STEINA VASULKA

any optival or external inpuk. If you think about image generztion
and manipulatisn, you getr very involved in the contral part. In
analog video it consists of wavefom ountrols, 3a3 ig almost
never repeatable. It is fike s musical improvisacion. at firse,
the motivation to get 8 COmMpPRLRr Was Lo program the wavefdrms «...
RE Butyou still wanted-—

53 Mo. After we got the compubter the concerns became totally
differsnt. Before we oould even perfect the contrpl of analog
ronls, we plunged into Jigital ones, where in fact everyrvhing is

2 produck of cantrol. It ig {n "interactive real time” whwre I
fpal video becomes a ¢aktegory apart from the nthers {film on ane
2ide and ¢omputer graphics on the other). Evervbody who works

in video ingsists on it. In fact, there is n@ ohther, let us Say,
"time lapse mode” of videv—~—unless you go keyond personal gear.
Film “real time,” as real as it can ne, ¢an never by interactive
in sense of ity feedback loop to {13 image forming procass, and
and in this context it has always its lapse. I would berrikly
migs this sxeiting control mode «v..

Taty Lonr ‘ ‘
{ ,,,,,,,,,, ?*}??B? — ) RE Butall video artists don't work in real time.
EY They 0.
BH  Well ... Nam June Palk, for instance, =dits,
§Y we can say that editing as inherited from £ilm may anslyze,

Steina

Staira's Lilith wes focalplare shifts snd frame-grabbing o enthrall our gaze, to tramsfix
and hypeotize usy them her protagonish, cobra-like, durts across the oersdosical landscace {bhat

has bacowe Steira’s sigrature), with a sibilant ard asbigvous volcw, her ixags ivseribeg, dndelibh

the fact of preserce, but ~ ironically and fmpossily - without $he contert or combext of preserce

Video Art Review -~ Anthology Film Archives/Eiestronis Arts Totarmix

AN INTERVIEW WITH STEINY e i
Sy Rebert A, or rather, criticize the “real time™ of a scene, but in our contex:
¥ T > Haller | whare video and computer are gige by side, we must Jiscuss a guise
RM  You and woody haws bewn involved in vides fopr... different aspect of “real time.” Ths tools we use, video tape
S¢ Ten years recorders, camerad, wic., operate in “"real time™ s% a time in
o N which signals propagats from input to ontpui. You must realize
BY In that tinme you have made three major maves, from the Kitchen ~that this term is the technologisal one, vet it is placed in
in Wew York, wo Buffalo, and now te Sanca Fe, Hew Mexion. Waxt s, the competitive context with cur momentary perception as a ool
you leaking for, or escaping from, o9r trying o £ing ? of single frame composition., One result of real time system
performance is that you can egntinuously modify the sequence,

= whigh it a process resembles {the ] playing of a musical insirumentg
he which alse gives you a great ameunt oFf wvaristiona and lraense
capacity to discard unnecessary themes., $So "real time” in osus
context does not mean the “"infinite take,® but the ohservation

of ifmage forming processes, which look to us 3% perueptuslliy
continuous, yet interactive in all modes, inciuding the image

farming.

o -
<

move gince I was zeventaen. When I Lived in New Yook that was
longest stable period in my 1ife. I was here Lin New Yoxk] seven
vears: Duffals was six vears-—it was admirablel It was oimse o
meve. I think pecple do ghat regularly. It doesn’'t directly have
to do with the making, Mut--to go from place to place-—it certainly

We have never lived permanently anywhere., I have bheen sn th

th
changss Lt
Eg‘ In Hew York you crested your environment at the Kitahen: in B Many pecple Mave problems with the lowayr levels of information
Buffalo there vns already a supportive struckure xt the Universizy) Sontent in video. For you this 18 not an issus ?

and now in Santa f& you are Qrsating from saratoh agaln. .

5% T au Sra: 3 YT owuk eMig T S¥ The aesthetic and the industrial drive is toward higher and

X Fusss we have to oreaks our owa |[eavirenment | but this time higher resolution. Obviously, video wants to get even with film

o > " ] i N T " 3 1
we are iaterested in oreating a.more private environment, Although to tmegln with. Our personal nemd tends to Im Ehe ORPOSLte-wus
have to breask down the wideno image to much legs 2lments than a

we zre already being apprsached Wy diffsvaeant slements in the city

to Soproduce amd WOrk on projeaud. television vamera offers, We must tasxe this roed to werk with

BH  wWhat you and Woaody work in is called “vwides.® wWhat that word cur digital koolg meaningfully. We aust saorifice the resolution
mEans 15 not the same thing to many peopla. dhat deez it mean o for speed (necessary in ditlcal imagingl. we are working with (tn”
moving imsage, and the pressure of cime i3 immense. It ig hard o

e ?
£V Vvideo has 3 Tommnon denominators the signal of video. Xt is what
Fiim is to film., But ztherwise, video artists have found various
cr2ative spaces within videa. Let ma suggest a few Categoriag
where I think most video is being practiced. Jome artists work
with spase that &5 given in front of the camera {(ohyoural, whers
the sreative effart ig in the arrangemsnt of space, and the main
snceen of the artist whe works in this arsa could ke 3 periogsmance,
conceptual thought or an installation. Then there is another
casaern: the use of the axtended eyve through camsra, and as vsou
know, that principle has been thoroughly exploxed in film. X vou
a0 the other way. ¥you geb o people vho modify or modulate images,
gitner gathered through camery or genaraved internally without

imagine, bhut in micraprogramming.ouz device, a rangs 2f nands
secands {s the area of our practical work.

R The low fiald rate, and low resclution then, aren’t crucisl
e videe agsthetics?

5Y¥  There sre two ways to answer the hopic of "field” or “frame”

in television. The usual and most opmplete desoriptive terminslod
is purely technological, referring 10 elements of taievision

frame as a succassion of two video fields, each containing 5 or
the information in relaticnship to sach other, called "iaterlage.”
However, no assthetic aceount of the technologies ww us2 has
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WOODY VASULKA

ARY OF MEMORY

bzt only e At of Memwory Woody Yasutka's most
ft‘mmrw work, bt it must be covnied smong the most
prcmimed u:‘d widely exhibited works infie hisio
of vidao art, Threw ond o balf years in h
Ast of fdgmary bas won numerous awards and h:)a
wied coynliess times around the world
SINCE iy & war Y937,
htee majar sources of inspirotien for the tope
Vasul niichood memores of aowseeels of
workd conflics; historien Brances Yotes's book The
Art of Memory wnd the engroviags of twe 15
century Rameantic ilusiratar Gustave Buss. Vosuika
the sitte of bos videotape but
is6 0ne o the tape's iwa organizing prirciples, that
of “gutting thovghts inta o fandzcepe.” Yates wiites
i The Arf of Memuory chout megmonic devites wsed
n pregeration for
his fong orations, Ticere would watk through o
ferngls noting the comber cad o
fumn one of the topis
of s spaach. By visuotizieg his temple waik whee

Depn o

5 Noven

fhere wars

ik frove Yestes o

o

my Cossived Grneles crd Romaas

ositians of the

wolumrs, ogs

ning 16 &
e dobated, he could recall the points of his speech
vaoth o perfsation that feft his opgonents Sefenseloss.
The mnemonic orchitecheres in Vasulka's tope are

aels, ghetngrophs, tnd texts—remmories” of
M mnf! ot of T0th ceatusy, Warld Warll
i vt nbsa the Reswan revoledion and the
Sponish civil wor, The mevivg, photos, weid bock
pagns {7
.t instend ave mapped ondo sheper ar
15 thot Hoat obove the longscops of the
Arsericen Southwest or are conkoutstions of it

R

prima

leedingy thraugh history”t da not il the

The second g

jarizing principis was
these image- obye

o |"l uf e‘ SEYnoN: Wl
wad dosings. Fach ssgment posed of ‘hme
rlereanis the mage -objed that s e dsappeer the
maaqs—’nb:ecﬁ that will

aparaiion of repioce
OF SULCEESIAN Dy me
ane whie revec!

wratinns ol
df!nmnq Thiy

allew Vasuika 63 regioce the disee! culs of
conventicnal montage with compiex traraiations «
trongmutations of imagery. Into theze siuctures
Yasutka inzerts the nawstesis o5 whai he «
“haras” with A acrealive furddion, He “periorms”
the imoges o8 ong performs notes in @ musicdd
wmpaesition. The esulting vizual drama is one of
discoatinusty rather shon cavsi! Haearty, The
segrossts vew prganized into siz mojer
moveinents —an iniroductionTuropeaa theater, the
ctomic e, the Sponish sivit war, the Russion
revedution, the war in the Focific, and an spilogua
which Viasatha cedis the “eatfaiess ' Thi rmcveraants

ara demarcated by o sourd Jike e donr of o greet
wonit simmming shot a2 o blark wipe chores down
sver the segment’s fral image

The one direct cut in 4rf of Mamaory acaeues whan @
winged figure mspires by an inoge from Qostave
Daove's Porodise Lost flies over the mon Yisulko
zafls “the witness,” the vitist's alfer -ago. :he wingad
figure cauld be inerprated as ionsus ar an Amgnl of
Death, bui for Yasulkn he simply roprosants the
melogrivysital world, which must share the hurden of
respansibilt
noture. The apitagee repressnts for Vasulba o
cotharsis of the ot that manifests itself in
she wiser conflic of wor

&

by for e vislence and cruelty of buman

ner o

Vusulks uzed a vasisly of saphisticued electronis
ingtrumenis 10 wreate 4t af Memory’s spectorulor
images ond sounds, which have heen so heov
processed they thei origreal form is ofien
vhrssogrizabte. It will interast the viawer to koow
that the four faons i the lower g of B eplngus,
the convidzive durcer contingd in u bos, and the
weitness who earhies scoffed ot Destiny in the form of
tae winged figure are
the  somME  persan
performance qriist Dxanis!
Nagrin, Ant mast of the
}(.-Uﬂ'l”d 50U r](”(G(K WQS

- Geane Younghioed




