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2nd hour - Yoody and Zteina

M Could we get into some specific material, how and why you got
O

into video? : .

St I just got into video bicause Voody got into video, so this
is a cuestion for him, _ |
W I was swept away! So roman%ic, so desperate to believe in what I

was doing. I was trying to believe in my writing, I was trying

to believe in film, which-I ,was educ ted in. And sudéenly, there

wses this privitive medium, vidoe, and saw this totally primitive
material called feedback.: I was lucky, too, through my job

having around.a place\that had sgmall format video, and'50 I could start
taking it home. ‘That's when Steina took it over. "I£'s mine." '
whe's a woman. Che threw away her violin, in which % her life was
invested, and picked up the video. (Laughter) : - ‘
St Boy, was I glad to get rid of that violin.

W The first day I came home, she _had already produced a % hour of tare.

to quit worki. So, xmlagreed to it. There was so way he cqpld be

ST Ve got so involved that ‘oody deeided, very rationally, that he had
bogged down with some stupid job when a2ll this was going onf

W  Xexsenk She sent a lett.r to her father in Iceland who had never
heard the term video, "I'm involved in video now, Daddy, send me some
money." 4nd he did! It wasn't much, but it brought us a porta-pack

or scmething. . o /

ST Iy parents always believed in me, totally. Tuey on}y time they
didn't was when I was coing to marry a foreigner (Lsughter). W

mother was alarmed at that, but a friend came in and said, "Why are

you so alermed? Don't you believe in Steina?" - My mother calmed

" -down, and realixed ip had to be a good one for me, because I wouldn't

get anything else. My father saw video once when I was asked to give a
lecture at the American Cultural; Exchange in Iceland. And he was gquite
disgusted with it. He thought'it‘was pretty sil¥y. That didn't

matter. "I cannot spend "a minute on this. It gives me a headache." So
se laughed and that was it. Xe ' |

M Do you still gexsyx play violin? )
ST I haven't nnpacked it since moving here. But I should. I'd like to
play in a quartet. :



Y,

JM Have you bteen do8ng any of the symthesizer music?

st Ko, thatls a natural for VWoody. I wasn't free. I could do nothing
with it, I was so trained i~ music. He's somewhat trained, but he
doesn't read music fluently. He could go stsight in there and turn out
symphonies and operas. 4 s _ .

W I heve a secret background which is called music composition which I
have no preconditions or heng ups about, so I can be free, It's the onl;
area I could make use of old-fashioned, traditifral structurs. I've bee
sécretly doing it for years, but now I have to come out of my closet
because now we're produ ing this operatic form called Pagannini -

at least that's the working title. Anyway, . .« . what's the
question? ' ’

Jii- Rbout music, but just keep talking.

W One of my movivations to play around with video and audio instrumcnts
was 1 very early recognized that it's the same material. There's no
division in the material sense. It's energy, in a particuler arrangeren’
in time, It's only a frequencyk of organizational difference. The
material is ¥k identical. Do yqu understand?

W Good. That unity of material inspired us to exchange all video
events into audio, interfacing, all sorts of video events into control
for' audio symthesizersg, or vice versa. It becane a mutually systemic)
complementary inspiration. That taught us the most dramatic lessons abes
the material, whaf,it is, how you move it around, change it. That
became the basis of.our understending of video in its primary level.

Je don't use it like-television. le're pointed toward the materiality
of it. It's very close to whet a sculptor would do with other materials.

For us, it's tancible. We can actually touch it through the . You

can, with the compter, plot certain events in time, because
screene® 1s equal to partiacular.location in particular timey

erytting
so once
vou now how to rlot certain events on the screen, ybu c change it,
progran it,to rctually structure‘imapes. So working wi{% time becomes
rart of the craft, and thstls what wes inspired by the basic investintic

of the msterial, =
+othe me COALTX ALY



M You do 211 the procrstring?
W Yes, thouvch sopetimes I have to gew help, %ecause I'm not.

1

ted in mathemstics.

AL This is ~till very esoteric mexiizix stuff for most peorle.

2o you th feeling that, like the gothic nmssons hsd to keep their

gbility sccret, this stype of technology should stay unavailable?

W Lo, If creetvive people instead of utilit:riaiists get into the
develpopment of languages, then the languages will carry the significance
of the culture, rather thzn the significance of utility, which it is now.

N

M Tenguage isn't made by ;oets?

W Should be. Unfortunestely, though, its been methermsticians. e
have tolunéarzﬁand that khuze code orvani ations into language

is the dut: of the citizen, sn artist or the crestive zzr»t of the
society. These things should be taken from the %ands of cecmnuter
scientists and thev should become -general property o o .

Jli 5o that pecnle's crea iveness cmxx can conme out throursh this

vehicle; using it as a mzans of expresssion, not Jjust 2 scientific
thing off in the corner. : .

I You cidn't girways wuse coiputers in your work, did you?

. L
W Loe. +ist you buy one3 then you learn how to use 1it.

-~

)
d

i .
50 Yo buy one, youiread you wonder, and, for z long time, you're very

.
A

irntimidated by this powerful tool in weur iving room. e would et

our rriends to come in and make it conversznt. They would say things
like, "Ch, you need a boot strep." Then we'd have to find someone else
to tell us wizt a bootstrap was and where we could buy one of those. e

had to learn everrthing the hard way.
~.

Jm ould you give us a little history abo :t the Kitchen?



t . s

-

37 Pirst we had the space, 2nd beczuse we had the space, all those
things could start happening, It wes a beautiful space o o

% Cthers would say otherwise - a rat hole,

ST That's what it wss - totally cutted. Tut it hzd this feeling!

‘e cleaned it up, kokzxexbuzixnz ond ssked everytody we knew to

comezr and do something ahere, and e filled up the schedule that vay,
That's what we need in Santa Fe - a cpace with the rent paid. The incom

a
from the gate is Pnoubn to run the res t of it. y

W The thing in Kew York wes, in the early 70s there was no rlace to
show video. Onecial groups had little theaters, but there was no

oren space., we decided that since we had so many people coming to
ouf;place to show video. it was time to tske it out.

ST The succ:ss of the Kitchen w:s not by design. %+e didn't know atocut
alternative spaces for performance and ellk those things, we didn't

kncw the space was roinr to be in the hesrt of vhat was later Z6Ho. In
1971 it was a burned-out shell ., The whole thing was totally innocent,
Sudenly we found we had this FKitchen and sudd enly we found out about
'all this unbelievable creative energy going cn,

W e started out with 2 general policy that we vould present electronlc
arts there - music, video, but people eventually found eve rythlng
experimental there. Any thing that would fit better there than somevher
else, ‘hen we started, we had Jjobs to nay the rent. V¥hen we 1:ft

it as a 40,000 operation. Now, it's ;250,000, an institution.

But there was a difference between the old Kitchen, which symbolically
collepsed - the building actudlly collapsed killing two people.

But just before théﬁ, ik the Kitchen had been transplanted into anotter
location and changed hands and become more established.

M TIt's become a myth. -
W Yes,'but that was due. to the particulaxf\hcuum that existed. There
was rothing else. So it became’. o« o it .took life on its own. le
gave it an openness., It doesn't have that anymore,



BT " 1 That's/the wav to run this ¥kind of place. Let anybody

" who wents tg,take it over , and Just let people keep taking it over,
Feorle know what to do with a space. . |

W Rut it was a little disappointing to us that a tradition of video was
never established there. I would still like to participate in-
something devoted Jjust to electronic arts. That's something we have
pazssion for.

M And after you left the Kitchen and New York, you went to Buffalo?
st yes, and there we had our own lab in o.r own home. Our crestive
work space was also our living space, ‘e worked with the university
there, helped them get their lab together, but it was separate fron
our own, \ ‘ :

¥ 4nd now we hev. to think about how to directly live off what we Zo.
But I must confess that the most free support I ever got was from the
government. In teaching, there was always a pay off, it was less
honest, and the direct work, for business, was the least honest.

ST The New York State feoumzxx ARTs Council was quite radical in the
beginning. They made ‘New York Just Jjump ahead of the rest of the
country. They used to ccme down into R Sodo, go into the lofts-

look at the work, talk to the people, and when they found work they'
thought should be funded, they told the people xkEwx, "You ought

to ar 1ly," and then they told them how to do it.. So it's interesting
to think how art. flourishes where the money is. I saw it there. The
_money came there,;and the creativity Rizxzexgm exploded. It's

pro ably the same thing that happened wth the lMedicis,. L

YW Ve basically ingérestéd in only supported art. We are not interested
in art that actuallyvmakes it commercially. That's different. I'm
interested in imperfections, ambiguous products, the dying, the weak.
For ﬁe, the strong, established theiﬁgs ® c¢ventually become oppressive
and borins. ‘ |

S? My idea of ary is that art-making is a lifestyle. It is a c=rtain
recklessness., DMost a’tists are people who don't fit into society. They

v
1 .



[y

don't becone wage earners.

N \ . .
AL I don't quite follow the idea about fragile art?

© W I thihk much of art is fragile, unstzhle, If en art form has no

plzce to be verformned, for example, it might not apptar. Jeff
Hendricks (sp?), a brilliant performer, did frozen frame theater. He
would move over & period of maybe three hours, &bout the stage, and ;ou
had to be there to track all the noverznts. He had profound
performing cchcepts, but who emerged from -that movement but Robert
Wilson, who gxa& does opera, the most bombastic, brutal, banal sort of
thing. But the most firagile, unnerformable, unspecific work was

so endangered. Andy Varhol isthere like a giant, but underneat

is this intricate web of useless pleces. new expefiemcntsx with film’
and performance, viry intellectual strands, that maybe oné day will

]

come out, but maybe they'rc gone forever,

ST Sometimes the artists so 6verblow en artist that he becomes so
famous that he cen't work anymore. Once too much iscxpected of you . .
. ° “-'-hat dO you dO? .

Presm o 1
.

.- y

M Do you feel any'of that burden yourselveé?
W Je were famous -for 20 minuted, after an article in the New York

’

Times. But we were known in a-small group of video people, not in
the mainstream., Sometimes what we do is syncronoug to the art strean,
sometimes its anacronistic. Bht not one ce ious critic has analyzed o+t

our work. !

'

: -
ST How would they &9 it?
W Ye're known as the strange coiuple, 2 socialogical phenomenon. Cthers
have very identifieable work. Ve've aluays gone a little bit beyond Lhe
Sechnolagical, the easy interpretation, beczuse we go into the basics
of the‘operation, of the material. Iio ones been aboe to describe thzt,
., ¥ so no one's tri d, and that suits us fine as long as‘we can keep
working. And so we act as promoters of thé‘medium, ambassadors,XZEAZEXX



s

¥ You mentioned the connection between art-making and lifestyle.
as it a big change when you moved to fanta Fe?

W T could be anywheré. “"he r ality of my struggle'isthat machine,
thece pictures that cowe out., The rest, the trees, the hills,

W)
13
£2,

-3
49

a very beautiful end if T can go ocut for 2 or % minutes, I get
refreshed. Lut the work is unrelsted.
3T Xuf Ve need a larger space, which maybe we could find in Taos,
but ‘ioodj rcu sey you want to be here in ZSanta fe! Yet you sa

] J v

the outside is Jjust decorstion?

"M All the -ontredictions in Voody are true. (Izughter)

It's vecutiful, mut the uninterrupted volume of time we get “ere is

“hot's oo nt,
JM  het about the low guzx vouver televieion ci-tlon that vou're
involved with? I- that coing to hap en? “lov':s thet zoin to ef’ect
sur v

ine? !
1

1 c¢o whetever I ¢ n to meke it herren, X but I don't have th

o w o
=
—

e
(%)

IS

‘ e
vo actually do it, It's an incredible challenge to set ur =& low
m

e
Teos, and make it a total cltur:

rwer stztion for 3Santa Fe, Los Alamos,

stetion, ' .

¥ A resnonse station?

2t Zun It likeo thelli tchen, whenre anyone can scredule a2 t me and

T zExd aSkEdluu‘t he or she is giing to do., Let it go out, let it

fzil when it must. So, in that sense it's two-way.

W would the co..mynity have full ¢ ntrol of the programming?
ST To. That's n t.p0551b1e. The Kitchen wecnit a democretic s
lal -

Crenticn isn't democratic, it's s skill. 2Pcorle who are not cresting wi
will not ask for time, '

4]

M There won't be & production studioc. Artists will provide teve
ST It coudd do lectures live, and there's =zazme a lot of backup
programning availsble as needed to meet the FC mlnlmam time
requirements. DBut the more pecple szw it, the more they'd begin using
it.



Jii, "low rveh has been dorne? .
32 Tho enrineering study, the applicstion has heen
de
[V

ve've & put ou r funding, If ve're on th

o
now, 1 wzrould c.onsider thet a niracle.

.......
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