asného uméni, Santa Fe, 20. ledna — 24. tnora 1995. In: Vasulka Archives
Online.

23 In: Confidential, c. d. (pozn. 42).

24 Humberto R. Maturana a Francisco J. Varela, Autopoiesis and Cognition: The realisation of the living. D.
Reidel, 1980. V sedmdesatych letech minulého stoleti pak dochazi v navaznosti na dilo Heinze von
Foerstera, zakladatele tzv. kybernetiky druhého stupné, k rozvoji zkoumani sebeorganizacnich procesu.

2% 0 rozvoji systému sebeorganizace podava dobry prehled napfiklad Fritjof Capra v knize The Web of Life.
Anchor Books, 1997.
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vnéjSiho, kone¢ného pozorovatele, a tedy celkového pozorovani svéta. Endofyzika
zkouma, jak systém vypada, kdyZz se pozorovatel stane jeho soucasti a ukazuje, do jaké
miry je objektivni realita na svém pozorovateli zavisla. Peter Weibel zdlrazriuje
endofyzické aspekty medialnich instalaci, které mohou naznacit novy zpUsob vnimani

okolniho svéta:

,~Jedinym védeckym zpusobem, jak odhalit, jestli ma svét druhou exo-objektivni stranku, je
zkonstruovat modelové svéty (&i umélé svéty) na roviné pod nasim svétem, jak Cini endofyzika. V

medialnich dilech muzeme byt vnitinim a vnéj$im pozorovatelem.“**

Imerzivni modelové svéty, zabyvajici se vztahy mezi pozorovatelem a pozorovanou
skute€nosti, jiz je sam soucasti, jsou oblibenym tématem fantastické a sci-fi literatury.

V knize Moreliv vynalez Adolfa Bioy Casarese vystupuje pronasledovana postava -
vypravec, ktery se ocitne na tichomorském ostrove, kde se setkava se zahadnymi
obyvateli, ktefi jakoby byli uzavfeni ve vlastnim svété a nevnimali nic ze svého okoli.
Zmateny vypraveéc pribéhu se brzy zamiluje do jednoho z ,obrazu®, krasné zeny
cernovlasé zeny pozorujici zapady mésice, a rozhodne se pfijit na kloub tomu, proc€ jej
nevnima ¢i nechce vnimat. Nakonec zjisti, Ze celé déni na ostrové je vysledkem vynalezu
jakéhosi Morela, ktery vymyslel zafizeni, donekonecna opakujici to, co samo nahralo.
Obrazy jsou snimané ze zrcadel a dokonale synchronizované se zvukem, hmatem, chuti,
Cichem, teplotou. Projekci pfijima cely prostor a lidé jsou neodliSitelni od zivych osob a
pohybuji se ve svété jakoby vélenéném do toho ,normalniho“. Sam pozorovatel se
nakonec stane soucasti nahraného virtualniho svéta, kam vstoupil zcela dobrovolné, aby
se stal soucasti svéta své milované. Pozorovatel se tedy necha zachytit aparaturou,
vstoupi do ,déje” tim, Ze své pohyby uzpUsobi pravidlim jejiho svéta. Nakonec umira na
nasledky nahrani pfistrojem (vstupuje doslova do obrazu).*’

Autofi medialnich instalaci, vytvarenych od sedmdesatych let, se snazili vytvaret modelové
situace, v nichz mazeme byt zaroven pozorovateli i pozorovanymi. Na konci buffalskych
prednasek Woody spekuloval o moznostech nového obrazu v podobé& komplexni datové
struktury, ktera by obsahla veskeré udalosti naSeho svéta: nazyva ji zde poriznu ,aktivni

konstrukce reality”; ,vrcholna animace” ¢i ,sféricky a postupné se rozsifujici model

26 peter Weibel, The World as Interface: Toward the Construction of Context-Controlled Event-Worlds,
prfednaska z roku 2005. In: Vasulka Archive Online.
%7 Adolfo Bioy Casares, Moreltv vynalez. Julius Zirkus, 2002.
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prostoru®. Domniva se ovSem, zZe pro tyto nové modely ,vSevidéni“ by bylo nejprve nutné
uzpusobit prostor v ramci naseho védomi.?*® Pozdéji, na zacatku devadesatych let, se
Woody k pfedstavé totalniho prostoru vraci v textu Toward a Non-Centric Narrative Space
(K necentrickému narativnimu prostoru, 1992).%° Ponékud zasifrovany popis jakéhosi
idealniho, bezstfedového prostoru, ktery postrada jediny ur€ujici uhel pohledu a nachazi
se v procesu neustalého vznikani, je zjevné inspirovany zkusenosti s tvorbou digitalnich, v
realném Case generovanych prostoru. Medialni instalace The Brotherhood za¢al Woody
konstruovat prave proto, aby si vytvofil umélé, vSesmeérové prostory pro pozorovani
okamzité vznikajicich Nyni.

Dalsi roviny zkoumani se Vasulkovym otevrely, kdyz se na pfelomu let 1979-80
prestéhovali do Santa Fe, horami obklopeného mésta na Jihozapadé Spojenych Stata.
Ocitli se tak v oblasti, kde se indianské kultury stfetavaji s historii vynalezu atomové
bomby. Mistni Santa Fe Institute, prosluly multidisciplinarni think-tank, vyzkumné a
vzdélavaci centrum, vénujici se vyzkumu pfirodnich, umélych a spole€enskych systémd,
roku 1984 spoluzalozil Murray Gell-Man: tento nositel Nobelovy ceny za fyziku z roku 1969
za praci na teorii elementarnich ¢astic a autor slova kvark (které pfevzal z knihy Placky
nad Finneganem Jamese Joyce) se zabyva, stejné jako Cinnost dalSich ¢lenu ,rodiny*
institutu, predevs§im komplexnimi adaptivnimi systémy.?*° Pro Vasulkovi byla inspirace
védou dulezita a pokouSeli se zapodit spolupraci, ¢i alespon diskusi, propojujici umélce a

védce.

2% Five Lectures, Buffalo Heads, c. d. (pozn. 22).

29 Woody Vasulka, Towards a Non-Centric Narrative Space. 1992, In: Steina e Woody Vasulka, c. d. (pozn.
142).

20 iz, [online]. [cit. 2009-17-09]. http://www.santafe.edu. Murray Gell-Man je autorem knihy The Quark and
the Jaguar: Adventures in the Simple and the Complex, publikované poprvé roku 1994, v niz vysvétluje
své teorie jednoduchosti a komplexity.
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8 SANTA FE: PROSTREDI PRO KONTEMPLACI

8.1 Uméni paméti

V Santa Fe, kde ziji od roku 1980, nasli Vasulkovi komunitu, pfiznivé naklonénou
kontemplativnimu Zivotnimu stylu, ,kreativni ne€innosti“, jak se Woody svéfil v rozhovoru

s Kenem Ausubelem:

,Pfichod do Santa Fe je ustupem ze svéta povinnosti. Zjistil jsem, Ze to neni komunita k soupefeni,

produkovat. %!

Stejné jako jejich predeslié ateliéry, jejichz podoba se zachovala na Cetnych fotografiich a v
popisech??, také santafesky zacali okamzité sdilet se svymi stroji. Peter Cobel, spisovatel

z Nového Mexika, popsal navstévu u Vasulkovych v roce 1981 takto:

LAteliér video umélct Steiny a Woodyho Vasulkovych maze pfipominat védeckou laborator spiSe

pochazi pfimo z laboratofe: kamery a monitory, zvukové syntezatory, pocitaCe pro zpracovani

obrazu.“?®

Okouzleni vizualnimi stimuly z poustni krajiny se otisklo do dél, vytvofenych v prvnich
letech zdejSiho pobytu. Dosavadni prostor ateliéru, v némz se odehravala vétSina
experimentl, se nahle rozsifil na cely prostor Nového Mexika. V dile Summer Salt (Letni
sul, 1982) jsou predchozi aspekty performance a strojového vidéni dale rozvinuté

doprostfed novomexické krajiny. Steina si propléta kameru, opatfenou sklenénou trubi¢kou

241 Ken Ausubel, Woody Vasulka: Experimenting With Visual Alternatives. News & Review. 11.5. 1983, s. 8-
9.

242 Anthony Bannon popsal navstévu buffalského ateliéru ve Franklinové ulici jako misto, kde ,visi kabely ze
stén na misto maleb a sady obvod( a monitort jsou nakupené namisto nabytku.“ In: Anthony Bannon,
Vasulkas: See Not Say, In: Buffalo Evening News. Buffalo, New York, 7. zafi 1974, s. 12.

243 Peter Kobel, Artist' Studio Achieves Look Of Science Lab, Albuquerque Journal, s. 1, sekce D, 15. bfezna
1981. Autor pak pokrac¢uje s mirnou neddvérou varovanim, Ze se pfeci jen nejedna o to, na co jsme
zvykli: ,V pfipadé uméni Vasulkovych dichotomie dvou kultur C.P. Snowa, védy a humanitnich obord,
neexistuje. OvSem pro bézného ¢lovéka mlze byt jejich ateliér, se v&i tou vyspélou technologii, tak
neurcité zastrasujici. Vasulkovi pouzivaji ve své praci pocitaCové mikro€ipy a videopasku, spis nez
tradiéni materidly jako je platno a malba.”
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s konvexnim zrcadlem — takze poskytuje 360-ti stupnovy zabér - mezi nohama Ci ji
preskakuje (Cast nazvana Somersault/Kotrmelec), v dalsi ¢asti (Sky High/Obloha vysoko)
je kamera se zrcadlicim objektivem umisténa na stfeSe auta a zobrazuje horizont ubihajici
novomexické oblohy, v ¢asti Low Ride (Nizka jizda) projizdi autorka pousti s kamerou na
narazniku, pricemz vestavény mikrofon zaznamenava zvuky jizdy. V sekvenci nazvané
Rest (Odpocinek) nechava kameru pohoupat se v houpaci siti, pfiemz zabéry okolnich
stromu digitalné upravuje. Posledni ¢ast s nazvem Photographic Memory (Fotograficka
pamét) je vrstvenim riznych krajinnych zabér a pracuje s kontrastem pohyblivych a
zastavovanych analogovych a digitalnich obrazu.

V multimonitorovém, dvoukanalovém Steininé dile The West (Zapad, 1983), k némuz
Woody vytvofil zvuk, se zjevuje dvojakost novomexické krajiny: zabéry radiovych
teleskopickych systém( astronomické observatore Very Large Array (VLA)** se stietavaji
se sekvencemi skalnich indianskych obydli v Chaco Canyon. Jsou navic dopinéné
videonahravkami, vzniklymi s vyuzitim zrcadlové koule, motivu z pfedchozich instalaci.
Steina rozdéluje obrazovky sériemi stiracek, poriznu vrstvi kolorované zabéry, a tim je
¢ini jesté nerealnéjSimi. Obraznost dvou videokanalu je rytmicky prostfidavana, napfiklad
do Sachovnicového seskupeni; proudéni obrazl z monitoru na monitor je dovedené do
vySSi roviny preciznosti nez kdykoli pfedtim a pfedznamenava dalsi dila Steiny, vynikajici
praveé obrazovou rytmizaci, aplikovanou vétSinou na zabéry krajin a pfirodnich procesu.
Steina se s pfichodem do Santa Fe zacala vénovat vicemonitorovym kompozicim, které
vytvari coby analogie kompozic hudebnich, tedy pracuje s vizualnim materialem
podobnym zpUsobem jako pfi komponovani hudebniho dila. Kli¢ovou roli u ni hraje proces
nataceni; pouziva vyhradné vlastni nahrany material, nicméné Casto jiz pfi nataceni
modifikovany pouzivanymi pomUckami ¢i postupy. Nasledné s materialem pracuje a ¢ini z
néj audiovizualni prostorové instalace, pracujici se zrytmizovanymi, zmnozenymi a
opakujicimi se obrazy. VétSinou vyuziva nahravek pfirodnich procesu (proudy vody, lava,
ohen), nataCenych v Santa Fe a na rodném Islandu, které prevraci, zrychluje ¢i zpomaluje,
a noveé tak organizuje audiovizualni material. Na pfelomu osmdesatych a devadesatych
letech Steina vytvari mnozstvi multikanalovych instalaci, jejichz zakladem jsou pfirodni
zabéry, rizné rozmistované v prostoru: mezi né patfi Geomania (Geomanie, 1989),

kombinujici zabéry vulkanickych a oceanskych procesu z Islandu s témi z pousti

244 Observator tvori 27 diskovych antén, které pfijimaji radiové viny z planet, hvézd a galaxii.
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Jihozapadu, Borealis (1992-3), velkoformatova dvoukanalova instalace, umisténa ve
ztemnélém prostoru, tvofena ¢tyfmi zavésSenymi platny s projekcemi (ze dvou projektord,
rozdvojenych diky zrcadlovému zafizeni) ,digitalné pfeorganizovanych“®** zabér(i vodnich
proudl anebo dilo Pyroglyphs (Pyroglyf, 1995), vytvofené ve spolupraci s kovarem Tomem
Joycem a zobrazujici praci s ohném, pfiCemz zpracované zvuky se staly voditkem pro

vizualni kompozici dila.?*

Krajina se na néjakou dobu objevovi i v dilech Woodyho, jenz pouZziva krajinného prostfedi
pro zobrazeni spoleenskych traumat a konfliktli. Ze stejného roku jako The West pochazi
dilo The Commission (Zakazka), které je v kontextu Woodyho dila ponékud pfekvapujici;
narativni opus, vypraveéjici o konfliktu dvou uméleckych individualit, houslového virtuoza
Niccoly Paganiniho a skladatele Hectora Berlioze, tykajici se zprostfedkovani zakazky na
skladbu, jakoby protifeCil dosavadnimu odmitani filmové narativity a kamerové obraznosti
a etické zasadé soustifedéni se na vnitini vliastnosti média. Svédc¢i o touze vytvofit, za
pomoci dosud vynalezenych a vyzkousenych video postupu, narativni dilo jakozto
alternativu klasickému vypravéni, a pfedvést tak tyto postupy aplikované na ,jiny“ material.
Zaroven vychazi z okouzleni poustni krajinou, podnécuijici k vypravéni konfliktnich
pribéhu, jejichz téma, a to zejména v pfipadé protivale€ného opusu Art of Memory,
vychazi z Woodyho détskych valeénych zkuSenosti.

Téma paméti a historie je ve Woodyho dile pfitomné od pocatku, i kdyz se jedna o pamét
nastroju a historii vlastni prace s nimi. The Commission je také pojednanim o umélecké
individualité a vyrovnava se s tématem fungovani umélce ve spolec¢nosti. Snad je i poctou
houslistce Steiné, ktera méla velky vliv na Woodyho hudebni vzdélani, a ktera v tomto
pfipadé stala za kamerou. Hlavni role v The Commission prevzali videoumélci Ernest
Gusella (Paganini) a Robert Ashley (Berlioz), ktefi si také sami napsali texty svych roli. V
dile se objevuji postupy, zname jiz z praci, vytvofenych pomoci Artikulatoru: za€ina rychle
pfiblizovanymi zmnozenymi zabéry detaill rukou a téla Paganiniho na smrtelné posteli.
Strojovy hlas vypravéce recituje popis Paganiniho bizarniho zjevu a zvyklosti. V dalsi
sekvenci se objevuje Paganini se svym synem, kterému Septa nezretelné do ucha

poeticky Silené véty, které chlapec opakuje:

2% Dilo popisuje Marita Sturken v eseji Exploring the Phenomenology of the Electronic Image. In: Steina e
Woody Vasulka, c. d. (pozn. 142), s. 40.

28 O dile napfiklad v katalogu Steina & Woody Vasulka, Video Works. Katalog NTT InterCommunication
Center (ICC) Theater, 17. ¢ervence — 30. srpna 1998, s. 27.
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,Vidél jsem bilého psa, jak ozvykava mésic. Mésic. Vidél jsem dum uprostfed oceanu, uvnitf byly

drobounké chobotnicky, které tukaly zobacky na okna...“*’

Po tomto preludiu nasleduje ¢ast vénovana Berliozovi; ten stoji v bilém obleku a klobouku
s Salkem kavy v rozpixelované krajiné a hovofi o povahovych typech. V nasledujici ¢asti
zvané Paganini se virtudz naléza v temném ateliéru, jeho vychrtla postava je ozarena,
teatralné a beze zvuku hraje na housle, pficemz vypravéc sdéluje podrobnosti o jeho
chorobé. Zde se objevuje pfepinani dvou obrazovych zdroja a opét rozpixelovana plocha.
V Casti nazvané stejné jako dilo samotné The Commission dochazi k pfedani obalky
(anonymni darce si nepral, aby se Berlioz dozvédél, kym je, a povéfil Paganiniho jejim
zprostfedkovanim), kamera se obtaci okolo obou umélct, dochazi k prepinani mezi
zabéry jejich rukou a obalkou, opatfenymi ironickym komentafem o dvojznacnosti zakazky
a moci penéz. DalSi sekvenci uvadéji stiracky, zacinajici uprostfed obrazovky a v
obdélnicich se rozSitfujici do stran. Berlioz klepe holi na skalu, na zabér jsou navrstvené
zabéry mrtvého Paganiniho, stoupajiciho vzhiru. Ve scéné Paganiniho smrti se objevuji
typické obrazy z fadkovaciho procesoru Rutt/Etra. Italsky mluvici zfizenec méfi
Paganiniho télo a hovorové tuto svou €innost komentuje. Zavére¢nou Cast tvofi
rozpixelovany zabér Berlioze, ktery stfidaveé hraje na harmoniku a vypravi banalni véci o
okolnostech vlastni snidané. Dilo dale rozviji postupy, s nimiz Woody experimentoval v
pfedchozich letech, zejména praci s pristrojem Rutt/Etra a Artikulatorem, které zde nahle

ziskavaji novy vyznam svym vyuzitim ve vztahu k dramatické struktufe dila.

Stejné nastroje pouzil Woody pfi tvorbé svého druhého narativniho opusu, Art of Memory
(Uméni paméti, 1987). Nazev dila vychazi ze stejnojmenné knihy historicky Frances A.
Yatesové (1966), pojednavajici o pamétovych systémech od klasického starovéku.?*®
Uméni paméti, ars memoriae, je technika memorovani, mnemonicky systém zalozeny na
vytvareni imaginarnich mist v paméti, vétSinou v podobé rozlehlych budov, do nichz si
fecnici umistovali jednotlivé ,objekty“ k zapamatovani. Pak jen stacilo budovou prochazet
a ulozené segmenty sbirat. Historicka pamét se mlze podobat fluidnimu prostoru

vzajemné propojenych a proménlivych obrazi-objektd, vznasejicich se v poustni krajiné

247 Cesky preklad libreta k The Commission byl publikovan v &asopise lluminace 2/2006, s. 209-216 (pfeklad
Ivan Vomacka).
2 In: Frances A. Yates, The Art of Memory. University of Chicago Press, 1966.
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tohoto video opusu. Jiz uvodni titulky pfijimaji strukturu kfivek a vini se napfi¢ obrazovkou.
Dilo tvofi historické zabéry z valek, které se objevuji na video objektech, vznasejicich se v
krajiné Nového Mexika. Ruzné zpusoby stiracek — v dile se neobjevuji klasické stfihy -
proménuji zabéry, se zménou krajiny se zmeéni i tvar a ,povlak” objektu, vytvofenych
pomoci Fadkovaciho procesoru (jedna se o objekty stejného rodu, jaké se objevily
napfiklad ve videu C-Trend). Na zaCatku se objevuje postava andéla, sediciho na skale
(ktery se bude znovu-objevovat a zeshora ,pohlizet” na rotujici vale¢né objekty) a postava
,vypravéce"“. Pfi jejich prvnim setkani postava vypravéce, ¢i snad alter ega (v podani
Daniela Nagrina) meta po andélovi kameny, chechta se mu a fotografuje ho; krajina se
poté elektronicky ,zatahne®, andél prolétne okolo a vypravé€ bezmocné pada do travy.
Kli€ovymi archivnimi zabéry jsou ty, dokumentujici projekt zvany Manhattan, sestrojeni
atomové bomby. Los Alamos, kde se sesli nejlepSi svétovi védci, aby na projektu
pracovali, se nachazi pouze dvacet mil od Santa Fe. Misto bylo zvolené mimo jiné pro
svou odlehlou polohu, a také pfijemné klima a prostfedi k praci. Ve videu se objevuje
rozfadkovana tvar ,otce atomové bomby“ Roberta Oppenheimera, ktery pronasi svij
slavny vyrok o tom, Ze prvni atomovy vybuch jej pfimél k citovani Bhagavad Gidy: ,Now |
am become Death, the destroyer of worlds®. Za detailnim zabérem Oppenheimera se
objevuji nahravky vybuchu, které andél sleduje ze skaly. Opakované vybuchy se promitaji
jakoby na platno, zavéSené v krajiné. Vypraveéc ziskava podobu rozpixelované masky.
Objekty v prlbéhu ,vypravéni“ ziskavaji rozmanité tvary: diagonalnich pasu vinoucich se
pres obrazovku, zavijejicich se do rulicky, plujicich krajinou jakoby se jednalo o stranky
knihy. Zabéry krajiny, pokryvané zabéry z riznych valek, jsou ,roztrhavané® stirackami,
pocCinajicimi uprostfed Ci na stranach ramu. Postava-vypravéc se nahle objevuje na
objektech, mluvi bez hlasu, zmnozena a rozfadkovana, s désivym Sklebem. V
zaverecnych scénach se pozadim stava zabér oceanu a objekt obsahujici vypravéce
doplnuji dalSi okolo poletujici objekty, z nichz nékteré ,nesou” rozfadkované tancici
postavy, pochazejici ze starSich dokumentarnich nahravek Vasulkovych z newyorského

obdobi. Zlaty andél se tyCi za stale zoufalejsi postavou, propukajici v plac.

Art of Memory, dilo nato€ené na format U-matic a kromé zavérecnych Sestikanalovych
zvukovych mixu celé vytvofené ve vasulkovském ateliéru, je snad Woodyho

sv s

nejdiskutovanéjsi videopaska, které si jako jednoho z mala povsimli také filmovi historici;
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snad proto, Ze se jedna o delSi (36 minut dlouhé) a da se Fici, Ze narativni dilo, i kdyz se
samoziejmé neda tvrdit, Ze obsahuje né&jaké klasicky rozvijené vypraveéni. SpiSe jsou to
fragmenty historie, odkazujici k mnemotechnice, v tomto pfipadé valecné zabéry, které do
znacné miry ovlivnily Woodyho détstvi, travené sledovanim vale¢nych tydenikd. Kromé
zabéru z druhé svétové valky (filmy z némecké produkéni spole€nosti UFA) se jedna také
o filmova zpracovani ruské revoluce &i tydeniky ze Spanélské ob&anské valky. Detailni
analyzu videa proved| filmovy teoretik Raymond Bellour v ¢lanku The Images of the World,

kde mimo jiné pise:

,Obrazy svéta se vratily, kazdy z nich. Ty Historie i ty legendy. Stejné jako ty stroje-téla, které je
pfijima a vysila. Pfichazeji s nasilim, které zvySuje nas smysl pro naléhavost. Potfebujeme védét,
¢im se tyto obrazy staly, a jak k nam pfichazeji — dnes, kdy svét zmizel, vytratil se a byl pohlcen

uvniti“ sebe sama a sezran svou vlastni expanzi.“*

V dile rozliSuje Ctyfi roviny paméti: 1) umélce-ditéte, ktery se navraci do détstvi diky
paméti filmu; 2) dospélého umélce, meditujiciho o sile vale€nych stroji; 3) performera-
postavy (alter-ega), ktera vyziva bytost (nabizi rizné vyklady jejiho vyznamu: andél,
dabel, Duch historie, Ikaros, Superman—dvojnik); 4) a kone¢né pozorovatele, ktery je
nucen zaujmout aktivnéjsi postoj. Namétem dila je podle Belloura jeho vlastni zpusob
zpracovani. Zatimco film je svédkem valek, video je nastrojem, snazicim se tuto pamét’
rozsifit a obnovit. Dilo naznacuje pfechod od filmu jakozto rozhrani mezi starym a novym
zpusobem zaznamenavani valecnych konfliktl k videu a pocitaovému zobrazovani.
~otiraCky“, kterymi se méni jeden obraz v jiny, povazuje Bellour za alternativu filmového

stfihu. Video zde tedy naznacCuje moznost nového vztahu k paméti:

»Sila tohoto dila spociva v jeho schopnosti obnovit pro nas, v realném ¢ase, podminky paméti,
prave v ten okamzik, kdy letmo spatfujeme abstraktni ¢as zbaveny vesSkerého spojeni s pfedem
existujici fotografii, je pamét dosud latkou pro historii a film je stale chycen v pribéhu svého

vyvoje.“®°

Také Marita Sturken vnima dilo jako novy zpUsob zachazeni s archivnimi obrazy:

2% Raymond Bellour, The Images of the World. In: Michael Renov, Erika Suderburg, Resolutions:
Contemporary Video Practices. University of Minnesota Press, 1995, s. 149.
20 Tamtéz.
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,V téchto paskach neni na pamét pohlizeno jako na depozitar obrazl k vyhloubeni, nybrz jakozto
na amorfni, neustale proménlivé pole obraz(. Tato pamét se netyka tolik znovunabyti jako spis

prevypravéni a rekonstrukce.“?’

Woody opakované vyjadfil svou nedlavéru k vnéjSimu svétu, a mozna ze toto video bylo
poslednim pokusem, jak viru ve svét obrazu pro sebe jesté jednou objevit, prostfednictvim
postupu, jimz se naucil zkoumanim nového média videa. Pfi vytvareni videa vychazel z
detailni ,partitury®, vizualniho kédovaciho systému pro stfihani obrazti a zvuku, které
provadél s vyuzitim podomacku sestrojeného video synchronizéru.?? Zvukova stopa pak
vyuziva sampli a smycek, pficemz neustalé opakovani dotvafi celkové nostalgické

vyzneéni.

Par let pfed témito video opusy, v roce 1981, tedy kratce po pfestéhovani do Nového
Mexika, vzniklo ve spolupraci Woodyho a Steiny dalSi pozoruhodné dilo, vyuzivajici
stejnych postupl, a zaroveri mozna predjimajici pfiklon k vypravéni. Jiz zminéné video In
Search of the Castle (P¥i hledani hradu) je svym zpUsobem originalni road movie, tvofena
zabéry, natoCenymi z auta objektivem rybi oko. Méstska krajina je kontinualné stale vic
deformovana, a video muZe ve své jednoduchosti slouzit jako shromazdisté postupu,
narusujicich video obraz: objevuje se tu zmnoZzeny pfibliZzovany a oddalovany zabér,
rozpixelované Casti obrazu, pfepinani mezi dvéma zdroji. Obrazy, ale i zvuk huceni
motoru, jsou stale vice deformované, az je témér cela plocha pokryta abstraktni
strukturou. Pixelace je zde pouzita jako svébytny graficky prvek, je aplikovana na rizné
Casti obrazu, a dilo tak pfipomina animaci. Zavérecné noc¢ni zabéry ukazuji objekt, ktery
ma opravdu podobu jakéhosi hradu. Nazev je zfejmé ironicky, a odkazuje mozna k hledani
umeéleckému, mozna tato rekapitulace souvisi i s faktem prestéhovani se do Nového
Mexika, odkud tyto zabéry pochazeji.

V nasledujicim dile, jiz v oblasti robotickych instalaci, rozviji Woody dalSi varianty svého

osobniho ,archeologického® pfistupu, zhodnocuje odliSnymi zplasoby vlastni vale¢né

%1 Marita Sturken, Steina and Woody Vasulka: In Dialogue with the Machine. In: Steina and Woody Vasulka:
Machine Media, katalog vystavy organizované Robertem R. Rileym a Maritou Sturken pro San Francisco
Museum of Modern Art (2. tnora — 31. bfezna 1996), s. 40-41.

%2 Woody Vasulka v rozhovoru s Chrisem Meigh-Andrewsem ze zafi 2000, citovanym v ¢lanku The Vasulka
Tapes, In: Yasmeen Baig-Clifford (ed.), Vasulka Lab 1969-2005 : Live Archive, VIVID, 20086, s. 27.
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vzpominky, vyuziva svou sbératelskou €innost a jistym zplsobem se navraci k tradici
,rucni prace”“. Dialog s nastrojem dovadi do oblasti, v niz jiz stroj ziskava urcitou autonomii
a funguje do jisté miry nezavisle, na pozorovateli i na svém stvofiteli. Jeho inspiracni
zdroje sahaji od ruskych konstruktivistl, pres tradici sci-fi az po teorie komplexity. V textu
Digital Space: A Summary, ktery sepsal Woody Vasulka spole¢né s Davidem Dunnem,

naznacuji moznost propojeni “digitalni synestézie” s védou o komplexité:

“Je zjevné, Ze z tohoto percepcniho prostfedi by mohl povstat néjaky druh digitalni synestézie,
ktery by mohl poskytnout zkuSenost konceptu nelinearni komplexity, jez byla tak hluboce zasadni

pro védy obecné.”®?

Tvrdi, Zze kreativita a filozofické vize umélct ovliviiuji koncepty pocitacové interaktivity,
ovSem aktualnimu vyvoji dominuji védecké predpoklady o vyzkumu umélé inteligence.
Védecky ideal spoCiva v tom, optimalizovat néjaky druh autonomniho sparovani mezi
Clovékem a strojem prostrednictvim simulace lidskeé inteligence a behavioralni komplexity.
Podle autor( se vSak bézné aktualni implementace interaktivity (Ci toho, co se tak nazyva)
odehravaji vétSinou jen na bazi rozSifeni uzivatelskych mozZnosti v ramci tradi¢nich
konceptl systémové kontroly. Role umélcl je vSak podle nich v tomto procesu zasadni.
Nové percepcni prostiedi, poskytované pocitaCem, nabizi nové kompozi¢ni koncepty a je
klicové v tom, Ze organizace jiZ neni vyhradni doménou autora, a vznika zde tak zcela
nova syntax. Koncept pocitacové interaktivity obsahuje ,potencial hluboké strukturalni
interakce mezi raznymi smyslovymi mody lidského vnimani.“ Udalosti jsou nelinearni,

,vypravéni obrazu a zvuku“ muaze byt ,polychronické a polytopické".?**

8.2 Od .dialogu s nastrojem“ k sebe-pozorovani stroju: Bratrstvi

Po narativnich video dilech osmdesatych let, The Commission a Art of Memory,
shrnujicich jistym zpusobem vynalezené analogové a digitalni postupy, si Woody
uveédomil, Ze ho zajima propojeni virtualniho a aktualniho prostoru a za¢al konstruovat
instalace, vyuzivajicich 3D projekce ve vztahu k fyzické, “divadelni” instalaci. Od zajmu o

M

ramec obrazu pfechazi k “bezramcovému”, “vSe-smeérovému” prostoru, propojujicimu

23 David Dunn and Woody Vasulka, Digital Space: A Summary. In: Vasulka Archive Online.
%4 Tamtéz.
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fyzické a imaterialni. ACkoliv se instalace objevuji ve Woodyho dile zdanlivé nahle,
vychazeji samoziejmé z experimentl Sedesatych let a pfimo navazuji na cykly “strojového
vidéni”, vytvarené ve spolupraci se Steinou v letech sedmdesatych, ale rozvijeji také jeho
od détstvi praktikované sbirani sou€asti letadel. Mezi (moznymi) inspiracemi Ize zminit
tradici Geské ,sci-fi* literatury, po&itame-li do této oblasti dila pfedchiidce Karla Capka,
ktera jiz nesou znaky Zanru, i kdyZ vznikala pfedtim, nez sci-fi v Cechach zdomacnélo.
Capek se proslavil slovem robot (ze slova robota, ve vyznamu prace poddanych), které
pouzil v divadelni hfe R.U.R. (Rossumovi univerzalni roboti, 1920) ve vyznamu
samostatné fungujiciho stroje, ktery vykonava urcité ukoly. Ozivil tak davné téma stroje-
androida, ktery je vynalezen, aby nahrazoval lidskou praci, ale nakonec se proti lidem
vzboufi; ve zdanlivé bezduchych strojich se pak ne¢ekané objevi naznak citu.?*®
Pobyvanim v oblasti pobliz vynalezu atomové vzpominky na détskou Cetbu ziskavaji novy

rozmer.

Cast véci, pouzitych k instalaci, si pfivezl z Buffala, dal$i dokoupil z riiznych aukci. Nékteré
soudasti pochazeji ze slavné “Cerné diry”, bazaru s vale¢nou a jinou technologii, leZici v
samotném srdci Los Alamos. Cely cyklus byl dohromady vystaven pouze jednou, na
vystavé v NTT (Nipponese Telephone and Telegraph) InterCommunication Center (ICC) v
japonském Tokiu v roce 1998.%°¢ Kdyz pfiSla zakazka z Japonska, Woody jiz mél zaklad tfi
instalaci, které objednal Peter Weibel pro festival Ars Electronica v Linci, takze zacal
rychle vyvijet dalSi tfi Stoly. Uvédomil si, Ze se nechce pustit do oblasti softwarového
programovani, ackoliv vytvareni 3D grafiky by bylo v jistém smyslu logickym vyusténim
jeho pfedchozich pokusU. Pfiznava vsak, ze k tomu nemél ani nastroje, ani potfebnou
znalost. Ve videu Binary Lives mluvi o tom, Ze se opét rozhod| zapoijit do fyzického
konstruovani a instalaci doplnit 3D programem, ktery je vsazeny do fyzického prostredi s
virou, Ze bude mozné obé sféry propojit. Zaroven chtél zkoumat novou interaktivitu

obrazu. Digitalni oblast poskytuje novou reprezentaci prostoru, prostor vSesmérovy a

255 Karel Capek, RUR Rossum's Universal Robots : Kolektivni drama o vstupni komedii a 3 aktech. Storch-
Marien, 1920. Woody se k tématu Capkovy hry vratil pozdgji, v roce 2004, kdy se zu&astnil pfipravy opery
R.U.R., opera pro orchestr, pocitac a elektronické nastroje v rodném Brné. Premiéra opery, kterou
produkoval Media Archiv Praha Petra Vrany, se uskute¢nila v Mahenové divadle 30.9. 2004. [online]. [cit.
2009-20-09]: http://www.r-u-r.eu.

%% Viz. katalog The Brotherhood, A Series of Six Interactive Media Constructions, NTT InterCommunication
Center, Fall 1998, Tokyo. Obsahuje texty v anglické verzi a japonském prekladu. V Cechéach bylo
vystaveno Divadlo hybridnich automatti na vystavé Cesky obraz elektronicky v Galerii Manes roku 1994.
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potencialné necentricky, sahajici za filmovy &i elektronicky ramec.?’ V cyklu Sesti instalaci
(zvanych ,Tables", tedy stoly®*®) The Brotherhood (Bratrstvi, prvni byla instalace Theatre of
Hybrid Automata, pozdéji v pribéhu let 1990 — 1996 nasledovalo pét dalSich) pouziva
Woody pfistroje z vojenskych a védeckych smetist, ze ,hrbitovl letadel”, pochazejicich
Casto z okoli Los Alamos. Tyto nastroje, které ,zahaleji na smetistich Jihozapadu, jejich
nervové systémy, hydraulické a pneumatické sité potrhané, krvacejici“**®, se rozhodl
vykuchat a jejich strukturalni zaméry upravit tak, aby byl jejich ,duch® vyuzity pro kulturni
ucely navigovani v obrazovém prostoru. Instalace vyuZzivaji hybridni optické, mechanické,
robotické, pneumatické systémy ve spojeni s digitalni technologii a jejich zakladem je
rozpor mezi tradi€nim kinematografickym prostorem a tim novym, digitalnim. Woody zde
zkouma moznost autonomniho strojového chovani, kdy diky vyuziti nékolika
zpétnovazebnych mechanismi zaroven vznika urcity druh komplexity. V cyklu The
Brotherhood se poprvé objevuje zajem o sité: zatimco predtim se, napfiklad v systémech
uzavieného okruhu, jednalo o kontrolu jediného, ,lokalniho® dila, v tomto pfipadé je cela
instalace internetové propojena, takze umoznuje pfistup z externi lokace. Softwarovy
inzenyr Russ Gritzo v pribéhu japonské vystavy sledoval chovani systému z Nového
Mexika: v noci, kdy byl v Japonsku den, objevoval chyby, které pak rano opravoval. Woody
uvedl, Ze témérF zazrakem doSlo v pribéhu vystavy jen asi ke dvaceti €i tficeti minutam

260

vypadku.

Komponenty prvniho ,Stolu“ série, Divadla hybridnich automatu, tvofi vojensky hardware,
jehoZ soucasti je ,astronavigator®, ktery ovladal fizené strely. Instalace orientuje sama
sebe pomoci rotujiciho kamerového zafizeni uprostfed (roboticky gyroskop, pouzivany k
navadéni raketovych stfel na cile), jez zabira okolni prostor ve 360-ti stupnich a pohybuje
se v prostoru tvofeném C&tyfmi terci-platny. Aktualni fyzicka konstrukce prostoru je pfimo
provazana s jeho virtualni pocitacovou reprezentaci v podobé promitaného 3D modelu.
Syntetizovany hlas oznacuje pozici hlavice a videokamera vysila obraz rozfazovaného

sledovani instalace do videoprojektoru; v projekci se prolinaji nahrané obrazy, které

%7 |In: Woody Vasulka, Notes on Installations: From Printed Matter to Noncentric Space. In: Steina and
Woody Vasulka, Machine Media, vystavni katalog, San Francisco Museum of Modern Art, 1996, s. 65 —
72.

8 Gerald O’Grady ve své analyze souboru instalaci rozsifuje mozny vyznam slova ,Table“ na ,zakony",
pocitacové naprogramované ,platformy“ i ,tableaux®. In: O'Grady, c. d. (pozn. 176).

2% Woody Vasulka, Notes on Installations. In: Machine Media, c. d. (viz. pozn. 257), s. 65.

260 Z rozhovoru autorky s Woodym Vasulkou, Santa Fe, c. d. (pozn. 33).
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stfidaji trojrozmérné, pocitatem generované modely. Jakmile se pocitaCové orientovany
prostor preorientuje na prostor fyzikalni, posune se gyroskopicka hlavice do jiné pozice.
Woody uvadi, ze Automata jsou vlastné basni, esejem o navigaci, napfiklad o navigacnim
systému raket, které leti vzduchem s cilem nalézt néjakou destinaci (instalace je tedy
zamyslenim nad tim, ,kde jsem, kam jdu, jak se tam dostanu®). Soucasti instalace je
hudebni systém Lightning Dona Buchly, jenz pomoci fotosenzorl sleduje a prenasi
informace o rliznych aspektech instalace, interpretovanych nasledné v podobé téna a
slov.®!

Na vystavé v ZKM v Karlsruhe byl kromé Divadla vystaven také Scribe, Table 5, coz je
model ¢teciho stroje, tvofici analogii lidského procesu Cteni a psani, jenz Woody popisuje

nasledovné:

»Schopnost stroji psat byla oslavovana cela staleti. Lidska mysl dodava diky pochopeni a
interpretaci funkci &teni/psani tomuto procesu vyznam. Tato ¢ast smérfuje pozornost na téma

gramotnosti a oteviené hranice mezi strojovou a lidskou interpretaci psaného textu. %2

Zakladem instalace je pneumaticky ovladané rameno, které postupné otaci jednotlivé
stranky fyzické knihy, sledované videokamerou. Ziskavané informace interpretuje software
pro optické rozpoznavani znak, prevadéjici text na digitalni kod. Nasledné jsou kamerou
.prectené” stranky vypisovany ,svételnym perem®, coz je pretvofeny souradnicovy
zapisovac, ktery vyuziva bodové svétlo a kresli jednotliva pismena na fotoelektrickou
tabulku. Pismena neustale mizi a jsou nahrazovana dalSimi ,strankami knihy*.
Doprovodna videoprojekce zobrazuje sekvence nasilného niceni knih.?®® Software pro
rozpoznani slov (OCR) zaroven vysila instrukce hlasovému syntezatoru, ktery je vyslovuje.
Woody zminil, Ze v pavodni instalaci Scribe aspekt mluvy chybél, doplnil jej az pro vystavu
v ZKM v Karlsruhe. Scribe, pfezdivany ,stroj gramotnosti“, maze Cist, psat, mluvit a
pamatovat si udaje; podle Woodyho chybi jiz jen aby byl schopen tyto aspekty
interpretovat. Jedind mozna interpretace, kterou ma, je ta mechanicka, provadéna okem
kamery.?® Instalaci tentokrat z Nového Mexika na dalku sledoval a vyladoval Bruce

Howard.

%1 Tamtéz.

%2 |n: The Brotherhood, c. d. (pozn. 256).

%3 Tamtéz.

24 Z rozhovoru autorky s Woodym Vasulkou, c. d. (pozn. 33).
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The Brotherhood je interaktivni instalaci, ovéem pouze v ramci sveho vlastniho prostoru.
Woody povazuje bézny koncept interaktivity za pochybny. Navstévnici jeho instalace
mohou jen bezucelné putovat v jim vymezeném prostoru, narazeji na nepristupnost téchto
strojq, jsou v jejich prostoru ztraceni. Pouze Stal €. 3 nabizi jistou interaktivitu, je mozné
pouzit buben a volit mezi riznymi programy rychlost ¢i smér pfehravani. “Je to maximum,
co mlzu svému publiku poskytnout”, sdéluje Woody, “nejsem z toho Stastny, jelikoz oni se
dostanou do svych kfe€ovitych modu, coz dilo znici. To se ale zotavi a vrati zpatky do
svého vlastniho cyklu.”?%

Posledni ze “Stold”, Table 6, ten s nejvice antropomorfni strukturou, zvany Maiden
(Panna), Ize ovladat prostfednictvim zvuku a Woody €asto spolupracuje se Steinou, ktera
Maiden ovlada hrou na své digitalni housle, upravené s vyuzitim MIDI systému tak, Ze
kazda ze strun ovlada urcity parametr instalace a doprovodného promitaného videa. To
zobrazuje Clovéka, recitujiciho basenn novomexické basnifky a spisovatelky Melody
Sumner Carnahan. Maiden je elektro-pneumaticka konstrukce, - Ruth Lopez ji v ¢lanku pro
New York Times nazvala “kfizencem mezi ohromnou kudlankou a dinosaufi kostrou™ -,
ktera vznikla upravou operacniho stolu. Jeji struktura je doplnéna dvéma véjifi, umiténymi
po stranach. Na zvuky, at' jiz pochazejici z hudebniho nastroje Ci se jedna napfiklad o
zpeéy, recitaci Ci piskani (instalace obsahuje mikrofon) reaguje zvlastnim strojovym vinivym
tancem. Veskeré soukoli Bratrstvi tvofi soucasti a pozlstatky valeénych strojd, a je také
interpretované jako protivalec¢na kritika, Maiden je zaroven poctou zenam, které se staraly
0 zchromlé vojaky. ZastreSujici ttma The Brotherhood je tedy obsazené v nazvu, jelikoz
feCi o ,bratrstvi“ mohou slouzit jako zastiraci kamuflazi pro nutnost vést valku.
ProtivaleCny aspekt instalace obsahuje kritiku absurdni touhy po valce za kazdou cenu,
maskované uslechtilymi cily. Uz tedy nepozorujeme valeCné stroje, nybrz vykosténé

konstrukce, jejichz sméry byly pfevracené, zacyklené, zmatené, obracené zpét k sobé.?®’

25 7 video dokumentu Binary Lives, c. d. (pozn. 2). Woody zde také fika, Ze své dilo nechce dat napospas
destruktivnim instinktdm dalSich lidi, i kdyZz citi, Ze cosi jako odstranéni autora z centralni pozice ,je ve
vzduchu®.

%% Ruth Lopez, Art That's Alive With the Meanings Of Military Junk. The New York Times. 26. Cervence
1998.

%7 In: David Dunn, Excerpt from a discussion between Woody Vasulka and David Dunn. In: The Vasulkas, c.
d. (pozn. 3), s. 24.
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8.3 Od analogové k digitalni performanci: Image/ine

Steinino ,uCinkovani“ v instalaci Maiden navazuje na jeji performance s houslemi,
rozvijené jiz od druhé pulky 70. let cyklem Violin Power. Od roku 1992 na néj navazuje
dalsim souborem performanci, vyuZzivajicich housli digitalnich. Steina nejprve housle
zkusmo propojila s pfehravaem videokazet, u néjz bylo mozné ovladat rychlost
pfehravani. Poté si zakoupila ,MIDI housle“?®® a propojila je s prehravacem videodisku,

¢imz ziskala moznost detailnéjsi kontroly:

,Propojenim téchto nastroji s pocitatem jsem ziskala okamzity pfistup k jakémukoliv snimku videa

na disku, stejné jako pfistup ke zrychlovani/zpomalovani a pohybim tam/zpét.“**°

Autorem plvodniho softwaru byl jiz vy8e zminény Russ Gritzo a dale jej vyvijel Bill Heckel.
Poprvé si Steina Zivou digitalni ,hru na video“ vyzkou$ela v roce 1992 na festivalu Ars
Electronica v Linci, pfi spolecné performanci s némeckym umélcem Michaelem Saupem,
nazvané Hyena Days. Jednalo se o jeden z prvnich pokusl o digitalni hrani na video.
Michel Saup hral na kytaru a Steina na housle a spole¢né prostifednictvim MIDI signall
ovladali pfehravani obrazu a pocitacové grafické znazornéni promitané na platna, stejné
jako zvukové parametry, napfiklad hlasitost, rytmus a vysku.?®

Steininy pétistrunné digitalni housle s MIDI vystupem umoznuji analyzu akustickych
vystupnich signall jako je vySka tonu &i hlasitost, které jsou pfevadéné na MIDI impulzy,
ovladajici rizné zvuk pretvarejici pfistroje (samplery, procesory efektli, mixovaci desky). Z
péti pouzivanych videodiskll mize volit jednotlivé video snimky a ménit smér a rychlost
jejich prehravani. Zastaveni na struné A a E voli z umisténi snimku na disku, struny D a G
ovliviiuji rychlost a smér, struna C Fidi vybér jednotlivych segmentd; v jiném
programovacim schématu struna C rozhoduje o pfifazeni funkci dal§im strunam.

Do dalSi roviny se Steinino zivé audiovizualni experimentovani dostalo v prabéhu jejiho
rezidenéniho pobytu v amsterdamském centrum STEIM v druhé pulce 90. let. Steina

pusobila ve STEIMu jako umélecka spolufeditelka, spoleéné Michelem Waisviszem, od

%8 MIDI (Musical Instrument Digital Interface) je protokol, ktery umoziiuje komunikaci a ovladani
elektronickych hudebnich nastroji a dalSich pfistrojl a jejich vzajemnou synchronizaci a vyménu dat.
[online]. [cit. 2009-17-09]. http://en.wikipedia.org/wiki/Musical_Instrument Digital_Interface.

%9 |n: [online]: http://vasulka.org/Steina/Steina_ViolinPower/ViolinPower.html [cit. 2009-17-09].

270 Tamtéz.
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néhoz vzeSel prvni impulz pro vznik softwaru Image/ine. Steina poté na vyvoiji
spolupracovala s inzenyrem Tomem Demayerem. Sama tvrdi, Ze jeji role spocivala pouze
v poskytovani inspiraci, navrhi a dohledu nad vyvojem, ovSem bezesporu jeji pfistup i
predesla tvorba ovlivnily vysledek zasadnim zplsobem. Na otazku, jak se v tomto pfipadé

liSil pfistup programatora a umélce, Tom Demayer odpovédél:

.Programatofi zjevné premysli vétSinou z perspektivy technickych moznosti, umélci na zakladé
uméleckého potencialu. Casto to kongi tak, e umélci musi programatory krotit — alespof ti dobfi; ti
dalSi chté&ji vic a vic, mysli si, Ze jim to poskytne vétsi svobodu vyjadieni, ackoliv ve skuteCnosti je

pak stale obtiznéjsi tyto nastroje dobfe vyuzit.“*

Image/ine, vyvijeny od roku 1997, byl prvni software, fungujici na bézném pocitadi, ktery
umoznil manipulaci s nezkomprimovanym videem v realném cCase. Softwarovy nastroj,
uréeny pro realnéCasové performance a instalace, do jisté miry rozviji efekty, které
umoznuje prace s fadkovacim procesorem Rutt/Etra, kterym se Demayer inspiroval.
Woody pfirovnal software také ke slow-scan systému, ktery vyvinul v 70. letech Glen
Southworth, vyvojaf nastroju, experimentujici s riznym zplsobem vyuziti paméti videa pro
zaznamenavani prabéhu déje. Zakladni vyvoj softwaru probihal asi rok, dalSi rok &i dva
dochazelo k dalSim upravam, rozsifovani a vylepSovani jeho funkénosti. Zpoc€atku jej bylo
mozné pouzit pouze pfi praci obrazovym materialem v malém rozliSeni (160x120 pixelQ pfi
15 fps/snimkd za vtefinu, pozdé&ji 320x240 pixelu pfi 10fps). Tom také postupné
prepracoval grafické rozhrani. Z plvodnich péti az deseti se komunita uzivatelt v pribéhu
par let rozSifila na sto az dvé sté lidi. Néjakou dobu existoval uzivatelsky blog, nazvany
LEV.?"? Kdyz Tom v roce 2000 STEIM opoustél, zdjem o software jiz upadal, také proto, Ze
audiovizualnich softwarl, ur€enych pro umélecké experimentovani, uz existovalo vice:
nékteré z nich, jako napfiklad /sadora, kterou napsal medialni umélec a programator Mark
Coniglio, ktery byl ve STEIMu na rezidenci v té dobé, kdy tam byla Steina, se pfimo
inspirovaly Image/inem. Po par letech se software prejmenoval na ImX a stal se

freewarem, ,coZ pro software Casto znamena rozsudek smrti, tvrdi Steina. STEIM také

21 Informace o vyvoji softwaru Image/ine ¢erpam z emailového rozhovoru s Tomem Demayerem a Steinou z
jara 2009, ktefi v sou€asnosti pracuji na nové verzi softwaru, zvaného nyni ImX. Steina se domniva, Ze
zatimco audiovizualni softwary jako jsou Isadora, MAX/MSP/Jitter i pd jsou vhodné pro hudebniky, imx
budou pouzivat vizualni umélci.

22 Tamtéz. Steina uvadi, Ze blog se stal cilem Gtoku autora/ky &i skupiny, plsobici pod jménem Netochka
Nezvanova.
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nabidl program k prodeji.

Steina se softwarem Image/ine pracuje napfiklad v zivém interaktivnim prostfedi Bent
Scans (Ohybané snimky, 2002), vyuZivajicim Ctyfi poCitace a Ctvefici obrazovych projekci,
predvadeéjicich realnéfasové deformovani video obrazli ve ,zborceném Case“. Kamera
zaznamenava aktivity navstévnik( v prostoru a vysledkem je nékolik variant fadkové
zdeformovanych vystupu. Pro praci se softwarem jsou charakteristické pasovité &i jakoby
ve vinach plynouci obrazy, vznikajici ohybanim a roztahovanim jednotlivych obrazovych

radku, a tedy zvlastni vizualni tvarovani plynouciho ¢asu.?”

8.4 Laborator umélct a védcu

V Santa Fe se Vasulkovi aktivnhé zapojuji do organizovani uméleckého zivota komunity.
Spole¢né se skladatelem elektronické hudby Davidem Dunnem a Jamesem
Crutchfieldem, fyzikem, zabyvajicim se mimo jiné teorii chaosu, zalozili centrum The Art
and Science Laboratory*™, které mélo propojovat umélce s techniky a védci ze Santa Fe
Institute, zkoumat vztah mezi védeckymi a uméleckymi metaforami a zpulsob, jakym
technologie ovlivhuji koncept prostoru a vztah mezi télem a technologii. David Dunn, ktery
ve svem elektroakustickém dile zkouma mimo jiné moznosti aplikovani teorie chaosu na

hudebni kompozici, shrnul aktivity centra takto:

“Cilem je poskytnout tvarci prostfedi, kde je mozné zahlédnout budouci redefinovani béznych
hranic mezi lidskou smyslovou zkusenosti a tou strojovou. Doufame, ze podpofime strategie pro

zkoumani nového druhu lidského percepéniho prostredi a prostoru pro kreativni imaginaci.”"®

V ramci €innosti centra byla v roce 1999 usporfadana Sestitydenni série dilen nazvana
Techne and Eros: Human Space and the Machine, a to ve spolupraci se skladatelem
Mortonem Subotnikem a hlasovou performerkou Joan La Barbarou, jiz se zu€astnili umélci
a védci z celého svéta. Woody zde pronesl shrnujici pfednasku o nastrojich, které

predchazely experimenty videoumélcl: od pocatku 3D animace s vyuZzitim programu

213 Tonline]: http://vasulka.org/Steina/Steina_BentScans/BentScans.html. Online katalog dél, zahrnujicich slit
scan proces, tedy vyfezavani pasku (slit) ze sekvence snimku s vyuzitim rtznych postupl vytvari Golan
Levin, [online]: http://www.flong.com/texts/lists/slit_scan/. [obé& cit. 2009-17-09].

274 SQusanna Carlisle uvadi nazev Techne and Eros: Art and Science Laboratory v ¢lanku pro ¢asopis NY
Arts. V sekci News from Santa Fe, s. 84.

2% Tamtéz.
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Animac Lee Harrisona, pfes Paikovo naruSovani obrazu magnety, “vskutku etického
zpusobu videosyntézy” Stephena Becka, praci s audio syntezatorem Dona Buchly az k
nastrojim George Browna a obrazovému procesoru Vasulkovych (IP).?”® Na konci diskusi
o historii digitalnich médii Woody prohlasil, Ze stroje se staly zdroji poezie diky tomu,
jakym zpUGsobem dospivaji k poznani mysli.?”’

Steina hovofila o vztahu uméni a védy ve vySe zminéném rozhovoru s jistym Danem D.?’®
Uvedla, Ze radikalni umélci neCtou umélecké, nybrz daleko vice védecké Casopisy. Zminila
vzajemnou pfitazlivost mezi umélci a jednotlivci ze santafeského institutu: podle ni pfitom
neslo pfimo o spolupraci, nybrz spi$ o volnou vyménu ideji. Podle ni mize uméni pomoci
védcim divat se na svét odliSné; poodkryt klapky na oc€ich védeckych disciplin. Zatimco
pro umélce je typicky urcity kriticky stav mysli, védci musi své dilo vpasovat do souboru
védeckych teorii. Tvrdila, Ze jejich cilem bylo dovést centrum dal, k praci “vskutku napfic¢
disciplinami”. Nakonec si posteskla, Zze uméni se stalo okrajovou aktivitou, vylou¢enou z

vétSiny Skolnich osnov, ktera neni v trzné fizené spolecnosti povazovana za nezbytnou:

“Také umélci jsou nyni velmi tiSi. Takze ke vzajemnému rozhovoru nepfichazime z rovnomeérné

platformy. Je to tragédie.”?”

V poslednich letech se Vasulkovi u€astni aktivit nové zalozeného centra Santa Fe
Complex, jehoz cilem je vytvareni projektu, které prekracuji “estetické, uméleckeé,
technické, védecké a socioekonomické hranice“.?*° V galerii a pfednaskové mistnosti se
predvadéji dila, propojujici pocitacové modelovani, obsahuijici interaktivni prvky, koncerty

elektroakustické a pocitacové hudby, videoprojekce, &i holografické experimenty.

8.5 Woodyho herci

Instalace Bratrstvi vyuziva autonomniho samohybného systému, sestavajiciho ze souboru
programu, tzv. ,ACTORU": zatimco kazdy jednotlivy mechanismus zpétné vazby je

s v

diskrétni a pfedvidatelny, jejich mnoZzina provadi jisty druh ,organické” ¢innosti, komplexni

218 Z prednasky se zachoval videozaznam, oznaceny Techne/Eros. In: Vasulka Archive.

27 In: Diane Armitage, Techne and Eros: Human Space and The Machine. THE magazine. (zafi) 1999, s. 49.

2’8 |n: Confidential, c. d. (pozn. 42).

29 Tamtéz.

280 \/iz. [online]: http://sfcomplex.org/wordpress/ [cit. 2009-17-09].V ervenci roku 2009 se zde napiiklad
promitalo Steinino nové dilo Projected Light, spole¢né s dily dalSich umélcu.
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a chaotické chovani. Odtud prameni jeho oznaovani za zivouci organismus Ci biologicky
analog. Programator Russ Gritzo nazval prvni programovaci systém Bratrstvi ,,Intercom®.
Jelikoz Woody v nasledujicich diskusich neustale hovofil o ,protagonistech”, ktefi by méli
instalaci ovladat, pro dal$i z naprogramovanych systému zvolil Gritzo ozna¢eni ACTOR,

herec:

,Ugelem architektury ACTOR je vznik média, v némz bude software hrat, podobné jako postava v

divadelni hfe, jedinou pfedvidatelnou Glohu.“*"

Systém vznikl na zakladé dotazu Russe Gritza, ktery se zeptal, jaky druh informace v
sitich Woodyho vlastné zajima; Woody pfiSel s pfedstavou protagonisty neboli kuryra,
ktery by do veSkerého souboru ¢innosti vSech stroju vnasel néjaké zpravy. Na zakladé této
puvodni ideje navrhl Gritzo systém ACTORU, jejichz ukolem je dorucit informaci, funguje
tedy podobné ,jako virus, hledajici svij domov®. Poté, co tak provedou, ,umiraji“. Woody
dodava, ze ,néktefi neumreli a zacali pInit sit, takze kazdych par dni jsme je museli
zabit...“*® Pro kazdou soucast instalace byla vynalezena urcita forma cyklického
fungovani. Poate¢nim stavem je necinnost, az v okamziku néjaké aktivity dojde k aktivaci
jednoho z ACTORU, ktery pro danou akci najde spravné misto v systému. Kazdy ACTOR
obsahuje konkrétni naprogramované instrukce (scénar), které jsou vysilané ovladacim
prvkim (pfehravac videodiskl, pneumatické valce a dalsi). Ty pak prfedavaji podnéty
dalSimu ACTORUu ¢i jejich sérii a pravé tato ,komunikace“ mezi ACTORYy zpusobuje, ze

instalace funguje do znaéné miry nepredvidatelné.?®

Woody tvrdi, Ze instalace ve skutecnosti vytvofil pro vlastni ,laboratorni® pouZiti, jako
prostfedek ke zkoumani dramatického prostoru. Snazil se odhalit ,kédovaci strukturu ve
3D prostoru“ v jisté divadelni situaci.?®* P¥i jejim konstruovani byl stanoven princip, ze
vSechny nastroje budou interaktivni, at jiz ve sféfe ,fungovani“ navstévnikla a/nebo stroje.

Druha rovina spocivala v tom, nalézt veSkeré zakladni modality v ramci systému. Instalace

281 Russ Gritzo svUj systém popisuje v katalogovém textu The Evolution of the Soul in the Machine, In:
Woody Vasulka, The Brotherhood, c. d. (pozn. 256), s. 113.

%2 Rozhovor autorky s Woodym, c. d. (pozn. 33).

23 Viz. katalog The Brotherhood, c. d. (pozn. 256).

4 In: Live Archive, c. d. (pozn. 252), s. 88. Woody také uvadi, Ze chtél nalézt spisovatele, ktefi by byli
schopni experimentalniho pfistupu k nové strojové poezii a mohli by spolupracovat na vysledné strojové
divadelni performanci.

104



Woody Vasulka: dialog s démony nastroju

jsou zameérné ,hrubé®, v tradici konstruktivismu nechavaji veskeré své strojové aspekty
odkryté. Woody nicméné tvrdi, Ze pro odhaleni ,kédu instalace® je nutné sestoupit az do
jisté roviny intimity, kde Ize za pomoci instinktu pochopit skute€nou ulohu a vyznam téchto
objektd. Poznani pfichazi spi$ podvédomé, takze i kdyz vétSina navstévnikl neni schopna
dekodovat vSechny roviny v dile obsazené, je mozné k pochopeni zakladni myslenky
dospét intuitivné.?* Zde se jiz (s pfihlednutim ke vSudypfitomné ironii Woodyho
interpretaci vlastnich dél) dostavame do oblasti magie. Tradice alchymistickych a
magickych vynalezt ovéem Woodyho, podobné jako mnoho tvircu z oblasti uméni novych
médii, zajimala.®®

Woody pfiznava, ze divakum tyto instalace neposkytuji pfili§ prostoru a utéchy; spis jsou
uréené pro voyeury, tedy ty, kdo stoji vné, a instalaci a jeji navstévniky sleduji z jistého
odstupu. Ostatné Woody pfiznal, Ze své instalace konstruuje proto, Ze se chce dozvédét,

jak mohou fungovat jako soucast kontinualni zivotni laboratofe:

,Cely svij zivot se divam na zZivot jako na divadlo, tak jako se divam ted na tebe a mluvim s tebou.
Se mnou to nema nic spole¢ného, ted je to pamét né&jakého impulsu a ja jsem to nechtél ukazat a
délat jen proto, Ze by to mélo byt udélané. Ja jsem zkratka chtél vidét, co to provadi, kdyz to
udélam, a jaka je zkuSenost, kterou z toho mizu extrahovat, a ta zkuSenost je uzitkem, ktery z

toho mam.“%"

Instalace je tedy jistym prodlouzenim celozivotniho zkoumani prostfedi a interakci, které v
ném kontinualné probihaji, je to ,divny perverzni zpusob pohlizeni na uméni®, prostfedi
pro extrahovani zku$enosti.“?® Woodyho prostfedi-laboratof obsahuje stroje v interakci s
lidmi a jeho samotného coby soucast a herce vlastniho divadla. Sam sebe pfitom zaroven
situuje do zvlastniho teritoria pozorovatele-komentatora, interpretatora a prekladatele z

jednoho kodu do druhého:

»,10 je, co jsem vzdy chtél, mit pro sebe urcité teritorium, které nemusim moc sdilet. Je to

pravdépodobné jisty druh arogance, to musim pfiznat. %

%5 Rozhovor autorky s Woodym, c. d. (pozn. 33).

28 O uméni kddu ve vztahu k magii pojednava napfiklad kniha Floriana Cramera Words Made Flesh. Code,
Culture, Imagination. Piet Zwart Institute, 2005, ktera uvadi magické praktiky jako historicky pfedpoklad
soucasné softwaroveé kultury a elektronickych uméni.

%7 Rozhovor autorky s Woodym, c. d. (pozn. 33).

28 Tamtéz.

29 Tamtéz.
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Woody ma pfedstavu o dalSim rozvijeni instalace v urcitém dramatickém prostoru, v niz by
dochazelo ke konfrontaci lidi a stroju. Chce navazat na experimentatory z pocatku
minulého stoleti a jejich usili depsychologizovat divadlo. Projekt by propojil spisovatele,
hudebniky a konstruktéry robotickych instalaci. Zivi herci by se v&ak museli pfibliZit stroji,
stat se kyborgy, schopnymi komunikovat se strojem na vysSi urovni. Woody byl pfi
konstrukci svého Divadla inspirovan mimo jiné dilem V. E. Mejercholda , jehoz divadelni
biomechanika spociva v myslence globalniho divadelniho systému, zahrnujiciho veskeré
interakce probihajici v okolnim prostredi. Woody ocenoval pravé tuto snahu opustit
psychologii a obnovit ,zakladni elementy” dramatické akce. Mejerchold €ini hlavnim
mechanismem divadelniho vyjadfeni herce, ktery by mél pozorovatele stavét do pozice
ozvuc€né desky, reagujici na kazdou z probihajicich akci. Biomechanika vyZaduje, aby se
herec pfibliZil stroji, hrajicimu na jevisti-tovarné.?®® Cilem herce je mechanizace
pohyboveého ustroji vliastniho organismu, pficemz by mél byt schopen svou vlastni

hereckou aktivitu zaroven pozorovat a reflektovat:

,V herci je organizator a organizovany /to znamena umélec a materiél/. Definici herce bude vzorec
X =A1+ A2, kde X = herec, A1 konstruktér, ktery vymysli a dava pfikaz k realizaci zaméru, A2 télo

herce, vykonavatel pfikazu konstruktéra A1.%"

Pro Woodyho je technologie pfirozenym sou€asnym zdrojem inspirace a ,poetického
materialu®. V avodni citaci této prace mluvi Woody, ziejmé opét s jistou davkou ironie, o

a bohatéjSimi zdroji imaginace. MozZna muzeme pfipomenout myslenku Pandemonia ,otce
strojové percepce” Olivera Gordona Selfridge, kterou cituje ve své knize filozof Daniel C.
Dennett. Ten popisuje védomi jakoZzto virtualni stroj a kritizuje kartezianskou predstavu
,jevisté“ v mozku, uréitého centralniho mista, kde ,se to véechno spojuje”.?** Jako
alternativu navrhuje pravé model vicenasobnych konceptd (multiple drafts): mozek
zpracovava informace paralelné, rizné narativni drafty existuji v libovolném bodé a Case, v
riznych stadiich zpracovani. V mozku tedy neni kartezianské divadlo ani centralni

zpracovaci jednotka (Central Processing Unit), kde by byly vykonavané veskeré pfikazy,

290 Mejerchold pfi vytvareni scénografii svych instalaci ¢asto spolupracoval s konstruktivisty.
' In: V. Mejerchold, Rekonstrukcia divadla. Tatran, 1978, s. 245.
22 |n: Daniel C. Dennett, Consciousness Explained. Penguin Books, 1993, s. 431 a 107.
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ani néjaky divak. Podobné jako v Pandemoniu, ,prvnim propojovacim programu®, zapasi

paralelné o nadvladu vicero ,démonu*:

,V jeho systému bylo mnozstvi napul nezavislych démonu a kdyz se objevil problém, vSichni
vlastné vyskocili nahoru a dolu a prohlasili: ,Ja! Ja! Ja! Ja to udélam! Ja to umim udélat!“ Pak
doslo ke kratké hadce a jeden z nich vyhral a pustil se do problému. Pokud mu to neslo, pak se ho

chopili dal$i démoni. %

Neexistuje zadny jediny a definitivni “proud védomi”, protoZe neexistuje Zzadné centralni
velitelstvi: misto toho je zde vicero kanal(, v nichz se specializované okruhy, v paralelnich
pandémoniich, snazi provadét rizné véci a vytvareji pfitom vicenasobné koncepty.** Kolik
z naseho Zivota vlozime to technologické struktury a zdali budou pocitace stale vic
podobné lidem, rozhodne mozna budouci generace védcl, konstruktér pocitacu s
vyuzitim kodu DNA.?** Dialog s biopogitac¢i bude mit jisté sva kouzla a mozna také uméni.

Woody také jednou docela prozietelné prohlasil:

“Vlastné jsem docela zmateny z role, kterou technologie hraje. Protoze v dlouhodobé perspektivé
muzu vidét, ze technologie bude velice komplexni a velice podnétna. Jestli nas bude potfebovat, to

nevim.”?%

29 Tamtéz.

294 Tamtéz, s. 253-4.

2% Martyn Amos v knize Genesis Machines z roku 2006 (Gesky pod nazvem Na usvitu Zivych strojii vydala
Mlada Fronta, 2007) vysvétluje: “Jadrem experimentalnich poéitadd je DNA, kdd Zivota. Zivé buriky jsou
vpravovany do kfemikovych nanotrubek a tvofi tak hybridni stroje. Rutinné se s nimi manipuluje, &imz
ziskavaji uplné nové schopnosti. Mozkové buriky jsou pouzivany ke stavbé& skutecnych, vihkych
neuronovych siti.”

2% \/ideo dokument Binary Lives, c. d. (pozn. 2).
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9. ARCHIVNIi HORECKA

9.1 Touha po archivech

V pfipadé Vasulkovymi je archiv kulminaci jejich vyzkumné Cinnosti — stava se novym
nastrojem s Zivouci funkci generaéni paméti.?*” Woody reflektoval své archivacéni aktivity s
jistou melancholii, prohlasil, ze pro néj je archivni reflexe zpusobem, jak zapomenout na
neustaly tlak ,shromaZzdit data do né&jakého vyznamu.“*® Na druhou stranu uvedl, Ze v
historiich svych kolegu objevuje nékdy ,vic tajemstvi“, nez pfi vlastni tvorbé.?*® Zejména
Steina zacCala témér od pocCatku newyorského pusobeni sbirat vesSkeré souvisejici tisténé
materialy. V rozhovoru usoudila, Zze v jejim pfipadé archivni nutkani souvisi s jejim
islandskym plvodem, jelikoz Islandané jsou ,uchovavatelé historie severni Evropy.“ Sbira

,v§echno, co se naplavilo na ma pobiezi“, dava do krabice, uchovava a oznacuje daty.>®

Archiv, archivum (arkheion) puvodné znamenalo dum, misto urcité autority. Slovo archiv
oznaduje nikoliv pouze soubor zaznam(, nybrz také misto jejich uloZeni. Casto vznika
bezdétné a az posléze je usporadany do néjakého (kone&ného) souboru: vznik archivu
predpoklada odstup od archivovaného materialu, jeho povaha je podle Jacquese Derridy a
priori spektralni, jelikoz se uskute¢iiuje na misté pocateéniho zhrouceni paméti.*®' Pro
Vasulkovi byly jejich domy-ateliéry vzdy zvlast privilegovanymi misty pro shromazdovani
véci, dokumentovani vlastni tvarCi drahy. Tato sebedokumentace je zaroven vyjadieni
potfeby neustalého dialogu s vlastni minulosti. Touha po archivu ma u Vasulkovych
nutkavou povahu. Woodyho ,archivni horeCka“ vychazi z pfesvédceni, Zze se ucastni
kliCové kulturné historické kapitoly v dé&jinach médii, a ze uc€ast na jejim vytvareni (a
zdokumentovani) ,je hodna naseho obétovani se“.** Zajima ho, které z aktivit, jeZ jsou
dosud ve stinu kritické pozornosti, maji zasadni dulezitost pro budouci vyvoj. S tim
souviseji i SirSi otazky, kde se nachazi hranice jednotlivce a do jaké miry je nutna

spole¢nost k uskute¢néni jeho Ci jejich vizi. Archivni ¢innost Woody chape také jako

27 In: Live Archive, c. d. (pozn. 252), s. 88.

298 Tamtéz.

29 Tamtéz, s. 108.

30 Tamtéz, s. 95. Tvrdi také, Ze sbératelkou byla jiz na Islandu, kde sbirala hudebni programy vSech, ktefi
pfijeli hrat.

301 Viz. Jacques Derrida, Archive Fever. The University of Chicago Press, 1996.

%92 Rozhovor autorky s Woodym, c. d. (pozn. 33).
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urCitou povinnost, vychazejici z rodinného prostfedi; jeho matka obchazela vesnické a
cirkevni archivy, aby sepsala historii rodu a Woody tvrdi, ze tuto podivnou vasen zdédil po
ni.3%

Archivy Vasulkovych se postupné rozSifily do oblasti sité, zaméreni jejich kuratorské
¢innosti se pfesunulo do online prostredi. Stranka vasulka.org obsahuje materialy z
archivu Vasulkovych, eseje, fotografie, kritiky, grantové zadosti, planky, dopisy, plakaty,
Materialy, které jsou nyni ve své Sifi svédectvim o vasulkovském zkoumani povahy média,
ale dokumentuji zaroven i SirSi kontext formujici se elektronické avantgardy. Oficialni
Jfyzicky“ archiv pfitom roku 2000 oficialné odevzdali do opatrovani nadaci Langlois v
Montrealu. Kromé zejména textovych dokumenti obsahuje montrealsky archiv také
kompilaci distribuovanych videi a videodokumentl. Jeho soucasti jsou také prepisy (video
a audio) rozhovor, které Woody vedl pfedevsim s kolegy umélci a s tvlrci nastroju.
Archiv, doplnény podrobnou zivotopisnou chronologii a dalSimi kontextualnimi
poznamkami, zpracovali v letech 2000 az 2003 Vincent Bonin a Andréane Leclerc.’* Tam
jsou papirové materialy pfistupné badatelim, anebo tomu alespon tak bylo na jafe roku
2006, kdy jsem tam pobyvala na kratké stazi. Nosili mi tam jednu po druhé na vyzadani
krabice, z nichz se jednotlivé polozky mohly vytahovat pouze v bilych rukavicich. Pfedtim,
nez tyto materialy odevzdali do montrealského archivu, je Woody a Steina s dovolenim
nadace nejprve naskenovali a poté umistili na vasulka.org.>*® VVeSkeré materidly jsou tedy
pristupné - v podobé pdf souboru - online; zasadni je, Ze umoziuiji fulltextové vyhledavani.
Dvoji existence témér vSech materiall, v naskenované podobé pfistupné online na
vasulka.org a v realné, papirové podobé v Montrealu, odhaluje rozpor mezi klasickym
archivnim pfistupem (popsat, katalogizovat, ulozit do krabic) a otevienym pfistupem co
nejvétsiho zpfistupnéni materialu, i kdyz za cenu (prozatim) nedostatecné a tfebas
formalné nespravné katalogizace.

Vasulka Archive nyni podle informaci na strankach obsahuje vice nez 27 tisic stranek
dokument, tykajicich se €innosti vice nez dvé sté umélct a védcul. Dulezité jsou napfiklad
¢lanky z nejraznéjsich ¢asopisu a novin, které by bylo nyni velice obtizné vyhledat.

Vasulkovi planuji archiv doplnit o dal$i hodiny audio rozhovorl ve formatu mp3, zverejnit

303 Tamtéz.

304 Tonline]: www.fondation-langlois.org. [cit. 2009-17-09]. VVeSkera autorska prava zustavaji autordm a/nebo
vydavatel(im téchto materiald.

%95 | jive Archive, c. d. (pozn. 252), s. 104.
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zdrojovy kod ranych digitalnich experiment( a také dal$i video material.“3%®

9.2 Kuratofi na dalku

Aspekt distancniho ,kuratorstvi“ je pfitomen jiz ve Woodyho instalaci The Brotherhood,
ktera je sitoveé propojena a bylo mozné ji ovladat ze vzdaleného mista. Woody uvadi, ze
pfi jejim konstruovani pochopil ,télesnost sité, ktera zprostrfedkuje kédy bariér, impulst a
prostiedi, pfinasi do systému funkce a zpracovava je.“**” Woodyho dlouhodobym idedlem
je online archiv jako prostor komunikace a setkavani, vymeény informaci mezi spfiznénymi
védci, studenty Ci vyzkumniky; proménlivou kolektivné vytvarenou védeckou praci. Mluvi o
zaloZeni oteviené kuratorskeé sité medialniho uméni, historie a kultury, propojené a
komunikujici prostfednictvim internetu. Ta by méla obsahovat texty a statické a pohyblivé
obrazy, integrovat heterogenni medialni formaty, umoznit jednoduché propojovani polozek
a zaroven byt oteviena dalSi manipulaci s témito materialy.

Kuratorska €innost Vasulkovych, zaCinajici zalozenim The Kitchen, pokracuje v 90. letech
projekty, hodnoticimi historické obdobi raného videoartu. Na pozvani Petera Weibela
Vasulkovi spolupracovali na pfipravé vystavy Eigenwelt der Apparate-Welt: Pioneers of
Electronic Art pro festival Ars Electronica v Linci, vénované nastrojum pro zpracovani
videoobrazu. Jeji soucasti byl netradi¢né zpracovany katalog obsahujici ¢arkové kody,
prostfednictvim kterych se spousti obrazovy material, uloZzeny na disku (fotografie,
technické navrhy, audio a video dokumentace nastroju, v€etné dokumentu, pofizenych v
60. a 70. letech i novéjSich materialy, vytvoifené specialné pro tuto pfilezitost), a propojujici
tak fyzickou knihu s elektronickym prostorem.**® Dal$im vyznamnym kuratorskym
projektem byla jiz zminéna vystava MindFrames, na niz Woody a Steina pracovali v centru
ZKM v Karlsruhe, v&novana buffalskému okruhu filmaft a videoumélct.®® Ta ve formé
jakési digitalni laboratofe shromazdila mnozstvi fotografii, diaprojekci, hudebnich a video
prezentaci, filmovych a interaktivnich instalaci a dalSich materialt. Architektura vystavniho

prostoru vychazela ze stfednich, do kruhu seskupenych mistnosti jednotlivym osobnosti

%6 [online]: http://vasulka.org/about_archive.html.[cit. 2009-17-09].

%7 Live Archive, c. d. (pozn. 252), s. 91.

%8 \Woody planuje zpfistupnit audiovizualni informace, tvofici souéast knihy, online.

%9 Tonline]: http://hosting.zkm.de/mindframes_e. Katalog vystavy byl publikovan v roce 2008, c. d. (viz. pozn.
1). Vystavé prfedchazelo Woodyho pusobeni (od roku 2005) coby uméleckého feditele evropského
projektu OASIS (Open Archiving System With Internet Sharing). [online]: http://www.oasis-

archive.eu/index.php/Hauptseite [obé cit. 2009-17-09].
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(Paul Sharits, Hollis Frampton, Peter Weibel, Tony Conrad, James Blue, Gerald O'Grady,
Steina a Woody Vasulkovi). Tvarci vystavy zde testovali novy zpUsob vystavovani
audiovizualniho materialu a naznacili moznost distan¢niho kuratorstvi, kdy je mozné poslat
celou vystavu pres sit na libovolné misto €i napfiklad vytvaret online playlisty, kombinujici
materialy ulozené na rozptylenych serverech. Thomas Thiel, ktery mél na starosti produkci
vystavy, rozebira technické detaily v ¢lanku pro publikaci Video Vortex: vystavu tvofily tfi
sekce: “staticka vystava” (prezentace, instalace, klasické galerie), “dynamicka vystava” v
promitacich mistnostech, s filmy, videem, hudbou a textovymi dokumenty a velké
tfikanalové projekéni platno a koridor s projekci digitalnich obraz(.3'° Vystava byla flexibilni
v tom smyslu, zZe bylo mozné libovolné ménit skladbu promitanych obrazu, diky sitovému
systému, ktery navrhl Robert O'Kane, programator a sitovy administrator z kolinské
akademie KHM. Jeji struktura umoznila automaticky prevod rliznych video formatd na
standard MPEG2, stejné jako aktualni programovani vSech proménlivych ¢asti obsahu.
Jelikoz dynamicka ¢ast vystavy, umisténa na serveru, vyuZzivala standardni sitove
protokoly, bylo teoreticky mozné program spustit odkudkoli. DalSi soucast vystavy tvofily
jukeboxy, ovladané dotykovou obrazovkou. Zajimavé byly interaktivni sou€asti vystavy,
napfiklad jiz zminény systém pro analyzu dila Paula Sharitse, umoznaujici navstévnikim
vystavy generovani a kombinovani barevnych poliCek.

Na druhém ro¢niku konference Open Archives, ktery probéhl v ramci Mezinarodniho
festivalu dokumentarnich filma Jihlava v Fijnu 2008, Woody Vasulka hovofil o navratu
aktivistického mysleni a predstavil skupinu programatoru ze Santa Fe, vénujicich se mimo
jiné tvorbé v prostiedi 3D virtudlniho svéta Second Life.*" Zde je mozné vytvaret archivy
obraz(, obklopujicich divaka-avatara panoramatickou nékolikapatrovou projekci. Woody
povazuje Second Life za zcela adekvatni a pfirozené prostfedi pro vytvareni archivu a
prohlasil, Ze poté, co bylo toto spoleCenské prostfedi navrzeneg, je nutné implementovat do

néj novy obsah:

,Myslim si, ze tento zpUsob vytvareni archivu je zcela legitimni. (...) Vstupujete do prostoru, ktery
je neznamy, je tfeba stravit hodné €asu jen tim, ze se v ném budete pohybovat. (...) Kdyz do néj

vstoupite poprvé, jste zcela ztraceni, musite se naucit, ¢im ten prostor je, kdo jste vy v tomto

%1% Thomas Thiel, Curator as Filter/User as Curator, In: Geert Lovink and Sabine Niederer (eds.), Video
Vortex Reader: Responses to YouTube. Institute of Network Cultures, 2008, s. 181.
¥ Pro informace o Second Life viz. [online]: http:/secondlife.com/whatis [cit. 2009-17-09].
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prostoru, pfizpusobit se této nové komunité.“*'2

Na konci své prezentace pustil Woody zabéry z videa Art of Memory, v némz se prostredi
krajiny amerického Jihozapadu prolina s archivnimi vale¢nymi filmy. Pfi jeho tvorbé& Woody
opétovné navstivil obrazy, které znal z détstvi, a pfipomnél si nékdejsi sledovani
vale¢nych tydenikl a potulky po brnénském vojenském letisti, kde podle jeho vilastni
legendy ma jeho vasen pro sbirani svlj poCatek. Antické pamétové techniky ,ars
memorie“, uzivané fe¢niky pro zapamatovani dlouhych proslovU, vyuzivaly imaginarnich
objektd, umistovanych do prostorl jako palace, divadla, katedraly, klastery, poutni kostely
¢i znameni zvérokruhu. Pak stacilo chodit, uloZené objekty vybirat a sestavovat z nich fec.
Frances A. Yatesova v jiz zminéné knize Art of Memory3" zmiruje, Ze za vynalezce uméni
paméti je povazovan basnik Simonides, ktery si diky této technice zapamatoval rozmisténi
hostl okolo stolu v mistnosti a umoznil jejich identifikaci poté, co se zfitil strop a vSichni
zahynuli v troskach. Analogii prazdnych mistnosti antickych fe¢nikl je Vasulkovo video,
odehravajici se v poustni krajiné Nového Mexika, nad niZ se vznaseji zvlastné tvarované
video objekty s valeEnymi zabéry. Obraz prazdné pousté naznacduje, ze vztahy mezi
objekty nejsou pfedem danée, Ze jejich pohyblivé pisky umozniuji vytvaret vlastni cesty
historii €i archivem, a Ze kuratorstvi audiovizualnich historickych materialll mize podnitit
nové inscenovani archivu-divadelniho pfedstaveni, jehoz uspéch zavisi na aktivité vSech
aktéru.

Archivovani sama sebe obsahuje v pfipadé Vasulkovych prvky ur€ité hry na vytvareni
vlastni umélecké mytologie. Svou ,pfitomnost” uvnitf stroje zduraznuji pouzivanim
obraznosti vlastniho téla, vyuzivanim prostoru ateliéru s viditelnou ¢i slySitelnou
pritomnosti umélcu, neustale pfitomnych pozorovatell, fidicich probihajici proces. Jejich
téla viditelné odrazeji stopy elektronického procesu, tvarci se proménuji v elektronické
reminiscence sama sebe, prochazejici neustalou metamorfézou. To, Ze se cilem Woodyho
soucCasné cinnosti stavaji na jedné strané online archivy, a na druhé strané vytvareni
strojového divadla Zivota, vychazi ze stejného zdroje: z touhy obkrouzit vlastni tvorbu.
Aspekt dokumentovani je tedy v dile Vasulkovych pfitomny od pocatku, jelikoz se zabyvaji

dokumentovanim média a prace s nim.?"

312 Z prednasky Woodyho Vasulky, MFDF Jihlava, 25. fijna 2008.
%3 In: Frances A. Yates, c. d. (pozn. 248).
%14 Viz videorozhovor s Vasulkovymi, c. d. (pozn. 68).
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(Poznamky na asi ne Gplny) ZAVER

Skupina tvurcl, ktefi vytvofili tzv. prvni generaci videoumélcu, byla velice mala, Citajici jen
par desitek jednotlivcl, ktefi si vS8ak uvédomovali svou historickou roli. Také nyni odkazuiji
jistym zplusobem vzajemné jeden na druhého, kdyz se snazi zpracovat vlastni historie a
zjistit, co vlastné jejich tvorba pro historii (uméni? médii? kultury?) znamenala. Vasulkovi v
této skupiné patfi k tém nejaktivnéjSim, nejvytrvalejSim a nejdislednéjSim.

Dilo Vasulkovych, a zejména Woodyho, je tézké analyzovat bez pfimé zkuSenosti s
nastroji, které pouzivaji. Woody vnima svUj ukol coby umélce (také) v propojovani sfér
uméni a technologie, chce do technologie vnaset novou, netechnickou, interpretaci,
zkoumat poetiku nastrojl, naznacovat mozna odlisna, kulturni vyuziti. Pokracuje tak v
dlouhé tradici umeélcl, hledajicich inspiraci v novych technickych a védeckych vynalezech.
Sam sebe popisuje jako ,svétlonose®, vnasejiciho do technické oblasti kulturni vyznam.
Jeho a Steinino dilo také naznacuje cosi o vztahu umélcd, technikd a védcu v soucasné
spole¢nosti, kdy uméni a vyzkum jakoby tvofily nezbytnou dvoijici, kdy jsou zdlrazfiované

medialné-ekologické aspekty a archivacni inspirace umélecké tvorby.

Prace se nezabyva vztahem dila Woodyho k ¢eskému prostredi, protoze se domnivam, Ze
hledat takové vztahy je trochu nasilné. Da se fici, Ze ovlivnil nékteré zde plsobici umélce,
napriklad v pribéhu svého kratkého pedagogického plUsobeni na brnénské FaVU v 90.
letech, a pfi svych obCasnych navstévach, spojenych s diskusemi, komentovanymi
projekcemi €i vystavami. OvSem jinak byla od 60. let byla vzajemna vyména celkem
chaba. Jeho dilo také dosud neni v Ceském prostiedi, az na par vyjimek, pfilis
reflektované, ba ani poznané. Proto jsem se pro jeho zkoumani musela vydat do oblasti
jeho vzniku. Snazila jsem se co nejvice pracovat s puvodnimi prameny, at jiz
audiovizualnimi Ci textovymi.

Jednokanalova dila jsem studovala v podobé projekci na malém monitoru, hodné z nich
jsem vidéla také v kinosale na velkém platné. Z instalaci znam vétSinu pouze z popisu a
fotografii, pfipadné videodokumentace €i 3D pocitaCovych modellu. Performance znam
také pouze z dokumentace, popist zu€astnénych divaku &i samotnych tvircl, technickych
deskripci €i kratkych videodokumentl. Pokusila jsem se objevit a prostudovat veSkeré

texty, publikované (eseje v katalozich vystav, recenze a par rozhovorl; dosud nevysla
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zadna shrnujici monografie) i nepublikované (studie nékolika teoretikil a historikud, viastni
texty tvUrcl, ale zejména spousty rozhovoru, nékteré v audio formé, vétSinou strojové
prepisy). Za nejzajimavéjsi zdroj kromé vlastnich dél povazuji vypovédi Vasulkovych, at' jiz
jsou to audio Ci video rozhovory &i jejich eseje a dalSi texty, jak je zjevné z pfedkladané
prace, v niz je Casto cituji. Zatimco Woody je ¢astym komentatorem sama sebe, Steina o
své tvorbé pfilis nepiSe, i kdyz, jak vyplyva z rozhovoru, je schopna velice zajimavé
sebereflexe. Woodyho texty jsou nicméné ponékud kryptické ve své originalni smeésici
komentaru k vlastnimu tvar€imu vyvoji, situaci ve spole¢nosti a uméni, technickych popis(
pouzivanych nastrojl a postupl €i pokust o definici ,specifiCnosti“ elektronickych médii.
Texty z ruznych obdobi si nékdy vzajemné protifei anebo se uryvky z nich objevuji
opétovné, v odliSném kontextu. Pro interpretaci dél mohou byt nékdy matouci (mozna
zamérne), davaji smysl pouze v kontextu celkového dila Vasulkovych a jen pokud nejsou
chapané zcela doslovné. Je tfeba pfiznat, Ze k pochopeni kontextu vzniku dila této tvarci
dvojice by bylo zapotfebi znalosti z mnoha oblasti, napfiklad: vyvoj, technologie a vyuziti
analogovych a digitadlnich nastroji pro zpracovani pohyblivéeho obrazu, od video
syntezatorl po audiovizualni softwary; teorie percepce a kognitivni véda; kybernetika;
medialni teorie a archeologie; americka kulturni politika; zakladni principy elektronické
hudby; historie videoartu a experimentalniho filmu. Obsahnout veskeré potencialné spoijité
oblasti je nemozné; proto mohu jen doufat, Ze muj zplasob interpretace poskytne alespon

novy pohled na dilo a zivot Steiny a Woodyho.

K citacim textd z vasulkovskych archivi: da se fici, ze kromé publikovanych textu, existuji
tfi zakladni zdroje materiald, z nichz jsem &erpala. Prvnim je online archiv vasulka.org (v
poznamkach pod €arou oznaceny jako ,Vasulka Archive Online“, kde jsou k dispozici
naskenované dokumenty ve formatu pdf, nékteré popsané katalogovym cCislem, jiné
nikoliv. Pfijemné je, Ze — jak jiz bylo napsano vySe — umoznuji fulltextové vyhledavani.
Dalsim zdrojem, oznaCovanym v praci jako ,Vasulka Archive®, jsou materialy
nepublikované ani online, které jsem nalezla v domacim archivu Vasulkovych, at jiz v
papirové Ci digitalni (napf. na CD) verzi. Myslim, Ze mohu prohlasit, Ze jsem v mnoha
pfipadech byla prvni, kdo se do nich po letech zacCital. Vasulkovsky archiv se nachazi v
nadaci Langlois v Montrealu, kde jsou veSkeré, vétSinou papirové, materialy opatfené

signaturou, na zakladé standardnich archivacnich postupt. OvSem, vSechny montrealské
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materialy existuji zaroven ve vasulkovskych vlastnich archivech. Spravné by zfejmé bylo,
citovat materialy s montrealskou signaturou. OvSem, létat za kazdym kusem papiru do
Montrealu je nemozné, proto signaturu uvadim jen v pfipadé, Ze jsem ten dokument
studovala pfi mém pobytu v nadaci. JelikoZ jsou veSkeré materialy online, samoziejmé to
vasulkovska studia zjednodusSuje, ale zaroven do nich vnasi tak trochu zmatek. Myslim, ze
touto problematikou se bude muset archivnictvi dale zabyvat. DalSim dulezitym zdrojem
byly mé rozhovory s pamétniky. Samoziejmé, Ze co se tyCe prostudovanych materiall
stejné jako lidi, s nimiz jsem méla pfilezitost mluvit, je mUj vyzkum velmi nekompletni. Boj
s tim, ,jak feknete v ¢estiné ,Raster Scan“ nebo ,Interlace?**"® by mohl byt také o néco
dislednéjsi. Potize s Ceskou terminologii tu jsou, obCas neexistuji zavedené preklady, v
tom pfipadé vzdy uvadim puvodni nazev. Mym cilem bylo vysvétlovat technické fungovani
nastroji, ale jen do té miry, do jaké je potfebné k pochopeni procesu vznikani dél
Vasulkovych. Vic mé zajimaly jejich tviréi motivace: proC tyto nastroje a technologie
vytvareli/pfetvareli/vyuzivali, jaké nové estetické zkuSenosti pfi praci s nimi hledali a

nalézali.

Rescue
at the end
| found

myself

holding
the other end

of the rope3'®

Kazdy monografista feSi otazku, nakolik mize (ma) byt jeho zpracovani tématu uplné.
Nakolik je ovlivnéné (vzdy jen malym) urcitym vysekem prozkoumaného. Nakolik by se
zménilo, kdyby byla moznost zkoumat dal, dal... Nakonec praci v jistém okamZiku opusti.
Dulezitym aspektem byla jista sebereflexe, vyplyvajici z faktu, Ze se toto zkoumani stalo

soucasti mého Zivota. (Nevéfim, Ze je mozné byt objektivni pozorovatelkou). Pozorovani

%5 The Vasulkas, Studios, op, cit. d. (pozn. 34).

6 Francisco X. Alarcén, Snake Poems. An Aztec Invocation. Chronicle Books, 1992. Knizku jsem si
zakoupila v knihkupectvi v Santa Fe v Cervenci 2008. Zachrana / nakonec / nalézam / samu sebe // drzici
/ druhy konec / provazu.
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vvvvvv

Steina a Woody se pokouSeji o vynalézani stale dokonalejSich zpusobl pozorovani.
Zejména v pripadé Woodyho je touha vytvofit systém, ktery jiZ zahrnuje jeho samotného v
interakci se stroji, zjevna. Byt soucasti vlastniho vytvareného svéta stroju, ale zaroven v
pozici vnéjSiho pozorovatele. Pozorovani vasulkovského dance macabre je zvlastni
zazitek: jsou nesmirné zaujatymi pozorovateli okolniho svéta, ale zaroven jako by se jich
nic pfilis nedotykalo. Nahle se zda, Ze jejich Ctyficetileta cesta elektronickymi médii je
prizraéné jasna, fizena jasnozfivym seberegulaénim mechanismem. Interpretace dila
Vasulkovych ale neni ani zdaleka uzaviena: ostatné sami neustale provokuji k nalézani
riznych interpretanich cest. UrCité zde jesté hodné zbyva pro dalSi adepty vasulkovskych

studii.

Toto je jediny obrazek, kterym jsem se rozhodla svuj text doprovodit — jsou na ném Steina a
Woody Vasulka ve svém ateliéru na 14 ulici v NYC v roce 1969, kdy se zacali zabyvat videem
(Woodymu bylo 32 let, Steiné 29). DalSi obrazovy a zvukovy material, souvisejici s mym
vasulkovskym vyzkumem, budu postupné uverejnovat na internetovych strankach:

http://okno.be/vasulkas.
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PRILOHA I/
Woody Vasulka — K necentrickému narativhimu prostoru

Co se tyCe pfichazejicich véci - ,novych® véci, které musime vydrzet, - je zde urcita
rozpacitost. Nové pfichazi samo, bez néjakého pozadavku ¢i natlaku, bez Zadosti o
spolupraci. Citime, jakoby evoluce byla automatickym procesem — fizenym nekoneénym
pohlizenim dopfedu — bez velké Sance na intelektualni dohled.

Problém snad spociva ve zpusobu, jakym se snazime véci vypravét nyni. Zlostna a
pokofena umélecka forma, otfesena Modernisty, obracena dovnitf a potom k povrchu a
materialité, obtéZovana nescCetnymi experimenty a nakonec uplné dekonstruovana, se
belha po okoli...

Pfi diskusich o jejim stavu citime jisty intelektualni stud. Na rozdil od politiky je ve
vzduchu, ktery ji obklopuje, naprosta porazka — odmitnuta popularni kulturou, podporujici
kupce, opusténa vzdélanymi stfrednimi tfidami, sevfenymi v sentimentalité
postmodernismu, zrazena rebely, ktefi chtgji jen vydistit stul pro dalsi ,nyni“.

Co Ize délat?

Je lakaveé si pfedstavovat, Ze tak silnou kulturni odchylku, jaka se objevila s digitalnim
pocitatem, mohlo vyvolat pouze zamérné spiknuti. Jeho neumérna kulturni vyhoda
spocCiva v organizaci, permutaci a vyjadreni kodu. Digitalni kdd vice nez jakykoliv jiny
Clovékem vytvoreny produkt projevuje nezvyklé viohy pro formulovani riznych druh(
dynamického vyjadreni, v€etné téch nejvice lidskych. Schopnost Stroje reprezentovat tak
genericky vzdalené aktivity jako je feC, hudebni vyjadfovani a gesta, a Cinit tak s
jednoduchosti a jasnym vyznamem inspiruje k vykresleni historické paralely s vynalezem
abecedy.

Toto Zafizeni (Machinery) bylo doposud neustale obklopené podfizenymi nastroji,
patolizaly, ktefi vérné referuji vnéjSimu svétu prostfednictvim vyuZzivani doplikového stroje
a lidského protokolu. V dusledku toho se strategie Stroje jesté vic pfiblizuje néemu
znamému a rozpoznatelnému. Coz se v kazdém ohledu liSi od vynalezu a rozsifeni
feknéme napfiklad filmu. Sou€asna zahlcujici pfitomnost médii v aktivnim stavu,
schopnych okamzité intervence, vytvafi historicky radikalné oliSné prostfedi od toho, které
existovalo kdykoli predtim. Tudiz se zda, Ze je patficné podivat se na reprezentaci
prostoru jakozto na vSeobecny kulturni projekt.

Obrazy, vytvarené pocitaci, bézné nereflektuji zkuSenosti spole€enskych véd. PocitaCové
obrazy daleko Castéji reflektuji naméty, vztahujici se k problémum véd exaktnich. Také
mohou, a pfilezitostné tak Cini, pfedvadét alternativni zobrazuijici principy. OvSem hlavni
zajem vSech véd spociva v pozorovani Udalosti, nikoliv v kompozici jejiho estetického
ramce. Musime v8ak mit na paméti, Ze princip kamery (obscury) se svym ramcem svira
nase védomi mozna uz natrvalo. Ostatné mysl — pfenosny dim naseho percepcniho
mechanismu — informuje stejny kamerovy princip, s jejimi dvéma kanaly sitnicového
vystupu.

Nas kulturni uzitek ze zkusenosti filmu, i kdyZ je bran dost povrchné, je celkem
pozoruhodny. Film, objevivSi se v okamziku jistého kulturniho vyvrcholeni, kdy hudba a
literatura vyrazné posunuly estetickou normu, rychle zpochybnil statut gramotnosti tim, ze
vsadil klin mezi vnimané a zakousené. Pouhé mistrovstvi kompozice, vyuzivajici sve
syntaxe — montaze, s jejimi zpusoby vypravéni okénko po okénku —, zpétné reflektovalo
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hegemonii psaného slova. Predtim, nez se film zhroutil do objeti kupcu, jeho kulturni
oligarchie snad navzdy. zménila nasi mysl Dokonce se mu povedlo zakusit obdobi relativni
stability — vyhoda, kterou doposud nezazila Zzadna jina forma médii.

Percepce dynamickych procesu zavisi na nasi schopnosti kontinualné vyvolavat predesié
udalosti. Napfiklad v hudbé nas kontinualni stav evokace informuje o struktufe kompozice
a veskerych kratko ¢i dlouhodobych zménach. TakZe se jedna o vnimani filmu. Na
mikroroviné je nasledné okénko porovnano s tim pfedchazejicim, je odecten rozdil a ,kine“
(termin pro ,kvantum filmové zmény“, razeny némeckym umélcem/u¢encem Wernerem
Nekesem) je realizovano v podobé pohybového kroku. Naslednost ,kine“ poskytuje
kontinuitu vnimani. Na kompozi¢ni makroroviné pfinasi kazda scéna nasi dlouhodobé
vizualni paméti jistou fasetu, a postupné tak spolecné vyspravuji celek navrhovaného
prostoru. Tato schopnost konstruovat v naSem védomi filmovy prostor je jednim z
nejskvélejsich €ind spoluprace mezi strojem a ¢lovékem. Pokud je tu inspirovany a
provokativni narativni kontext, mize tak v nasi mysli vyvolat to nejdale sahajici rozSifeni
filmové prostorové syntézy.

Pro vstup do multidimenzionalniho prostoru ze svéta svétla a stinu neexistuje zadna pfilis
presvédcujici metoda. Pfedpokladem multidimenzionalniho obrazu/objektu je kontinuita
jeho povrchu, nezavisle na osvétleni. Kompletni soubor informaci musi byt signifikantni ze
vSech smérd. V tom se opét liSi od filmu, kde jakmile je okénko vybrano a nahrano,
prostorovou kontinuitu Ize odhodit.

Kinematograficky prostor operuje se dvéma protikladnymi soubory vektor. Pokud ma byt
prostor znazornény kouli, potom prvni sada vektort pohlizi na povrch koule z bodu uvnitf
— opét nekonec€na volba. Vektory maji specificka omezeni: nemély by pronikat existujicimi
povrchy a jejich plsobeni je podminéno pfitomnosti svétla. Film si pragmaticky voli velmi
redukovany soubor celkovych vektorl — ty, které jsou psychologicky adaptabilni. Faktory
kinematografické redukce jsou ty, které souvisi s horizontalitou a vertikalitou prostredi
(jako napfiklad horizont a stromy) — v zavislosti na pfitazlivosti a pozici lidského pohledu.
Tato redukce ma svUj dusledek ve specifické oblasti koule, ktera je navstévovana a
vyuZivana coby syntakticky zdroj: oblast, kde se kamera nachazi nejCastéji.

Digitalni prostor tudiz nema zadnou generickou metodu pro pohlizeni na svét, jak to Cini
kamera se svym dirkovym/objektivovym aparatem. Digitalni prostor je konstruovanym
prostorem, kde musi byt kazdy prvek, aspekt, koncept a povrch, definovan matematicky.
Svét uvniti pocitaCe neni niCim jinym nez modelem reality, jako kdyby vidéné okem
kamery.

Lze si pfedstavit, Ze digitalni prostor zahrnuje filmové dédictvi, kromé& samotného obrazu,
ktery je v pfipadé filmu pfimym dédicem fotografie. OvSem veskera dalSi zafizeni pocitaCe
jako povrch obrazu, reprezentace prostfednictvim optiky a podminky svétla a perspektivy
jsou konstruovana v syntetické kamere, jasné neoddélitelné od tradi¢niho dédictvi filmu.
V tomto kontextu neni zadny uhel pohledu nikdy odhozeny, vnitfni prostor je otevieny
neustalému preskupovani. Pfistup k vybéru uhlt a narativnich vektoru je nekonecné k
dispozici, nikoliv pouze autorovi, nybrz pfi jistych strategiich také divakovi. Kdyz autor
jednou zkonstruuje a zorganizuje digitalni prostor, divak mize prevzit vypravéni. Pravé v
tomto bodé predepsana moc filmu mizi a divacka participace vstupuje do narativniho
vztahu.

Zvlastni moc filmu ve skute€nosti tvofi autoriv preskriptivni vybér. Jedine¢ny zpusob
vypravéni, ty nejmeéné trivialni uhly pohledu, nejméné nutné volby jsou nastroji, které Cini
autorskeé filmy zajimavymi. Neni to nic, co by mdédni demokracie mohla tolerovat, byt elitni
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a celkem diskriminujici.

Je tfeba si uvédomit, Ze pfinos Stroje nespocCiva v novém obraze, nybrz v novém prostoru,
ktery nabizi. Kdykoliv se pokouSime Fici néco kinematograficky prostfednictvim pocitace,
zakouSime urcity nedostatek v uchopeni a prezentaci celkovosti nabizeného abstraktniho
prostoru. Podobné jako v pfipadé nouzové situace filmové syntaxe (kdy nutnost spojeni
vyustila ve vynalez ,stfihu“), abstraktni prostor pocitae si vynucuje urcity zpisob
vypraveéni. Pravidla digitalniho prostoru — jeho pfechody a transformace — se stavaji fidici
silou automatické syntaktické evoluce v tomto nové ziskaném dramatickém prostoru.

V zargonu pocitaCe jsou terminy jako ,zabér ¢i ,scéna“ nahrazeny popisy ,svéta“ Ci
,SVetl“, poskytujicimi prostorové kontinuité urcité naméty.

Ve vicedimenzionalnim prostoru jiz neni jednotlivy zabér prakticky. Kazdy ,zabér” je v
pocCitaCové paméti jiz zkonstruovan jakozto prostfedi, jako scéna. Jediny zabér/scéna v
pocitaci implikuje vic nez jednu moznost, kdy Ize z navrhu scény zvolit mnoho smérd,
mnozstvi narativnich vektord nasmérovat riznymi sméry.

,Zabér* ve filmu naznacuje nespojity uhel pohledu. Jeho narativnim ucelem je elminovat
dalSi mozné cesty. Zatimco ,svét* v pocitaci obsahuje nekonecnost nerozdéleného
prostoru, jesté nerozc€lenénou do uhli pohledu narativniho postupu.

Co je tim, co nas nuti tento ,novy“ trend definovat? Je to nase touha nastrazit na divaka
spektakl, proti némuz neni zadna obrana prakticka? Dostali jsme se do bodu, kdy se on i
ona, divaci, konec¢né stali vnimavymi k novému druhu spoluprace — a nabizeji nam
pomocnou ruku? Dopada na nas okamzik, kdy se rodi novy zanr? Anebo potfebujeme
zcela protikladné usuzovani?

Mozna je tento novy nabizeny prostor ,necentrickym® prostorem bez koordinatd. Podle
toho by bylo mozné tento popis aplikovat na narativni prozkoumani takového prostoru.
Necentrického. Zadna jedine¢na cesta neni vhodna, &i kone&na. Autor se stava antickym
vudcem, se svymi instikty a obnoSenymi schématy, o nic bezpecnégjsi Ci jistéji stojici nez
divak.

Nutnou podminkou necentrického prostoru je naprosté odstranéni gravitace. Neexistuje
Zadny ohled na tradi¢nim smérovani: Zadny jih, sever, nahofe €i dole. Prostor pfed nami,
bez destinace, nema zZadnou zvlastni prioritu kromé situace, kdy se prostor vzadu proméni
v nebezpecénou zbénu, horlivé sledovanou ve zpétném zrcatku. Vektorem veSkerého
vyznamu je Udalost. | kdyz se velmi dlouho nic nedéje, pfibéh, ktery takovy prostor
vypravi, kdyz kone¢né zacne vypravét, muze byt minimalni, je ovSem vzruSujici. Jediny
vektor mifici k udalosti.

Ovs8em, co je tou udalosti? Udalosti je nyni. Poslouchejte pozorné: kazdy bod v prostoru
generuje néjaké nyni. Nyni je sférickou udalosti, rozSifuje se a zvétSuje, vysilané z
kazdého bodu v prostoru. Jedna se o kontinualni proces. VZdy je tu nové nyni. Prostor je
vyplnén stale se rozsifujicimi nyni. A v mziku je cely prostor hustym interferenénim
vzorcem nyni! Udalost stoji a pada s jednim predpokladem: generace nyni ma byt
synchronni udalosti: | body svételné roky vzdalené musi nyni generovat nyni!

Ve Frankfurtu nad Mohanem, prosinec 1992.
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PRILOHA I/
6 ROZHOVORU

Do této sekce zafazuji rozhovory z let 2005 — 2008, s lidmi, ktefi byli, a dosud jsou, v
pfimém kontaktu s Vasulkovymi, a ktefi hovofi o riznych aspektech spoluprace s nimi.
Jedna se o spolupracovniky, “dvorni teoretiky”, kolegy, pfatele a jednoho zaka
Vasulkovych. Rozhovory jsou ponechané v pavodni anglické verzi; domnivala jsem se, ze
takto Ize 1épe zachovat charakter jejich zpUsobu vyjadfovani. Rozhovory doprovazi
komentare, obsahujici stru¢nou charakteristiku rozhovoru, v€etné vysvétleni okolnosti a
ddvodu jejich vzniku, pfipadné muj vztah k dotazovanym. Jsou zafazené chronologicky
podle doby vzniku a uzavira je pfepis (skoro) monologu Woodyho Vasulky.

Rozhovor s Geraldem O'Gradym
(12. fijna 2005, Boston)
Situace 1: zaméstnavatele Vasulkovych, archivare a interpreta jejich dila

Rozhovor s Gene Youngbloodem
(6. listopadu 2005, Santa Fe)
Situace 2: pfitele Vasulkovych a interpreta jejich dila

Rozhovor s Danem Sandinem
(8. kvétna 2006, Chicago)
Situace 3: Pritele Vasulkovych a kolegy, pracujiciho se stejnym “materialem”

Rozhovor s Alfonsem Schillingem
(16. ledna 2007, Viden)
Situace 4: Pritele a raného spolupracovnika Woodyho Vasulky

Rozhovor s Arnoldem Dreyblattem
(8. prosince 2008, Praha)
Situace 5: Zaka a pfitele Vasulkovych

Rozhovory s Woodym Vasulkou

(Cervenec 2008, Santa Fe)
Situace 6: Woody, pozorovatel sebe sama
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Rozhovor s Geraldem O'Gradym
12. fijna 2005, Boston

Geralda O'Gradyho jsem jela navstivit do Bostonu kratce poté, co jsem dorazila do Spojenych statd. Byl to
muj prvni vylet, ktery jsem v prabéhu své chicagské staze podnikla, a jeho cilem bylo ujasnit si dalSi smér
vyzkumu. Gerald se jevil jako idealni pocate¢ni bod: védec, ktery sleduje dilo Vasulkovych jiz od
sedmdesatych let, a ktery o nich nedavno publikoval rozsahlou studii. Gerald mi vymyslel program na celé tfi
dny mého pobytu. Kdyz jsem pfiletéla, jiz na mé ¢ekal v mém hostelu na Friend Street. Vzal mé na pivo do
nedalekého baru Beer Works, kde jsem se seznamila s Johnem Minkowskym, zakem Vasulkovych a jednim
z prvnich kuratort videoartu; také jeho studii jsem pak zafadila do vasulkovského €isla lluminace. Dal§im ze
skupiny byl Walter Wright, hudebnik a inZzenyr, ktery pracoval s Vasulkovymi v The Kitchen a pozdéji mimo
jiné spolupracoval na vyvaiji digitalniho pfistroje, zvaného Artikulator digitédlniho obrazu. Trochu smutné
vypravél o tom, Ze dnes hraje v klubech nékdy tfeba jen pro ffi lidi. Ostatné vSichni pUsobili tak trochu jako z
jiného svéta. Dal8i den jsem $la s Geraldem a Johnem na obé&d do jakéhosi hotelového baru, kam nas
pozval Fred Barzyk. Celou asi hodinu a pul vypravél (dodnes lituji, Ze jsem ho nenahravala) historky, to€ici
se okolo historie experimentalni televizni stanice WGBH v Bostonu, kterou zalozil a kde pusobil v dobé jeji
vrcholné slavy jako programovy feditel. Byl to on, kdo pozval Nam June Paika, aby tam — ve spolupraci se
Shuya Abem — vytvofil svij slavny video syntezator.

Dalsi den mé Gerald vzal do MIT, kde pUsobil trochu zmatené, a kde jsem Zasla nad demonstracemi
vyzkumu s pohyblivymi zvifatky z lega, interaktivnimi rostlinami a tak dale. Posledni rano mé vyzved|

v hostelu, dal mi néjaké ¢lanky a Casopisy a jel se mnou do mésta. Nakreslil mi pak mapku metra, kudy mam
jet, bal se, abych se neztratila, a poslal mé do Centra sou¢asného uméni. Dostala jsem také neocenitelny
material v podobé nacrtu Geraldovy planované publikace o Vasulkovych, s odkazy na ¢lanky, konference,
prvni kritiky atd., jehoZ prostudovani mé ujistilo o tom, Ze jsem teprve na zacatku. John Minkowski mé pak
provedl harvardskymi muzei a dal mi par rad ohledné vasulkovského vyzkumu. Svéfil se, Ze ma evropské
predky, z Polska a Ukrajiny, a také mi, uprostied muzea s historickymi malbami, znenadani fekl, jak nesnasi
Ameriku. John sdili pfesvédceni, Ze Vasulkovi jsou duleziti a pfehlizeni. Nesnazil se mé jako Gerald
presvédcit, Ze nahliZet jejich dilo perspektivou souasnych teorii pohyblivého obrazu je hloupé nebo spis
marné ¢i nesmysiné. Ale dost mozna si to myslel.

Rozhovor, nataceny na video, probéhl v jedné z opustnych u€ebnich mistnosti na Harvardské univerzité, kde
Gerald dfive pusobil na Katedfe afroamerickych studii. Otazky jsem mu dala k prostudovani pfedchozi den,
a on pak na jejich zakladé odpovidal.

Could you tell me at the beginning how did you meet Woody and Steina and how you
became interested in video art?

| started the program in Media Study at the State University of New York in Buffalo. | was
teaching once a week and flied into New York to teach at the New York University, which
had just got the permission to have the first PhD. program in America; it must had been in
the late 1978. It was called the Graduate Department of Cinema Studies and | was
teaching one course there first, the History of Dreams, which was what nobody else has
ever taught in the world - as far as | know -, where | was looking at, from the early history
of film, how dreams were depicted. | became quite an expert in dreams and spent a lot of
time in dream laboratories where they studied people sleeping, looked at the physiology
and all the equipment used to record; that was one in Boston here, and still is. So | was
reading everything on dreams and | was not so much interested in interpreting dreams as
Freud and Jung were, but in how dreams took place in brain as another form, it was similar
to film and video.

Then they wanted me to teach a second course, and | was saying at that time: “Look,
television is important, video is important, and to have a film department is obsolete and
we should have media departments, like mine, and you should include the new image
making equipment.” And | said “Look, | will teach a course on video and seminar for the
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students who are interested, and what | will do is to take the students to meet the artists
where they are making the work,” and | did, | took all the students, 20 students, and we
were traveling by subway to meet the artists, and talk to them, and they would show us
some work. They show us some equipment, tell us how they work, talk about how they got
involved. So, one of that people, | did not know them. were The Vasulkas, and | met them.
It was down at the 14th Street or somewhere, and we talked, and | did record the
interview, - | still have the tape of it -, and we liked each other.

| was trained as media scholar through two PhDs, so | learnt the whole high Islandic,
whole high German, | was scholar in the 13th and 14th centuries, and then | had got
involved in the media. And for that reason, because | had gone to Oxford and had a
degree and PhD, people said, “wow, if scholar of that kind is interested there must be
something into it”. Because | had my own field to get back to it and | was a nice person, |
was always dressed in suit and tie and everyone liked me. | admitted that | did not know
anything about it, but | said | would do the best | can.

| was teaching at the place that was giving the first degree and PhD ever in that field, and
in fact | was on the first board to exam, to the first PhD, because | had PhD in another field
and in the United States you cannot teach unless you already have the PhD. So, this was
the context. | mentioned that because The Vasulkas and all the other artists of that time
were just delighted to have someone interested. Woody had never had anyone to be
called about, and they suddenly had the professor who said, “you are important and | will
pay you 500 dollars”, and so obviously they liked me. They had never had an exhibit, they
were totally unknown. So that is how | met them, and then we met few more times, just
because we liked each other and then | invited them to join me in Buffalo. And they at that
point from the strange reason, | do not know why, decided that they did not want to be in
New York. And they talked about it. They talked at that point about moving to Island and in
fact they were in Island all that summer. | talked to them on the phone and | said | did not
really have a job, but | said Woody can come and give lectures, just to people in the
community, nothing at the university.

At the university, | was also the director of the communication centre, which served all 128
departments, history, medicine, agriculture, etc. We made the slides and the projections,
we were designing a system to connect all of those to a sort of extractional (?) television,
so that we could transmit signals from one building to another. So | said to Woody, | can
also give you a job helping me with that. It was a kind of stupid decision, because Woody
didn’t know anything about that, and he was totally uninterested, but | was able to give him
some money, and then he gave these first lectures at my foundation. | had Centre for
Media Studies, which was not engaged in degrees, but then | also had separately my own
community center, where we showed films and videos and electronic music and
photography and gave workshops. They just paid a fee and | gave them access to
equipment. So, they came and Woody then gave the three lectures that lasted about 3 or 4
hours each, and | recorded them. And John [Minkowsky] transcribed them. John was the
student of us at that time, he was then 17 or 18. About a year ago, for this publication |
was planning, John transcribed it, he knew who put all the questions, etc.

And then | proposed to my colleagues - | had had two colleagues, who are now
internationally known filmmakers, Paul Sharits and Hollis Frampton, - | said to them “look,
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since | started this”, it was the department of Media Studies, and they wanted to hire
another filmmaker, and they had no interest in video at all. | mean they thought it was a
nonsense, the images were blurred, you know, it was nothing. But they finally agreed, they
said they let me do it. | was the head, and | always decided the things democratically, |
said, “you know, if Woody doesn’t work out, we just take them leave, and let’s try it”.
Steina was not the member of the faculty, only Woody, but she kind of took workshops at
my community centre and she helped Woody teach. Woody began teaching at home
which was fine for me, he was at his studio and students went there.

Then | had the summer school, which was the only one in the world, | brought 60 students
from all of the NY state, and they had to make something in video, photography,
holography, electronic music, and computer generated image. And then we had 6 shows,
where all these students would come and show us something, there was nothing at
schools, they would have done it at home or somewhere. We would choose 60, between
15 and 18 years old, and they would then come and spend 6 weeks and lived there, get up
at seven in the morning and work all day on their own projects, and then every night |
would have lectures, on video and experimental film. (...) | did that for 20 years. | mention
that only because Steina also taught in those, in the summer she taught video to summer
students.

Woody then taught on the theory of video?

Woody lectured on the theory of the electronic image. The transcript [of Woody's Media
Study Lectures] has about 200 pages. He was just beginning to try, he did not know the
language yet very well, he tried to invent some words to convey this new world of what he
was trying to do. For me they are the historical lectures. It was just the first attempt to talk
about what to do. No one had ever done that before. There was the problem of just
founding the new terms. There is a lot of questions.

And then | persuaded my colleagues to hire Woody as an associate professor and it was
very good to them because we paid very, very well, and they got very good health benefits
both, and they got very good retirement benefits, at that time it was very good job,
because they only taught like six hours, met two afternoons a week, three hours each. So
they stayed six years.

Who were the other people at the school?

Tony Conrad who came just after Woody and James Blue who was documentarist. And it
was later, when Woody left, when | hired Peter Weibel, because they wouldn't let him
teach video in Austria. There was no kind of experimental school, he was teaching
painting, at a fashion institute in Vienna. | met Peter in Washington, he was there
representing Austria. He showed film that | liked and | talked to him and asked him how is
it in his country and he said, “you know, | can’t teach at schools”, and | asked if he was
coming and he said, sure, so he came and he kind took Woody's position. Later |
introduced them, he visited Woody in Santa Fe, so eventually they met through me and
they became friends.

How long did the Buffalo period last?
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| started it in 1973 in the community that later started the art university, it is still there, but
then Hollis Frampton died, James Blue died, Paul Sharits died, so they all three died very
young. Tony Conrad is still there, Peter went back. As soon as | brought him [Peter
Weibel], everyone was saying come and start a school here, we love you and what do you
want. Peter said to Vienna, “I'll take this lab and one thousand dollars to buy the
equipment”, and then Frankfurt came, and Peter went there and next to Karlsruhe.

The Centre of Media Study still give degrees, but it’'s more now in terms of digital design.
Now they teach the design, a kind of commercial and that’s what students want, that they
can then get a job. | do not even think they teach experimental film any more. Tony Conrad
is still there. | defended the man whom they fired, and he committed suicide and they
treated him very poor, it was Paul Sharits. So | left.

Since then you have been following Woody and Steina's work.

Yes, since then. They had actually had the first public exhibition in Buffalo in a student’s
room. When they made anything they always gave my center copies, so that | have a
complete collection for myself. So then | saw them all the time because | traveled to Santa
Fe and at the beginning they came to New York and | came to Prague to see Woody's
exhibition opening. But it never occurred to me that | would write on Woody. Or even now |
don't know if | have the capability.

So why did you decide to write that essay [published in lluminace film magazine in 2006 in
Czech]?

How this happened... It is the first thing that | have written on video and The Vasulkas. |
am much more apt to write on Jan Némec's films, or FrantiSek Daniels', or Véra
Chytilova's. Because it was all the narratives and | came from the literary background. So |
never tried, | have never made anything with video.

Your essay is interesting because it is written from a different perspective. | think that you
tried to offer different possible perspectives, from linguistics, cybernetics or computer
science to sociology and anthropology. It seems to be a summary, on one hand, of the
research road you shared with The Vasulkas, but on the other hand it could be perceived
as an outline or guidance for other possible interpretations in the future — was it meant in
this way?

| wrote that to Jean Gagnon in Langlois Foundation, where Woody had already made an
agreement to put everything in his archives. They said they would like to put something on
Woody on their website and asked me if | would like to write an introductory essay. And so
that's how that happened. And | sent it to them and they said, “you know, it's much, much
too long, we just wanted something what would said something about almost each tape”.
And | said | can do that, and they said: “would you just come here and you can do that
whenever you want”. So they brought me there to work on two tapes, The Commission
and Art of Memory and to do the CD-ROM, on which we would have text plus photographs
plus sound plus other people's tapes that | would combine. That's how that essay got
written. They do not want to put it on the website because it's not what they wanted. |
mean, it's just another long essay. I'd send it to Woody and Steina, of course, and asked
them for any comments, and they didn't say it was good or bad. | just wanted to make sure
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there were no errors. | think they read it, | think Steina did, but | am even not sure that
Woody read it. | did interview Woody recently on those two other tapes, and made a long
audio tape; they have copies and | have copies. We talked about how he did Commission
and how he did Art of Memory.

And then | should say that you and | probably fundamentally disagree. | would say that
most of the other questions | can't answer. That doesn't mean that | would not be willing to,
but they are very difficult and | would have to spend a lot of time with them — which | will
do, give me a month — because it's very difficult. | had no pre-conceived idea, | just started
as | always do, with the work, and looking at these tapes many time and very closely,
making notes. And then because my main interest is to try to say what these artists are
doing, | gradually come to the extend that | read, | find the context that seem to me that
people should look at, you know, not put it down as a theory and say: “this is what you
must do”, or “this is the model for other scholars”. No! | am totally uninterested in that. | am
interested in the artist, not in the artist and his life, | have no interest in peoples lives, only
as it relates to their work. | am basically interested in analyzing their work and then
bringing to it whatever | can. | thing they [The Vasulkas] are very contradictive, they don't
really have a system, that's my experience (...).

I had no model. | didn't want to say that this is the way other peoples should look at it. In
general, | think that you should put the things in as concrete historical context as you can.
See, | am not so interested in Deleuze and theory, | am interested in who the filmmakers
read, what, who else he saw, these kinds of questions. So, when you say, could | see it as
an outline or guideline, no, | had no intention. | just tried to do the best that | can to say. |
have no idea of how many connections there were. | just wanted to say that to understand
the Vasulkas, 1-2-3-4 or this other work, this is the kinds of things that | think you should
read. | wasn't saying that this is the way everyone should do it, but this is the best | can do
it. I've seen the works, I've read everything | can, I've looked at all the interviews, I've
consulted that with them, this is the best | can do. This is my whole approach, it is process-
oriented, like Woody's video. It's totally in process and there is nothing to do with creating
model, with giving advise, anything. | just read a lot, but | am not a kind of thinking, “well, |
have to bring it to anthropology, sociology”. It's the method. | am writing that way, it's all
over the place. | am the least theoretically oriented person.

Let's go to the frame. You say: isn't the frame in video only accident, coincidence, or the
result of the competition or imitation of film? Is the non-existence of the solid frame in
video the main feature which distinguishes it from film?

That is the question that | would have to think about for hours. So, my own sense is that it
is not certainly the main, it may be the one. And there are many differences between film
and video. Woody would talk about hours on that. It is not the question of yes or no.
Woody was famous at that period, he published his essays in Afterimage, his visual
essays. Very few other people [were interested in that], Walter Wright was one, but he was
working for Woody, Jean-Pierre Boyer was another. And you could name hundred video
artists and none of them was interested in what the frame is.

Did he share this interest with experimental filmmakers?
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They had discussions, but that's again the thing what everyone things, because | had all
that six brilliant people in Buffalo, but Paul Sharits had no interest in what The Vasulkas
would do. They would go to see their work, Woody would go to see Paul Sharits' work and
he liked him but he had no idea how he was making his work.

They were not discussing it?

No, no, they were all too much busy with doing their own work. Hollis Frampton, he was
interested in computing, and had joined Woody to do what was called the digital workshop.
It was the first course in the country, | think, where we would explain the digital to students,
in what Woody and Hollis created. But Hollis's films had totally no interest in frame. This is
the kind of misconception that | read a lot. And this is one of the things that | confronted
them in Karlsruhe, | said, you should call this show “Mindsets”, meaning six very different
people; they just happened to be in Buffalo, but they were each one in their own mind.
Peter Weibel has no interest in frame. Peter is total theorist, as was James Blue who was
great documentarian. He and Woody they were great friends but James wouldn't be
interested for five minutes in that. They were all friendly and they were competing with
each other, it was a great time but they each of them taught what they were doing. There
was no program.

But they are somehow seen today as a group.

This is what | tried to say to Peter Weibel, “let's make sure, | will write the first five
paragraphs saying that it is not a group”. None of them was interested in being a group
either. So, this is the problem.

The frame in video, as Woody tried to demonstrate, was that the engineers who wanted to
capture something that they would transmit, so eventually it came out of television,
engineers, the physicists who created the system of the frame for the electronic. And it is
totally artificial, it is not like the film going through and recording frame by frame, the
succession of images. It is brilliant solution, but it is totally artificial. It is total illusion, and
everyone saw it just like film. It was totally different. And it is not just the frame. It is
different in many ways. You are dealing with the problems with which Woody spent his life
time. And he has only scratched the surface. And he is one of the few who have. Almost
no one else had done anything. Woody has made some progress. And he would love to
have colleagues, but he doesn't have any. Woody goes and visits Werner Nekes
occasionally in Germany who is interested a little bit in that, but | can't think of any other. If
you said to Woody, “here is the money, take it and go to talk with whoever you like about
the frame”, Woody would say but | can't find anyone.

So there were no other video artists who would be interested in theory as much as
Woody?

Woody was not interested in theory, he was interested in absolutely the material problems,
how electronics works to create an image. And he finally went back to pinhole camera, to
the camera obscura where you just have the hole in the wall and the light comes through.
This was discovered in Renaissance, by Leonardo da Vinci and others, and then they
looked and they saw the image on the wall upside down, and they said: wow! So Woody
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realized that even in film the central was the image from the beginning.

Than began to take the young designers and paid them to work for him to create some
electronic instruments. They knew nothing about art, they had no interest in art or in
image. Woody just said “look, can you modify the signal so and so”. And they would do it
and then Woody would use it, and Woody would explore it and see what they could do.
And this was his great love. He had no idea what the machine would do. So he has then
created this concept, but no one else worked that way. He said, “I just tried and | had no
idea what it is going to be”. It's not like Fred Barzyk who was talking about the chance, or
John Cage. But he said “look, | would be just going to see what they can do”. And
occasionally they would make a tape. You understand that they began as documentarists.
They began just going out and shooting the concerts with Portapak.

But still in their documents the experiment is present.

No, it is totally non-experimental. All their work was just like someone going out with the
camera and photographing all the events, but from the different perspective because they
came from the different countries. They made the early tapes of gay parties, and kind of
off- Broadway world, people who were freaks, and unusual. But they had no equipment to
process them. They modified it much later. At that time there was no equipment to modify
it. They were learning how to use the camera. This was Woody basically in the beginning,
Steina wasn't interested, Steina wasn't shooting. And it has become known as The
Vasulkas work but Steina didn't do it. They just found these unusual people. And they had
no idea what they were taping. And now people come to them and ask: “do you have the
tape of a woman called Jackie Curtis”, because it is important now.

At that time the popular culture was not important either. People were interested in
masterpieces, in the history of art. And Steina herself, she played the classical repertoire.
She was not composing electronic music. Later she has used video to modify her violin,
but all that's later. So | think at the beginning they were just learning how to use the
camera, and Woody himself at that point had no idea of the frame; or how the frame was
made. And this took the period. And he read everything and talked to engineers. This is
what | admire him for. And this is what was his great contribution, but no one has written
about it. John [Minkowsky] might be able to talk about it, he was trained by all these
people, he was 17, and he then became my video curator. He probably had a thousand
shows over twenty years, each time he saw the work, wrote about it, advertised it, met the
makers, entertained them, let questions and answers, so John might be able to do it. But
he is the only one that | know even living now (...).

This is the truth, he actually saw all the work. And John also saw all the community video.
That was just what was going on. And that's what he did. He is the survivor. And | saw
most of it, but | was administrating and doing what was on panels, and | wasn't like each
day sitting and looking at tapes, that wasn't my function. | was getting people to make
them and getting people to write about them. But | was not doing it either.

So the frame in video is not the accident, or coincidence, and it is not really the result of
the competition with the film. It is the result of trying to find a form where you could take
the film and transfer it into another kind of electronics so that it could show. So the people
who designed it, the engineers, were not just interested in film at all. They were interested
in how they could take the film and transfer it into the form that it could show in the
television.
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And when you say that Deleuze says that the film happens in the brain, you know,
everything happens in the brain. This is my other field. | am really in a great detail in
physiology. | actually spent time studying the dreams. From the interest it came back in
looking at all the equipment. In the dream lab right now we take eight people while they
are dreaming, you know, everyone dreams every night, and you have a kind of one two
short dreams and a long dream and then you wake and your blood and everything
changes each time. You take the pulse rate, you take the flow of blood, you take the
alphabet of waves, (...), you take the genital activity and you take the temperature how it
changes. And at the end of an eight-hour dream, when one sleeps over there in the
Massachusetts hospital, there is ten pounds of paper from one dream. You can watch it at
the monitors, and then it takes six months to analyze one dream. We are not interested in
what one dreams, we have no interest in what's in the dream, we try to find out how the
brain works.

It is a kind of related in a way to what Woody does, but Woody is totally uninterested. But
he is very much interested in the equipment and how new changes make. | am involved
now in the project in the languages, it's called “Language Acquisition”. How the children
learn to speak. And now what they are doing is when the child is born, they put a little
recorder around, and from the moment they are born for the first five years they just record
every sound. And then they look and see how and when they use the first word, how they
begin to understand. We would not been doing that kind of research unless we have
invented the transistor. So it's all just related to the new development in technology in our
lifetime, but that is a kind of my general field, the technology and culture, but | have no
colleagues either, there is no one | can talk to, because no one is reading in these kind of
details, no one is interested. And they say look it will probably take another fifty years, and
it will probably take another fifty years for the next step.

You say that the most important theoretical views come from the philosophers and film
scientists, like Raymond Bellour.

| think that Bellour's is the best attempt. But for me it doesn't get into what Woody was
doing. | was talking with Woody about that dancer, Daniel Nygren, and Woody had made
the tape at that place we were talking about today, in New York, and taped the dancer just
straight on, without processing, and then took it and put it into the Art of Memory. Because
| said to Woody, “who is that guy that appears, what is he doing in there”, and Woody said
“oh, this was the tape | was doing in the 1970s, | always liked it and | took the man who
looked like a woman”, and suddenly with the Spanish civil war and Russian soldiers and
Oppenheimer there is Daniel Nygren about whom Woody happened to make the tape
years ago. And that is the way Woody works. | have to be faithful, and | always ask
Woody can | see the original tapes and then | look at those. So it is always for me the
process. And there is no end to it. | am interested in the materials.

Raymond Bellour made his reputation as one of the first people who analyzed the film.
And he was good, he took this kind of assignment of The Art of Memory, but... And
Yvonne Spielmann she is more interested in how it changes from analogue to digital and
to me it says nothing about the work and it's just an another theory.
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What we had in our school, every night we showed films from the whole history of film,
features, documentaries, etc. And we called the concept inventory, we just wanted the
students to see every possible way how image and image, and image and sound can be
put together. And the concentration was just on: “look carefully how people put the images
together”. And that was what we were doing, that was the process.

Then you ask, is it possible to see video art as a kind of place where the cinema and
cinema science could see its development and its gaps.

See, most people making video art never thought of cinema. It was like that somebody sat
down in the midnight and they were smoking, there was very much the dope culture, and
they would see the snow and would like to watch the television snow and they were not
thinking about the history of cinema or what Foucault was in.

And when you keep saying, is the horizontal traveling something specific only for video art
of The Vasulkas?

| have to look again, and | think that not, because | remember like showing the work of
John Reilly and Nam June Paik, or Ira Schneider. Woody first saw this kind of concept in
San Francisco, that was the first time he saw these multiple monitors with the images
going across. It depends on what do you mean by horizontal traveling. It is the main
feature of 1-2-3-4, but in the next work is something else. What they would do is they were
getting various machines, they paid different designers to modify the electronic material.
Woody would then experiment with these and see what was on his monitor and then he
would say, “oh, now | am trying this effect”.

Your term “spherical knowing” seems to be a kind of suggestion of a synaesthetic
approach to video art criticism. Is it the term which expresses the approach of early video
pioneers as well as the instruction how to apprehend it?

Writing about “spherical knowing”, | was not thinking of synaesthesia. Woody was not
interested in synaesthesia, he was interested in image and sound, and then he was
interested in creating — which he did with Alphons Schilling — in kind of these round globes.
And that was something just discovered. They were like two little boys, playing. And they
had that round objects, instead of the monitor. It was all experimental. There were just new
kinds of images. | think it relates to that concept of trying to learn as much as possible
about everything. Since Woody's work was not shown then, no one of the artists could say,
“I would try to do what The Vasulkas were doing”. And | don't even think that Woody would
be interested in showing it. So spherical knowing is the attempt to use all the senses, not
necessarily all together, since | have written the article | have already found six seven
people who used the term. It is my own term. It is my very first attempt and | use this term.

Basically Woody get interested in how you could modify electronic materials — and he
always used this term, he didn't use the term electronic image, or expanded— he just said,
“‘what we have in front of us, gentlemen, is electronic material and we found out that with
the little machine we can change the color, we found that we can slow it down, and we
found out that we can make it travel horizontally”. And Woody often had said to me, “I have
no interest in art, | am not the artist”, Woody wasn't like saying, “oh now | would take this
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down to the gallery and have a show”; and there was no place to do that. So he was
involved in the problem of the electronic materials and went as far as he could.

When you ask this question: how did they orient their research...

If you want call it that, they don't have a research program - Woody is just saying, “this is
the new piece of material that | can play with”, and if you said to Woody | will hire three
people tomorrow and what would you want them to do, no, he enjoys getting up and
looking at what he is doing, and then he makes the tape and he says, “yeah, that is O.K”.
And he doesn't realize that it is going to be important, that people are going to collect it
twenty years later. And then Woody is added to that kind of idea — which is the problem
that | tried to explain — that the machine hardly creates, and people say, “no, no, machine
doesn't, man can program it’, and Woody says “no, no, but what do you mean, we have to
be careful, you take the action and you have no idea what they [the images] will be, and
they suddenly are there, and you didn't do it, because it wasn't your intention, it wasn't
your purpose, it's not your research program. It's just that the machine did this, and then
you find out that was because there was the bad connection”. Other artists worked
differently. He is interested in the process and now he is carrying it further into the digital.

Most artists are uninterested in technology. They go and say, “how do you shoot
something”. Woody is just moving where suddenly you have the round space, with multiple
cameras, this is what | was trying to say: “Look, this is the new kind of thinking in video. |
had seven gaps in it that | would like to go on and | don't say that it is in any way finished”.

| would say everything is possible. Almost in anything you could find some comparison.
And then very little is probable. If you are just interested in saying something possible, you
can say anything. If you were interested in saying something probable, you have to be a
little bit more careful and say it is probable, because Woody Vasulka met Raymond
Bellour, and so on. First of all you would have to explain what Deleuze means to Woody
and he would be totally uninterested. But | think you should make your own theory, I think
it is much more interesting for you. And | even do not like the word theory. See, my
concept of intellectuality is like a gun shot, | don’t want to put the things into the boxes
where each one has the box and you put black here and red here. | want a gun, and | want
to shoot something and let explode it, that is my concept, to explode, and to put in all kinds
of fragments that you have to rearrange, and to help open. There are interesting questions
but the ones that | have to think about, like virtual and the real. You would have to say
what real is. Because the most physicists say the real is just the collection of atoms.
Philosophy is making distinctions and saying what does this mean.

Karen Mooney in the article Gerald O Grady: The Perspective from Buffalo (In:
Videoscope, 1977, Vol.1, No.2), called the Center for Media Study “one of the most
elaborate and comprehensive media programs in the world”. She mentions your term
‘mediacy” (as a kind of alternative to “literacy”), defining your approach at that time, trying
to provide the tools for appropriate functioning in communication society. Where have
these ideas evolved? What are the current tools for orientation in this medialized world?

That was simple. | did invent that word, meaning that everyone was saying that people
have to know how to speak, read, literacy basically. And | said we should have the term
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mediacy because in the future everyone in the world will have to be educated at least in
understanding the images, maybe not making them but from my point of view the best way
of understanding is to make, to be involved in the process. | absolutely believe that you
have to handle the materials, children should be doing this, every time. (...) For the people
media means newspaper, television, and now they are trying at every school to teach what
they call mediacy. In this country you don't have an access to the equipment. There is no
one interested. Half of the world has never used the telephone, and one third of the world
has never gone to school. | just see it as a human need. That is my different commitment,
to teach the children using technology. | have just bought the book today, it is called Info.
Then it moves into the area that is virtual. These are the kinds of thing | read, it is like
eating coffee, drinking breakfast. There is just the department called Informatics, they have
nothing to do with the art, they are interested in how information flows through society, and
for them every sound is information, every system in the whole world is information based.
And it is marvelous view. This will be a new approach. This is the first book | have seen
and | will be reading it tomorrow, and try to figure out if it can give me some gun shots. |
like Woody at that sense, that underneath of all that we share is a kind of common sense
that is not oriented in theory. Woody is doing very specific, important work in frame, but he
is not theorist, so this is the problem.

My best advice is, don’t get it write, but get it right. Try to do what is true, not just possible,
but probable.

S Geraldem i Johnem jsem pak zlstala v kontaktu, s Johnem pfes email, s Geraldem telefonicky. Gerald,
ktery mimo jiné pfipravuje knihu o Marshallu McLuhanovi, propagatorovi celosvétové propojené ,globalni
vesnice®, odmita pouzivat email, pry dokonce ani nevlastni pocita. Pozdéji jsem se s nim setkala

v Karlsruhe, kdyZ tam probihala vystava Mind Frames. Ztracené bloumal po chodbach ZKM, ve Spinavé
kosili, hledal xerox a vasnivé kopiroval, mily Gerald, ktery pak odesel bez rozlou€eni a odletél zpatky do
Buffala.
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Rozhovor s Gene Youngbloodem
6. listopadu 2005, Santa Fe

Rozhovor se uskutecnil v Santa Fe v listopadu 2005. Travila jsem v Novém Mexiku par dni na navstévé
Steiny a Woodyho. Gene Yougblood s Woodym mé vyzvedli naveler v hostelu na Cerillos Road, kde jsem
bydlela. Na cesté v auté diskutovali o moznostech vysokorychlostni internetové konverzace a zpusobech
posilani pohyblivych obrazu. Pozdéji, ve ztemnélém salénku hotelu, v ponékud spiklenecké atmosfére,
objednali tfi Margarity (Woody pfitom Zertoval, Ze kdyZ za¢nu pracovat pro jeho projekt databazi, budu moci
vymeénit svUj patnactidolarovy hostel za takovéto Ctyfistadolarové misto, takze mi zjevné predpovidal sladkou
budoucnost). Kdyz Woody svou Margaritu dopil, opustil nas, a ja zlistala s legendarnim autorem samotna.
Sundal si svUj plstény klobouk a ocekaval mé otazky. Chtéla jsem s nim mluvit o historii, ale on radéji hovofi
o (utopické) pritomnosti. Jeho styl mluvy se staval vice a vice diraznym a nadSenym, ¢im vic se dotykal
aktualniho déni. Ma Sarm a presvédcivost revolucionare; kterym asi jistym zpUsobem je.

Zkracena verze rozhovoru vysla v €asopise Umélec (2/2006) pod ndzvem Pokud diskurz neni utopicky, neni
dostate¢né radikalni.

Your book Expanded Cinema published in 1970 has become legendary and is considered
the first book on video as an art form. The term itself, “expanded cinema”, is still being
used to refer to artworks that in some way attempt to expand the criteria of classical
cinema.

Yes, it has become generic. | am very happy about it.

What is the origin of this term? Is it the term which you invented? There are some
speculations about the origin and for example Peter Weibel stated that it was he who had
started using it first, already in 1967.

You know, | honestly do not know where | got it. | don't think | invented it. | have this vague
memory that | read it in the column of Jonas Mekas. He used to write for The Village
Voice; that’s where | think | got it. But | am not sure. But | don’t think | invented it, no.

So, why did you choose this term?

There were two reasons. One was just about video, that in large understanding that
brought up in moving image can be expanded; but in that sense | wasn't thinking about
installations or immersive environments. | was just thinking about one screen, but things
that video could do would go beyond film, just looking at one screen. And then, of course,
you could have more than one screen which they did in film from the very beginning, there
were multiple screen projections in the 1900s. So, in that sense, video just makes it, |
suppose, easier to do environmental projections, but it was real, everybody did this as
soon as it was possible in the history of film. So, it was video as continuation of the moving
image, not dramatic narratives, but experimental films or documentaries.

So do you see video as the continuation of experimental film?

Oh, yeah, sure, moving images. It doesn't matter where they come from, you just have the
screen and you are looking at some moving images.

So, you do not think there is something specific in the medium of video?
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Oh, yeah, of course. Sure. But at the same time it is still the continuation. There is
something specific in everything. But it doesn't mean that it is not the continuation of
something.

In your article from 1984, written for Ars Electronica, called A Medium Matures, you said
that there is nothing like video art, that video belongs entirely to the history of cinema.

| think what | meant was, you can best understand it, if you want to understand it, than you
have to put it in the historical context of the moving image. If you want to have a critical
assessment, some kind of reference, what is that gonna be? It's not gonna be painting, it
can only be the moving image.

| think that there is the gap between film scholars and people who are interested in video.
There are not so many people interested in film, who would be at the same time interested
in video. (...) So, you believe that video belongs more into the history of independent
cinema?

No, | use the term moving image. There is a surface and on that surface there are images
that move. So, in one way, we do not ask where they come from. You just look at it and
you say, is this different from what I've seen before. Then you can ask where does it come
from. | like that people care about the phenomenology of the moving image, it keeps on
evolving, it keeps moving ahead, you know.

But | don't care if it's video or whatever, it happens to be video at the moment, but.... You
know what | am saying. This argument between film and video, it's ridiculous. And it's
ancient. It has been going on for 35 years. It is not even taken seriously any more.

But still I think that film theory is much more developed than the theory of video. And
usually the writing about video is more related to the visual arts and the gallery space. Not
to the moving images.

It depends on what you mean by video art. It is kind of a strange concept. There is that
German woman, you know her probably....

Yvonne Spielmann?

Yes. So she is one who talks about that. It depends on what do you mean by video art.
This is why | talk about the moving image. | don't like the term video art. | don't know what
it means. It can only mean...it can only be a formalist term, video graphics. Otherwise you
would think about the documentary, essay, diary, all of these things are done in film. So |
can only think that video art can possibly mean its formalism, the graphics. The properties
of the image.

But in the end of 1960s and 1970s there were people who considered video as something
different from film, they came from different disciplines, so it had a certain “specific”
context.

But let's just talk about of what you can do that's different in video. Real time, close
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feedback loop, right, certain image processing techniques that are not possible in film,
that's about it. Everything else you can do in film. You can do multiple projections, you can
do diary, essay, documentary, narrative, all of those things. So, there is basically only two
things that are different from film.

But when you look at the work of Vasulkas, that is exactly working with these things.

Right, they are video art. They are concerned with the formalist properties of the medium.
What kind of image can be on that screen. They are clearly....yeah, nobody even comes
close to them in exploring the nature of the medium. There is nobody in the world.

If you look at the history of experimental film, you have to know it very well, and you know
everything what they do, manipulating the image. They did a lot. You can do a lot. So,
video comes among and just does what film did also, takes it further. You know, all the
things that Vasulkas demonstrated that was possible, but you know, you could do that in
film. Except probably the multiple screens when Vasulkas stacked up on the monitors; you
could do that in film, that would be very difficult, but you could have little screens with each
one with the projector behind it, you know. What you could not do is some of those where
Woody had the frame sliding from monitor to monitor. So that's the contribution, it's
something new. But if | just look at the screen and don't ask where they came from | would
say, yes, this is new, I've never saw this in film before. | have never saw this in moving
image before. So, how did they do this? Oh, they used video!

The point | am trying to make is of course, it is incredibly important, the formalist issues,
they are very important, but | am just saying that, | am not saying anything else.
Sometimes, you know, the experiments that Woody and Steina did, they did not even call it
art, they called it artifacts, and sometimes it was so beautiful that people said, “oh, that's
art”. | don't even care, | mean, yeah, O.K,, it's art. If they tell me that they were not trying to
make art, | am not sure | believed them. But, | guess, yeah, the electronic moving image
can do, can make really a profound formal innovations in the moving image, far beyond
film. See, when you get digital. And this is fantastic.

So you did not know their work when you were writing Expanded Cinema? It was too early
for them.

Yeah, | didn't know them. | was writing it in 1968, they haven't even started yet. They
started around 1969, 70.

Yeah, in 1969 they were starting using video camera. You kind of defend the approach to
art which states that art has the power to expand our consciousness, do you still believe
that art can or should have such a power, to transform the society?

No. There is no law, there are no rules. First, you have to know that these days my
interests are entirely political. | am really not interested in video art any more. | teach it, |
teach the history of video art, but | am gonna not write about it. There is much more
important things going on. But | like to think about it this way. There is no such a thing as
political arts. Only situations are political. Only context is political. We think that Guernica is
political painting, but only because we have the context for saying so. If somebody came
from Africa and looked at that painting, they wouldn't say it was political. It depends also
on what you mean by political. Art can represent a political issue, but can not be political.
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Only the living situations are political. Things that you may do right now, | mean, the action.
But can we somehow connect it with the art?

Yeah. If you take an artist's vision that is brilliant, you put that artist in the political context,
and let them do the thing. That's fantastic.

| read in an interview with you that you use the term metadesigner, who is the person who
should create the context, in which the artist can enter somehow and create some content.

Yeah, for example the internet is the metamedium. | have invented that term,
metadesigner, to talk about the people | am writing the book about, Kit Galloway and
Shelly Rabinowitz, and | hope | am going to finish that book this coming year, | have been
working on it for 18 years. There is a long story why it has took so long. It is very clear that
they were metadesigners, there was no internet, there was nothing, so they had to create
the whole context, to scratch from nothing. So now, there is the internet, and that is
interesting question, what | am trying to do with this book now is sort of start from the
present, in each chapter. | can look at the internet, what's going on, and compare that to
Kit and Shelly. So, I've been looking at, and the assistant was working with me, we were
looking: “are there any artists out there who are using the internet and who create the
platforms that people could enter and do their things in there”. But | am arguing that
whoever does that, it should be seen as art. Furthermore, this makes possible a new kind
of Avant-garde. | am proposing that the new Avant-garde is about creating worlds that
people can live in and that art has to be central to that. Art, it's how you created that world
and you have the network. So, artist can play a very important role in that, and they are
very interesting things that happen.

So first, this is the new art. A kind of art. A new kind of cultural practice that never existed
before. There is the possibility of creating autonomous social worlds in virtual space. It did
not exist before because virtual space did not exist before. There are two definitions of
Avant-garde, two ways of Avant-garde. One is the weak version which says that Avant-
garde is just the latest thing, the latest technology. But there is a stronger definition which
comes from Peter Blrger, the book called Theory of the Avant-Garde [1974] where he
looks at the historical Avant-garde of 1920s and 1930s and says that what they were
about, their goal was the political one which was to destroy the social institution of high art
and merge art with life. They failed to do that. Because they really couldn't. They didn't
have the means to do that. They kind of revolutionalized art but they didn't revolutionalize
society. But they wanted to. However, if you come now to the internet, now it's possible to
actually create the alternative worlds where people would live.

Do you really believe that?

| doit. Do | believe it? | do it every day. | mean, millions of people do that. | mean | live that
to the exclusion of our new medium. | am not talking about the Internet. | get you to this in
a moment, but let me just stay with this. | am proposing that these networks make possible
a new art practice and it's about creating autonomous social worlds with people to live in.
And art is central to that. Because art creates the environment. But this has the interesting
consequences. It removes the idea of the Avant-garde from art history. Because this is not
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about art history. It's about creating a new world that people can live in, regardless. And
therefore any kind of art that participates in this is participating in an Avant-garde
phenomenon. Any kind of art; the most retrial, stupid art can be as just as important as any
kind of art in so far as it participates in constructing a world that people can live.

But let me just point something else to you. You know, as soon as | finished Expanded
Cinema, | never lectured about it. Never. And | lectured 400 times around the world. |
never once lectured about the Expanded Cinema, because | lost interest. It wasn't political
enough.

But it spread immediately and now it lives independently.

This is fine, but it just wasn't political enough. Even before it was out, | got highly politicized
about the media. And | thought that Expanded Cinema does not even talk about this. And
so immediately people would say: “Ah, you wrote Expanded Cinema, come and lecture!”
And | would come and lecture about revolutionary media politics. And | would talk about
this in Europe. And Europeans would say: “What are you talking about? This is an
American problem. Forget it.”

From the very beginning of independent video in this country there was the video art, part
of it, and it was the political part. From the very beginning. And the political part was more
progressive than the arts part. Not surprising, it always is.

You mean video collectives?
Yeah, the collective documentarists.
And the guerilla TV, which was trying to transform the television?

Well, no, that's guerilla television. That was only one group, Raindance. No, there were
people which were trying to create completely alternative network. And they came in a
long history of political critiques of mass media which started as soon as there was a mass
medium, Frankfurt school, etc. And when it came into in the 1960s and these technologies
became available there were people like The Vasulkas who wanted to use it for formalist
experiments and there were people who wanted to create alternative social worlds,
alternative cultures to live in. And that was always more important to me that the others.
And today it's all | think about.

The thing | am lecturing about now, and talking about now is that, at least in this country,
and at least in certain places in this country, it's now possible to live entirely, 24 hours a
day, 7 days a week, in an alternative media counter-culture. | am talking about the
combination of the Internet, two-satellite channels, Free Speech TV, and Link TV. And they
are the most revolutionary. For the first time in history, and | am pretty sure - well, | am not
that really with European media, but | do not think that anything like this even exist in
Europe. Free Speech TV and Link TV are radical revolutionary developments. 24/7. The
world. The channel is a world, you know, like CNN. Millions of people just live in that, that's
the technology of the world. That's it. O.K., | am talking about the Internet, with all its vast
worlds that the Internet is you can put together. You put together the world for yourself,
with this website, that website, this TV channel, that TV channel, the radio. Something is
happening in this country that is so revolutionary that it's unprecedented in human history.
This means, | personally do every day live in a culture that is to a great extent opposite to
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the one that my neighbour's lives in who watches what | call the broadcast, corporate
medium.

It is then the new utopian community.

Hmmm, utopian? It's just real. It's just there. Utopian applies to something that doesn't
exist. | live in this every day.

It's virtual space.

It's television. It's TV, Free Speech TV. You should look at it. | am very serious. Now, it's TV
plus the Internet, plus radio. And what | am trying to say, this has to be taken extremely
seriously. When you live in a culture, you are being socialized all the time, right, the culture
is a technology of the self, which we construct ourselves. Social control is not possible
without that, without controlling the culture in which the population constructs itself, and the
identities, what we think is right, fine, good, bad, true, false. What's important and what's
not. That's why societies do their very best to make it impossible for people to live in an
alternative social worlds that they cannot control. Well, it's now possible, | do it every day
and so do millions of other people in this country. And it's not recognized that it's so new,
that it's something that has been possible in the last few years, for 5 years. | mean, you
can't overemphasize the importance of this. Now, what it's got to do with art? Plenty.
Because art is culture, it's art through which we make the representations of reality or
whatever, you know. But the problem is that there has never been until now, a 24 a day, 7
days a week constantly continuously all the time world in which this art could find a home.
That would empower it.

So, | am working on two things now. This subject that | am talking to you about now | call
“Secession come to Broadcast”. By the broadcast | mean all corporate media. And | am
saying that it's not possible to secede from that world. Then | have another project | am
working on called “the reinvention of the moving image”, which has to do with all this
interactive, immersive, multimedia digital staff. That's the least interesting to me that the
other one, because the other one it's gonna change the world. It's doing it, | mean, it's not
the future. And so my interest in the reinvention of the moving image by digital interactive
media is how can it participate in this political revolution that is happening with alternative
media. So it's fine to talk about the various forms of interactivity, and what digital can do for
the image and all these things, | know it's nice, but then | am immediately drawn to the
next question, oh, great, how can this be enlisted in a revolutionary political process.

This might be similar to what Peter Weibel stated at his Ars Electronica lecture, that there
is another expansion of art happening now, and it's the expansion of its competence. So
do you think that art can now receive greater competence, that it can enter the spheres
which were previously reserved to other disciplines?

Oh, yes, absolutely. But only because of this meta-context, this world that now exists.
Which art cannot create. Art can not create this new world. The technology created it;
created the possibility. But now art can enter that and do exactly what is its sphere of
competence, it's sphere of relevance. Can expand into the sociological or political ground
what was never possible before. So these days | am not so interested in thinking about like
installations, and the gallery art, it seems so small to me compared to what's going on.
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It's called The Media Democracy Movement, there are millions of people. You've got to
look at the Free Speech TV. It's on the digital network, satellite network, there are two
channels, Free Speech TV and Link TV, these are 24 hours a day a radical, progressive
channels. You also have to [realize] that people in this country live in a mental prison,
which come in a corporate media. | think that it's unlike anything that happens in Europe. |
don't think that the rest of the world understands how blind the Americans are, because
they live in this corporate media. So to have an alternative to that is just incredibly
important. You know, | have never studied the European media and | don't really care to,
but | hear, and | understand that there is a more diversity, maybe, | don't know. | kind of
doubt it, but maybe there is a little bit more diversity in Europe in terms of television, | don't
know. But there it certainly is not here, there is the major crisis in this country, the
corporate take over of our culture. It's the most serious thing that happens. And that there
would be these two TV channels that provide the platform which you can then put all this
staff on top of.

How do you think it will evolve in the future?

| don't predict the future, | prescribe what ought to happen. And what ought to happen is
revolution. And what ought to happen is that everybody needs to jump on this opportunity.
Every artist, anybody, whatever they do, whatever they can do. To jump on this and build it
into something. You can actually, you don't have to sit and talk anymore, it's there. You can
do things, you can contribute to it. It's there. But it has always been there. You have
always had the people who objects to power, to the government, but did never had the
world to live in.

So now there is something which can connect all these people.
Yes, now it's there. It is not the utopia. What is utopia? What does it mean?

The idea of a different, alternative world which would be better than the one we are living
in.

Yes, and it's there. | live in it every day. So, | don't think it's utopia, it's just reality. See,
utopian cares this kind of negative connotation, that it's some kind of fantasy, and that it's
something in the future; number one, it's not the fantasy, number two, it's right now. So, |
don't know. However, | think that | talk about utopian in what | am writing now and I think
that it's very positive...

Yes...

Oh, I am glad that you agree, it's good.

| think it's positive, yes.

O.K., most people don't. What | say is that if your program is not utopian, it is not radical

enough. But most people don't think that utopian is a positive concept, they think that it's
silly, that it's negative thing. But anyway, anyhow, that's all | can think of these things. Now
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| teach the history of video, actually | prefer to call it just independent video, non-
commercial, all these terms like Avant-garde, experimental video work. So what all these
practices that | am interested in have in common is that they are non-commercial. People
are doing them for reasons other than money. | love art, and | love the moving image, and
incredible things are happening because of digital video and it's contribution to the moving
images. It's incredible, there has never been anything like it. These various kinds of
interactivity and immersive environments, and expanded cinema environments, it's all
fantastic, it's great.

| just can't separate it...that other things that are happening it’s just much more important!
| don't even want to say that, because people say that politics is more important than art
and | don't believe that. | think they are equal. What | am saying is that | can't talk about
one without the other. | refuse to talk about art without talking about the politics; and vice
versa. | want to empower politics in order to empower art. And for the first time it's actually
possible in this country, | don't know about anywhere else.

What about broadcasting, or video iPods, that comes with the new technology or it will
become some kind of consumer thing. | look at that as an incredibly artistic and political
possibilities, video iPods, broadcasting. And so to me, that's what the theorizing needs to
happen right now. What are the artistic implications of broadcasting and video iPods. What
are the political implications? There is a book called Smart Mobs, by Howard Rheingold
[Smart Mobs: The Next Social Revolution, 2002]. He is smart, but he’s also a kind of
popular. But this is an interesting book, about how the Internet and cell phones have
created these political movements around the world, all these demonstrations. How the
mob with cell phone can create different kinds of entities that mobs used to be. So | am
just suggesting to theorists that what they need to start theorizing about it.

Like you brought up earlier, that they are no theorists talking about video art, Yvonne
Spielmann is maybe one of the field. There need to be more about especially in digital;
what digital means with just one screen, just the movie. | have some ideas about that, like
for example you could say that film is the art of transition, and video is the art of
transformation. That's true, morphing is something that you could do in video that you
couldn't do very well in film. What does that mean, is the morph a new kind of punctuation
in the moving image? Film was restricted to like fades, wipes dissolves, but once you get
the electronics you are not limited, you can transform an image A into an image B. And this
transformative process is itself, it signifies, it creates meaning. It's the meaning unit in itself
that goes beyond the meaning of fades, wipes and dissolves which are all about the time,
how much time has past. Somebody has just need to start theorizing about that. That's the
major contribution, formalist and conceptual contribution to the moving image; morphing.
There are a lot of people theorizing about immersive environments and all these staff. But
people need to start theorizing about these new technologies, especially the wireless,
personal, mobile things, where are the artistic implications of that. And this is why | was
talking about Peter Burger earlier. Because now you are talking about the world, you are in
the world, you are not in the gallery any more.

Kdyz jsem se na zpatecni cesté v auté Gene Youngblooda zeptala, pro¢ se prestéhoval do Santa Fe, pfiznal,
ze to bylo také proto, Ze par let pfedtim se sem pfestéhovali Vasulkovi. A smutné prohlasil, Ze oni ho ted
chtéji opustit, vratit se zpét do Brna ¢i na Island. Youngblood uéi historii videoartu na College of Santa Fe,
studenti ho pry samoziejmé miluji, ale nezavislé €i experimentalni filmy je moc nezajimaji; spis ty
hollywoodské. Mluvil o temnych ¢asech Ameriky; v tom roce o temnych ¢asech své zemé& mluvili vSichni
intelektualové. Rekl mi, Ze se snazi nalézt zplsob, jak svou vizi alternativnich internetovych komunit
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predstavit tak, aby nemluvil jen k védclim, jako dal$i védci, ale k normalnim lidem. ProtoZe jenom tak bude
revoluce mozna.

Pak jsme 3li do mexické rybi restaurace, kde jsme se potkali se Steinou a Woodym. Bavili se o sou¢asné
americké politice; popularnich a experimentalnich filmech; sou¢asnych udalostech; odliSnosti mezi tim, co
jde v televizi a tim, co |ze sledovat v nezavislé internetové televizi; o propasti mezi tim ohromnym rozsahem
manipulace a velkou mirou, do nizZ si ji lidé jiZ uvédomuiji, a ktera je tak zjevna snad poprvé v historii; o
paradoxech zivota v Americe jakozto i o téch zivotll soukromych. Je zjevné, Zze Gene Youngblood vskutku
véFi v silu utopickych spolecnosti (ackoliv se je tak zdraha nazyvat), véfi, ze je mozné poprvé v historii zit v
urc€itém alternativnim prostoru a sdilet jej s nekone&nym poctem lidi. Zjevné mu nevadi, ze Vasulkovi se o
problematiku internetové-televiznich komunit pfili§ nezajimaji. Pravdépodobné véfi, ze jeho vnitini
presvédceni sdili; v tom ma ziejmé pravdu.
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Rozhovor s Danem Sandinem
8. kvétna 2006, Chicago

Rozhovor s Danem Sandinem se uskute¢nil v Sandinové kancelafi na University of lllinois at Chicago v
kvétnu 2006. Pozdéji, v inoru 2007, jsem s nim na stejném misté vedla jesté jeden rozhovor. Poprvé jsem
se ptala na ranou videoartovou komunitu v Chicagu, tzv. “chicagskou $kolu”, proslavenou sdilenim zdroj(,
realnéCasovymi audiovizualnimi performancemi, a také na historii Sandinova analogového obrazového
procesoru (I.P.). Samoziejmé mé zajimal 3irSi kontext a vztah k Vasulkovym a jejich dilu. Jesté pfedtim, v
dubnu 2006, jsem navstivila retrospektivni promitani Sandinova dila ve flmovém centru Gene Siskel. Mélo
skvélou atmosféru, sal byl nabity nadSenymi mladymi lidmi. Dan Sandin je pro sou¢asnou chicagskou
medialni komunitu v jistém smyslu legendou. Promitani uvedl Jon Cates, umélec, vyucujici na School of the
Art Institute of Chicago a ¢len criticalartware, umélecko-aktivistického hnuti, které se zabyva propojovanim
analogovych a digitalnich medialnich historii. Na konci roku mé pak Dan Sandin pozval na Skolni prezentaci
svych studentl na UIC, kde pUsobi jako spolufeditel Electronic Visualization Laboratory. Vtipné bylo pro mé
takeé zjisténi, Ze jedna ze sester Roberta Rasmussena, mého domaciho v chicagskeé Ctvrti Pilsen, je Zzenou
Dana Sandina (Bob mi to nahodou prozradil v ten samy den, kdy jsem Sandinovi poprvé napsala email, ze
bych se s nim rada sesla). Chicago mi nahle pfipadalo docela malé.

Clanek o chicagské komunit&, vychazejici také z tohoto rozhovoru, vySel ve zkracené verzi v asopise
Umélec (1/2007), s titulem We Are All Art Stuff.

Could you tell me more about the “Chicago phenomenon”?

There were a lot of activities in Chicago, both within schools of art and within community
organization, there were interests in political change and the art components. Two of the
major players became the Electronic Visualization program at UIC [University of lllinois at
Chicago], called Chicago Circle, and also at the School of the Art Institute. | had a program
at UIC and Phil Morton had a program at SAIC. In many aspects we cooperated and
exchanged the parts, we did classes, and a lot of projects together, shows, etc. There was
also the organization called Chicago Editing Center, which was an artist-political-activist-
collective, in a sense, that was able to support video editing program. It was able to
support editing which was one of the big problems in the 1970s: editing equipment was
more expensive, more difficult to maintain than the image acquisition equipment. Portapak
camera cost couple of thousand dollars at that time, which was a lot of money, but you
could afford it if you were committed and it was also shared. But one thing that brought
people together from the need point of view was access to editing equipment, access to
the places to display. So the Chicago Editing Center was very important because they
essentially supported video editing. There were artists and people from politically active
community.

In Chicago there was very significant movement, video for political change, for education
in some more general sense, community organization for community distribution. | don’t
know how unique it was but people in those communities worked together all the time. And
even thought they had different ways how they want to apply that, there was much of the
share, how do you do video in general, how do you edit video, kind of constant discussion
of what is unique and powerful on the medium. All those believed that access to tools of
production of video was culturally transforming capability that would transform culture in
many different categories, in education, political organization and expression of art, all of
those things. To transform the consumer oriented media culture and media production
culture. Just like writing, xerox machine, or inexpensive printing access to be able to
disseminate information. We all believed that. And we had very different arenas where we
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played that: video production technology, video aesthetics, cultural transformation through
technology were our topics.

Video experimentation was seen almost as a life-style...

People owned their own equipment too. But we had sort of institutions there that were
helping to support and focus the activities. But the concept was that you were involved in
video in all the aspects of your life, teaching at the art school, | used video as educational
material in my classes, video as part of my credential. Part of feeling was that this new
powerful tool will be applied to a larger field of activity, not just a specialized verified, a
form of experimental life. It was connected with this kind of broader activity. Transformation
through the technology: how they transformed my vision, how they transformed my
capability as the person who is using them. And that was what it was whole about. The art
work is like exhaust of system or something. It was an essential focus. We had a couple of
discussions when we said the work was the exhaust of system. What was really going on
was the production process. It was more powerful and transforming and video was a kind
of documenting that.

There are some things that are unique about Chicago movement, one was — and it was
shared with Vasulkas too — the technical expertise of the practitioners. People in Chicago
built they own video synthesizers, they were very technically confident, they didn't think
that technology of video production was someone else's responsibility and all they were
supposed is to be the content. To be able to do video you really had to know the
technology, and if you did, you could produce the tools in a way that would be unique to
the medium.

How did your analogue image processor (I.P.) evolve?

It was meant to be a generalized video production instrument that was equivalent to full TV
studio with capability performed and owned individually, and moreover, it was more
programmable. TV studio is focused on doing hierarchical production. What was unique
about video of course was the real-time activity. You could produce programs live. Analog
I.P. was very influential in Chicago video scene, there were many copies made by the
individuals, at the peak there were about 15 in the city of Chicago that were actively
producing staff.

There were a lot of opportunities because the SAIC and UIC both have buildings and
various ways to set up projectors and show up things. And we also met in bars and
showed things, and there was a large variety of places where we showed things. But of
course to have the bunch of people together was excuse to show things in a sense. SAIC
had the series of shows, we had a series of shows, Editing Centre had series of shows.

What we did were these performances in a kind of musical tradition, using these visual
tools. And the events here were | think among the most successful of them; but people
played also in other venues. A lot of stuff was producing videotapes that we watched. The
overall production was much more live than it is now, also because the ability to combine
multiple tapes was unavailable and it was also very expensive. You could combine a
bunch of images only at the beginning through the I.P. But you have also to understand
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that |.P. was like a musical instrument. No matter if there was an audience or not, it was
performance because it didn’'t have the store programs. You have to re-perform it each
time so that you do the same piece. Some of the current activities is similar to what we did.
It was hard to do for a while and now it's coming back, but | am not familiar enough with
that. There’s more live stuff now, because digital computer is getting powerful enough; but
only barely.

Were there many connections with artists from different cities working in the same sphere?
And what were your theoretical “connections” at that time, were you influenced by writings
of the theoreticians like Marshall McLuhan or Buckminster Fuller?

We did have many connections. We showed at some shows with the other artists. We
were aware of what they were doing. For example activities of Rutt/Etra: they built very
complimentary synthesizer, they worked very well together with the |.P. There was the
publication called Radical Software which was very influential.

If we were influenced by Marshall McLuhan? Yeas, | think so. People sometimes say that
McLuhan is discredited, but as far as | can see his ideas are so built in the way we talk
about the media, they somehow don’t seem special in a way. | think McLuhan transformed
the way how we think about art during that period. He was the “sloganeer”. Academics
want to discredit him because he was able to put his ideas into slogans. Buckminster
Fuller was influential as well — there was a project trying to essentially generate world
information view that would help people to design and make decisions about
understanding problems at the global scale; also with the help of slide projectors, light-
show technology. His ideas were very influential in our group.

How do you see the connection of early video communities with current internet based
communities? There was a lot of sharing among the Chicago creators, and it can be seen
as preceding todays' Open Source movement in a way.

The technological revolution in the 1970s basically was putting the tools of media
production generally much closer to individuals or small institutions, so that we were able
to use the media to communicate these ideas effectively. There was cable TV which had
hundreds of channels, magazines like Radical Software, | mean vocations were in the
context of cable TV to handle a special viewpoints of the communities. It happened in
some extent, but not as effectively as we thought it would happen. Many of those goals
now seem to be clearly accomplished with www.

Cable TV's all over: in 1980s it started coming, in big cities first, there was antenna system
as precursor of cable system. It was a way for remote communities to build antenna
system, later on satellite system,to distribute channels to the community. There was the
funny transition point — community antenna systems they were essentially like small cable
production systems except that they were smaller. In Michigan we would take over this
community antenna system and do production. It was special programs in small
environments. It was believed that there would be enough room within that context, we
would be able to use it to do programs. Legacy of that still exists here in Chicago cable
system.

It was true in general too but especially in Chicago, there were very much shared goals,
big goals, a lot of sharing of equipment, resources. The case of |.P. concept was that Phil
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Morton and | spent a year of Friday afternoons to gather the documentation for I.P. for
people to copy it. And it took longer than to build the instrument and it was work | was
much worse at. And we got plans. Distribution religion: | basically came down to wanting
video tape from each copy. People took that seriously. In many respect the community
kept seeing each other again and again. You have to share distribution channels so to
speak.

What about the ideas of archiving your own work as well as works by the others you were
receiving? Are you planning to put it online?

I am now transferring this staff. The project | am actually working on is to make the DVDs.
Am | thinking about putting it online? | have no problem with putting it online, it's just that
this was part of being stuck in an old medium, like filmmakers who were unwilling to give
up their grain and detail properties of the medium to have essentially much more fast and
powerful medium called video and | thought it was hilarious. But | frankly find most of the
video online unwatchable, the quality is lower than it was in the 1960s. In a sense | would
be perfectly happy to do that and it’s getting very close to it. But my real goal at the
moment is to do DVD releases. But | would be happy to put that staff on web too. When
the bandwidth would be faster.

DVD editions is the best way to do that. Visual and technical quality of what we were doing
in the 1970s was so technically better than of what they are doing now. We were very
immersed in the technical part of it. It's compressed, of course, but it's good enough. We
did the things on big screens too, there were video projectors. There were ways to show
video on projectors in good quality. | don’t have any problems with the big screen, we
always did things on big screens.

When did you meet Vasulkas and what were your connections?

The Vasulkas: | think | met them in New York, | went there few times. Nam June Paik
invited me and Phil Morton to have show together. He was extremely generous person,
extremely supportive towards young artists. He invited us to participate in his presentation
and that’s when | met Vasulkas, it was in the early seventies.

After meeting, we of course discovered that we shared a lot. | think Chicago Area, the staff
Phil and | did we shared more with the Vasulkas because both of us were very interested
in modifying the technology, we were particularly close conceptually. When they came to
Buffalo, that’s actually pretty close from here, at that point they had the platform to invite
us, we did go to Buffalo several times and they came here several times. It was quite easy.
We both had institutions with possibility of arranging visiting lectures and stuff like that.
They developed several significant instruments, synthesizers.

If you should compare your I.P. with the other instruments of that time, what were the
similarities and differences?

| of course had a special point of view. Rutt/Etra synthesizer and analog |.P. were two
synthesizers that grew up at the same time. What they shared was that they were modular
systems and you could expand the instrument by building new modules. They were
programmed by patch program. In a sense they were structurally very similar, but they
operated in different domains. Rutt/Etra synthesizer was scan processor — it primarily
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controlled what happened on the screen, taking part of video scanning system and re-
scanning it differently, it was image manipulation. |.P. was primarily grey value and color
processor, it primarily did essentially mathematical operations on video streams/screens
which would be equivalent to visual operations on video images, so adding images
together, superimposition, inverting images to negative, applying two images together to
produce the “key”, so then you classify grey values, polarization would be the term in
photography. |.P. was primarily grey value processor. And these two actually worked very
well together. Both have some capabilities of the other instruments.

Other earlier instruments were more specialized, constructed by electrical engineers to do
a certain class of simple functions. Often the electronic design was tuned to the conceptual
idea that the artist and technology might be happy together. But the artist could not extend
the instrument, program it, it was the fixed thing. In both Rutt/Etra and |.P., because they
had programmed modules together, you could actually re-program instruments to do
things that the designer never thought of doing. So they were in a sense like modern
programmable computers, they were generalized instruments. So these classic colorizers,
Paik/Abe for example, were more specialized instruments, they were in the box and had
some input, they did one class of things. Kind of like in a TV studio — special effects
generators did one thing only, they were designed to do keying, or tape between cameras,
etc.

What was unique about analog |.P. and other synthesizer was that they were very much in
the tradition of the analog audio synthesizers, like programmability, they were programmed
by patch cables, and could produce new combinations. It should be mentioned that these
instruments are very much in the tradition of the analogue sound synthesizers, which were
in many ways inspiration for them. And you can see those connections all the time —
performances were part of them. There were different kinds of analog synthesizers too,
Moog Model 2, patch-programmable, other EMI analog synthesizers programmed by
matrixes with pins, several different models with different programming. Some of the video
synthesizers were inspired by those different control structures. | looked at the whole
bunch of other designs, and | decided to go in a way of programming Moog Model 2. The
mental genesis of |.P. was to ask the question about what would it mean to take a MM2
and make it image processing instrument, what would that require and what would it
mean. You take MM2 and increase its bandwidth, to 4 megahertz from 20 kilohertz that is
audio, and you get a lot of properties of analog I.P., with one big distinction: MM2's control
voltage system operated at a different voltage level and in different set of characteristics
than its signal processing and more precision was needed, to preconceive it precisely. In
the case of I.P. the control voltage pathways were identical in technical structure to the
image processing pathways, which meant that images could program other images,
control and programming structure is the same as the image handling structure, so they
are interchangeable.

But there were a lot of these early video synthesizers, on of these was specialized, called
Video Weaver by Steve Beck, he is still running to it once in a while. He’s on the West
Coast, doing electronic design and media oriented electronic staff. It was his second
synthesizer, | think, and it was specialized, it modifies patterns. Other synthesizer he
developed at the University of lllinois at Urbana, Beck Direct Video Synthesizer, which
generally was pattern generator, a little bit different than analog image processor in that
one of its primarily abilities was to be able to generate patterns and had less capability in
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processing images in general. So we had scan processors, pattern generators, image
processors. All these instruments overlapped, they had a lot of properties of other
instruments. |.P. had a series of oscillators which were generating patterns, were
structured differently but the concept they shared was capability to effect direct video
synthesis.

How important was the aspect of improvisation in working with these instruments?

Yes, all these instruments were improvised and there is a couple of reasons. They were
not able to store things, analog memory is hard, it is physical memory, so part of this had
to do with the technology. The store program did not exist at that domain, and so you had
to be performative, because you did not have capability to store. And it was easy to do
something different always. There was the concept of the rehearsal, not of preproduction
and postproduction, but the rehearsal, which was defining. It was evolving by practice and
testing. That was a very different world. Now the production is very easy, | can do all on my
laptop. Amazingly easy, | do it on the airplane. | edited the program for Gene Siskel on the
airplane. In the 1970s if you wanted to make a videotape, you got the friends together and
made a videotape; it was like going to lunch. It was all live, it was all rehearsal, and at the
end of the session if was kind of done. Video now has become more like filmmaking was.

What were your early art influences? | read that you were inspired for example by Scott
Bartlett's film OffOn from 1968.

Yes, | was very influenced by OffOn. It was a kind of transforming moment, at the
University of Wisconsin their film studies program had screenings in the evenings and they
were open to the public. For free. There were the series of experimental films, Fischinger,
animations, maybe Disney in a sense, a lot of abstract animated films which instructed me
a lot. But the most personal thing why | just wanted to do what | ended up doing that was
watching OffOn. | said: that’s great, | want to do that.

Nam June Paik was very influential, he was kind of leader, throughout his art and his life
he was able to take these and emigrate into the art world better than almost any other
video artist. He was also person of immense generosity, helpful to many other people, and
he really believed in video staff, he was community supporter. There were these elements
but we really thought we were inventing a kind of new, distinctly different thing. We did not
pay much attention to history of art at that point. We were aware but the focus was really
on doing stuff that was new and could never be done before because the tools for real
time video performance were not available. This was different, this was mediated art, live,
interactive ensemble.

What was the early criticism of these works? Did you call your things art?

Did | call it art? We called it a lot of things. Art establishment was not particularly
supportive. | was art professor and | thought of my things as about art in some big word,
some general sense for sure, even if | was pretty sure that the art institutions were not
ready for it. | don’t think there was some criticism at that time. The primary criticism came
from the filmmakers who saw video workers as somehow entering their domain but without
their control and traditions, etc. It was that part of the community being critical toward other
part, but | think that for the art community it was irrelevant and we thought they were
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irrelevant and we were happy to go out. There was a bunch of reasons too, one is that art
institutions, | always found art institutions and artists to be pretty conservative, as a group |
don’t find them to be creative and stepping out of somehow; compared to engineers. We
didn’t have products to sell. We did a lot of art installations, with |.P. — stored programs with
sequences of our activities. And it seems to find the place in art world. But museums and
galleries are not good places to watch videos. They can have great collections. Because
tape is copying medium, we couldn’t buy it as product, it's only a piece of plastic. There
were a lot of reasons why we didn’t fit. What they brought to the table was not useful for us
and vice versa. | never found art institutions to be necessary, able to say O.K. to us;
whether it was art or not. Photography was not accepted as art in the early seventies
either, there were lot of discussions, that when instrumentality is involved it was not art.
There was a lot of only photography shows, it was not mixed with other media.

The museums are very good for browsing things, wander around and browse, it's not good
environment for watching video. We were very interested in producing environmental
video, like unfolding process which structures not with beginning and end, it’s just going,
and there wasn’t a lot of help there. There were special shows, event-oriented, the series
of evenings where you could play the tapes. The Kitchen was obviously probably the best
example in terms of quality, but it was a kind of far for us. It was not so easy to get to NY.
Geographic separation of thousand miles was a great barrier at that time. And parking car
in NY is mystery. | did see only one show at the Kitchen; | was here working. But you could
ship tapes and people would show them.

How did your work develop further, into the spheres of computer graphics and later to
virtual reality, with inventing the CAVE environment?

When Tom DeFanti came here in 1973 we started to combine video image processor with
GRASS system, we were one of the earliest groups doing computer graphics and video.
Frame buffer didn’t have the advantage yet. In the 1970s we were one of the small amount
of people able to do computer video staff. We did a lot of it. Computer pattern generated
images. Enigmatic, abstract, lines and points; it is one of the fields still to play. We also did
all the original computer graphic for Star Wars movies.

EVL has moved beyond the CAVE and | always am surprised that there is still someone
interested. They are more CAVEs being built all over the world. It is evolving in the
direction of high quality images, it goes faster, there are better softwares and applications
and much less programming skill is required than in the past. Everything which runs in the
CAVE can run on single wall devices which artists tend to use more because you can
transport it to places, it is cheaper. CAVE is million dollar device, it is piece of architecture.
There are some at ICC, Ars Electronica, at universities and research institutions.

Dana Sandina jsme pozdgji, v kvétnu 2008, pozvali do Prahy v ramci diskusniho cyklu Od analogoveho k
digitalnimu. Sandin mél prezentaci pro studenty FAMU, v galerii Skolska 28 promitl videa sva a svych
chicagskych kolegu ze sedmdesatych let a v Institutu intermédii prezentoval svou 3D tvorbu pro VR prostfedi
CAVE.
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Rozhovor s Alfonsem Schillingem
16. ledna 2007, Viden

Rozhovor s plvodné Svycarskym umélcem Alfonsem Schillingem se uskuteénil ve Vidni v lednu 2007.
Rozhovor jsem planovala uz davno. Jiz v Chicagu mé zaujal Schilling(iv rozhovor s Kenem Rossem z roku
1977, v némz prohlasuje, Ze mize délat to, co déla, jen pokud je dostate¢né mimo tento svét; jen pokud je
dostate€né pozorovatelem. Fascinovaly mé jeho experimenty s binokularnim vidénim, stereoskopii, Uvahy o
vztazich mezi kognitivnhimi procesy a strojovym vidénim. Schilling byl bezpochyby jednim z téch, kdo
zasadné ovlivnili tvorbu Steiny a Woodyho.

Ve svém rozlehlém videriském byté nedaleko nadrazi Westbahnhof jsme se bavili o jeho spolupraci s
Woodym. Alfons mi vypravél, jak se seznamili a zacali spolecné experimentovat s upravenymi kamerami a
projektory. Ukazoval mi stereoskopické obrazy vytvofené v Chicagu pfi demonstracich roku 1968, obsahujici
tfi rizné obrazy, pozorovatelné pfi zméné stanovisté; par dni pfedtim byl s Woodym v Praze a kdyby
neodjel, méli bychom misto toho stereoskopické zaznamy ruskych tanku v prazskych ulicich. Ukazal mi také
3D obraz svého Woodyho nékdejsSiho souseda Boba, vytvoreny pfistrojem Spinne, ktery je schopen zachytit
30 snimk(l za sebou ze stejného mista, s paralaktickym posunem. Dal$i svou tvorbu demonstroval na
obrazcich z vlastni monografie (Ich/Auge/Welt - The Art Of Vision). Vypravél mi rizné historiky o Woodyho
ranych newyorskych zkudenostech, o spoleéném vyleté na Island a z&Zitcich s mezcalinem. Ukazal mi také
film, prvni, ktery vytvofili s novou portapakovou kamerou, v némz Alfons pfedvadi své 3D obrazy.

Pak pfisla pani na uklid a Alfons mé vyhodil, Ze pry je unaveny (jiZ nékolik let trpi Parkinsonovou nemoci),
ale Ze pry zavola pozdéji, pokud se bude citit Iépe. Zavolal pak, abych pfiSla v 19:30, a povidali jsme si az do
jedenacti. Pfedvedl mi nékteré své stroje na vidéni, Sehenmaschinen. PFistroje, do nichz se da divat, a diky
soustavé skel prevraceji vidéné. Socha, ktera byla na zemi v krabici, se zdala byt uvnitf v podlaze, vypoukla,
takze vypadala jako torzo sochy zezadu. Véci, které byly blizko, vypadaly, jakoze jsou vzadu. Plsobily jako
diry v prostoru. Zacala jsem chapat, zZe Alfons Zije opravdu v jinych prostorech. V prostorech “pro obé o¢i.”
Alfons je jednim z téch lidi, kterym polozite jednu otazku, a on za¢ne vypravét natolik zajimave, ze se témérf
neodvazite vyrusovat. Proto je rozhovor délen do kapitol a postrada otazky.

From Prague to Chicago

| was in Prague in 1968 and all the people were talking, meeting at the square and
discussing and Woody was translating. | met Woody much before that, | think 1966 or 67
and we made the deal that | show him something in Switzerland and he shows me
something in Prague. So | went with my girlfriend to Prague and | saw him there for few
days, just before the Russians came in, and | wanted to go to Chicago; there was going to
be a big demonstration against the Vietham war, so | left Prague. And | should have
stayed in Prague because then | would seen the tanks of the Russians, two days | left they
came in. It was also interesting in Chicago but in Prague it would have been more
interesting.

| had for the first time in my life stereo camera which is the camera with two lenses like our
eyes, so it makes these stereo pictures, and that | took some pictures like this in Prague
and then | went to Chicago and made some pictures in Chicago which | then used to make
my first work in the US. | already did some — | was an artist living in Vienna - then | went to
America, but the first few years | didn’t do any art. | had to survive by working for other
artists, building walls and all kind of things, painting the studios, but after | was in Chicago |
had these 3D photographs, | always wanted to make 3D paintings or 3D photographs. |
made a lot of work, in the 1970s | had show in gallery, but it all started in 68 with this
stereo camera.

Meeting Woody
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When | met Woody | was working on a film that | made about a sort of happening of 10
artists, 9 Evenings of Theater and Engineering. | was cutting this film and one day
somebody knocked at my door and this man was standing out there and said, ,| am a
filmmaker from Prague, | am looking for a job®, so | said come in and it was Woody. So |
said | can’t give you a job because | am also not paid for what | do, | made this film without
being paid. But there we talked for a long time and then he said he’s here with his wife,
she is Icelandic woman and they want to invite me, he wants to cook. So he invited me, |
was visiting them maybe 10 days later.

Front Street

It was a strange apartment, one very large room but it was very strange | don’t even know
where it was. | was told that Steina is a violinist and we sort of became friends. It was
spring and in the summer | had to find a new loft because | was living in a loft of someone
who was in London and came back, an Austrian woman. Woody was also looking for a
place, a bigger apartment. Steina had to go to Iceland and then | was offered by someone
who was an artist and working at these 9 Evenings this loft which was very low down, very
close to Wall Street. You probably have seen pictures of this, there was a lunch store and
upstairs were the apartments of Rauchenberg and Jasper Johns.

We two were living together and sometimes had visitors, we let them sleep at the floors
and it was just a short period because we were looking for a place. Then | found this
woman who had two places, it was on Union Square, there was a store called Kline’s
department store and she was just in the office of that. | went there and said | saw in the
newspaper you have these places for rent and she said yes, there are two. And she said
one is more as a loft and other more as apartment, so we looked at these two things and |
took one and Woody took one which was just in between my house which was around the
corner. So we were partially neighbors. He went in there and said “l don’t know, it’s very
bad for Steina, she has to play the violin and she is very sensitive for the dust and so |
don’t know if she really likes it here”, so we rented these two spaces but then we went
downtown to this place and we did many kinds of experiments there.

First film experiments

We took a 16mm camera, took down the sprocket holes — the system where it moves the
picture to the next one -, we took that out and we made it so that it just pulls it and instead
of the front we had the lens but we made it seem slit, very thin slit. We covered whole the
lens except just in the middle small opening that means that film was running through this
like a tape. So if | would film you like that and you wouldn’t move, it would just run by like
this but nothing in a sense would happen. But when | move my camera like that, it records
that space like on a continuous film. | thing we took once time that on Union Street in a taxi
and we held the camera out there and we saw all the people there walking and if the film
pulls like this and if somebody is walking in one direction, it was very thin and when it was
walking in this movement it was very thick. That’ like these photographs that are made in
sports, when you see all runners in time and place but they run all through the slit, so for
instance when he is just with his foot exactly in the middle of the slit and the camera film is
running inside, the foot becomes very long but he is moving quickly through this slit which
is where there is a goal, he is running to if he is moving quickly he is very thin. Have you
seen these photographs? We made something which is not the same but very similar, we
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had whole this film, continuous film of the 14th Street people walking like this, it was a
continuous photograph, the quality was not very good because the transportation of the
film was not always the same speed, so it had overexposure parts. Woody has that
supposedly.

We made other kind of experiments there, we had just a funny time. We were not there
very long. One was the idea you have a camera, at that time video did not exist, just
television companies used the machine, so everybody was making 16mm or 8mm films.
Woody had found this machine on Canal street, it was full of material from the World War
Il. The army sold everything, parts of air plains, motors, all kind of things that is turning
around. So the idea was we put the camera on this platform, camera is running while she
is recording the space, so we could make real theater play, cameras just running like this.
If you would project this you would just have a beam point through it and if it goes quick
enough it would pick up the person on this side and here and then would scan when seen
again. The cameras were no problem because you could put batteries in it, but projectors
have no batteries, you have to put them into the socket for electricity: so how do you do
the projector that turns around and the cable problem. Woody was thinking [of] projector
going upwards, not turning but having it projected through the small mirror, so we
projected up here and the mirror shows it here and the mirror is turning. Woody built this
but when we later projected it, it turned out, it was always turning the picture around. We
didn’t really photograph these things. It was an experiment that didn’t work.

Bell Labs

In the meantime, when | did this 9 Evenings film, | got to know a few scientists and
engineers that were working in Bell Laboratories which was a big laboratory of Bell
Telephone Company. Now we have different telephone companies in America but at that
time it was just one big company and they had laboratories to make experiments. For
instance they found the leftover sound of the Big Bang in the cosmos. They had a space,
you were walking on a mesh wire, so you could look down and all sights you have the
same distance because the mesh was just big squares, like floating up, and on the floors
and the ceilings were these big structures that were going to kill the sound. If | would
speak like this it would go in this direction and the sound would be always caught and no
reflection. If | speak like this you wouldn’t hear it because the sound gets always killed, it's
just here and then it gets killed. And this was an experimental room that Bell Labs made
and there was one man who was working, trying to make a sound of Stradivari, the best
violins in the world. He was taking a piece of wood and few strings and he wanted to find
out why Stradivari is such a good sound and he ended up being the first man who made
artificial voice for the computer.

Holography

So | met all these people and | had especially this one scientist friend. This man was
working on holography just shortly before holography was invented. It was an accidental
invention, accident of two young guys. He was trying to make holography and invited me
to make some holographic pictures so | would be going there at night and he had that big
setup, very heavy steel table that was on rubber tires from car so that this was practically
floating the table. Because in holography at that time we didn’t have these flesh hologram
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picture but we had these continuous lasers, red lasers, continuous beam. [There are] all
kinds of lasers today, but the first were always red beam and you can buy these laser
points and if you light a cigarette and if you blow it you can see the red beam of the laser.
But if somebody was going outside the laboratory, the hologram did not work. That’s why
we were working at night, it was huge building. | was interested in making 3D pictures, my
dream was making big walls completely 3D that you would have a mountain which is five
kilometers away like in reality, real distance, not just like this but really hundred meters.

3D images

My dream was to be the first painter to paint completely 3D pictures that you don’t need
any glasses and nothing. | realized when | was out there making these holographic
experiments, that it was very difficult. | cannot make these in New York because we have
the underground that was running day and night and at the Union Square where | was
living there was just an underground station. So when the train was passing by, | heard it
in my apartment. | knew that | couldn’t make holographic pictures in that place and | saw
some of these postcards that were 3D, a little bit, so | was thinking that | should make it
like this but very big.

| was trying to find out how to make this from the photographs of Chicago 3D pictures. The
reason you cannot make a hologram when it's not completely stable it's because these
lasers were very weak and sometimes we took a very small object and you have to put the
laser light to this object and the other light has to go to the photo plate and when you have
to expose it for ten minutes it shouldn’t shake. For instance we made following
experiments: we took two apples, one artificial out of plaster, painted that it looked like an
apple, but it was artificial, and two real apples, and we made photograph of this and the
real apples were not on the picture, just the artificial. Because the real apples were in two
minutes getting smaller because they are losing water. They were getting one half-beam
smaller and then it’s like in photo life when someone moves around and you don’t see him,
it's not recorded. So it was difficult to make holograms and | realized | cannot do it in my
place. | was trying to find out how to make these lens pictures that are three dimensional
and that was my occupation and this is what | immediately found out and made but that’s
my story and you wanted the story of Vasulka.

They got video camera at the beginning of 1970s, they bought video camera and the
recorder to put the tape inside, like tape recorder. In 1970 | had my exhibition in the spring
and Steina came to photograph the exhibition and she only had the camera about two
weeks and also we have something recorded when Woody came with the camera to my
place, we set up the camera and we talked and we wanted to know how it is when we talk
— have you seen this film?

Lenticular images

| was then doing these lenticular things - there is some of these on the wall here, like for
instance that one on the wall left that’s taken with photographs from Chicago that | had
and you have to get up and from different direction you get different picture. The ideal
distance is maybe one meter behind, little bit further back — let me show you —, now when
you look at this you might look at one particular picture. Now it's the matter of millimeters
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until you see it perfect with the both eyes. Which one do you see now? The soldiers with
the helmets with the gas masks? O.K., now you have the both eyes to see the same
picture, then you see it three dimensional. You see the other guys behind, so each one of
these three pictures is three dimensional. These were the things that | did at that time and
they were exhibited in 1970. | was always in front, because when you are in front the
police does not do you anything — they take people that are further back. When you make
a demonstration, it's a matter of tactic. | can go to any demonstration and nothing
happens, they never take me. Of course if | say, “you asshole, you pig”, they would that
too but if you want to be photographer you’d better not say that because otherwise they
ruin your camera and American police is very brutal. | was demonstrating also against
Vietnam war, and these are the pictures, | have sold many of these. | show you just one
hologram — it’s very bad because | have this reflection from the window. [Showing me the
beautiful hologram with the face of his friend Bob].

These were just friends and neighbors visiting me and everybody was photographed by
me. Then | would take them, there was always five different heads in one of the paintings,
instead of film | make the things moving. It's about half a second long each of these
movements but | made so much work at that time, | still have some of these saved for my
own collection.

The first videotape

Woody came over when they got the first camera and this was the first tape we recorded,
we just were looking what it's going to be and zooming the camera and this is me here
zooming on the camera and it’s terrible photographic work. Now | have camera apparently
on the tripod and moving it around and zooming it, it's disgusting but...so let’s go. Because
later we showed these works | did, we are trying look at them. It’s a horrible film but we
didn’t know what to do with this camera. | think it’s the first time the camera was used, it's
horrible. We were trying to show the pictures the way | am moving them like this, sort of to
focus on it and now | am supposed to move. If you would hear the sound, because we are
also speaking at the same time, different persons are in there, so instead of moving
persons like you did before, | move the thing because the camera is still.

Spider

Like the Czechs at that time were always interested in all kinds of leftovers and
mechanical stuff, Woody went to, he was actually mechanic, he always loved it on Canal
Street. Now it’s all Chinese, but you could find lenses, prisms and all kind of stuff, clothes,
army clothes, gas masks, also a lot of motor parts. So he bought one time — | wanted to
make with this system a 3D photograph where you had to find the right spot to be 3D, but
a photograph that was continuously 3D. In order to do this | would have to have camera
that looks from here until here, so you take one picture and then the next one, with about
30 pictures. | would have to have a camera that moves because [for] that system of
continuous 3D pictures you need continuous camera focused on your face, always on the
same spot like this. So if | make a portrait, take your nose and keep looking at your nose,
keep staying on your nose, one from here and one from here, later on if | have pictures
taken from here from here... | can take my eyes from here and see it 3D and look from
here and | can always choose your pictures that are going to be 3D. It's very difficult for
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you to understand what it’s all about if you have no experience, it's only talking, but in
order to explain the whole thing we would have to be here a week.

Bob

It's the only one | did with Spinne and this is Bob who lived upstairs from Woody. Bob was
also person who was selling me the stereo camera. | didn’t think it was working very good,
| had other things in my head at the same time, | think | might have done maybe two more
but they are sold, | don’t even remember. | was doing so many things at that time.

But Bob was very important guy; there were two Bobs living in Woody’s house, bellow him
was a black guy — you see on second person on the line from the left is a black man with
white hear -, this is Bob that lived bellow Woody and Bob was a strange man. He didn’t
even like to get together with the black people, he liked the white people. He always made
a small announcement in the Village paper, New York party at Union street number such
and such. He always made parties and sometimes the girls from the college [came] —
because Bob was looking to find a girlfriend. One day - mostly there were about ten or
twelve people coming to this party, very strange people - he met a woman that he liked so
much and she used to be in the cloister and she left the cloister and she wanted to go with
her girlfriend to New York and go to a party in NY after being in the cloister. She was still
very young, she was probably 1 or 2 years at the cloister, but she fell in love with Bob and
also Bob with her she moved in.

And they were sometimes fighting and one time this ex-nun wanted to move out from
Bob’s place and he said, “no, you are not going to move out, please stay here”, and she
called up her girlfriend, her girlfriend came over and she was supposed to help her stuff
out and Bob said, “no, you are not allowed”. And Bob had all kinds of funny kinds of toys
and these things and he had a toy pistol and so he took out this toy pistol and he said,
“you are not going to move out of here” and they didn’t know it was a toy pistol, it looked
exactly the same, it was made from plastic. So the girlfriend got out of the place ran out on
the street, at the corner of Union Square there was always police standing and she was
running to the policemen and said, “there’s a man killing a woman, come upstairs”. So two
policemen were knocking at the door of Bob and he said, “no this is none of your business,
this is my business”. And this nun was still inside, and they said, “if you don't open it up we
just break it open”, so the nun opened the door from inside and the police saw that he had
a pistol in his hand and the police shot him down. He had the pistol in his hand and they
could say if it's the pistol or not. So [he] fell on the floor and Woody heart this shooting and
came downstairs and Bob said, “I always knew | was going to die like this”. So he was shot
in the stomach and they had to take him to the hospital and after two days it looked like
they could save him and of course the nun his girlfriend she felt very guilty, and because
she was guilty she was visiting him in the hospital, of course, you would do that too, so she
is visiting in the hospital and the relationship started anew — so when he got out of the
hospital she was back in his place again and she became pregnant so very soon he had a
little child, that’s the story of Bob.

Another Bob

And another story of the Bob upstairs: next to this black guy Bob on the right side is a
woman, she was girlfriend of this Bob from upstairs and this Bob also supplied Woody and
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me one time with a special drug that we were going to take when we were in the Iceland
together. He didn’t tell you that, Woody, it was mezcalin, it's from cactus, that’s what the
Indians are doing. So Bob was giving us mezcalin in a pure form as a powder, and we
were planning to go through Iceland one week, Woody and me, just two of us, and Steina
was staying at home with her father. And we decided that at one beautiful place we would
take this and it was very important experience.

| cannot really go out that much, these accidents don’t happen, you have to have these
accidents, you have to — somebody tells you this and you do that or there’s a certain book
— it's very important. But the story of Bob upstairs is not over yet because | had a visitor
about half a year ago coming from New York, a photographer, who knew us all, Woody,
Bob upstairs, and he was here in Vienna and | asked what happened with Bob and
Marilyn, he said Bob, he has Parkinson, it's what | have too — when your motor systems
gets worse and worse and sometimes you have these movements. When people have that
state when they constantly move, they can make an operation, they have to go to your
brain, they lay a cable down to here to put a chip and the chip is stimulating the brain
continuously. Brain produces dopamine which is necessary for muscle movement and if
you don’t have dopamine, you start shaking and become very insecure.

Woody and Steina again

At one point Woody was out somewhere and Steina was at home and when she was right
at the beginning of video she was making this Beatles song with the mouth with her ugly
teeth. Fantastic piece, when Woody came back she had done this piece, the first excellent
piece, it was perfect for this Beatles song. There were two interesting things, once they got
this video, Steina was always doing interesting films, interesting works and Woody was
doing experiments so to speak. Woody was experimenter and he was also theoretician of
this, talk about what is this all about. And Steina wouldn't talk, she would do something —
she does it and he talks.

The Kitchen

One day | saw them [Steina and Woody] and we found the place to make an opera, but it
was also part of that idea to find a place to make what he [Woody] has in his head, and it
was in an old building. It used to be a hotel but it was really run down completely, and had
lots of big rooms. And the owner decided he would give it either for free or for very little, he
would rent this to the artists to experiment. And there was a place, | think the only place
left big enough, and Woody found that he could use this, and it used to be ex-kitchen of
the hotel, that’'s why they called it The Kitchen. | think that | even helped them painting, |
didn’t help much and then they got involved in. We immediately made a piece, music with
artificial music instruments, and | was showing some Icelandic things. With the filter over
one eye you could see these in 3D and sort of this kind of things. But then he got very
busy, he got involved in music, dance, all these different people, he sort of let them do
these kind of things and it was very interesting place for all kind of things. And then one
day there were told one big accident the house fell down.

Pictures of Woody
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| tried to get some pictures of Woody together that maybe you don’t know: in my place
looking with red and green, this is the picture that | found, it's not 3D because you cannot
make 3D picture from flat picture. | was trying to do something with stereo to put different
planes. | was thinking that | should cut out things and place them somewhere else, space
is only interesting if it has different points and areas and you look at there, space does not
exist if you have nothing in it. It's like in the cosmos, if nothing is there, there is also no
space. | tried to make a book with these 3D things but then | didn’t do it. That’s a mixture
of old drawings, strange landscapes from another planet, four different types of pictures.

Simultaneus projections

Sure, there was one projector with two lenses and two light bulbs and then it's 3D. | was
also collecting a lot of stereo cards with two pictures on it and we were trying to look at it
without the instrument. We could do that, Woody and Steina, and | was at that time living
with a woman. And just to show you how it was the way | looked at that time... That’s a
terrible thing that we all die, it's very stupid thing.

Motorized paintings

| was living in Vienna, and then in Paris when | motorized the system. With the motor it
was very interesting to make it very fast, so | didn’t have to touch. | didn’t know any more
what to paint because the machine was doing it and | was going into crisis and | went to
America and after three months. | had visa for three months, but | was supposed to leave
in two weeks — you do it for a while, the lawyer was doing official application. For Swiss
people there is waiting list, you get the paper and you are not allowed to leave the country.
| was not allowed to leave, it took about one and a half years and | was working for an
artist in LA, and he said, “I have a friend in that particular office for immigration”, so [he]
called him up and this guy took my file from up here and | could pick up this green card.
You have to always go your own way, you can do it today like | did it, everybody has his
own way to do things. If you want to do it in official way it's more difficult than it was. You
are supposed to stay three months, and then you have to leave, but you can go to Canada
or to Mexico. Later on | had this English girlfriend and she just went to the lawyer, official
way, and claimed that she was going to marry English playwriter. She already had green
card so she got it very quickly — in America you can buy everything, it's completely corrupt.
| was teaching in America, | was also once or twice in the summer course at Buffalo where
Woody was, with Gerald O’Grady, yes, he’s a strange man, very strange fellow but we all
like him.

Electronic spaces

This is what | built. These are the small monitors that you see, | didn’t know they can make
them so small, thought it would be very good if | could make them sort of an apparatus. |
would have two small monitors, one on the right eye and one on the left eye connected to
cameras, SO now my cameras are my eyes. So whenever | leave my eyes, this is me, so to
speak my eyes, so | can look like this in the back or on each feet | could put one of these
and walk forward and would see it up here. But also | could on the long cable place the
cameras here and walk in this room and | would see myself walking from this point of view
and | would see everything in stereo, in space.
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That was that idea | had already around 1970 or 71, but then in 73 it became a reality.
Woody was working together with other people in Channel 14, experimental laboratory,
Nam June Paik was there. They asked me if | also wanted to participate with this project. |
had to write it down because they had to give me some money to buy these monitors, to
explain what | am going to build. When you have a stereo camera, like you have stereo
eye — | only see you once, which is already strange, because | see you here and | see you
here but | see you once. | see you in space so when you have two positions, or two times
— because position is an old word from Renaissance, this time here and this time here —,
it's always space that you see, different times means space, it's also in cosmos like this
every stare has different time, different distance, that's why it’s all in space.

When | built this machine, or this apparatus, my eyes were on the cameras, and the
cables, | always saw whatever | saw in space, three dimensionally. | could look with this
camera in my hand, | could look at you from here, | would always see you in my eyes as
three dimensional. | could use an old stereo picture from the civil war, 1860, because they
already did stereo pictures at that time, in the blue room in TV. You can make a landscape
behind the person, but in my case | could project an old three dimensional stereo pictures
and | could walk inside the space from 1860. Nobody ever did this what | did here. It
wasn’t working very good because these monitors were black and white and weren’t very
sharp so the quality of material was really not good enough to make it work perfectly. But it
worked just to prove that it works what | had in my mind.

These were people working at the same time in Utah [experiments by Ivan Sutherland and
others, his The Ultimate Display from 1965/6 was a ,head-mounted display“ (HMD) made
for Bell Helicopter Company]. Weibel knew these people, | didn’t know about them. Few
years later | knew that they were doing these kind of things. It was completely different,
they were trying following: this camera is on a metal rod, going up to a truck, so if this
person moves forward on this truck, it moves forward too and the truck gives the
information to the computer that the picture is supposed to change — they could only try to
walk in a tunnel, the computer was very slow at that time. They could only make a tunnel
in lines, every half a meter they would make a line like these and computer was connected
to this information that you would walk forward, and you would then see how you could
walk through this tunnel. They had money from the army to build these things, all the
money they needed, the best quality, three people worked on this worked.

But the most interesting part of this was actually the program. So the computer can do
something like this, the other things were actually not as interesting. The original was that
they wrote the paper that they are trying to find the way to go through the blood vessel of
the person. If they could make a very small camera they could make the camera go
through the blood vessel. One was the medical man, he wanted that program, the other
one was the computer man, the other one was the visual man and they all worked on this
and they had all the money from the US government.

Channel 13 and O'Grady
The experimental laboratory from Channel 13, with David Loxton as the head and Ed
Emshwiller, Nam June Paik, Woody and Steina... There was no computer, the first stuff

was made by Nam June Paik where you could make for instance picture turn upside down,
turn negative, simple things like this. Because it did not exist before what today can be
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done electronically. | told Gerry O’Grady about this idea and because | had only like 2000
dollars from this laboratory, Gerry said, “you have to get something from the National
Endowment for the Arts”, and he wrote application for me. He wrote everything down and
he said, “you just have to sign it”. He was at that time in the commission, he could vote for
me and | would get it, that’s how it works. Now artists are less supported, but it also had to
do with people like Gerry because these kind of people had to be in Washington, these
liberal people that were trying to convince the state that they have to do something for the
artists because they are doing very important works that later can be used by the people,
they had to sell it to the government. But the problem always was that once you get money
from the government, it can control it.

Secret agents, Woody's mother and space

In Europe after the Cold War, in West, France, Italy, was always an interest of intellectuals
in socialism and communism, always a big communist party, and the Americans were
always afraid that the west would also fall in the hands of the Russian empire. So they
supported the intellectuals, the writers that were against the communism, completely every
writer, the magazines, were all paid by CIA and the European intellectuals were thinking,
“oh, the magazine was founded by such and such foundation”, but it was set up by CIA. |
remember Woody at the time of the demonstrations against the Vietnam War, | said,
“‘come down to the corner to the exhibition”, we are going to sit in the middle of the street,
then the police come and we leave again, and he said, “no, | don’t do any political”.
Whenever he talked to me sometimes he would put his hand up like this and say
[whispering], “this guy is a Czech agent” or something, he was always interesting for these
agents, he always saw these...

When he was here on Sunday he would tell me, “do you remember Adzali [?], he was
working for the Czech secret service”, well, | didn’t remember, but | remember the name
and | have the picture but | am not so sure if it was this one. It was very strange that when
something was, let’s say | talk about CIA, he would sort of talk like this, always put up his
hand and he told me about this. He had his experiences and he was able to go out
because he married Steina the motorcyclist, all the guys were watching this woman with
the violin in the back, it was very attractive for men and Woody won and could get out.

| also knew Woody’s mother few years ago, maybe five, when she was still alive, we drove
up from Vienna, Woody and Steina; | had car at that time, | sold it. We were driving there,
and we were parking — you know his sister? — we went into the street and in the middle of
the street there was a house in which the sister and the mother lived but the mother was
not home and we looked down the street, there is a park coming up and we were looking
and there behind the tree, big tree, this trunk of the tree, some woman was looking from
behind the tree and it was the mother of Woody. That’s how she was, she was strange,
very strange, she was probably thinking, “oh, this must be Woody but what is the other
man?” | don’t know exactly. | hope you don'’t record all this stuff...

And next to the sister’s house there is another house with garden in front and it goes to the
back yard and there’s everything, tables and chairs and car parks, and everything that you
can imagine is just filled up with this and there was only a pathway between everything for
the person to go into the house, and inside it was the same thing like outside — now when
you remember Woody in Santa Fe, it's the same, you have to just walk through this, just
walking into Woody'’s space walking around with all this stuff left and right. There is no
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space for sleeping, but apparently in his backyard, he has this trailers that’s full of stuff — in
the house there is no space any more.

Na konci zafi 2007 jsem se vypravila na Schillingovu vystavu Sehmaschinen 007 do videriského Muzea
uzitého umeéni. P¥i té prilezitosti jsem ho navstivila znovu, tentokrat jiz abych se dozvédéla vic o jeho
vlastnim dile. Navstéva se protahla na neuvéfitelnych Sest hodin, v pribéhu kterych Alfons vypravél. Az jsem
méla pocit, Ze se tam udala néjaka hra s ¢asem; Alfonsovy hodiny jsou nafizené tak, ze ukazuji jen deset
hodin misto dvanacti. Na zakladé navstévy vznikl ¢lanek, ktery byl otistén v Casopise Umélec (4/2007), s
titulem Nevéfit svym viastnim o&im.
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Rozhovor s Arnoldem Dreyblattem
8. prosince 2008, Praha

Rozhovor s Arnoldem Dreyblattem, v Berliné Zijicim skladatelem elektronické hudby, hudebnikem, tviircem
medialnich archeologickych instalaci amerického plivodu a nékdejSim Zakem Vasulkovych na univerzité v
Buffalu, se uskuteCnil u pfilezitosti jeho prazské prednasky, ktera probé&hla v ramci diskusniho cyklu Od
analogového k digitalnimu a zahajovala festival Expandia v klubu NoD. VyuZila jsem pfileZitosti, Ze jsem
konecné narazila na nékoho, kdo by mi mohl povédét néco o Vasulkovych z pozice jejich Zaka. Neni jich
mnoho. Zatimco v pfednasce Arnold hovofil o svych instalacich, které vétSinou pracuji s obrazem archivu -
nejenze pouziva archiv jako metaforu, ale pfimo se v prostfedi archivu pohybuje a nové (pseudo) archivy
svym dilem vytvafi -, v rozhovoru se dotkl nékterych palcivych a problematickych vrstev, které jsou v
historiich slavného centra Media Study v Buffalu radéji opomijené.

Why did you choose to study in Buffalo and what was the structure of the program there?

| think it was actually the first institute of new media anywhere, as far as | know, there was
nothing comparable anywhere worldwide. It was called Media Studies and there were
actually two different media studies: one was the department at the university and it was
founded by Gerald O'Grady and there was a public access centre.

When | was there, it was before Tony Conrad came, [there were] the Vasulkas, Hollis
Frampton, Paul Sharits and James Blue for documentary filmmaking. Also there was a
theoretician who came at the end of the period | was there. But basically it was The
Vasulkas and Sharits and Frampton, the framework of the program. There were some
connections to the music department, because music was very strong in Buffalo. When |
was there, Morton Feldman was the head of the music department, so | participated at
some events and workshops there. John Cage was there when | was there. And it [music
department] was quite strong and famous, if not stronger then Media Studies.

So you were student of The Vasulkas? Were they teaching experimental film or video, or
what was their subject?

I met them when | was studying in another state college in Upstate New York and they
came to visit, at end of 1973, maybe... They gave a lecture and showed some of their
work, and | was very interested. | was participating at some other experimental video
classes and film classes and they told [me] there was going to be some kind of meeting in
the summer, all the different colleges, they will all be present. So they told me, our
department will be represented and so | went there and met Frampton and Sharits and
then Vasulkas and then applied to go there [to Media Study]. | think | went up there in
summer 1974. Actually | first participated in workshop in the music department with Morton
Feldman and Pauline Oliveros and John Chatham.

So O'Grady brought them up there and Woody of course had studied film still in
Czechoslovakia, and in fact there was kind of a war between film and video at that time.
So it is the big irony that Jonas Mekas is now showing his work on video because at that
time film people a little downed at video people, it was a thread to them, it was cheaper
and easier to show and you could show in rooms with the lights on which they couldn't and
so they were very jealous. But of course, on the other hand, the quality was much worse at
that time, in the terms of resolution, so it was the main point in which they could criticize
video because their resolution was better.
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I am interested in how they were functioning as teachers, were they showing their work
and discussing it? How they worked with the students?

How they worked with students? They terrorized us, actually. More than anything else.
Especially Woody, he still terrorizes people. | think that Woody was always more of the
theoretical part of the pair, and from an American point of view quite European in a sense
of trying to create almost a dogma or a rationale for new medium and of course their
interest was not in documentation.

And maybe, | thought about it recently, they were strongly anti-artworld which meant that
they had very little connection with conceptual art world that was also experimenting with
video. Paik was a sort of in between because he had art world connections but at the
same time he showed in The Kitchen and was connected with the video art world.

So they as teachers... Well, they had of course a very large archive and their interest was,
they would say, experiments with the medium in terms of electronics, analog electronics.
Woody had this kind of theoretical idea about waves, and about analog electronics of that
time and [interconnections] between sound and video, the wavelength. They were very
famous in their early work for putting audio signals into the video inputs and controlling the
scale rates, or taking the sound out of video singal and putting it into audio synthesizer and
going back and forth. He [Woody] tried somehow to talk with students. In general, even in
his early writings, [it is] about some kind of equivalent between slower waveforms, slower
waves in sound and speeding them up and coming to this visual spectrum. He spoke a lot
about that. About analyzing the medium, looking at the signals at oscilloscope. It was sort
of one line of video, and in some respects his discussion about it was more interesting that
the tapes they made. When | first saw the tapes in 1973, | was very interested, I've never
seen anything like that: there were Italian breads flowing from the sky, they tried to
immitate Magritte, but later on it was the discussion that came more interesting.

So do you think it influenced you somehow, because you were doing video and also sound
at that time...

| wasn't doing sound in the very beginning. It didn't influence me in my visual work, | don't
think so, but my direction into music came directly from that work with them. In fact there is
an interesting story because my early videotapes are all flicker videos and probably the
earliest flicker videos that were ever made. | can't be sure, [it was] like in 1972, 1974. | just
came upon it by accident, it was one of my early experimenting and these videotapes have
very rarely been shown. They were shown in the late 1970s, I'm actually trying to find out
how to get them. So | was doing these flicker videos, later | was doing courses in film with
Sharits and Frampton.

| should say also this: what was very interesting about Buffalo was that they had enough
money to invite...they had very extensive visiting artist program. So we had every week
everyone from the video world from the entire United States, specially in the area in which
Woody and Steina were working, and also in film scene. We had entire independent
cinema, coming up every week, one after the other, all the time, so it was incredibly active
in that sense. And in fact in music also, because of the activity at the music department. It
was called Creative Associates, incredible concerts of contemporary music so all that was
really very active.
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Of course | was interested in the history of experimental film, just because | was there, and
then | saw the early flicker films, by Tony Conrad and Peter Kubelka and started to make
the video tapes and through the influence of Woody | started to be intrested in this
relationship to sounds. My last videotapes were kind of stroboscopic tapes but very
aggressive, passing through green and blue color bursts signal, almost beating against
each other, in close relationship to Sharits, his epileptic films. Then | felt | sort of spun
myself out of the medium. Because there was nowhere to go. And so directly from this
kind of language or discussion of Woody | found myself in music. My approach to music
was on the basic of this approach to electronics. So again, Woody is speaking the way that
he was both theoretically and also practically dealing with analog electronics, so | took
courses at electronic music department in electronic music. So it was the language of
frequency and amplitude, the language of physics, applied to music. And then | found in
Hollis Frampton's book case at a party a copy of Le Monte Young, the selective writings.
Tony Conrad was in his band which explained this whole approach to making music, the
language of acoustics, even though Monte Young is classically trained composer. So then |
went into music and then Tony afterwords. | went to study with La Monte and then
gradually developed my music over some years and then had contact with Tony, that's a
very long story but what was interesting was that Tony actually started with La Monte,
playing music, and then, gravitated to making stroboscopic films in the 1960s and | sort of
went to the other direction. Coming from Buffalo, from Woody, | had this discussion about
periodic perceptual wavelength and then | found myself making music which sort of came
to the other direction.

| started building my own instruments, O.K. this was an influence, but in general in a lot of
media art in the 1960s, they all think about it. Even Jonas Mekas in experimental scene,
the idea was to take production in once own hand. Independent film was first defined as an
opposition to Hollywood, taking hand-held camera without crew, without this whole
economic packing. And the same thing in music, composing for the other musicians and
waiting for the composition to be performed, in some respect in the sixties, the composers
with their own ensemble developed, first from La Monte and then started this younger
generation of minimalists, Steve Reich, Phil Glass, Terry Riley and so forth. You could just
do it, write it and have it performed. It was actually a new idea and it is coming from the
idea of jazz band or rock band. So | think that these ideas were sort of in the air. When |
left Buffalo, the short version is that | spent some two years studying with La Monte Young,
then gradually started doing my own music and then, in the 1980s, went back to the visual
arts.

Do you think, because it was such a special situation in Buffalo, all that interesting people
teaching and coming there, was there a group of interesting people who graduated from
it?

Yeah, that's interesting. That's kind of the sad part of the whole story. There really isn't. If |
can think of the film students, because there were three flmmakers in the residence, the
film program was larger, maybe more important in the earlier Buffalo than the video
program. It's always in the education situation like that, especially in the graduate
department, the star students, so almost none of them continued. Robert Polidori is quite
famous photographer and he was filmmaker student there, he's showing worldwide. He
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has a new book about the photographs of New Orleans after the huricane. Andrej Zdravic,
from Ljubljana, continued for some years, and | think he represented Slovenia at [Venice]
Biennial about 7 years ago, but | haven't heart from him in a long time. But there's very few
actually. Maybe there are some more. | am of course trying to think about my years, when

| was there, which is 1975, 76. It definitely lost many to the industry. And there's a few
professors out there who studied at Buffalo. Do you have some names?

I know John Minkowsky...

But he's sort of burn out, and | think Jerry O'Grady is taking care of him. He's writing again
now, but | think he was psychologically unstable for years. There're few students who are
teaching now at various universities, 5 or 6 i could find out for you...

That's not many.

There are some Tony Conrad's students out there, but even some of them already
dissappeared. | think when i met Jerry last time he mentioned few names but there weren't
many.

Well, don't forget that experimental film scene didn't last for much longer. We are talking
about 1970s or early 1980s, the experimental film scene was basically distributed to this
network of film archives, there was Cinemateque, there was Film-Makers' Coop in the
States and in Europe there were few other centers. But my theory is that it was because of
the difficulty of showing film and the economic problems of making films, so the distribution
became very difficult. Especially in the late 1970s, early 1980s it was very bad in States in
economics and then, so | think the film didn't last much longer. | think by the late 1980s it
became more and more difficult to do experimental film so the whole identity of the scene
became much difficult to perceive. And people like Frampton and Sharits were really
rediscovered in the late 1980s, early 1990s. | think there wasn't much future for lot of
experimental film and in video. Yeah, that's interesting, what happened to everyone.

There was a big exhibition about the Buffalo crew recently...

O.K., there were some political problems in it. There was a kind of a problem between
Woody and Steina and Tony and then Tony refused to give his best films. None of the
sixties was there, it was a problem because it would have fitted well. And | think that
Sharits looked the best, | liked the show very much of course. But it was interesting, yeah,
that there were no students, it was a decision, maybe there wasn't enough students to
really make a coherent statement.

When | meet people from Buffalo which isn't very often, they tell me about this person and
that person. If you are interested to find out, | could ask around. There's few interesting
personalities, | think he would come up with four or five people from out there. Jeffrey
Schier was a late student, but he was more of a technician and less of an artist. There
were a lot of burn outs, lot of people that either psychologically disintegrated or just went
out to other things. And, yeah, where are the students, especially in case of Woody and
Steina, is there any other student? | don't know. When | was there, there really weren't any
other major students, | was kind of the only major student at that time. There were classes
but no one ever got into it the way that | did then. And in my case | had a few shows in
New York of my tapes and then | also went to the other things. Steina digitizes some of my
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old tapes and | am interested in having more of them digitized and having a show.

There's not much written about that period, and part of that was Buffalo. There is also
Hallwalls, very important gallery, it was sort of the other side, founded by Cindy Sherman
and Robert Longo. There was a lot of video there too but that was the conceptual art video
people, Avalanche magazine and Dan Graham. And there was very little contact, it is very
interesting topic. It was actually in Buffalo only Paul Sharits had art connections, he was
member of Fluxus and he tried showing some of his films in a gallery situation, but he was
the only one that tried to do that. And they made fun of him for that, which is very sad. He
was the only one that tried to bring it out of the cinema, the others were totally into the idea
of cinema space, which | think really ghettoized them. And Woody and Steina didn't really
like the art world, they didn't really understand it | thought.

| think Steina, she was warmer always, as personality, and she was more playfull and she
always wanted to find out what is it, she was on the playful side more than the
experimental. And | think she had also a closer relation to students in some ways.

But, yeah, actually it is very sad and even Jarry, you know what happened in the ends, that
he ended up owing hundreds of thousands of dollars, to the state, and he was so poor that
he would come to Europe and sleep on the park benches withouth changing his clothes.
He even didn't have enough money for a hotel. He's O.K. now, he finally paid it off, but the
end of it all was also very nasty and negative. And it's only in the last few years that Gerry
started to talk about it. | remember in 2000 | was in Boston and | met him and he said it
wasn't O.K. for him to talk about it.

And also they were all fighting with each other, in the department it was very strong egos,
all of them, so they were really at each other's throats all the time. The students would sit
and watch and they would throw [?] at each other. And there was a lot of alcohol, very
heavy drinking and | mean it had a very positive side, it was very intensive, but
psychologically it wasn't so easy.

Maybe this was the problem, that they were very strong individualists, and maybe not such
a good teachers...

| think they all had lots to say, | mean maybe too much but it was certainly all interesting. |
think if there was a problem it was in terms of dialogue so they tended all kind of into a
monologue, with themselves, or with each other. | think all the students got quite a lots of
information, but maybe it has something to do. It is an interesting point, why there weren't
so many students that continue. On the other hand I've taught in art academies in
Germany and there's actually also not so many. The only difference is that the school still
exists and the professors would be there for thirty twenty years, even for a longer time, so
it would have a sense of continuity.

But Tony Conrad was there for a long time...

That's true and there's students of Tony. | think Tony is really a good teacher, because he
really...first, he did a lot of work. | mean video work, with the students. And also a part of
his interest is spending time with younger people. | think that he really took that seriously
to spend time with the younger generation. He wanted to be with younger people and
younger artists. And still now.
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In Europe, and it's very strong in Germany, there is master class system, or almost
apprentiship system, and | think Woody was coming from that background and in a way
they started to see me as almost like apprentice. They used to say that, or he especially, to
carry the torch of video art into the future and somehow expand what they had started, his
ideas, and somehow develop it further. And just because it was such a heavy package to
carry for me, just within a year after | said, no, | don't want to do that. So just went off to my
own interests. It was kind of a tension for few years, | mean now of course it's no longer
interesting, for them either, we are friends now, but they were also disappointed that |
didn't continue with video even [though] at a certain point they were happy that | continued
with something as opposed to some of the other students. So I've had contacts with them
over the years.

In Germany, you have a class of famous artist, and you are writing in your biography that
you were in the class of Joseph Beuys and often these artists would position the students
in with good galleries, situations after. And | don't know how much that happened in
Buffalo, | don't think so. It also didn't exist that long, for me once Jerry was gone and the
two of them died [Frampton and Sharits], it's another department, it's not the same. It has
some history of that period. It moved out, it's no longer physically where it was when |
studied, there's the old campus and they moved out somewhere outside of Buffalo. So
also physically it looks completely different.

So everybody died or had a nervous breakdown. So you are dealing with pretty painful
history, in a way. And even that exhibition, like I'm telling you, behind the scene there was
a lot of tension. | think Tony reacted to two problems with Woody and Steina: one like that,
why should they curate it, it's always complicated when an artist curates for the other artist
who's also in the show. It's politically complicated, and Tony is very political, and second,
there was a big issue about film, because they digitized all the films, so they would've
digitized hundred percent but they weren't allowed to. | understand both sides, | spent a lot
of time with them looking at their system, how they developed it technically. But also Tony,
especially his early work, it was all about the physical nature of film, like cooking it in a
Chinese restaurant or putting running cooked film in the projector. So he only gave his
infantile films he did with the students and none of his classic films, which was a strong
statement. And there was a lot of other issues about the show.
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Rozhovory s Woodym Vasulkou
Cervenec 2008, Agua Fria, Santa Fe

PFi mé posledni navstévé Santa Fe jsem s Woodym natogila asi Sest hodin rozhovord. Z pdvodnich dvaceti
sedmi stran prepisu vykrystalizovalo postupné nékolik tematickych okruht. Otazky jsem ponechala jen v
pfipadé, kdy na né Woody alespori Easteéné odpovida. Vést rozhovor s Woodym totiz znamena, Ze otazky
vyvolavaji reakce, které s nimi az tak uplné nesouvisi. Woody sleduje svuj vlastni mySlenkovy proud, krouzi
okolo témat, vraci se k nim po dlouhych odbo&kach, snazi se je pfesnéji popsat a vysvétlit. Rozhovor ma
tedy spi$ podobu monologu. Woody se v ném dotyka vSech etap vlastni tvorby, i kdyZ nékteré jsou zminény
zkratkovité. Nejedna se o chronologicky monolog, a proto myslim nezaleZi na tom, jak jsou jednotlivé Casti
poskladané za sebou. Zacina tedy ,kapitolou® o archivech a kon€im zamyslenim nad sérii instalaci The
Brotherhood. Text jsem ponechala témér bez Uprav, aby dosSlo k zachovani specifického zplisobu Woodyho
vyjadfovani. Pouze mista, ktera mi pfipadala obzvlast neproniknutelna, jsem se snazila mirné projasnit.

I/ Woody on Archives

| wanted to ask about the idea of archiving in your work, because you were from the
beginning collecting everything you did and other artists' work and also documenting
everything. This is the idea of observation of what you do and documenting it at the same
time, which appears from the 1960s and now you are trying to make the archives and this
is interesting because it is very special. | don't know many other artists who would have
from the very beginning had the idea that they should collect and document everything and
maybe now you have certain ideas what to do with that material, not only video but also
that analogue instruments or tools?

It's not that hard to understand, because when | understood what the time and energy
does, and when we already started, this is the generational enterprise, it was like early film
and it was generational effort made out of mainstream filmmaking. | understood this
contribution of this particular generation in this particular time slot, especially when the
analogue world breaks through into this digital domain, was the historical, not historical but
cultural historical, this is both. It was the historical meeting of the analogue world as we
know it into the digital world which we don't really know but it's representing the reality and
so | understood this was the pivotal movement or moment in the history and that's how |
understood it and we both understood it, with Steina and many other people, that it's worth
of our self sacrifice. So you have to say, O.K., there'll always be a Picasso here and there,
because that's what they dialled by the muses that control our cultural life, and there were.
Like Bill Viola decided that he was the new Picasso, consciously, and of course Garry Hill
was a divine, he was this young man that could understand and he, first his early works
which | knew were magnificent but now their life and carrier is completely not interesting to
me. In that place they contributed but they were not interested in the rest of the world, they
were self-elected heros of the generation, which they are.

But | come from this background of the Czech, even Moravian thinking about that this
meeting with the history that's much more interesting than what you actually do in this kind
of personal struggle to develop yourself into indispensably individual as artist. And anyway,
what | do as archivist | still do it for the same purpose, | what to know, what's the
commonality of that effort, which of these things that are living in the shadow in fact have a
great significance. That's kind of the only ambition | have, that is more or less secretive
because it's the curatorial treatment of these things that | am interested in and
contextualizing these things, why they happened, again it becomes a different type of
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laboratory. And | was always lucky and of course Steina always helped to this effort very
significantly, to curate things, it's not the first time the last year that we would curate
anything, we made certain curatorial work all our life, you know, since The Kitchen which
was in a way titled Live Audience Testing Laboratory, which has both ends, you test the
audience and test the laboratory. And then we made at least three or four shows that had
this commonality, like Eigenwelt and this show [Mind Frames in ZKM] and something in
between, so this was in a way an impulse, it was actually more complicated than
producing art; because producing art you can do it here on the table but to produce show
is vastly complicated thing. But | like the complications because it's just the nature of my
interest where is the boundary of an individual, how far you can go as an individual and
how much you need the society or other people to mediate it. And | experience both, one
in the art where you can really take a sound source and produce composition of audio of
some form, later you may not be educated, in video we had to go the whole generation
thru process of education and that's one thing that painters go also thru, from childhood
some, other in the middle of the life, but you have to learn some kind of a craft because
there is no art without craft unless you are poet and then art and craft go thru your mind
and it can be then spoken but the connection between your mind and the medium of the
speech is enclosed in your own body, you don't even need to write it down.

This was actually question about the archives, what's your ideal of the archive...

It's also some duty, my mother eventually wrote the history of the clan, of the families, she
went to archives and villages and churches and | understood that | inherited this but | am
not so sure if she also got some inspiration from my work, because | mentioned that to her.
But of course | take some pride in informing her about literature and poetry, cause she was
just this what you would call the simple peasant girl that came with basic education to the
world and it then grew thru her. A lot had to do with her born-again incident, but she
invented it into whole narrative way thru painting and writing. And she wrote that from the
same source of duty. | don't know where that source of duty comes from, my sister didn't
do it, my sister didn't any of that, so it must be something either some kind of rubbed zone,
because me and my mother had very special relationship since childhood, our value
system is total identical, including altruistic work for the public like her seeding some
flowers next to the highway. She would be telling about the truck drivers that go by from
Turkey and everywhere to Prague, they should see some flowers on their long run on the
the highway when they are sleeping half. And people would come to her saying, “why do
you do it mother, pani, proC to délate, vzdyt to nikdo nevidi tady”, she would not relinquish
the social service. So there is something strange about it, that | must admit. I like to kind of
waste my life in some kind of general purpose of life. And | love to be supported, | don't
want to make money, | find it completely inappropriate, to live by sort of working. | think
you live by being ornament on the body of society. And once they recognize you being an
ornament, they help you to live. And that should be a good prescription for artist's life. But
anyway, it's a different world.

[I/ American beginnings
1. From Pennsylvania to NYC

We ended in small town called Forty Fort, Pennsylvania, which Steina had uncle in
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that small community, and of course | didn't speak any English and was just watching TV
and learned everything at the beginning from TV, but | didn't understand much and | didn't
speak it. | had a teacher and he was using some new method and he didn't speak my
language so you couldn't really converse about anything and | disappointed him. But at
that time Steina took us in, it was a nice house, everything was nice about Pennsylvania, it
was quiet neighborhood, next town was bigger, there were some Polish villages and there
used to be mines so there were lots of Poles, who played accordions on the porches. It
was almost a nightmare that | was begged in East Europe, but after that Steina was
practicing violin and she had a teacher in Scranton, so we would commute a little bit
between Scranton and Wilgsburry and Forty Fort which was kind of interesting for a while,
we got car and | got this test driving license without speaking English, which was very
funny, and then we kind of departed for New York, that was probably about after half a
year.

And then we by chance got into this International House, it was near the 125th street, on
Manhattan on the west side. That's where we met total international environment, Polish
people and Yugoslaves and Russians and who is who, Czechs.

It was a meeting place for people who came from Europe?

It was a place where they studied already, that continuation of education, or just to have a
transit. | went to classes of English at Colombia, | am Colombian graduate, and it was
brilliant young Jewish lady who was so fantastic and she drilled us, so it was for the first
time, except German which | had since the age of six, | was drilled in English which helped
me finally a lot because | understood a lot what it means to have a drill in language, like
could be should be, ought to be, it was, it went, all that connotation of words, she said, the
rest is just a dictionary. And so she got us straights, and there were people from Vietnam
and monks and one would say, “why do you wear glasses”, | said, “what do you mean”,
“oh, when you don't see, just look inside”. That jerk it was, but he was good...

So it was that kind of school, and then | started to speak it, and | was interested in film so |
went into some screenings, first time | understood there was a kind of Avant-garde. | didn't
have much respect for American Avant-garde because we had that in Europe, remember
that?

But did you know about it in Europe, about American Avant-garde?

No, | had to rediscover it, | knew much more about literature, because there was this
Svétova literatura, which was a perfect introduction because they liked American Avant-
garde, they liked Kerouac and Ferlingetti and all these other guys and so | was prepared,
but really for film | didn't have much respect because it was something what was really
personal, which in Europe you would call amateurish. Only much later | realized that in fact
this it was the art of an individual, it shouldn't be never mixed up with Hollywood, this is
what we talked about with Gene Youngblood yesterday a little bit. The dimension of the
personal film has very little to do with film, it's like poetry and prose and that's different.

At that time of course | started to work in film, first as an assistant to an editor with

Alexander Hammid and Francis Thomson. Thompson and Hammid they were known to be
already part of the American Avant-garde. Francis Thompson made this film about New

181



Woody Vasulka: dialog s démony nastroju

York [NY, NY: A Day in New York, 1957] and Hammid had long history of experimental film,
for Bata and others.

How did you meet them?

Very good question, who connected us. | would have to think about it. | don't remember.
But anyway, | visited the studio and they happened to have the summer job, to fix the first
or second multi-screen called To be Alive, it was from the exhibit in Montreal and it was
supposed to be synchronous and | was repairing these, after they send it for three weeks
or so, they had like free copies that they run. At that time | met virtually everybody who
was who, who was interested in independent, since we were independents. They had the
company and they had three-screen projection, synchronous. | inherited later some piece
of synchronous machinery. So | was fixing it and then | started to make my own 16mm
experiment, mostly related to 360-degree recordings, which | have some strips that | plan
to put into some publication. | also built some simple things on a kitchen table.

2. Alfons

When Steina went to Paris | didn't want to keep that apartment, it was not feasible for one
person, so at that time we teamed up with Alfons [Schilling] and he came across. He was
already connected, he knew Rauchenberg and all these people, and through his project, 9
Evenings in Armory, he found out that here just left Rauchenberg and Jasper Johns and
others, they just left studio they worked in down in Wall Street area what's called Front
Street and so we started to work there.

| don't know what type of camera | had at that time and | started to put it into turntable,
because it was by challenge, how to do 360 degree recording. That was my interest and
entrance to the film again, into making the film. So | think it was one of the first projects
that | did and he was part of it. He was with it and we were both interested, and | wonder
when he started to do 3D because | think it's slightly later. | think that's when we already
moved, because when Steina came back, we found somehow thru Alfons first fine place
on 14th Street, so we moved very close to him and it was very nice studio there. He did 3D
by buying himself these 3D cheap postcards and he would peel off the layer on lentical
lenses and he would just study it. And then he would disclose the secret, because there
were these vertical lenses that separate two images, if you layer them correctly through
those lenses. And that's how he started his practice.

And then | started to do electronic sound, it was first through Steina, when she came back
from Paris, she also started to play with this. She was still violinist, she played for money,
at that time | worked already with Lloyd, so | was doing these kinds of experiments. | still
had film camera so | was doing these documentary straight things like Aimless People,
there were some nudity there. Just sit here, | have some samples here.

[ll/ Early years in NYC

So that's basically the recordings, they are very experimental, and they are recorded
through slit. You have to make a slit instead of an open frame and then you have to put a
rotating mirror at the end of it and you rotate the mirror with the pull down, it has to be
somehow synchronized. And then that's what you get record of. | have somewhere a reel
of it that i'll have to find.
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Not only this, | also the same recording thru stroboscopic light, when you don't need a slit,
you just get this different recording. But | have some enlargements | did through scanning
this in electronic format. So that's basically that period and then | built different
instruments, hand held projectors and all kind of stuff, which | have some photographs of
for publications. This period is not particularly long, because immediately when |
discovered video, | kind of suspended everything. | just did some writing at that time, and
film, and then | went completely into video, with this audio synthesizer we already bought,
called Putney. That means in fact the last few months of the 60s through Harvey Lloyd,
there was a project which | was part of, for American Can Company. Kind of trade show
that the crew that was there, young people, perverted the whole thing into a video
presentation instead of bringing physical cans there, which eventually was a total disaster
for the company, and it cost the guy that run that apartment of promotion the job. But he
was a rich man, so when they kicked him out he took the trip around the globe with his
yacht.

So anyway, we created something we called Matrix, but then there was large conflict with
the group called International Structures, which was the coalition of other artists. That's a
whole episode explained somewhere, and you can get some information from the other
side, there are the whole different interpretations of what happened. There's a man in
Berlin, Ira Schneider, he would show you the whole different aspect of that time, he would
put the whole different spin on this situation. But | was told that this was a standard
because these people were social activists, all of them, about five people Frank Gillette
was the writer. They immediately made a corporation against Harvey Lloyd, so they could
fill a corporate indictment against the copyright. They had some writings about Matrix
before, so there was that interesting conflict and | was just behind this looking at these
people incorporating no longer individual struggling for social justice but simply trying to
get million dollars out of it or maybe two.

But anyway it was real force and | understood American radicalism is only skin deep, there
was no understanding or sharing, no concept of anything, it was all privatized and
commoditized immediately. But | liked the people that did it, these new Avant-gardists,
because they just had a passion for the media that would excuse anything. At that time
Alfons also introduced me to a lot of other artists. And then Steina came from Paris and we
started to work on much more systematic thing. When | started to bring some video
equipment, which was originally for the exhibition of American Can Company, at night |
would borrow it and then Steina when | was working started to play with it and then | came
home and could see that she was really having production there every day and then she
stopped playing and | said finally, “no no no, | don't keep working”. | just | don't remember
how we got money, she must have borrowed it from her uncle, and suddenly we both
started to work full time. Occasionally we got jobs here and there, | was editor, | still edited
film of course but had new jobs, these multi-screens that | was editing with Francis
Thompson, but we could do it. And then we got grants because at that time the whole
social significance of video became widely accepted by the funding organizations and the
history of art twenty more years was just through funding.

It was nothing with teaching, occasionally, there was a period of going to Buffalo to teach, |
became professor there, we had plenty of space there and we had money to build
equipment with students, but after six years we just went to Santa Fe and that's the whole
different world. But we did very important things in Buffalo and New York actually was the
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most, it was the beginnings that are always important. In Buffalo we had contributions from
our students who told us everything about digital, and build some digital equipment, and so
this kind of period is going to be well covered by this project of Kathy High [who, with the
other co-editors, has been working on the publication Tools, devoted to the early tool
makers].

IV/ Video beginnings

It happened this way, we had sound synthesizer, and then we got video and monitors, we
got thru, donated for short time, then they came back, from the man that ran the Max
Kansas City Steak House, it was across from Union Square, it was the place where we got
from Micky Ruskin bunch of monitors. It was given to some artists first but we could use it
for couple of years | guess and then, we got video that we could loop through many
monitors. We got perhaps eight monitors, large, black and white, so we understood
immediately that there's a relationship between video. And then suddenly we also found
out by error that the images can drift because we got the broken cable that suddenly didn't
have the horizontal frequency correct, and we could travel the images horizontally. And
that was the entrance with the sound oscillators, from the sound synthesizer fed into this,
this was another source of image, so it was combination of waveform generators,
oscillators, plus the retiming of the frame and later colorizer which was built by somebody.
But | usually put it together, that was the way that didn't cost much, | got this schematics
and | could actually use the schematics and build the boxes on it and | could do the knobs
and all the stuff.

So we built the first generation of our laboratory which is very simple and some of it is still
around, and this is all equipment, and then | knew what to collect and when we went to
Buffalo, which was the thirteenth year when we started to work with video, we were
snatched out by Gerry O'Grady, snatched up to teach and start actually developing
curriculum there. And then we met other people there like Jeffrey Schier who could design
the digital thing, but we already made impact in New York, within a year we were kind of
part of the group, just the group of two but then we made a group with some other guys
called Perception, and funding opened by New York state, we applied and we got money.
Then we scored a number of festivals and presentations and various shows all over the
city, and it travelled and it was our entrance into video scene. So we specified that as an
art form very early and since then we are there and nobody took us out. Some people
dropped out, you know, or stopped working and | also in a way stopped working but it was
much later, it was at the beginning of the 1990s. | just decided to do this mechanical
works, these installations [The Brotherhood]and | never really returned to it, except as a
service to the installations, in a way by-product, and Steina is still doing it. And this is the
time when all is happening but | am still behind because with this all mechanical stuff,
nobody would want that, it's so inconvenient, room-sized thing, it's really industrial factory-
like equipment, we will see how this whole history will treat us, but anyway, that's a
shortcut to the end.

How do you explain the immense support which video received since the 1960s?

| have my own interpretations, one is of course that the galleries were looking for
something different but not all the galleries, like Bruce Nauman, it was probably the same
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period, late 60s, that opened the possibility of closed circuit, people shooting themselves,
there was not much what is called video processing, it was virtually unknown but few
enlightened people experimented with closed circuit as far as feedback because it was in
the universities, each university by that some had some closed circuit for doing in
playback, basic playback equipment.

But as far as working with signal, it was invention of generation that came at the end of the
1960s and beginning of the 1970s. We both saw convincing processing thru Siegel. Eric
Siegel made the piece called Einstein, for the first time feedback in colorizing, totally
convincing statement, then | realized there's no film for me anymore, this is the way from
film because this is not a film, it's a moving image but it's a totally different animal. And of
course, from that perspective, then we discovered what was before, like Whitney brothers
filmmaking, which was already analogue computer, and then with electronic sound which |
was by that time quite familiar with. This made the base for future profession which carried
this whole period thru and we got into meeting the people that we could specify our desire
and they were able to execute it.

They were these free agents of technology that either went thru Vietnam war or refused to
go. So we got this technological base. The end of hippie era, and the whole period of the
1970s was just ahead and it had built its own theaters, own scenes, own music, so the
culture continued from 60s till 70s. And after that of course it was no longer for us, we said
this is it, by the end of 70s, it was in 78 or 79 we went to some conference in upstate New
York, we were already in Buffalo of course by that time, we looked at each other, there
were few pioneers, and we said, it's over for us now...

So we developed into few other genres and the installations became more and more part
of the gallery, and it was driven by the interest of the gallery. And by that time it was
rampart, there were people who were working in the documentary, socially conscious
projects and the others that did experiments and it was all integrated and we could all
show it and all the genres were already established. Thru the 1980s it bumped thru and in
the 90s it became sort of already property of the gallery. The interactivity came in the 80s.

In our work it was consistently interactive, because we always made the image as by-
product of sound or sound as by-product of the image, in a mutual affinity because it was
our credo, it was our attention. We don't add music to anything in order to enhance it, we
always made sounds to testify about the activity of this medium. It was concept of our
identification or investigation of the material behavior and so forth. We had all the religion
about automatic or automated independent processes like feedback and cycles of certain
events and that all went into control thru digital code or MIDI code thru translation between
motion or camera analysis and all kinds of things, which | didn't finish.

V/ Interactive Theatre

| am still thinking about building this interactive theater that | always wanted to do but
never got real funding because now we are not talking really about hundreds of dollars as
we used to but it's something now that has to be funded because there's no technological
base for free anymore, or almost free. Now we separated technology and art completely,
and now we can either learn the technology degree to build it ourselves but it's getting into
programming as well, so the whole thing has become cumbersome as far as art practice.
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The original beginning of this interest was Theater of Hybrid Automata which was just the
first set up to explore the space, how you identify, index the space by camera or by laser
beam or acoustic interaction. All kinds of tools we got, Steina was moving pictures on
player because we got access to the protocol in which you can go forward and backward
and fast and slow on tape, Umatic system and thru the translation of MIDI code that she
did thru violin and all kinds of experiments that we recorded in various portions of our life.
And then of course music became interested in video and this large interactivity in the
1980s and the beginning of the 1990s that goes on now on computer, on real-time
computer performance. But still there is no theatre, and it's like Youngblood thinking, that
there is something more to say, and I'll try...

But things used to come to you, you didn't really have to think about it much, you know,
natural evolution was built into it. It's kind of human interest, like the theatre at the
beginning of the century, an anti-Avant-garde theatre like Meyerchold and Tairov, they
were interested in leaving the psychology behind, and also theatre as Stanislavski
methods and all those things. Suddenly you are confronted with coding system of dramatic
language, and | am trying to enter what | call dramatic primitives the medium itself would
suggest, but there is no idea of presenting the next...dramatic conflict. It's very successful
now, it's the performance, that people can play thru the instrument, or sound, at the same
time structural work.

I've always thought if | am really a structuralist, because if you are worried, narrative,
telling us story or telling us subject, the answer is you are working thru structuralist
enterprise which doesn't require to re-answer these basic questions, it's not interested in
human psychology that way, it's template for secondary thought and your interpretation is
as good as somebody else's. But the structure itself holds its original suggestions,
whatever it is, the interpretation is never given, even in minimalist art, but that has its dead
end as well. Even in interactivity it's kind of dead-ended. But that's my interest, the others
still go to networking and all that stuff. There is still some room, but it's usually humor and
jokes, so it's kind of dead-ended also. And so | have no opinion now if it could succeed,
only the conditions of justifying the space now are different, there's no way we could get
the space of that size, like a loft in New York for 150 dollars or less, | think that's what we
payed, 48 dollars for fantastic space, with heating.

VI/ Cooperation with Tool-Makers
1. Eric Siegel
The first of your technical cooperators was Eric Siegel

Eric Siegel was this divine child that in the age of 111 or 12 could build a TV camera, he
was free agent and technologist. He was a fragile person, | don't know if you know
anything about him, he was gay and illegitimate member of the society, but he was gifted
and talented in electronics since childhood, but he had larger dimension than just to fix
equipment or build it, he actually also made art with it. | must say in the long run he was
very gifted, even if he's from the category of mindhood | call American primitive. They may
have intellectual ambitions but internalized, there is nothing acquired. So he was
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interested in it and he attached to it certain...so it also feels like ending and nonphysical
communication...

It was some utopian or drug induced in a way also activity behind, so it was very fluent to
accept...reality and codes and processing and sending and receiving, and philosophy, and
he was all very much into it. So he belonged to this category of art, that he made
everything from processing to documentary work and travelogues.

He built one of the first synthesizers.

He was in competition in time with Steve Beck, it was very parallel so it's very hard actually
to say. We have this thing when he is introducing his synthesizer, and Beck was probably
very close. They both were the “New Americans” as | call them, because they dealt with
this synthesis as far as time and energy. It was not like Paik, it was called electromagnetic
object, it was higher classified. Paik was actually very familiar with technology but he had
these limits, he probably almost willingly stopped further exploration when he hit his own
ability to produce. Because if he would go into the total digital stuff, he couldn't be
comfortable with it. But later he started to acquire [it] anyway, he never did produce much,
he always had somebody at the camera. It's a different idea about the world and the art.

But these Americans knew every line, what does it mean, how we deal with sync and
blanking and frame and all and they just found the whole thing for me like when | learned
what it is and | understood there's something that separates these two eras, that there's
something that happens in total confinement and then you have to deal with that structure
in a content. Not only structure in an image, but you have to incorporate it's own artifacts
and generate them for its own source, which are sources of its own organization. This was
evolutionary and we didn't have to invent anything, we had to learn everything to some
degree, but then we just looked for the artifacts that you can discover by continuous
involvement, in that exploration, by formulating it and expanding it. That was our world.

And then Eric Siegel also built colorizer that you used?

He worked very early in colorizing and it was actually on request of Howard Wise, he
asked him if, “could you do it in color?” And he understood what the color was and so he
built colorizer, but at that time few other people built colorizers also. George Brown had his
own and many others all over the place, because once you ask for the color, it's
technological part of the signal, once you control that part, you can assign color to the
certain level of the gray scale and that's what all they did. That was the parallel evolution of
the tools. It was not one or two, it was a small army of designers.

Was there a communication between different centers, like New York and California?

Yes, exactly, we even exchanged tapes and we could compare things and we had theaters
to show. For us it was the golden era, of communication, non-commercialization, idealist
groups, anti-social or antiwar and anti-conservativism and all kinds of rules were broken
and all kinds of a new things came. And the religion came to pre-computer precision of
electronic signal processing and understanding, within the same decade, into digital, you
know.

The 1970s was just absolutely significant time which we owned, now it's basically some
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kind of summary or application and of course there are some challenges that came with
composition, but no longer structuralist work. Steina actually composes the pictures, you
know, multi-screen, and | haven't yet started my challenge which | never may start...

All the aspects are basically contained in the computer...and you have to make a special
effort to do something that computer doesn't offer but no one can do it because no one has
the traditional tools of video and | am just about throwing it out myself, but it's kind of
interesting.

2. George Brown
Then there was George Brown, how the cooperation with him began?

Actually we found him for service shop, he was a strange man who offered to do
experimental work. He was very bright. He came just from Vietnam where he did probably
some electronic work. He was probably of Hungarian descendants, but as soon as we
explained what we wanted, his first tool was significant, because we asked him to separate
fields for us. Normally video comes in succession of two fields, which combine themselves
into a frame, as you know. But we wanted to separate them in two different entities, so we
could see each field. So he built the switcher that would separate the field. You probably
know the piece called Noisefields, that's the typical thing that you switch, the same camera
that goes thru two channels of colorizing which he built, and then it comes back in the
mixer and it puts these fields together and then it becomes composite signal again but
each field has a different character.

That's something that video does anyway, that it shows you 60 phases of motion, but
usually thru camera we have no access to it individually. You have to deconstruct it.
Basically what he built was the box that was able to make A and B output and from a
stream of single video you got two separate fields so that you could treat them separately
and combine them again. Which no one else had interest in, except once we found a
technician in a studio and he said, “wait a minute, this tool” - because we brought it in -,
“this tool is very interesting for the technicians actually to see every field, but nobody has
ever asked for it”. It was very unique and we still have it and it is very modern because it
was already digital. Not as image but as programming. We could program it by switches
and it does cycles of A and B and | did originally built it or design it for inserting frames,
and | see the visual stream as a composition of various fields, mostly colored, and so it
was first like a provocative device, simple. It was on ours backs. But | only asked him that
it should contain these functions, | forgot to tell him about one more function which was
that Schilling inspiration: if you cross them, instead of just separate them, but it never got
to that face. But remember, this is all parallel knowledge or know-how of Alfons who would
understand. He was also very attracted by this idea that you can flicker fields. But he was
strictly into stereoscopy, this was his obsession. He was fully obsessed at that time. But
that was our kindship that we both built some kind of instruments and | built also
something for him, what he called Spider. | always give him credit because we were
mutually inspired.

Then | went completely into electronics which separated me completely from the real

world. And then, what was the real challenge, he also built a simple oscillator that would
drift the images with but it was too simple to claim an invention. Then he built this six-layer
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keyer which is extraordinary instrument, it was digital as far as again timing and layering of
images, which was analogue, but the prioritizing and the control systems were completely
digital and it could be operated by computer. | had an interface that we never came to a
complete control of the computer and then it had interface of course with any pulse system
and we used a lot of audio equipment to control it.

3. From Rutt-Etra to Articulator

At the same time we already had of course Rutt-Etra which was an analogue device which
| partly built. | could not afford the complete unit to buy, but we started to build it at the
same time, in the same decade when we started to build what we called later Articulator.
And it was the major project and it still has its myth. It was something unheart-of, only
Chicago people had the know-how at that time, but they were not that far. They wouldn't
go that far, because they had the computers, big computers and were not drawn into this.
But then the DIC, digital image computer by Sandin was suggested, and he did some
experiments but he didn't fully implement it in the system. | don't know how far they went
into digital design until they [went] just into the software. But | am sure some of the
testimony is somewhere and we could combine it once we have this information. Sandin
should have complete information system, so we could compare with other people, finally
compare this state of history, what are the influences.

Ideas for new search engine

We really need this search engine that does these search names, time, space when they
met, concepts, images, projects, fundings. | made a little model, that would probably be
useful: | took the article by Marita Sturken who wrote this nice study about funding, from
Afterimage, and | extracted exactly the concept and in fact each of the search individual,
and then | wanted to find someone who would experiment either with the sphere or cube
or structure that would let you see the vectors, and then you could create islands around it.
There's one person in Albuquerque that used to help. It can be done, this is only list of
about sixty people, that's the terminal part of history. If it's modular enough to survive the
update, then it should be probably used, anyway. | was hoping that history has its own
gods that can care of it, but now all the gods of history are dead, like when Nietzsche
completed his life, the theater of gods was also dead...

VII/ Other Video places

But | made the work and | am still interested in couple of curatorships to do with
Binghamton group, because their method of work deserves to conclude the era. They still
run a studio for independent artists, did you see that place, did you go there? We have
enough from them from that important period. They are now breeding the bread, this

new generation, this real-time performing, they started to do this DJing and VJing and
these all things and there are few successes. Ralf and Sherry [Hocking] have some image
material. In this new generation there are about five people that | find worth it. There's a
couple of things that | really like and it all comes from Binghamton school.

And then there are people from Chicago. Phil Morton, he was integrated in everything but
he was actually an essayist, a media person that deals with signal as transmission. Also
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certain interactivity but it's the concept of the net and broadcast and social criticism and
individualism so he has a category of his own for himself and it's really very interesting
work and it's not appreciated, nobody has found him yet.

West Coast, there was Video Free America, it was good, at the beginning they both did
processing, theatre and some dramatic work and documentary work and then just it went
away, in a way.

VIII/ Analogue to Digital: New Language

| would like to ask about the transfer from analogue to d digital, how did it proceed, the first
digital tool was made by George Brown, it was analogue with some digital features, and
then he constructed programmer. How this transfer from improvisation to construction
happened...

It has a little psychological background: now you have to understand, my interest in art
were only literature and poetry, the film for me was extended literature. It was kind of
literature in space and the syntax was positioning the camera. Because that's what the film
was, just to telling story by decoupage. But when | went into electronic world, the most
challenging was not really the artistic aspiration, it was basically the new electronic
material on its own expansions, specially that | became structuralist as far as the material
and its definition and kind of emergence. | was kind of assuming some kind of socio-
aesthetic duty to define that. What interest me most [is] what constitutes this new language
which is complete departure, not complete but | went thru literature as a sort of form in
Avant-garde exercise. Not really as poetic or narrative or literary accomplishment that was
done by predecessors, | couldn't possibly compete with like Kafka and all those innovators
that came after plus the new French wave in literature and so on.

In film | also realized that this new expansion of film had some kind of peak in that context,
so | just went further and said, what is the new territory for me that | could actually possess
and this was the moment of emergence of this time and energy organization in let's say
television frame to begin with. Because it's a new frame, it still had a frame, of course.

Actually the entrance for me into it was first thru electronic sound, it was the first departure
from traditional instrumentation and composition. And so that | already discovered for
myself, this organization or structural understanding that are waveforms that represent
tones or acoustical part and then of course there is a certain organization or structure
which then is interpreted by our ear as psychoacoustic. It gives you an idea that from
these little signal modulated by various waves you can assemble the whole sound of
symphony orchestra. That was kind of miraculous for me. How can encoded simple code
of modulation in particular organization represent the world of important sound
psychological mediation. So it became full fledged interest of mine and then of course
when | entered into the nature of electronic sound extension which is electronic image |
found that even more challenging, how can you send time by time in meaning in this serial
way. How can you really send a visual artifact which is a frame, like film, painting and
photography. How can it be done. It really challenged me and redirected my interest in
really what's called art. But for art coming from postwar generation in Europe | think that
challenge of war has preempted all the idea of surrealism or whatever and cubism and all
this was for me the great statement of the Avant-garde in art. Because that Avant-garde
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was an innovation, to really stumble on new codification, and this is what | was assembling
and appreciating and actually referred to it as the interest and then as soon as | had
chance to examine this new discipline | said, O.K., this is my priority, I've got to see what is
it in its substance. Instead of taking the tradition of television which already give it to you
and most of the artists accepted this as a vehicle for their ideology.

| found out that the vehicle or using medium as a vehicle for your ideology is unethical
basically, you just use the picture that exists and you point the camera on the world and
then there is art. Maybe if you encode it in some sort of the pre-intention like film is, in
these two characters it's documentary which is the representation of reality and then all the
feature film is illusionary production. You have the actors and they become protagonists in
expanded theatre and you have proscenium which is the frame and then you operate on
the expanded amount of primitives, and you assemble the particular register and then you
can tell the story by for example montage. Béla Balasz he specified the first what it is when
you walk straight and you cut and there is whole new work. And the whole discussion
about the truth and reality and all these things were already discussed very well in Europe.
So this illusionary part | thought was good for literature and poetry but not necessarily
should be brought into narrative telling through film and if it is still extendible | would
probably dedicate my life to it. But here | get this gift of electronic material and | had it and
| could step by step pursue it.

Then of course | didn't want to divorce myself from what is called artistic, because that's a
shelter in which you live under very exciting environment and it removes you from the duty
of the daily labor and gives you a special good company. | kind of liked this intellectual
artistic brand compared to film which is really highly industrial, specially in America. When
| came here and looked around | still didn't believe in American Avant-garde because that
European one was profound, the film Avant-garde. When | saw what Americans did |
found it a little bit incidental. Some of them were intellectually gifted to bring their new
structuralist principle into it, or minimalist at that time, but still it wasn't something that
texturally | could fully belong to. It took me years before | could really - at that time five
years is huge amount of time, because it was moving so fast -, eventually after that |
began to understand what American Avant-garde is. Their interest in materiality, in the
surface of the film, the scratches, the definition of material which is in our terms Marxist
and then distance of them from Hollywood which is illusionary, idealist or realist, and then
you have to going back to Aristotelians and Platonian divisions.

It all became more or less the radical part of the American art which had its own ethical
concept. This is charged period, but still it was certain aesthetics paradigm and | very
much was in favor of transcending this idealist principle of making images. The Russians
at that time, the propaganda large films, they were not interested in scratches on film, they
were not interested that this is the emulsion surface, they were not interested that film
goes thru, they just wanted to bring the pure and clear ideology. It was called Kubansti
kozaci, this is absolutely fantastic because when | see them again | am taken because it's
really powerful and it shows you happiness, but it's complete fabrication. That's exactly
what European emigrants brought to Hollywood, it's the fabrication and we had the
discussion on it with Gene Youngblood.

This area which open kind of asked me, what is it, how do you define it, how do you name
it, how do you visualize it, and how do you compare it with the new code or the code that
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comes from the acoustic understanding of the seriality from which you make either
psychoacoustic space in your head in sense of the sound or speaker environment, in
which the sound, or electronic form of it just provides the step thru from original to the
representation. That stepping between, what's called the signal, contains this very different
form, it's like a day and night or sound and silence. It is something immaterial and
magnificent and challenging. That code in which preserves that kind of re-staging in your
mind or in your environment that sends it again in this particular air. Because the air
becomes the carrier of the sound and eventually hits your ears and then brain takes it
over, and accepts it as legitimate. It's very interesting beginning of this electronization.

And the code applies to the sent image, it's just the different frequency spectrum, it's much
higher and then the frame is actually assembled from the seriality as the sound is a
different format little bit but it still is a waveform that eventually symbolizes the state of the
point once it travels. It's not really a point, it's an infinite idea of a point, but it's really line-
drawn and that line contains the information which is taken from the camera again which
takes it line by line and delivers it to some kind of display device.

This of course brings the whole different behavior load, it's same like in audio and
suddenly you can transfer these original codes to various organizational challenges in a
sense of processing. The idea was already widely know and audio synthesizers built and
established at least in unique steps. When | was still back in an old country before, |
entered the military thru service, | already stumbled into this by assignment in military
which was radio telegraphist, | could listen to these artifacts that came from ionosphere
and troposphere reflections and with electrical pulse which is organized on the ground,
comes to the distance. | was working with this European defense system, called VarSavsky
pakt. | was working on that network every nicht, it was connecting about six airforce
centers. | was in Zvolen in Slovakia and every night we were sending every hour just four
minutes of communication. All the later artifacts which | found in audio were already there,
so | knew when | listened to my first experiences like Stockhausen which penetrated in
curtain easily, we already knew about German experiments and others and since | was
keenly tuned, | was actually prepared. And Czechs, right before | left it, were already
empire of media, we were exporting all kinds of visual compositions, we understood
synchronicity and audio automata, but in a way all political. Very seldom you could see
asking questions what is actually the medium, it was always what is the impact, what is
demonstration, what is illusion.

These questions were up to me slowly later rationalize and take them as the basis for later
interest in looking into video and trying to find everything, how it is conceived, how it's
organized, how the frame is made the same time. It means you send out the frame and
image, it's really fantastic idea, you don't have a painting but you put in the frame, of
course painting has its frame by termination of the canvas but it's basically the same. You
have horizontal and vertical fibres of the canvas, you just put it on and put a frame on it
and suddenly you have the ancient artifact which carries some kind of aesthetic
formulation thru color and so on. In electronics we were trying to emulate the same result
employed in different way, it was to send signal which was continuity not only the image
but also the timing comments, when the line has to be drawn, and when the next line is
drawn and then third line is drawn and fourth line is drawn, and then goes on to full the
whole frame. And that's what | was always obsessed is the innovation that signal not only
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carries the picture but it also carries the frame and it eventually ends in this cognitive unit
of a frame which your brain willingly accepts. There is no trouble, your ear accepts sound
as “true representation”, whatever that is, but the mind accepts image in a “true
representation”, as a form of reality or entertainment, it depends on the tradition of a
content, and genre in which it is contained and way it's told.

IX/ Image vs. Sound
1. New Electronic Material

But now this new electronic material has certain affinity between each other, image and
sound, electronic image and electronic sound or transmitted sound they have exactly the
same material, there's a certain potential distributed in time. And it differs in certain
aspects of frequencies and repetition but there is a relationship that's generic and identical
as far as the source. And so of course | am skipping the whole idea of environment and
light in film and photography and video and these are preconditions for it but suddenly
here thru synthesis and generation you skip it, the camera becomes secondary.

| was looking at the instrument and said, what the hell is the property of the internal
apparatus, does it have any aesthetic definition. | was beginning to understand the
waveforms and it looks like in sound first when imposed on this different time raster, and
so this suddenly brings you certain differences but certain similarities. The difference is
that sound is actually more or less random, it doesn't have a clock, it works on its own
continuity as undivided in time segments. Video comes line by line, it does have a piece of
definition, which is beginning and end of the line which is the pulse, negative going
compared to positive going information of the line and then each field, field frame.
Suddenly it has very significant audible pulse, 60-cycle pulse in the NTSC, which in fact
disturbs the continuity of the sound. So when you listen to audio from sound, it's
continuously expressed by the 60-cycle hum which is classic new age environment, we
hear 60 cycles everywhere even if we block them psychologically. That's the hum of our
electricity. Another precision or definition or limitation is when you want to

intervene with the sound, to influence by sound electronic image, you find this dilemma
that there are two basic frequencies, in television is the line frequency 1507 on the 15
above audio or barely audio, you still hear it as a child and your dog hears it all the time in
that frequency spectrum. It's the only time when you stabilize the waveform that comes
into it in a cognitive horizontal display, otherwise it just very unorganized, it becomes total
anarchy. The same applies to the vertical pulse, each field there is a pulse and if you are
not synchronized to that, the image is not stabilized vertically, it just rolls horizontally, so
the verticality and horizontality play the paradoxical description.

So if you want to generate for example the cognitive shape or form, without that your mind
cannot lock to the object-like image, like photographic image, can only receive it as
textural, just rapid activity on the screen like the noise. Your struggle is how to prove that
these two media are in relationship, how they are the same material. You have to device
instruments like scan processor. It was devised by friends and it comes form the tradition
of observing some medical events. You create either variable raster, it has to be run by
different frequencies to lock them as territory, and then you put in some input that could be
interpreted on it or already the computers understand it the same. Or if you work with
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television, if you want the medium to communicate with the environment, with the art for
example and show there's something going on, then you have to confine this horizontality
and verticality as frequency range into those of a television. So you have to squeeze
yourself into very small area of locked frequencies which have to be always triggered and
taken from the age of each line so they would not really drift drastically. It's not about how
it looks like, it's all about how to conform the material that's not coming from the camera
but coming from the different source like an oscillator or something that can function under
this confinement. And then what gives you control over this shape, because then you have
certain way of dialogue between photographic image or lens and camera image and
something that is electromagnetic display processing. You use the electromagnetic form of
it that enters into horizontal and vertical deflection which basically draws the line on the
screen and you can alter them, slightly of course because once you go too far it loses its
cognitive meaning. Again mind has the limits in which it accepts the image or say, it has
nothing to say to me.

So this dialogue not only with your mind but comes with your instrument and within its
medium and sometimes you can put in certain part of the reality, let's say just electronic
content of it and then you modulate the process of the line forming by exchanging the code
of the light, the code of the electromagnetic drawing of it like let deflecting it left and right
or up and down and all the modality of the instrument gives you some kind of language
that you can talk about, maybe a code. And you say, we have a basic primitives like
waveforms and then there are sinusoids, triangles and square and this is our set of
primitives from which we can assemble various textures and events. And you always feel
that you have an alternate nature, as the nature is the reference to your photography or
photo-chemical process or light particle or light affecting molecular structure. It's then
brought by photo-chemical processes, you are photo-electric area, you distinguish these
two areas and you separate yourself, and so then you look into new code and set of
codes.

| approached this by simply making tables for myself because | couldn't comprehend it in
truly abstract way, that's how | differ from the scientist. Scientists have complete
understanding of this mental image of the process but | like to go back to the static image
in which | kind of suspended emotion, and just demonstrated [it] to myself in two
dimensional way. And then | have to meditate what it is and so forth and, so | built these
first tables of analogue images and | called it Didactic Video. Meanwhile | was working on
different aspects of processing video and audio or exchange of video and audio. Because
when you take video and you want to affect sound you cannot go directly because you
would induce that 60-cycle hum. You usually have to take what's called the envelope of
change. It means the whole frame change because the time scale in audio is extraordinary
more generous than in video, in video we would talk about inaudible spectrum. So in that
infliction of the envelope like slow changes we can introduce into audio syntheses with
success and you still maintain the basic law that this is the same material but it's just
simply differently organized.

In the middle of the decade we entered the situation of the digital world, this is the middle
the 1970s for us, it started earlier for the industry and military and so but not really in any
aesthetic investigation. Even if | was looking for the material | also subconsciously and
very consciously tried to look at it as a set of aesthetic primitives. Something that could
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actually represent this undefinable idea of aesthetic.
2. Video as community and social change

Video became very lucky, it all started at the moment when the idea of social change came
from the personalization of the media like thru small portable equipment. And of course
video immediately separated as far the content, into socially active documentary branch
and then the experimental branch and then the gallery, it usually came from established
sort of situation of the gallery artists and they already had names in painting or
performance. There was already very interesting mix from sound thru all the disciplines, to
visual arts and so. But what's called the experimental part was looking for its definition and
its aesthetic independence, we were trying to separate, we said, “no no, it's different what
we are doing from what you do, not only how it looks like but how it behaves and how it's
made.”

So we have almost involuntarily associated with each other, it was community. The socially
conscious part was interested in media, they had to consider broadcast, they had to study
the same thing, the television system or radio system or whatever. Actually the tools united
us completely. And also science and art, they were always trying to put it together, these
people outside, they didn't understand that they have very little in common. But technology
and art have lot to do with each other, it's a direct ascent to a tool. You can take any form
of art activity, you could always employ this kind of technological tools that we got
available. The learning period which was very steep, just to produce something which is
normally confined within standards that are television standards that you are supposed to
obey, and you are supposed to have a scope and will see the look of your brightness and
contrast and color. That's whole kind of technological priesthood that watches in television
studio. But when the artists came it was either totally incompetent or it was done by third
grade technicians somewhere at the universities, mostly students. And now of course we
have number of dilemma about it, because the material that comes from that period from
the artists looks actually very insignificant visually as image compared to paintings and
these established things, but now it's taken by the galleries and the history as the way it
looked. But it was just the total incompetence in production of it.

3. Dilemma of camera

This small group of people | am talking about, that was interested in medium, we had to
look into it, what is the contrast, how the color is made, so this is all still about a dialogue
about what category of aesthetic practice that is. | don't call it art much because for the art
scene it was curiosity. And still maybe is. But this is basically what we went through this
analogue period. Steina was working a little bit different, but she was acquiring the same
knowledge because we were together and taking all this. She was interested in all these
aspects, but she, coming from violin, acquired idea that camera is an instrument like violin.
But as far as understanding and practicing it, if you look at some early work of her, it is
both, looking into the machine and looking out. But she would always not mind using
image of the camera because for her it was irrelevant, she didn't have the same ethics
about it. My dilemma was the camera, even if | used it, it was just referential. Sometimes
as a documentarist | used it as a camera and we both used it as a camera, but when |
went into my work, the way | was recognized by the art scene, they understood that it was
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not only technical experimentation, that it was also aesthetic experimentation. Actually, at
that time we were struck by this idea of dissemination of knowledge, as | would say we
wanted to take the fire from gods and bring it to the people. And that was struggle thru
many details like time-base corrector invention, which could eventually interface us with
the industry but it happened so rare in these early years.

So there was always this division between television as system that's organized for
delivering those images and it still does which is expanded film basically, and those other
independent assignments to the medium like what we were interested in, looking what is
structuralist attempt to disclose the secrets of it. To scientists and technologists it was a
banal affair. But integrated into this art experience was kind of challenge. How important it
is we still don't know, it could be complete rococo event, totally mislead by this new
medium, but it has the whole connections thru appearance of the digital code.

X/ The Digital
1. Transforming analogue into digital

Suddenly this transition from analogue to digital for us it was the tragic moment as well,
because we wanted to follow our religion, which is to look at the code itself, define the
code. It was quite possible in analogue. Suddenly we stepped thru another territory which
none of the code of the structure of the analogue would be applicable. Everything in
analogue world has to be changed into digital code. There's no copulation between these
two, simply you have to take one and as soon as you want to interface it with the digital,
you have to break its system, its structure, its continuity, into even more, not only line by
line definition of horizontal sync, but you have to go to the range of megahertz. To chop its
incoming analogue continuity into small and smaller elements and each of these clicks of
these high frequency clocks has to freeze this value and wait certain time until that frozen
moment is translated into a digital leather. It means, you have to freeze and transpose it
into a digital leather of digital world.

If you have a continuity, let's say a half a waveform of energy, it's raising energy and it's
falling energy, it repeats six times a second, as a tone you hear it, it's more pleasant sound
than any other. Like if you have square waves, how would you take this continuity and
translate it into a code that has no up and down; it is either high or low, it has these two
states. When it comes in, it has to be organized by that timing of the apparatus that
receives it. It has to become synchronous to the timing of the machine called computer
and it has to be assigned a certain value of the moment in which the clock of the machine
can accept the value of the changing signal. It means that the signal has to be able to
receive the value and then in certain moment it clocks it, freezes it momentarily, reads it,
and sends the information in a state of on and off code to this particular register which is in
a short time filled with these numbers. It has to sample very fast the waveform, fasting up
when it eventually goes thru an apparatus. After it's coded into on and off signals by this
logic, put it into the register, called most significant bits and least significant bits, so that
structure has to be recorded in a computer memory and carried thru the machinery on
retrieval. And reconstruct whatever it got at that moment, retrieve it out thru digital to
analogue converters into a continuity of our perceptional real world, or illusionary world.

2. New structuring of the material
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This idea of construction and deconstruction of the code connects it to the outside reality
of the human perception. Now if you cut off the input idea of the world - like continuity of
the light line by line into the computer - and you just close the box and say, “no, no, there
is no input, there is internal organization of bits and bytes that have different rules”, it's now
run by some kind of ability to handle and assemble these bits and bytes that would
represent something like real world. Because now the question is, how do we
communicate with human mind and the machine. Idea of different or redefined structuring
of the material of bits and bytes thru some laws which in the end correspond to human
cognition and have a meaning in human observation. You can create different worlds,
which surpass ability of the nature to exist, it can show you all aspect of space and even
going to universe with the fantasy represented thru ability to organize this new code into a
kind of perceptual units that say something not only to science which is interesting in
certain events - like analyzing time and energy in different aspects, looking at particle
functions -, but now also in this kind of general narrative sense that either emulates the
world as film used to or finds the challenges in the computer where it invents its own new
existence, new worlds and changes and narratives and communication and network. So
that's how | would characterize it.

3. Articulator

For us, as | said it meant slightly tragic thing, we could no longer work alone because we
understood analogue to the degree we needed to and we could learn more about it but it is
not discipline that could take too much time. Within a couple of years you've got systematic
work, what | said, we played all the time, we played day and night, for us it was not difficult
to understand. So suddenly to leave that convenient life of complete control into this need
to be helped by computer programmer and | even tried and Steina tried to do some
programming and | succeeded in working with programming, even if we built the real time
machine later, the Articulator. But compared my time with people that do it every day it
took me months to do what they do in two days.

So what was the idea of Articulator?

To find the code. | assembled the same thing as | did my analogue assembly, with
something called Syntax of Binary Images, it interested me, what constitutes the language
of image, and again | found very early, when you take Boolean algebra, AND, OR, NOR,
OR exclusive OR, negative positive, these are in a way related to film and photography in
a sense of mask, matt, negative, positive. Because when you put something which is A,
just A, and you say minus A, it becomes negative. So the whole modality of this coding
became very clear and rational once you start photographing it, transferring into a visual
page.

So again | had to do it in stills, but meanwhile we found all the other aspects of it that you
could use, things that you couldn't do in video. You could freeze any moment or expose
just the things that were in motion, because when you are using the Boolean algebra and
other programming, you start go into this higher and higher codes. I've been always
interested in what's called the media primitives, the basic tools from which media are
based. Once | understood, | dropped the scholastic part, because both these series,
Didactic Video and Syntax of Binary Images, were for me assignments as | would get it in
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some imaginary school.

For working with both aspects of the media, especially in digital, we had excellent teacher,
Jeffrey Schier, who taught us basics, that we needed to operate the system, | could even
fix it one time because | built it with my own hands. He would work at night and he would
draw schematics every night. For like a year and half of daily operations he had system
working, and it was real time with field rate. We could actually see the phenomenology of
frame and field and study it and have moving image, because we couldn't work with stills,
neither of us was interested in stills that much but | had to do it for its understanding.

So this was the introduction into this world and from there both of us a little bit separated,
what united us was interactivity. We always had audio, we were born in interactivity, and
sound and image for us was absolutely essential, and there were very few works where
we separated them, but then of course we went into looking into narrative formats. This
was after the 1970s which was completely exploratory except some strange documentary
of sketches of social underground of New York; all the gay theatre and rock-and-roll and all
these things. We have very large library which we hadn't really experimented enough with.

XI/ Film Semiotics and the Digital

Could you tell me more about the discussion with Gene Youngblood about the film
semiotics in relation to digital creation?

He [Youngblood] tried to induce this idea what was at that time essence of ideological
aesthetic investigation about the semiology. But the semiology of film as | was
understanding it, because | understood semiotics from Czech semiological school of the
1920s and 30s, [was] just total derivation, because film at that time when | was working in
video was in different questions, it still had the questions about the structure and science
and myth. It was going into the archetypes and the most banal subjects. They were
seriously discussing the King Kong because it's the movie and all these modality of the
traditional success of film didn't interest me because | found it completely irrelevant. Even
in a way of an intellectual examination of within experimental film they totally failed, there
were very few people that even from the official semiological investigative that had some
substance, like the philosophers of the French. They were kind of looking into popular
culture, they were not really interested in experiment, and they couldn't because
remember, experimentation in film at that time was continuous motion, it was in movement,
it developed day by day, in a short period. And what semiology needs is to freeze it, they
need some translation. This discussion with Gene as | now remember was a complete in a
way misunderstanding. | was trying to explain to Gene that it may sound too mechanistic
to his intellectual interest, but we are not there in description of code system or coding
arrangements or coding composition or coding this new code, any other exploitation, just
by the struggle with time. These are all the old time machines and then you see what
captivated me from the beginning. Since we are functioning of clock, each of these
machines called computers are based on the clock division of time. And between these
two functions, one is addressing, which is followed by performance of the data. In
accessing one thick, you have to get new data in or you have to develop data in and in
second thick you have to process them and put them into a storage. The timing between
these things is crucial, if you have a long time within this two in a modern system, you
waste time, suddenly the time acquires the bulb, that's why the struggle is to make it faster
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and faster. But between these two functions of acquisition, processing and storage, you
have to squeeze in so many aspects of information about the next frame.

It goes all about this idea of struggling with time and finding time for more functions in a
smaller and smaller time division. This idea of how you gain space in a machine, in order
to serve our cognitive process of vision, this territory was the most interesting for me. But
it's an esoteric thing. Now it plays major role in real time machinery, what can you do in so
called real time. In those years there was virtually no real time. It was animation, which
was dominant. So | was trying to avoid the issue, | had to answer something but | was
trying to squeeze his kind of interrogation away from these archetypal subjects of
semiology of time. And especially the French school | had total disrespect, they were into a
different representation, of the social consciousness, so it never ran with me well. | find
this in film possible, because there was no struggle about frame by frame, they were not
concerned with time between two frames because there was a mechanical thing, you had
a piece of machinery that represented new frame which was there already before. So
these two time machines which | later described in that revised new article were early
interest of mine. | should have continued but | didn't. There was no audience for it anyway,
but | should not have been dependent on the audience.

Did someone develop these ideas further?

There was just one man | could speak about with and it was Werner Nekes. He was very
interested in this also, but for film it's a terminal question because what can you discuss
between preceding,and suceeding, except the mind, and nobody from film could enter the
mind because it's purely psychological. At that time it wasn't clear how actually the brain
receives, if it actually prints the frame, it's still not clear. It's called the cognition of moving
images and if you type it on the computer, you just see first of all it's expensive, because
they charge you 25 dollars for reading it but that's not what | am interested in. It's not to
analyze existing media but to challenge it into completely futuristic rate of representation of
images and see what brain says to that. See, brain is the territory of investigation that |
have no tools, | could had have tools but | missed that completely. Because | went into this
robotic, or media constructions, just to keep my too feet in art content. If | would be let's
say professor, | never wanted to be, | would probably establish some machinery that would
examine what happens between very fast frames, that would interest me. But not what
happens to the frame, we know that mind accepted film so willingly that's stunning, it's
almost obscene... It's like it was waiting for it. Of course there was some proto-cinema
which was absolutely clear gateway to this future cinema. But there's the way how society
and industry of image making have lagged on it and how it exploited every aspect of it
immediately. After two decades there was intelligent constructive system of syntaxing,
editing the material and it brought it very rapidly into intellectual mainstream. It could
compete with anything, like music of very established artist in history and literature, it
coopted literature and so forth. It got all kinds of scholarship instantly and got intelligentsia
being interested. It was just success. Only few people could jump into this and try to swim,
but they probably regretted it. So that's kind of a strange end of it.

XIll/ Buffalo film tools

1. Cooperation with Sharits
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When you were in Buffalo, did you discuss it with other people there, Paul Sharits and
Hollis Frampton?

Yes, Sharits was the only one but he was interested in slightly different [things]. The major
question, which was already asked by Peter Kubelka and Werner Nekes and perhaps two
or three other people we knew, was, what happens between the frames, two frames. This
question was not enough for the others, they couldn't just think. Because in fact it is true,
the question is in the perception, in the mind, but for that there was no literature and no
tools they had access to, they would have to build them. But | knew what | wanted, | had
fields in video compared to 24 frames, and we knew what was there at least between two
colors. Luckily that was what Sharits was interested in and looking for, but he would call it
“abstract narrativity”. He had a class he taught which had the same title and when | asked
him straightforward, “where do you think this syntax is”, he said, “actually, it's a train [of]
three frames”. So you see, he broke the rule in a sense that he couldn't find enough in two
colors. But in our switcher of George Brown on field rate we discovered the third color
which is the result of succession of two colors in that speed. And we said, “O.K., we at
least got somewhere”; then of course it got closer to the binary work of Alfons in
stereoscopy.

As | said, in that tool we missed the idea of exchanging the A and B continuously, so we
could actually work in stereoscopy in naked format and see how we could play further, if
there is anything further there in a fast interchange of binary information. | know we could
just filter it, we could separate it because then later there were machines that flicker for
your glasses, like what CAVE has probably done in experimentation and everybody else.
They built a number of the same systems right after or in the same period, in the 1970s
and 80s. But it's a different environment and we always belong to this art, also thru the
funding, and also our audience wasn't science, it was actually art.

We were integrated in the art with few people without much trouble, so. We are still, more
or less, and Steina is now exclusively in the art gallery which happened the last two three
years. | kind don't want to get involved much in this because what | want to do would really
need five years of research to get into it, build new machines and all kind of stuff. And |
don't find anybody else doing it, there must be scientists now that do what we call the era
of the mind or the brain. Now studying the brain for the century is really opening because
there are tools, this new drugs and all kind of stuff is exquisite, so | think that just after | die
they will get somewhere, it's the thing that | might have been more involved. So, anyway.

2. Negative syntax

There was a chance to do new nomenclature, if | could work with Nekes further and if he
wouldn't turn in this jukebox which completely alienated me from this, then it could possibly
get some meaning. There is one person in Pittsburg, Victor Grauer, which | had great
promises in. He was interested in film but | introduced him this machinery of computer, it
was in Buffalo and he came to visit and | showed him that | could already program the fade
out in film very funny and he played it. He was also stunned because this is just one thing
and it took me long time to achieve, to program. So we had good dialogue, but he calls it
“negative syntax”, | couldn't understand what he meant, what is the positive syntax and we
didn't have words for it. So it fell aside of our interest but he was not interested in anything
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else at that time, he had complete understanding of the dilemma of what happens between
the frames, at least on the side of the machine but we couldn't discuss what is on the side
of the mind because it was purely hypothetical.

You were also building some machines together with Sharits?

This is an interesting episode, since | understood and liked his obsession of colored frame
as building element for something he called “abstract narrative system”, which was the
direct critique of the Hollywood (on the other hand | must confess all these people in
America that | met have Hollywood on their mind all the time, he couldn't get rid of it since
he was child and there was this kind of looming love that Gene has, these things that |
found completely beyond my interest, it was a barrier, | could never accept film of this kind
as something that could be part of filling my mind. I'd rather go to the literature and find this
as a silent but not the film because | knew that this was for the masses, grossly invasive,
preemptive and false and glamorous and all these negatives that | could find in my pristine
catholic ethical system which wasn't that big because my admiration for the decadence
was profound, but these were not decadent things, they were not meant to be provocative,
they didn't... Hollywood just occasionally would break some cliché but it was built on cliché,
it was unique presentation of personalities, actors were picked up by very unique qualities,
and that represented the whole model behind and they got this roles and perfected this
strange world of writing, which was put into space).

So | took this single color frame as interesting element of film and as it happened at that
time. In my search in the junkyard for some interesting apparatus | find in a little town
called Horseheads in upstate NY a time setting machine that had strobes, small strobes
that is done to project time-setting system. It was rotating disk of letters and you could
change the disk with various letters, it rotated by its location. It rotated fast, there was a
flash of a strobe, that put and set time on page, it was professional thing made by German
factory. It was declassified, so it shouldn't be sold, it should be destroyed, but | asked the
guy if | could pay for it. Of course, it was already surplus space, so they said sure, so |
bought it and when | brought it home realized | could trigger it, because there was this
power supply. And then | built the machine that could be triggered, 3 of them, in RGB filter,
and RGB filter | naturally found in RGB old camera, one of the first color cameras that |
found in the surplus. It had exactly the filters RGB that could assemble the color you need.
My invention in it was that | would go sequentially to each gun and put a train of pulses,
generate pulses numerically. This gun would have red, green and blue, each of the guns
would have certain amount of pulses. You couldn't do it with one pulse, because you had
to use smallest pulse. At first | got this other machine that let me step through different
windows which | could advance, and then | kind of experimentally fleshed into certain
numbers, but then | understood that | have limitation in really the right colors, because they
were not nearly sufficient and they didn't produce any particular result. Then | talked to my
friend Tony Conrad and he said down and wrote the program which is algorithmic. Of
course, this program had to be assembled probably to make a real grey scale in a large
shadow for each gun, and then in result in color, it has to be constructed from close to 400
flashes.

Then built that together into the machine, computer; it was advanced, it had a camera that
had removed shutter and | made experimental strips, and they were what we expected.
And then | went to Sharits and | said, “listen Paul, there is this machine and there is this
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software”, but he was completely phobic about the machine, because he knew, he would
have to step away and ask someone to operate it. Because he couldn't operate it of
course. And so this project went nowhere and he went back into his sources of color which
were the color slides and there were usually scores that were made with filled tip pen. So
he went into his method and at that time he had an assistant that would execute it from
these color score, put it thru color frame, and then it would be recorded as an animation.
But that's what he wanted. So it means that | didn't really pursue this, cause | had no
clients, so to speak. | would have done it for free of course.

3. Mind Frames machine

Then | did other things, so it never really was realized that as a tool. Film was not so much
interested in it, because in video you could just program the colors with such an ease.
Later in this show last year for ZKM | asked friend, guy who was there to write new
program about RGB and color generation for Paul Sharits' participation, which he did, and
now we could go further, not only 24 frames but over 60. | think he had it around 80 frames
per second which was very interesting to me, but now | would have to return to it and | am
looking for software that | was supposed to bring from that and | can't find it now.

And actually Don Foresta sent me to the place in England, the university that does such a
research, artificial laboratory, and | suggested this other project to the man who works
there, visual psychologist, he was completely uninteresting. He felt threaten a little bit,
because these are the trivial problems, why would he be interested in looking above
hundred and twenty or fifty, there's nothing to find, people look at it and they have the
same experience which | doubt very much. But | couldn't prove him that it was worth
studying. It was really disappointing, it is still because | am finding, that over in that higher
rate there is still somewhere a neural logical response. | am sure that someone has done
it, so | don't have to be worried that | will have to invent it. But | could use it as art tool
perhaps, but then again, | don't know why | don't want to return to it, but something there's
always preempting it as urgency.

Now the problem with the archive is still preoccupying me most of the time and | always
return to it, but as you can see, it's a whole environment [that] needs a revision. But we
don't know, we might not live long enough to do what we want to do. These are the
episodes that always got the interesting moments. One opens certain interest, but when
it's not done as a community, then in art it's usually dropped, in science it has to have
some kind of funding also. People don't make science sometimes because they don't have
it supported, either they have to teach, and | feel sorry for the scientists that have
important things to do but are unable to do it because they can't do it on a kitchen table,
which | can still do most of the work

here.

XIIl/ The Brotherhood

What | tell you is my bios. When | had to dream it up, the first time | was sort of interested
in networking, because before we had the systems of closed circuit, or control over as a
single piece, but then | arrived to this possibility to learn about. All | do in life is about
learning some new aspect of it and this came just naturally, because | collected all these
items over years. | brought some of the things from Buffalo, elements of it, and here |
updated it from auctions and other things. When | came to this critical mass, it was very
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natural that | would challenge this possibility of an integrated network, and when the
commission came from Japan to build it actually, or to do it, | already had nucleus of three
of these installations.

And then | was hectically trying to develop three more and so this just became for the first
time essential, that | would connect this whole system thru the net. At that time the net was
fully equipped to do that, but then of course the local operation had its own internet, so
there is the local net but it was accessible from Los Alamos. And this person called Gritzo
developed the software for each individual thing, and he was able to watch it as a data. He
made all the provision of watching this records of the performance at night, because that
was the day in Japan, and then in the morning he would look at it and fix it whenever it
was necessary. By miracle we could run this whole thing without interruption, we had only
twenty or thirty minutes over three weeks when it was standing, not working. And Bruce
[Hamilton] was the person who was running it, | was sitting with him in this control room we
made, and | was just looking at the man, he was just at the edge of cracking up at times.
Then | said, "what happens when he just goes crazy, what I'm gonna do”. We were this
kind of dependent. But the exercise inside of the functionality, there's many aspects which

| would forget but they are well recorded on the charts that we provided for the promo, the
film that someone was making for the show; the person asked us to list all the functions
and make it all drawings, and it does exist.

But let me just get to the essence. There were many levels, as many levels as | could think
about, so it tells you again my idea of that kind of artistic practice.

It was just really for my own laboratory use, even if it was made for the public. The basic
rule was, all the instruments would have to be interactive, either on the level of the visitor,
or on the level of machinery itself. These are two basic conditions. Second level was to
find all the basic modalities within the system that could be found, because just working
with single modality like something that reads and writes wasn't enough, it had to do also
something else. What was missing, we never really achieved for it to speak, which |
achieved basically last year in ZKM when | exhibited it as separate unit as stand alone; but
it was again online and | had Bruce watching it here and debugging it. | had two pieces
there, both being interactive. They have changed, but with O'Kane there in Germany, who
was our technician, we added the third modality, so it was machine that was representing
literacy machine. Literacy technically means that something can read, write and perhaps
something can speak it and memorize it. All that was missing was something that
interprets what it means all, and that's the human part. But all the other parts, it's like a
brain mechanism, it's mechanistic explanation. Because camera has an eye and it can
distinguish by OCR, optical character recognition, it can recognize the elements like letters
or numbers and it can plot them on the plotter and once it knows what letter it is, it can
write it. So it's that kind of the function that in some people is impaired. It just means that
this correction to the brain, if you put a chip into brain that does these banal things for the
machine, then it can provide some service to the complete literacy assignment. But
anyway, it's paradox, it's on purpose very crude and it shows every aspect, it has U-matic
system that's not really controlled.

We are trying to make another step, so all my life is just continuous laboratory, | had no
other interest that would became the art subject, it actually is the outside view of what | do.
Of course | was interested in making the things aesthetic, but this Brotherhood, there's
actually the only idea, the ideology is that the Brotherhood itself is the keyword for the war
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efforts. All the machinery from it is the part of war machine, except the Maiden, which is
derived from a certain service of the let's say lower rated women like prostitutes that could
take care of the disabled soldiers coming from the front. Because all the upper-class
princesses that originally were interested in helping soldiers couldn't even touch the rotting
bodies. And it looks like the Maiden of the trade could do it, so it was kind of homage to
this generation of women that understood what it is to take care of men that were
somehow strangely outside of the social understanding and psychological understanding.
But the rest is purely taking the piece of very essential part of human progress in building
the war machines. Translocation is part of targeting navy table, but these things are
probably described in other papers.

So what | employed is everything from feedback to gesture recognition thru program,
Dutch program called Big Eye which choreographed certain parts of the Table 1, this
moving rallies and just table that carries the cameras. So it's in these three steps what |
call translocational information from one to the other to the other, but it's more or less in a
way hierarchical linear system. In Automata it was the head that was providing what | call
the poetry of the calibration of the machine, meaning that it's the essay or it's a poem that
says or had the question of any navigation, navigational system including rockets that fly to
the air and are supposed to find some kind of a destination, which is where am |, where
am | going, and how am | getting there. So these things were put together and the
machine was able to track by kind of infrared communication, certain musical system
called Lightning, which is some instrument made by Don Buchla, which can scan the
spectrum and send it to this box that interprets it either in tones or words, in our case.
Because anything that comes as MIDI into the network can translate now that time. This is
also the edge of this interface, not only mechanical but also codification that was inflected
on the system and could be read and performed. But it is again in my case dealing with the
great impression of my life which was war experience. And it's kind of a anti-war in my
sense, because | eventually of course after experience of the war get very specific idea
that it was completely brutal, unjust, inflicted on the society and not the way to advance
any social system. The fascism was actually clear, there was no confusion about it and it
was terrible imposition on the whole world and if you see it today, the same lesson wasn't
drawn on the society because now people think it can solve the problem. Like Americans
want to win the war, you know. It becomes such an absurdity because after all it's religious
and ethnic war and you can't just terminate it. Maybe in Spanish civil war it came to some
sort of resolution by punishing loser and segregating but it was bloody civil war that | think
should have given the lesson to the world that this kind of a war wasn't really won, it was
just dealt with but it lingered on for decades.

But | don't want to talk about things that are generally known. But this idea was also
homage to my first experiences in war machinery and | must say | was seduced by that, so
| have partial guilt in that appreciation and when | collected all these machines then of
course | must have had some flashback to my earlier interest or autopsy of these
machines. And then they had these integrated media, because | stopped doing what's
called video and computer, went thru those periods in the 1970s and thru the long
narrative works, and sort of sketches of interactivity at the end of the 1980s. But Art of
Memory was also co-memorial to the war effort and if | would ever now think of any other
work it would just be related to the idea depicting some problems of the warfare. So now
have to think about, should | be detached from those things in sort of more pure artistic
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abstract way? But I'm not interested in that and it's not my nature to become a gallery artist
that makes art because it somehow has its own purpose. But what | am saying is probably
under certain supervision of some strangely inherited ethical principle. But | just have to
see what I'm here for, but that's a different history.

Are you thinking about coming back to Brotherhood and evolving it in some direction?

| would like to have at least the legacy reconstructed that it exists and of course to try to
update it, you bring so many new aspects that it becomes probably virtually impossible to
reconstruct it in original way and | am not interested in that. | am moving laboratory thru
time, but I'm still tempted to put it back into existence. Because now it's only in existence
three renewable or reconstructed pieces. But the idea, the network written by Russ Gritzo,
he was eventually always asking me, “what kind of information are you interested in
networking”.

So eventually | suggested this idea that there is a protagonist, messenger, that brings
certain message into every state of the operation to all the machines. And then he said,
“O.K., then we need actors”, and | said, “yes, | need an actor that gets the information
there and disappears”. So that's what he built, it was like a virus who travelled to find its
own home, got rid of the information - it was usually small, few parameters, probably five,
six or maybe eight - and then it was supposed to die. And it just virtually did that. And it
was the local program and some of it of course in the long run didn't die by accident and
started to fill the network so we had to find the way to kill it. Every couple of days we had
to kill them, shut it off and restart it in the morning, but this was the principle of integration
of all machinery.

But the other day we said with Bruce, hey, let's run it wild, designate the change in the
others and see what the other machines would do with the same information. So we run
this circus when they suddenly started to behave completely different, they get the different
parameters, and they had to obey, because as long as they had the same address and the
same actors would be active in them, like the virus would be able to live, it deposited the
information it had into the registers that had to act on it. So this was interesting experience
but we didn't have time there because we couldn't run this alternate programing, the place
of course was an exhibit.

Did you want to create machines that would behave autonomously, taking some
information from the net and you would change parameters once in a while?

We had to develop a cycle of each machine, and mostly they started in idle state, but if
someone made an action, it produced the virus, the actor, which went to the network and
found the right place for it. That means this idea of interactivity was usually physical
intervention. Like we had a drum pad which was controlling laser disk in locational jump
and so it changed the program or function of the machine. So there were parameters that
were U-matically controlled, three or four of them, some of them had stepper motors so
they had linear functions and anyway when you look at charting, and some of them were
audio, so all these codes were mediated thru initiative of the audience. Of course there is
not much benefit of the visitor of participation, because they get involved in playing and
trying what's gonna happen. There were children working with Maiden, torturing it death
because it was behaving, moving. But it had great benefit to what | call voyeur, someone
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who stood outside and watched these people playing with it. And that for me had this
psychological meaning and that's in fact why | built these machines because | wanted to
see. Because | was always witness to things and all my life | would look at life as a theatre,
as I'm looking and talking to you now. It had nothing to do with me, this is now a memory of
some impulse and | didn't want to show and do it just because it should be done. It was
just that | wanted to see what it does when | do it and what's the experience that | would
extract from it, and that experience is the benefit that you have from it. It's a strange
perverse way of looking at art, you know. But that laboratory what I'm talking about,
permanent laboratory of my life, was about not really doing it but making it enough rich to
extract the experience | wanted to know.

There would be some volunteers, this Japanese man, who tried to live in the embrace of
the Maiden and there was this lady he brought with that played flute to the Maiden.
Japanese are people that can understand something like that the machine has a psycho,
psychology, they build robots that suppose to serve you and you are supposed to like them
and you can have sex with robot and all these things are very Japanese. But this man was
in jeopardy because the device wasn't gentle, it wasn't a maiden, it was crude, there's
actually a lot of energy in those pistons of compressed air, it couldn't have broken his leg
or hand but he bragged it, and | watched these two people doing this and | said, wait a
minute, this is the paradigm, this is the end of my interest, because this is a dangerous
thing. But then of course this was all about the war, and one piece even had the episode, it
was called Friendly Fire, when Americans, this was the first Gulf war, target their own
people. They killed two guys that walk away from the burning tank, they shot them from
the helicopter and this is the whole episode in that piece. Most people don't decode it
because of course it's a coded thing and it's context is so absurd to put it into this kind of
installation. But at least it's there and people subconsciously feel that this is what it is, and
it's enough because | understand the other aspects. So anyway, | weight these things
differently than | probably should, or the gallery would function. And it was just interesting
why people let me bring it again somewhere else, what is the key, because these two
pieces at least were at least exhibited many times, Automata and Friendly Fire They'd
been exhibited many many times and so forth. It means that it became in a way part of the
art world activity, but on whole different level which | like.

That's what | always wanted to be, to have a certain territory for myself that | don't have to
share much. It's probably some kind of arrogance that | must admit. But then you cannot
dazzle the world because that's not that kind of activity that's really a spectacle. Except for
people that understand it, there was this group, Italians, people that build machines and
interactive exhibits. And they came and looked it and came to me and said, “O.K., you are
the master”. And | looked at them and | liked the guys, what they did before and after, and
so you have this kind of personal relationship to what you do. But all the codification there |
exercised to the degree that | understood and could possibly rationalize and | had people
that could write it into the reality or into the functionality of the apparatus. These are media
constructions and many people refer to it as architectural functions with a lot of
codifications of media. | used at that time video either as closed circuit testimony of the
inner functioning or as symbolic language that signs, like in that war, and | included certain
movies from the first war and the desert but that's all incidental to the whole construction
and expression of the whole character.
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