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The collaborative curatorial project Sums & Differences
was conceived as an opportunity to observe and highlight
the complexities and intersections of the works of video
and electronic art pioneers Gary Hill, Steina, and Woody
Vasulka, while creating an occasion for the viewer to em-
bark on the meanderings of their practices by proposing
paths through these artists’ extensive oeuvres. The exhi-
bition aims to present the commonalities of their earliest
explorations and the subsequent divergence of their ar-
tistic practices, and their conceptual, performative, and
contemplative interpretations of the physical and the im-
material, along three unique trajectories that reflect their
distinct sensibilities and unique syntaxes.
The spectrum of work presented at the exhibition
spans several decades ranging from early works
utilizing electronic processing tools that document
real-time machine interactions and their perfor-
mance and use as an augmentation of the senses.
Additional works reflect the development of each
of the artists’ individual vocabularies and illustrate
how they utilize, examine, or break with the algo-
rithm or code in a unique way through their experi-
ential research. The mutual exploratory relationship
between image and sound is an invitation to con-
sider and question the nature, origin, and context
of the medium itself and the information it carries
and conveys.
The rarely presented experimental film works Peril in Orbit
and 360 degree space records by Woody Vasulka are in-
cluded in the exhibition. Two new works have been created
for the occasion of Sums & Differences: Steina’s Parallel
Trajectories traces, revisits, and reinvents the visual lan-
guage of the Vasulkas’ collaborative work, and Gary Hill
brings us his large scale video piece None of the Above in
which the artist recites a reflexive text and performs allu-
sive hand movements producing a visceral portrait.
Stephen Sarrazin, Halldor Bjérn Rundlfsson, and
Jozef Cseres guide us through their insightful re-
flections in their essays on each of these artists and
the investigations, observations, considerations,
and discoveries that permeate their identities.

Samvinnuverkefnid Summa & Sundrung vard til sem
teekifeeri til ad skoda og leggja aherslu a skurdpunkta,
kanna margbreytileika, og gefa dhorfendum mdoguleika
a ad ferdast um verk video- og raflistarfrumkvéolanna
Garys Hill, Steinu og Woodys Vasulka, med pvi ad leggja
stiga i gegnum yfirgripsmikid héfundarverk listafélksins.
Syningunni er eetlad ad varpa ljosi @ sameiginlega eiginleika
elstu verka peirra og hvernig listreen vinna peirra préadist
svo sitt i hverja attina; 4 hugtakslega, framkveemda og
ihugula tulkun hins efnislega og hins smaveegilega i premur
einstokum ferlum sem endurspegla sérsteedi hvers og eins
peirra og einsteeda malskipan.
Rof peirra verka sem hér eru til synis spannar aratugi
og tekur til verka fra pvi snemma & ferlinum par sem
unnid er med rafreen Urvinnsluteeki til ad skra i raun-
tima gagnvirkni véla, frammistédu peirra og notkun
til ad efla skynjunina. Onnur verk endurspegla préun
ordfeeris hvers og eins peirra og syna hvernig lista-
mennirnir nota, skoda eda vikja fra algéritmanum
eda kddanum & einstakan hatt med tilraunakenndum
athugunum. Hid gagnkveema rannsdknarsamband
milli hljéds og myndar bydur upp & ad gestir ihugi og
dragi i efa edli, uppruna og samhengi midilsins sjalfs
og peirra upplysinga sem hann ber og midlar.
Hin sjaldsédu tilraunaverk Woodys Vasulka, Peril in Orbit
0g 360 degree space records er ad finna & syningunni.
Tvd ny verk hafa verid unnin sérstaklega fyrir Summu &
Sundrungu: Parallel Trajectories eftir Steinu rekur, fer aftur
i og enduruppgdtvar sjonreent tungumal samvinnuverkefna
Vasulka-hjonanna; og Gary Hill feerir okkur verkid; None of
the Above, par sem listamadurinn fer med sjalfhverfan texta
og skapar edlisleegar visanir med handahreyfingum.
i gléggskyggnum greinum sinum, leida Stephen
Sarrazin, Halldor Bjérn Rundlfsson, og Jozef Cseres
okkur i gegnum verk hvers listamanns og peer
rannsoknir, athuganir og uppgdtvanir sem gegnsyra
sjalfsvitund peirra.

Spolecny kuratorsky projekt Sums & Differences, konci-
povany jako prilezitost ukazat a zdraznit komplexnost
a styéné body tvorby prikopnikl videoartu a elektronic-
kého uméni Garyho Hilla, Steiny a Woodyho Vasulkovych,
provede divaka rozsahlym dilem vsech tri umélcl a sezna-
mi ho s jeho hlavnimi proudy i zatocinami. Vystava si klade
za cil predstavit spole¢né rysy jejich prvotniho experi-
mentovani i nasledné divergence jejich uméleckych po-
stupd, jejich konceptudlni, performativni a kontemplativni
interpretace fyzickych i imaterialnich projevi na pozadi
tfi jedineCnych trajektorii odrazejicich svébytnou citlivost
a jedine¢ny vyrazovy slovnik kazdého z nich.
Prace predstavené v ramci vystavy vznikaly v rozsa-
hu nékolika desetileti: Jsou zde rana dila vyuzivajici
elektronické nastroje pro zpracovani dat, ktera
dokumentuiji interakce strojd v redlném Case, jejich
vykon a vyuziti coby rozsireni lidskych smysl0. Dalsi
dila odrazeji vyvoj individualniho rukopisu kazdého
z prezentovanych umeélcl a ilustruji, jak pfi svém
experimentalnim vyzkumu jedine¢nym zpUlsobem
vyuzivaji, zkoumaiji ¢i naopak porusuji zakladni algo-
ritmy ¢i kédy. Vzajemné zkoumani moznosti obrazu
prostfednictvim zvuku a naopak vybizi k zamysleni
a pfehodnoceni povahy, plvodu a kontextu média
jako takového, stejné jako informaci, jejichz je nosi-
telem a zprostredkovatelem.
Soucasti vystavy jsou i zfidka prezentovana experimen-
talni filmova dila Peril in Orbit a 360 degree space records
Woodyho Vasulky. Dvé nova dila vznikla specialné pro
vystavu Sums & Differences: Steina v préci Parallel
Trajectories sleduje vizudlni jazyk spole¢né tvorby man-
zell Vasulkovych, vraci se k nému a zachazi s nim novym
zplUsobem; Gary Hill ptichazi s velkoformatovym videem
None of the Above, v némz recituje reflexivni text a aluziv-
nimi pohyby rukou vytvari niterny portrét.
Texty, jejichz autory jsou Stephen Sarrazin, Halldér
Bjorn Rundlfsson a Jozef Cseres, nas provazeji zasvé-
cenymi Uvahami o vSech tfech umélcich a tim, jak
jejich vyzkumy, pozorovani, Uvahy a objevy utvarely
jejich identitu.

Jennifer Helia DeFelice & Kristin Scheving
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Gary Hill, What The Flip

Of A Coin Doesn’t Seek
To Abolish

Gary Hill, Pad sem
peningskast leitast

ekKki vio ad afnema
Gary Hill, kdyz nejde o to,
CO se zrusi hodem mince




Mediations (towards a remake of Soundings), 1979-86,
Video (color, stereo sound); 4:17 min.

Steina, Woody Vasulka and Gary Hill share a foundation-
al video history of sums, and a greater one of differenc-
es. The first links them through an electronic exploration
of sound relying on an initial modernist method that
points equally to the medium, its materiality and pro-
cess as it does to the work. The use of the Rutt/Etra video
synthesizer suggested an early kinship, as did a philosoph-
ical undertaking in the conception of their early single
channel pieces. But even then, the signs of distinct paths
began to appear. Woody framed his experiments of the
video medium’s new possibilities using a phenomeno-
logical structure, while Steina developed an early me-
dia ecosphere and cosmogony. Gary Hill, however, rapid-
ly coined the term electronic linguistics with sound writing
the image and producing a new materialism. But his addi-
tional commitment to the use of the poetic text, to the act
of writing, combined with an awareness of and confidence
in his skill as a voice performer signaled radically new
editing strategies based on syntax and enunciation, as
demonstrated in the videos Around and About (1980), Pri-
marily Speaking (1981-1983), and famously in Mediations
(tfowards a remake of Soundings) (1979/1986).

There is more to add to the sums between them, in-

cluding a symmetry of location, movement, and

a relationship with performance. As founders of

the Kitchen in 1971, Woody & Steina would play

another significant role in contemporary art histo-

ry: a number of artists who performed there count

Steina, Woody Vasulka og Gary Hill eiga sér sameigin-
legan grunn i ardaga videodlistarinnar sem kalla meetti
summu, en lengri ségu sundrungar. Fyrra skeidid tengir
bau gegnum rafraena kénnun hljéds & mdéderniskum
forsendum sem visa baedi til midilsins, efniskenndar
hans og eiginleika, og til verksins. Notkunin a Rutt/Etra
myndgerflinum gaf til kynna snemmborinn skyldleik og
sama matti finna i skdpun peirra a einrasa smaverkum.
En jafnvel pa matti sja teikn um ad leidir veeru ad skil-
ja. Woody rammadi inn tilraunir sinar i hinum nyja midli
videdsins med notkun fyrirbeerafreedilegs stodkerfis,
medan Steina proéadi snemma visthvolf margmidlunar og
heimsmyndunarfreedi. Hins vegar bjoé Gary Hill i skynd-
ingu til hugtsakid rafreen mdlvisindi med pvi ad lata hljod
skrifa myndina og pannig framleida nyja efnishyggju.
En vidbdtarskuldbinding hans @ notkun ljodreens texta,
a skrifum, asamt vitund um og traust a faerni sinni
sem raddflytjanda leiddu til gagngerdrar endurnyjunar
klippibunadar byggdum a framsodgn, eins og sést i vided-
myndunum Around and About [Kringum og umhverfis]
(1980), Primarily Speaking [Adallega talad] (1981-83)
og pekkt er i Mediations (towards a remake of Sound-
ings) [Mdlamidlanir] (i dtt til endurgerdar Djupmeelinga)
(1979/1986).
Pad er meiru ad beeta vid summur peirra, par a
medal samhverfu stadsetningar, hreyfingar og
tengsla vid gjoérninga. Sem stofnendur The Kitchen,
arido 1971 gegndu Woody og Steina dru mikilveegu

Electronic Linguistics, 1977, Video (black-and-white,
sound); 3:45 min.

Steina, Woody Vasulka a Gary Hill maji sice spole¢nou
zakladni videohistorii, pfece jen vSak vice odliSnosti. Spo-
juje je elektronické zkoumani zvuku, opirajici se o vychozi
modernistickou metodu, ktera stejnou mérou poukazuje
na medium, jeho materialitu a proces jako na vlastni dilo.
Pocatecni pfibuznost naznacovalo pouzivani videosynte-
zatoru Rutt/Etra, stejné jako filozoficka stranka koncepce
jejich ranych jednokanalovych dél. Uz tehdy se vSak zacaly
objevovat i naznaky odliSnych cest: Woody ve svych experi-
mentech s novymi moznostmi videomedia pracoval v ramci
fenomenologické struktury, zatimco Steina rozvijela ranou
medialni ekosféru a kosmogonii. Gary Hill vsak brzy zavedl|
termin elektronickd lingvistika, kde zvuk piSe obraz a vytvari
novy materialismus. Jeho dalsi zajem, spocivajici v uzivani
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among those for whom Gary Hill has had a lifelong
respect. His sculpture MESH, a four-channel vid-
eo piece with sixteen channels of sound output
and wall-hanging constructions of wire grids, was
shown at the Kitchen in 1979. There is also SUNY
at Buffalo, its film and media department that in-
cluded Hollis Frampton, Peter Weibel, Tony Con-
rad and Woody & Steina: Gary Hill would fill in for
them in 1979-80, when they moved to Santa Fe.
And yet again this history is unable to contain him
within this chronology; his presence is incidental.
He pursues the use of the text, moving from his
earlier voice-over monologues to the fundamental
philosophical form of the dialogue in his 1984 vid-
eo Why do things get in a muddle?, an adaptation
of a metalogue taken from Gregory Bateson’s Steps
fo An Ecology of the Mind. The video went further in
the expansion of a narrative as it displayed its own
breakdown and how it was deconstructed.
It is one of several breakthroughs in his work during the
eighties — those concerned with the representation of
thought and concept, the form the artist gives them inside
the monitor, and the space he will need to find for them
outside that box. Andrei Tarkovsky’s notion of cinema as
Sculpting in Time helps us in understanding how Gary Hill
is making sculpture out of the philosophical properties
produced by the encounter between a text and electronic
tools. The decade culminates with his video Incidence of
Catastrophe (1987-88), an adaptation of French essayist/
novelist/thinker Maurice Blanchot’s Thomas I'Obscur in
which Gary Hill performs the title role. It will lead him to
a flux space, a psychotropic terrain, and to poetic ren-
derings of chaos and collapse that result in a series of
unsurpassed installations and sculptures throughout the
nineties. There will also be Mallarmé-like mathematical-
ly conceived portraits of lying figures, including himself,
about to create a post-Thomas identity made up of equa-
tions in his 1995-98 piece Conundrum.
And yet prior to this the artist had already con-
firmed his place in a second history of video, which
saw it crossing over into the larger spheres of bien-
nales and museum commissions, such as the one
by Centre Georges Pompidou in 1988, Disturbance
(among the jars), a collaboration with philosopher
Jacques Derrida. It is a history that left other art-
ists behind, notably a number of those who had
not arrived at an understanding of installations.
At this current moment in contemporary art his-
tory, in which single channel works permeate the
post-media landscape, there is much that awaits
rediscovery. The selection of single channel works
in this exhibition inevitably results in a sum of dif-
ferences, which is not the same as an absence of
complicity, such as the one Steina, Woody and
Gary enjoy(ed) with the machines in their respec-
tive studios.
The twenty-year jump between Incidence and 2011’s Sine
Wave (the curve of life) traces a path from language and
chaos to math and performance. All of the installed works
and media sculptures in the exhibition were made over the

hlutverki i listasdgu samtimans: fjéldi listamanna
sem par kom fram eru medal peirra sem Gary Hill
hefur borid virdingu fyirir alla sevi. Skulptur hans
MESH [MOSKVI], fijdgurra résa videdverk med tutt-
ugu rasa hljodgjafa og réd veggvirneta var synd i
The Kitchen arid 1979. Svo er pad SUNY i Buffalo,
kvikmynda- og fjoImidladeild Rikishaskolans i New
York-riki, par sem peir voru Hollis Frampton, Peter
Weibel, Tony Conrad auk Woody og Steinu: Gary Hill
tok vid af peim 1979-80 pegar pau fluttu til Santa
Fe. En enn og aftur getur pessi saga ekki haldid
honum innan pessarar timaradar; neervera hans er
tilvillanakennd. Hann heldur afram med textagerd,
hverfur fra fyrri yfirréddudu einreedum til grunnforms
heimspekilegrar samraedu i videdverki sinu Why do
things get in a muddle? [Af hverju lendir allt i ruglie]
frd 1984, adlégun hdradu [metaloguel ur Steps fo an
Ecology of the Mind [Skrefum ad vistfraedi hugans]
eftir Gregory Bateson. Videdverkid gekk lengra i
utvikkun frasagnarinnar, par sem pad afhjupadi eigin
sundrungu og hvernig pad var afbyggt.
Pad er medal nokkurra timamdtaverka hans & niunda
aratugnum, tengdum tjaningu hugsunar og hugmyn-
da, sem listamadurinn gefur peim a skjanum og rymid
sem hann verdur ad finna peim utan kassans. Skilningur
Andrei Tarkovsky & kvikmyndum sem héggmyndagerd
[ tima hjalpar okkur ad skilja hvernig Gary Hill skapar
hoggmyndir Ur heimspekilegum eigindum, bunar til
med samspili texta og rafraenna taekja. Aratugnum lauk
i hamarki med videdverki hans Incidence of Catastrophe
[Slysalegt atvik] (1987-88), adldégun franska ritgeroa-,
skaldsagna- og hugsudarins Maurice Blanchot a verkinu
Thomas hinn skuggalegi, pbar sem Gary Hill fer med
titilhlutverkid. bad leidir hann til flaedirymis, gedreennar
nalgunar og ljédraennar tjaningar a glundroda og hruni
sem enda i r6d évidjafnanlegra innsetninga og héggverka
allan tiunda aratuginn. Pad urdu einnig til steerdfreedilega
unnar portrettmyndir i anda Mallarmeés af liggjandi
manneskjum, par @ medal Hill sjalfum, um pad bil ad
bua til eftirmynd Thomas samsetta ur j6fnum i verkinu
Conundrum [Ordaleilkurl], fra 1995-98.
En &dur var listamadurinn buinn ad tryggja stédu
sina innan annars hluta videdségunnar par sem stora
stokkio var tekid inn i heim tvieeringa og pantana
stérsafna, svo sem Centre Georges Pompidou &
Disturbance (among the jars) [Truflun (innan um
krulkurnar)] fra 1988, par sem samverkamadur Hill
var heimspekingurinn Jacques Derrida. Pad er saga
sem skildi adra listamenn eftir, einkum pa sem ekki
skildu innsetningar. A pessum timapunkti i listaségu
samtimans pegar einnar rasar verk fylla svidio a
eftir-midlaskeidinu er fjdlmargt sem bidur pess ad
vera enduruppgdtvad. Valid a einnar rasar verkum
a pessari syningu leidir 6hjdkveemilega til summu
af sundrungu, sem er ekki pad sama sem fjarvera
samsektar, eins og pau njota/nutu med vélunum,
Steina, Woody og Gary, hvert & sinni vinnustofu.
Tuttugu dra stokkioé milli Slysalegt atvik og Sinusbylgja
(lifsferlio) 2011, dregur upp leid fra tungumali og
oreidu til staerdfraedi og gjérnings. Oll uppsett verk og
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Hill’s studio in the midst of production.
| Believe It Is an Image in Light of the Other, 1991-92
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last decade; each entertains a relationship with the earlier
single channel works, a form Hill never stopped using. Sine
Wave (the curve of life), in which a glass of water is bal-
anced on an aluminum bar resting on the artist’s shoulder
as he shoots it surrounded by trees and plants, echoes
back to his seminal 1983-87 sculpture, Crux. They are
about the act of balance, the capture of sounds made by
the artist’s physical efforts, the dematerialized body and
the gamble of spilling over. The wave is also an emblem
that either appears or is referred to in several key works; it
points both to the artist’s surfing past and to the cyclical
nature of how his images move within a frame.
Klein Bottle with the Image of Its Own Making (2014)
references Robert Morris’ Box with the Sound of
Its Own Making from 1961. The Morris sculpture is
a wooden box from which we hear the sounds of the
artist putting the box together (hammering/sand-
ing/varnishing). This mathematical form blurring
notions of inside and outside (projecting the bottle
being made from inside its gracefully completed
shape) has found similar playful language explora-
tions, such as the use of palindromes in Ura Aru (the
backside exists), a video made in Japan in 1985-1986.
Both of these works also invite us to look again at
his 1978 video Full Circle.
Language pit 2016/2021 revisits Mediations, while bring-
ing with it much of what Gary Hill was confronting at the
turn of the century. It makes use of speakers once again,
with a supplemental element attached to accentuate
the reverberation; it includes a performed narrative that
tells a different tale. The voice buried under the speaker
in 1979 has resurfaced carrying with it both bitterness

midlunarhéggmyndir a syningunni voru sképud a sidasta
artug; hvert & sér skyldan fyrirrennara i eldra einar rasar
verki, formi sem hann heetti aldrei ad nota. Sine Wave (the
curve of life) [Sinusbylgjan (lifsferlid)], par sem vatnsglas er
|atid vega salt & alstong, sem hvilir a herdum listamannsins
begar hann hleypir af skoti & pad, innan um trjagrédur og
pléntur, endurdmar aftur til hinnar ahrifamiklu héggmyndar,
Crux [Rddgdtal. Verkin fjalla um jafnveegislist, ad fanga
hljod sem stafa af likamlegu erfidi listamannsins, upplausn
likamans og haettuna ad hella ut fyrir. Bylgjan er sémuleidis
skjaldarmerki sem birtist eda er minnst & i nokkrum
lykilverkum; visar baedi til brimbrettisfortidar listamannsins
og hringrasaredlis mynda hans innan rammans.
Klein Bottle with the Image of its Own Making [Klein-
-flaska med mynd af eigin tilurd] 2014 visar til Box
with the Sound of Its Own Making [Kassi med hljéoum
af eigin tilurd] frd 1961, eftir Robert Morris. Héggverk
Morris er trékassi sem gefur fra sér hljod fra smidi
kassans (hamarshdgg, sandslipun og I6kkun). betta
steerofreedilega form, sem mair burt tilfinninguna fyrir
innra og ytra (med pvi ad bregda upp fléskunni sem
gerd var innanfra sinni spengilegu [6gun) hefur fundid
amota leikandi kdnnun tungumalsins, svo sem not-
kun samhverfu i Ura Aru (the backside exists) [Ura Aru
(bakhlioin er til)] videdi gerdu i Japan 1985-86. Baedi
bessi verk bjéda okkur ad skoda aftur Full Circle [Heill
hringur] hans fra 1978.
Language pit [Tungumdlsgryfjal 2016/2021 endurskodar
Mediations [Sdttaumleitanir] og dregur padan margt af pvi
sem fyllti huga Gary Hill um aldamotin. Verkid nytir aftur
hatalara med afestum aukabunadi til ad styrkja endur-
varpid; inniheldur leikinn séguprad sem segir adra sdgu.

Sine Wave (the curve of life), 2011
Mixed media installation, Photo: Roberto Marossi.
Courtesy of Lia Rumma Gallery, Milan.

Klein Bottle with the Image of Its
Own Making (after Robert Morris), 2014
mixed-media, Photo: RJ Sdnchez | Solstream Studios

basnického textu a aktu psani, spolu s védomim, ze ma

schopnosti hlasového performera a mUzZe se o né oprit,

vSak predurcil radikalné& nové editacni strategie zaloZzené na

syntaxi a vyslovnosti, coz se projevilo ve videich Around and

About (1980), Primarily Speaking (1981-1983) a piedevsim

v Mediations (fowards a remake of Soundings), 1979/1986.
K jejich spole¢nym aspektim dale patii obdobné lo-
kace, pohyb a vztah k performanci. Woody a Steina,
ktefi v roce 1971 zalozili The Kitchen (Kuchyni), tak se-
hrali jesté dalsi vyznamnou roli v déjinach soucasné-
ho uméni; fada umélcq, ktefi u nich vystupovali, patfi
k tém, k nimz Gary Hill chova celozZivotni respekt.
Jeho plastika MESH, ¢tyrkanalové video s dvaceti ka-
naly zvukového vystupu a nasténnymi konstrukcemi
z draténych mfizi, byla ostatné v roce 1979 v Kuchyni
vystavena. Nebo SUNY (The State University of New
York) v Buffalu a tamni oddéleni filmu a médii, kde
pUsobili Hollis Frampton, Peter Weibel, Tony Conrad
a Woody se Steinou: v letech 1979-1980, kdyz se
prestéhovali do Santa Fe, nastoupil Gary Hill na jejich
misto. AvSak ani zde ho historie nedokaze zaska-
tulkovat v rémci dané chronologie; jeho pfitomnost
je viceméné nahodild. Nadale pracuje s textem, od
svych drivéjsich voice-over monologl prechdzi k za-
kladni filozofické formé dialogu - ve videu Why do
things get in a muddle? z roku 1984, jez je adaptaci
metalogu prevzatého z knihy Gregoryho Batesona
Steps to an Ecology of the Mind (€esky vyslo jako
Ekologie mysli, pozn. prekl.). Toto video §lo v expanzi
narativu jesté dal, protoZe zobrazovalo svdj vlastni
rozpad a zpUlsob své dekonstrukce.
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and irony. It is one of Gary Hill’'s more directly political
works, using the language of finance, of opportunities
and chance, of gains and losses to create a drumming of
pitfalls on the speaker.
There is, in closing, one extraordinary piece that en-
capsulates many of the posits that inform his other
installations included in Sums and Differences. Place
Holder (2019) sees the artist standing in a single mon-
itor placed vertically, flipping a coin in the air over and
over, not looking at whether it's head or tails; it simply
addresses the idea of gamble, of risk, of the drop
while Gary Hill looks directly at the camera. It consti-
tutes, along with Incidence of Catastrophe and Wall
Piece (2000) a trilogy of being fixed in one spot, one
perimeter; Thomas running without moving forward
in Incidence, then a little over ten years later the artist
running against a wall, each time saying a word, just
pushed back to that same place again and again. Or
is it at a different spot? There is always the possibility
that, even though we’ve seen the coin land in his
hand each time he flips it, the same cause could have
a different effect. We have entered the province of
both David Hume and Quentin Meillassoux, whose
work on Stéphane Mallarmé’s Un Coup de Dés jamais
nabolira le Hasard (1897), speaks of this undecidability

Place Holder, 2019
Video/sound installation

R&ddin sem var grafin undir hatalaranum 1979 leetur aftur
i sér heyra med biturd og hadi. Pad er medal beinskeyttari,
politiskum verkum Gary Hill, par sem notast er vid tungu-
tak vidskipta, méguleika og hendingar, groda og taps, til
ao skapa aslatt fallgryfju a hatalarann.
Pad er i lokin eitt stérkostlegt verk sem dreqgur i
stuttu mali saman fjéImargar stadhaefingar sem
varpa ljosi a adrar innsetningar hans i syningunni
Summa og sundrung. Place Holder [Stad fastur]
(2019) synir listamanninn standandi i einum skja,
sem er reistur upp a rénd, kastandi mynt a loft hvad
eftir annad, an pess ad skeyta um hvoru megin hun
fellur; hugmyndin um fjarheettuspil er hér komin, um
aheettuna, um kastid medan Gary Hill horfir beint {
upptokuvélina. Asamt Incidence of Catastrophe og
Wall Piece [Veggverk] (2000) myndar verkid prileik
um pad hvernig er ad vera settur a einn stag, festur
a einn flot; Thomas hlaupandi an pess ad feerast ur
stad i Incidence, sidan rimum daratug sidar stekkur
listamadurinn & [Veggl i Wall, segjandi ord i hvert
sinn, en ytt til baka aftur og aftur. Eda er um dlikan
stad ad reeda? bad er alltaf moéguleiki, pd ad vio
héfum sed myntina lenda i 16fa hans, hversu oft sem
hann kastar henni, ad sama forsendan hafi dlikan
endi. Vid erum stédd & slédum David Hume og

Jde o jeden z fady prilomG v Hillové tvorbé z osmde-
satych let, které se zamé&rovaly na zobrazeni myslenky
a konceptu, na podobu, kterou jim umélec déva uvnitr
monitoru, a na prostor, jenz pro né bude muset najit mimo
toto vymezeni. Tarkovského pojeti kinematografie jako
Zapeceténého ¢asu ndam pomdze pochopit zpUsob, jakym
Gary Hill vytvari plastiku z filozofickych vlastnosti, vzni-
kajicich setkanim textu a elektronickych nastrojd. Tuto
dekadu zavrsuje svym videem Incidence of Catastrophe
(1987-1988), které je adaptaci romanu francouzského
publicisty, romanopisce a myslitele Maurice Blanchota
Temny Tomds a v némz Gary Hill ztvarnuje titulni roli. To
ho privadi do proménlivého prostoru neustalé zmény,
do psychotropniho terénu k poetickému ztvarnovani
chaosu a zkazy, z néhoz béhem devadesatych let vnikne
série prvotridnich instalaci a plastik. Nebudou chybét ani
mallarméovsky matematicky pojaté portréty lezicich po-
stav, véetné jeho samotného, smérujici k vytvoreni post-
-tomasovske identity slozené z rovnic, kterou najdeme
v dile Conundrum z let 1995-1998.
Jesté predtim vSak umélec upevnil své misto ve druhé
historii videa, ktera se presunula do $irsich sfér rliz-
nych biendle a zakdzek ze strany muzei - sem patfi
Disturbance (among the jars), kterou ziskal od Centre
Georges Pompidou v roce 1988 a spolupracoval na
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Quentin Meillassoux, en verk hans um verk
Stéphane Mallarmé Un Coup de Dés jamais n'abolira
le Hasard [Teningskast mun aldrei afnema dhaettunal
(1897) getur pessarar évissu (ad giska & pvi augnab-
liki hvort myntin fellur edur ei) haldandi 6llum
maoguleikum opnum, og ldta héfundinn halda peim
Ollum opnum og pannig verda hinn guddémlega
Hending sem er okkar grunnedli.®

Afmarkad (Liminal = li- &  Quentin Meillassoux, The Number and the

men: pr('jsku|dur) rymi, Siren, adecipherment of Mallarmé’s Coup de

bar sem eitthvad er e T Fress. 20

lagt ad baki éan pess ad

maodur hafi tekio skrefid til fulls fram & vid, er ordid sveedid

sem Gary Hill getur hreidrad um sig. Hér er par sem frum-

spekin an svara eda leidréttinga hefur verid borin fram i

neestum halfa old.

None of the Above, 2022
Video/sound installation

ni s filozofem Jacquesem Derridou. Jini autofi s tou-
to historii neudrzeli krok, zejména Fada téch, ktefi si
nedokazali porozumét s instalacemi. Ve stévajicim
okamziku dé&jin souc¢asného umeéni, kdy postmedialni
scénu prostupuji jednokanalova dila, ¢eka mnozstvi
praci na své znovuobjeveni. Vybér jednokanalovych
dél na nasi vystave nevyhnutelné vede k prehlidce
odlisnosti, coz ovsem neznamena absenci spiklenec-
tvi, jehoz si Steina, Woody a Gary uzivaji/uzivali s pfi-
stroji ve svych ateliérech.
Dvacetilety odstup mezi pracemi Incidence a Sine Wave (the
curve of life) z roku 2011 sleduje cestu od jazyka a chaosu
k matematice a vykonu. V§echna vystavena dila a medialni
plastiky vznikly b&€hem posledniho desetileti; kazdé z nich
vykazuje urcity vztah k drivéj$im jednokanalovym dilGim, coz
je forma, s niz Hill nikdy neprestal pracovat. V praci Sine
Wave (the curve of life) balancuje sklenice s vodou na hlini-
kové tyci spocivajici na autorové rameni a on ji v prostredi
plném stromU a rostlin nataci; odvoléva se zde na svou
zasadni plastiku Crux z 1et 1983-1987. Obé se snazi zachy-
tit akt rovnovahy, zvuky vydavané fyzickym usilim autora,
dematerializované télo a riziko vyliti obsahu. Vina (wave) je
také emblémem, ktery se v nékolika klicovych dilech bud
objevuje, nebo se na néj odkazuje; poukazuje jak na umél-
covu surfarfskou minulost, tak na cyklickou povahu pohybu
jeho obrazl v zabéru.
Klein Bottle with the Image of Its Own Making (2014)
odkazuje na Box with the Sound of Its Own Making
Roberta Morrise z roku 1961. Morrisova plastika je
drevéna krabice, z niz slySime zvuky, které znély
pfi jejim sestavovani (stloukani-brouseni-lakovani).
Tato matematicka forma rozostfujici pojmy vnitiku
a vnéjsku (promitani postupu vyroby lahve zevnitf
jejino ladného vysledného tvaru) si nasla podobné
hrave experimenty v jazyce, jako napfiklad pouziti
palindrom@ v Ura Aru (zadni strana existuje), videu
natoCeném v Japonsku v letech 1985-1986. Obé
tato dila nas takeé vybizeji, abychom se znova podi-
vali na Hillovo video Full Circle z roku 1978.
Language pit 2016/2021 se vraci k Mediations a zaroven
s sebou nese mnohé z toho, s ¢im se Gary Hill potykal
na prelomu stoleti. Znovu vyuziva reproduktory, k nimz
je pripojeny doplnujici prvek, ktery ma zddraznit dozvuk.
Dilo obsahuje performovany narativ, vypravejici odlisny
pribéh. Hlas pohibeny pod reproduktorem v roce 1979 se
Znovu vynoruje a nese s sebou horkost i ironii. Ve tvorbé
Garyho Hilla jde o jedno z pfimocarejsich politickych dél,
které pracuje s jazykem financi, pfilezitosti a nahod, zisk(
a ztrat, ale z reproduktoru pfitom nevychazi nic nez zne-
klidriujici jednolity proud.
Na zavér je tu jedno mimoradné dilo, ve kterém je
obsazeno mnoho myslenek, z nichz vychazeji ostatni
instalace zafazené do vystavy Sums & Differences.
Place Holder (2019) zachycuje stojiciho umélce na
jediném vertikaln€ umisténém monitoru, jak stale
dokola vyhazuje do vzduchu minci, aniz by se dival,
zda padne hlava nebo orel; prosté se zabyva mys-
lenkou hazardu, rizika, padu — a Gary Hill se pritom
diva pfimo do kamery. Spolu s pracemi Incidence of
Catastrophe a Wall Piece (2000) tvofi trilogii o setr-
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Happenstance (part one of many parts), 1982-83,
Video (black-and-white; stereo sound); 6:30 min.

(guessing in this instance if the coin will drop or not)
leaving open all options, making the author contain
them all and so become the divine Chance that is our
fundamental nature.*
Liminal Space, in WhICh &  Quentin Meillassoux, The Number and the
Something iS |eft be_ Siren, adecipherment of Mallarmé’s Coup de
. . Dés, MIT Press, 2012.
hind while one has not
fully crossed over into
something else, has become a territory Gary Hill is able to
inhabit. It is here that a metaphysics without answers or

corrections has been articulated over nearly half a century.

:;f}. .‘h '.‘.‘<.'a
GAPPINS (8
THE SOUNS  QF
2 CCOSE) Bl

vavani na jednom mist&, v jednom perimetru. Tomas,
ktery v Incidence bézi, aniz by se pohnul vpred; po-
tom, o vice nez deset let pozdéji, umeélec skace proti
zdi (Wall) a pokazdé rekne jedno slovo, jenZe je zno-
va a znova vytlacen na totéz misto. Nebo jde o jiné
misto? | kdyz jsme vidéli, jak mince po kazdém vyho-
zeni dopada do jeho ruky, vzdy existuje moznost, ze
by tataz pfic¢ina mohla mit i jiny u¢inek. Dostavame
se do oblasti Davida Huma i Quentina Meillassouxe,
ktery ve sveé praci na téma basné Stéephana Mallar-
mého ,Vrh kostek nikdy nevylouc¢i nahodu” (1897)
hovori o té nerozhodnutelnosti (v tomto pripadé
odhaduje, zda mince spadne, nebo ne), ponechdva-
Jici vsechny moznosti oteviené, diky cemuz je autor
vSechny obsdhne a stdvd se tak bozskou Ndhodou,
kterd predstavuje nasi bytostnou povahu.*

Hrani¢ni prostor, v némz

& Quentin Meillassoux, The Number and the
neZbVVé nei néCO Opus_ Siren, a decipherment of Mallarmé’s Coup de
) . L e o Dés, MIT Press, 2012

tit, ackoli ¢lovek jeste

zcela nepresel k néce-

mu jinému, se stéva uzemim, kde ma Gary Hill schopnost
pobyvat. Pravé zde byla po témér pll stoleti artikulovana

metafyzika bez odpoveédi ¢i korekcei.
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Sinfonia

Or An Attempt To Write

J n About Electronic Art In
Human Terms
Sinfonia
S'['e[na Eda tilraun til ad
skrifa um rafraenar
listir a mannamali
Sinfonia

3
. ‘ T Aneb pokus psat
»~ o elektronickem umeni
» ;E ; ‘i lidskym Jazykem

Halldor Bjérn Rundlfsson
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[ am in a park in the town of Jihlava on the border of Bo-
hemia and Moravia on the occasion of an extensive film
festival covering all kinds of motion pictures, documen-
taries and video, including acted and animated short films.
Locally the festival is known as JIDFF, Jihlava International
Documentary Film Festival or Ji.hlava IDFF, referring by the
dot to direct net connection. There | got acquainted with
two talented artists, the film director D6gg Mdsesdadttir,
and at that time director of the film festival Stockfish, and
Gunnar Jénsson, a video artist from isafjordur, both true
successors of Steina.
Without having paid too much attention initially, |
suddenly noticed that the name Gustav Mahler was
popping up too frequently to be ignored. At the hotel
I look up the name of the park and discover that itis
Gustav Mahler Park, named after the famous com-
poser. In its centre there is even a monument of the
tragic conductor created by the Czech-German
sculptor, painter, and printmaker Jan Koblasa (1932-
2017). Although it suffers from most of the flaws
of modern bronze monuments - a rather unhappy,
cubistic concoction amalgamated with a fairly real-
istic bust of an apparently young Mahler - it is most
likely a reasonably faithful rendering of the compos-
er at a tender age when he had to witness his father
beat up his frail mother repeatedly. The story goes
that Mahler simulated limping as an adult out of
sheer sympathy with his mother.
What was unknown to me as a visitor in the park was that
till the age of fifteen the composer and conductor Mahler
grew up in Jihlava. It had not even occurred to me that he
was born on the Czech side of the border, so closely was
his name attached to the Viennese School and the heart
of the Austrian Empire. Now | was obliged to acquaint my-
self with the great symphonic master who physically was
far closer to his overbearing father, who had married up,
than his fragile mother who married down. Gustav Mahl-
er was a noted swimmer and hiker who loved to plunge
into cold mountain lakes, but did not take sufficient care,
having inherited his mother’s weak heart, and it led to his
premature death.
Having come to this conclusion, | had very little time
to ponder my findings, since | was suddenly invited
for a drive to Brno, the capital of Moravia, the east-
ernmost region of the Czech Republic, and Woody
Vasulka’s native town. My colleague, the American
curator, musician, and performance artist Jennifer
Helia DeFelice, based in Brno and working at the uni-
versity wanted to introduce me to the wooded and
hilly city, where | had never been but knew to be Bo-
huslav’s hometown, as Woody was called before his
and Steina’s departure to the New World.
Steina’s connection with the former Czechoslovakia and
her multifarious links to central European music is not only
bound to the visible landmarks along the route from Prague
to Brno with a stop at Jihlava, the rhythm in her works reso-
nates with the nonchalant pace of the landscape, not least
the symphonic or polyphonic cadences of the orchestra.
It can be said that among the main contending factors in
Steina’s works is nature, not least Icelandic nature with its

Eg er staddur i listigardi { smaborginni Jihlava & métum
Baeheims og Meeris i tilefni af vidteekri kvikmyndahatio
sem neer utan um allar tegundir hreyfimynda, heimilda-
myndir og videdmyndir, par med taldar stuttmyndir,
leiknar og teiknadar. A mali borgarbua heitir hatidin
JIDFF, Jinlava International Documentary Film Festival eda
Ji.hlava IDFF, og visar pa med punktinum til beinnar net-
tengingar hennar. barna kynntist €g tveim heefileikarikum
listamodnnum og samléndum, peim Dégg Mdsesdottur,
kvikmyndaleikstjora og paverandi stjornanda kvikmynda-
hatidarinnar Stockfish, og Gunnari Jonssyni, videdlista-
manni fra isafirdi, sénnum eftirkomendum Steinu.
An bess ad taka beinlinis eftir pvi framanaf dukkar
nafn Gustavs ténmeistara Mahler ae oftar upp i
umhverfinu uns pad heaettir ad geta talist edlilegt.
Heima & hételinu slee ég upp nafninu a listigardinum
og kemst ad pvi ad hann heitir Parka Gustava Mahler,
i hofudid & tonskaldinu freega. [ midjunni er meir ad
segja myndastytta af hljdmsveitarstjéranum harmreena
eftir tékknesk-pyska myndhéggvarann, listmalarann
og grafikmeistarann Jan Koblasa (1932-2017). b6 svo
ad minnismerkid hrjai flest af pvi sem svo oft eltir
bronsstyttur ndtimans - litt heppilegt, kubiskt samkrull
kveikt saman vid allraunsaeja brjostmynd af Mahler,
besynilega ungum - er pad liklega nokkud truverdug
mynd af ténskaldinu a vidkveemu motunarskeidi pegar
hann matti itrekad horfa upp a bradlyndan fédur sinn
ganga i skrokk & veikbyggari eiginkonu sinni sem
aukinheldur gekk ekki likamlega heil til skégar. Sagt
er ad Mahler hafi gert sér upp haltran fullordinn, af
einskeerri medvirkni med maoour sinni.
Pad sem €g vissi ekki pa parna i listigardinum var ad ton-
skaldid og hljdmsveitarstjérinn var alinn upp i Jihlava til fimm-
tan ara aldurs. Reyndar hafdi pad ekki eins sinni hvarflad ad
meér ad Mahler veeri feeddur Tékklandsmegin vid landamaerin
svo tengdur var hann Vinarskélanum i huga mér og par af
leidandi sjalfu hjarta Austurriska keisaradaemisins. NU vard
€g ad setja mig inn i sevi hins mikla meistara hljémkvidunnar
sem likamlega var snéggtum neer sinum ofstopafulla fédur,
sem kveenst hafdi upp fyrir sig en vidkveemri médur sem
giftist nidur fyrir sig. Gustav Mahler var ordlagdur sund- og
géngugarpur sem fannst best ad kasta sér ut i kalt fjallav-
atn en uggdi ekki ad sér. Hann erfdi dburdugt hjarta médur
sinnar og pad vard honum ad étimabaerum aldurtila.
Med pessa nidurstodu i hdndunum fékk ég po Iitid
raorum til ad hugleida uppgdtvun mina pvi mér
var i skyndingu bodid i biltur til Brno, héfudborgar
Meeris eda Modraviu, austasta hérads Tekklands
og feedingarborgar Woody Vasulka. Kollega min,
bandariski syningastjorinn, ténlistarmadurinn, og
gjorningalistamadurinn Jennifer Helia DeFelice,
busett i Brno og starfandi vid haskdlann par vildi
kynna fyrir mér pessa grédursaelu og haedottu
stdrborg, pangad sem ég hafdi aldrei komid en vissi
ad var heimaborg Bohuslav, eins og Woody hét adur
en pau Steina fluttu vestur um haf.
Tengsl Steinu vid Tékkland og marghattud tengsl hennar vid
midevropska ténlist eru ekki einungis félgin i peim synilegu
kennileitum sem verda & vegi pess sem fetar veginn fra Prag
til Brno med aningu i Jinlava heldur er pad rypminn i verkum

Bad, 1979, Video (color, stereo sound); 2:15 min.
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Stojim v parku v Jihlavé, ve mé&sté na pomezi Cech a Mo-
ravy. Jsem zde pfi prilezitosti velkého filmového festivalu,
zahrnujiciho nejriiznéjsi druhy film{ - dokumenty a video,
kratkeé filmy, hrané i vytvarné. V této zemi je festival zna-
my jako MFDF, Mezinarodni festival dokumentéarnich filmd
Jihlava, nebo jesteé MFDF lJi.hlava, pfic¢emz te¢ka odkazuje
k pfimému napojeni na internet. Seznamil jsem se zde
se dvéma talentovanymi umeélci: filmova rezisérka D6gg
Mosesdottir plsobi v souc¢asné dobé jako reditelka filmo-
vého festivalu Stockfish a Gunnar Jonsson je video umé-
lec z isafjérouru; oba predstavuji skuteéné nasledovniky
Steiny Vasulkové.
Jakkoli jsem tomu zpoc&atku nevénoval valnou pozor-
nost, zda se, Ze jméno hudebnika Gustava Mahlera
tady na ¢lovéka vyskoc&i na kazdém rohu, pfili§ Casto,
néz aby se dalo ignorovat. V hotelu se podivdam na
nazev parku a zjistim, Ze jde o Park Gustava Mahlera,
pojmenovany po slavném skladateli. Uprostfed se
dokonce nachazi pomnik tohoto skladatele s tra-
gickym osudem od ¢esko-némeckého sochare,
malitfe a grafika Jana Koblasy (1932-2017). Prestoze
vykazuje vétsinu nedostatk( modernich bronzovych
pomnikl - jednd se o ponékud nestastny kubisticky
odvar snoubici se s pomérneé realistickou bustou
zfejmé mladého Mahlera -, je to s nejvétsi prav-
dépodobnosti celkem vérné ztvarnéni skladatele
v utlém véku, kdy musel byt svédkem toho, jak jeho
otec opakované bije svou kiehkou manzelku. Rik4
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waterfalls, rapids, surf, lava, flora and fauna. Contrasting
with nature is culture, also voluminous, even more ample
than nature in Steina’s total output. This is evident as one
drives the curvy national road from Jihlava to Brno.
One must tread carefully when speaking of culture
as opposed to nature since as human beings are
we not a part of both categories? Matters become
more complicated when the electronic world is ex-
amined, having been a part of Steina’s activity for

SumsDifferences

hennar sem rimar vid keeruleysislegan taktinn i landslaginu,
ekki sist sinféniskan eda samradda hljdmsveitarhrynjandi.
Segja ma ad tveir meginpeettir togist & i verkum Steinu,
natturan, ekki sist islensk nattira med vatnsfollum sinum,
idukdstum, brimi, hrauni, gréandi og dyralifi. Andspeenis
nattdrunni er menningin, en hun er sdémuleidis fyrirferdar-

mikil, ef ekki umfangsmeiri en natturan i heildarverki Steinu.

petta verdur manni l[jost pegar madur peysist eftir bugd-
ottum pjodveginum fré Jihlava til Brno.

Parallel Trajectories, 2022, Video (color, sound); 20:36 min.

se, ze Mahler v dospélosti Cisté ze soucitu vici své

matce fingoval kulhani.
Kdyz jsem jako navstévnik mésta stél v parku, jesté jsem
nevedeél, ze skladatel a dirigent az do svych patnacti let
vyrastal v Jinlavé. Nikdy mé ani nenapadlo, Ze by se Mahler
mohl narodit na ¢eske strané hranice, protoze jeho jméno
je tak uzce spjate s Videnskou $kolou a srdcem rakous-
kého cisarstvi. Ted jsem se tedy musel obeznamit s tim,
ze slavny symfonik mél fyzicky mnohem blize ke svému




Bokfell / Pergament, 2014, Video (color, sound); 12:31 min.
Parallel Trajectories, 2022, Video (color, sound); 20:36 min.

more than fifty years. The question arises how big a
part of electronic and digital technology stems di-
rectly from nature and how much is filtered through
mechanical means, computerized amplifiers and
other electronic accessories, hardly classifiable as
natural tools. If we dive to the bottom of the phys-
ical and chemical properties of perceptual media
everything points to nature as the prime source of
culture, whether design is involved or not.
Concerning language and concepts related to nature
and culture French anthropologist Claude Lévi-Strauss
(1908-2009) maintained in his seminal text from 1964 Le

cru et le cuit — The Raw and the Cooked - that some of
the indigenous people of the Amazon region in north-
ern Brazil did not possess terms covering cooked food.
Lacking expression over such production they neither
had a name for raw ingredients. Changes in methods
with technical advances entailed interaction between
correlatives, prerequisite of the mutation of speech and
advancement of vocabulary.
When the Italian composer Luciano Berio (1925-2003)
utilized fragments from chapters, or rather quotations
- sketches in fact - from Lévi-Strauss’ The Raw and
the Cooked in the opening movement of his Sinfonia
from 1968-1969 for eight voices and orchestra, he
felt sure that the myths of the Bororo people - among
the tribes of the Amazon Region, said by the French
anthropologist to be on the verge of extinction — were
formally composed as fugues and/or sonatas in music.
Lévi-Strauss was not convinced and maintained that
chance had determined the Italian composer’s choice
of text, whereas the book had appeared a few years
before the premiere of Sinfonia. Furious, the compos-
er sent Lévi-Strauss a letter of complaint in which he
reminded him cordially that the supposition was not
his own but that of the English musicologist David Os-
mond-Smith (1946-2007), who in his heyday worked
with no lesser authorities than Umberto Eco, in Milan

Ad visu verdur ad fara varlega pegar talad er um
menningu sem andstaedu natturunnar pvi hvort erum
vid mennirnir partur af nattdrunni eda menningunni?
Malid vandast enn frekar pegar hafdur er i huga sa
rafreeni heimur sem fylgt hefur Steinu i meir en halfa
old. Spurningar hljéta ad vakna um pad hve stor
hluti rafreennar og stafreennar myndteekni er sprott-
inn beint af natturunni og hve mikid er tilgert med
adstod véla, télvutengdum mognurum og 6drum
rafveeddum aukataekjum sem vart geetu flokkast sem
natturuleg verkfeeri. Ef kafad er til botns i edlis- og
efnafreedi skynreenna midla bendir allt til pess ad
natturan sé grunnuppspretta menningar, hvort sem
hénnun kemur vid ségu eda ekki.
Hvad vardar tungumalio og hugtdk tengdum nattiru og
menningu taldi franski mann- og stodgerdarfraedingurinn,
eda strukturalistinn Claude Lévi-Strauss (1908-2009) i 6nd-
vegisverki sinu Hrdtt og eldad - Le cru et le cuit - frd 1964,
ad frumbyggjar Amasonhéradanna i Norour-Brasiliu settu
sumir hverjir ekki hugtok yfir eldadan mat. En um leid og pa
skorti hugtok yfir slikt feedi attu peir ekki heldur ordfeeri yfir
hrameti. Breyttar adferdir dsamt framproéun verktaekni hratt
af stad vixlverkun andsteedna, forsendum pess ad tungu-
takid teeki stokk fram & vid og ordafordi pess ykist.
Pegar italska ténskaldid Luciano Berio (1925-2003)
notfeerdi sér kaflabrot, eda 6llu heldur tilvithan-
ir — hendingar réttara sagt — ur Hrdtt og eldad Lévi-
-Strauss, i upphafskafia Sinfoniu sinnar fra 1968-1969,
fyrir atta raddir og hljdomsveit, taldi hann sig hafa
vissu fyrir pvi ad godsagnir Bororo-frumbyggjanna
- sem voru medal eettflokka peirra sem byggdu
Amasonsveaedio, og mannfraedingurinn franski taldi
vera i bradri utrymingarhaettu — veeru ad forminu til
byggdar upp eins og fugur og/eda sénodtur i ténlist.
Lévi-Strauss var ekki sannfaerdur um pessa kenningu
og taldi hendingu hafa hao vali tonskaldsins italska &
texta, par sem ritverkid kom Ut nokkrum arum adur
en Sinfonia var samin. Berio sendi mannfreedingnum
téninn i bréfi og benti honum gdéodfuslega & ad tilgatan
veeri ekki komin fra sér heldur enska tonfraedingnum
David Osmond-Smith (1946-2007), sem & sinum
tima vann ekki med minni ménnum en Umberto Eco
i Milané og Roland Barthes hja CNRS - Rannsdkna-
midstda rikisins - i Paris. A0 endingu var ekkert fyrir
Lévi-Strauss ad gera en eta hattinn sinn og jata tak-
mork pekkingar sinnar pegar kom ad nutimatdnlist.
i 6ndvegisverki sinu Orbital Obsessions -
Sporbaugsprahyggja - frd 1977 beinir Steina sjonum ad
grundvallandi spurningum vardandi stodgerd eda struktur
sjalfrar tilverunnar - tima, viddum og hreyfingu - og hvern-
ig hondla meetti slik meginhugtok skilvitlega, og endur-
spegla um leid pann dmeelisgeim sem umlykur okkur fra
voggu til grafar, i lofti, & [adi og legi. Verkid er afurd peirrar
rannsoknarvinnu sem Steina lagdi ut i med dljosu loka-
takmarki pegar hun hof upptdkur @ myndbandinu From
Cheektowaga to Tonawanda, vorid 1975. betta 36 minutna
videdverk skrasetur vissulega ferdalag milli tveggja raunveru-
legra stada, Cheektowaga, eda Krabbaeplatrjadlundar @ mali
Seneca, eda irokesa frumbyggja - steersta Uthverfis Buffalo-
borgar, nyrst i New York-fylki, med neer hundrad pusund

panovacnemu otci, ktery se ozenil nad své poméry, nez
ke kfehké matce, jez si naopak sfiatkem pohorsila. Gustav
Mahler byl vyhlaseny plavec a turista, ktery se rad vykou-
pal v chladném horském jezefe, ale nebyl na sebe dosta-
te¢né opatrny. Po matce zdédil slabé srdce, coz zpUlsobilo
jeho pred¢asnou smrt.
Dospél jsem k tomuto zavéru a jesté chvili jsem se
zabyval svymi novymi poznatky, kdyz tu se mi do-
stalo nabidky, Ze se mUzu svézt autem do Brna, mo-
ravské metropole v nejjizn&jsi asti Ceské republiky
a rodného mésta Woodyho Vasulky. Kolegyné Je-
nnifer Helia DeFelice, americko-italska kuratorka,
hudebnice, video umélkyné a performerka pCsobici
v Brné& a vyucujici na tamni univerzité, mi chce uka-
zat toto zelené a pahorkaté mésto. Nikdy jsem tam
nebyl, ale vim, Ze se tam Bohuslav narodil - tak se
totiz Woodymu fikalo, nez se se Steinou rozhodli
odejit do Nového svéta.
Steinino propojeni s byvalym Ceskoslovenskem a jeji
mnohostranné vazby na stfedoevropskou hudbu se nepoji
jen s vyzna¢nymi dominantami na trase z Prahy do Brna
se zastavkou v Jihlavé; rytmus v jejich pracich rezonuje
s non3alantnim tempem krajiny a v neposledni fadé i se
symfonickymi ¢i polyfonickymi kadencemi orchestru. Lze
Fici, Ze priroda tvofi jeden z podstatnych faktord Steini-
ny prace; vétsinou jde o islandskou pfirodu s tamnimi
vodopady, pefejemi, pfibojem, lavou, filérou a faunou.
S pfirodou kontrastuje kultura, stejné impozantni, ktera se
v celku Steininy prace promita dokonce jesté bohatéji nez
priroda. Kdyz ¢loveék jede po klikaté statni silnici z Jihlavy
do Brna, zda se mu to vic nez zfejmé.
Mluvime-li o kultufe jako protikladu k pfirodg, je
tfeba opatrné naslapovat: copak nejsme my lidé
soucasti obou kategorii? Situace se jesté vice
zkomplikuje, kdyz se zatneme zabyvat elektronic-
kym svétem, ktery se stal na vice nez padesat let
soucasti Steininy tvorby. Vyvstava otazka, nakolik
vychazi elektronicka a digitalni technologie pri-
mo z prirody, a nakolik je filtrovana mechanickymi
prostfedky, pocitaCovymi zesilovaci a dal$im elek-
tronickym vybavenim, které Ize jen stézi zaradit
mezi pfirodni nastroje. Ponofime-li se az na dno
fyzikalné-chemickych vlastnosti percep&nich medii,
v§e hovofi pro to, ze prvotnim zdrojem kultury je
priroda - at uz se na tom podili design, nebo ne.
Francouzsky antropolog Claude Lévi-Strauss (1908-2009)
v souvislosti s jazykem a pojmy souvisejicimi s pfirodou
a kulturou tvrdi ve svém zasadnim textu z roku 1964,
nazvaném Le cru et le cuit (Syrové a varené), Ze nékteré
domorodeé narody amazonské oblasti v severni Brazilii
neznaji terminy oznacujici varené jidlo. JelikozZ jim chybi
oznaceni této techniky, nemaiji ani pojmenovani pro syro-
vé suroviny. Zmé&ny ve zpracovani spojené s technickym
pokrokem navodily interakci mezi korelaty, jez se staly
pfedpokladem mutace feci a rozvoje slovni zasoby.
ltalsky skladatel Luciano Berio (1925-2003), ktery
v uvodni ¢asti své Sinfonie pro osm hlast a or-
chestr (1968-1969) pouzil uryvky kapitol, ¢i spise
citaty — vlastné jen Crty — z prace Léviho-Strausse
Syrové a varené, si byl jisty, Ze myty naroda Bororo
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and Roland Barthes at CNRS - in Paris. Finally there
was little else for the noted structuralist to do than eat
his hat and acknowledge his shortcoming in terms of
modern music.
In her masterpiece Orbital Obsessions from 1977 Steina
focuses on the principal questions concerning the struc-
ture of the world - time, space and movement - and
how we could handle such primary concepts physically,
reflecting simultaneously the immeasurable space sur-
rounding us from birth to death, in air, on earth and un-
derwater. The work is the result of the research that Steina
conducted with an unclear end goal when she began film-
ing From Cheelktowaga to Tonawanda in the spring of 1975.
The 36 minute video certainly documents a voyage be-
tween two real places: Cheektowaga (or Crabtree Grove
in the language of the indigenous Seneca or Iroquois), the
largest suburb of Buffalo, and Tonawanda (or Rapid Wa-
ter), a slightly smaller town in the vicinity of Niagara Falls
on the border of Ontario, Canada.
From Cheektowaga to Tonawanda seems rather an
invitation to a speculation on an aimless voyage
rather than a documentary about a precise trip
in Erie County in the outskirts of Buffalo. Despite
its colour and stereo sound the title is laden with
extraordinary references to a culture long passed,
hidden beneath the concrete of the highway, where
Steina and Woody'’s pickup skims along with the
camera rolling continuously at the back. Intertwined
for instance systematically with the recordings by a

From Cheektowaga to Tonawanda, 1975,
Video (color, stereo sound); 20:00 min.

ibua - og Tonawanda eda Snarvatns, & mali sému frum-
byggja, 6gn minni borgar i ndmunda vio Niagarafossana, a
landamaerunum vid Ontario-fylki { Kanada.
From Cheektowaga to Tonawanda virdist po fremur
bjéda upp & hugleidingu um ferdalag an fyrirheits en
heimildamynd um dkuferd & tiltekinni leid innan Erie-
-syslu i Utjadri Buffalo-borgar. Enda p6tt myndbandid
sé i lit og stereo getur engum dulist ad titill verksins
ber med sér duluduga tilvitnun i I6ngu horfinn menn-
ingarheim, sem hvilir undir steyptri hradbrautinni sem
bill peirra Steinu og Woody brunar eftir med malandi
upptokuvélinni @ pallinum. Teeknibrégdin sem medal
annars voru fléttud skipulega vid upptékurnar med
hljédgervli [synthesizer] Bill Hearn - Vidium, eda Four
Zone Colorizer - byggdum dbeint 4 bogamynstri
nitjandu aldar edlisfreedingsins Lissajous — kasta med
kolfi [oscillator] bjortum popplitum & undirliggjandi
graleitar upptokurnar svo jadrarnir par sem litirnir
kodna nidur, virka gramyglulegir og trosnadir.
Pad meetti eetla ad Adorno hefdi haft petta inngangsverk
Steinu ad Machine Vision i huga pegar hann kvad upp ur um
pad, undir lok aevinnar, ad rotteek list nutimans veeri dokk og
bakgrunnslitur hennar svartur. Ad dilla sér vio bjarta liti veeri
hreinasti barnaskapur, og imynda sér ad med pvi geeti madur
endurheimt angan lidins vors - eins og Baudelaire komst ad
ordi - eda leikio sig sakleysid uppmalad veeri argasta stad-
leysa. P6 svo ad From Cheektowaga to Tonawanda sé eina
verkid i lit i Machine Vision-myndrédinni, sem Steina setti
saman Ur fjérum 6drum myndbdndum & arunum 1975 til

(jednoho z narodd amazonské oblasti, o nichz fran-
couzsky antropolog prohlasoval, Ze jsou navzajem
témeér nerozlisitelné) jsou formalné komponovany
jako hudebni fugy nebo sonaty. Lévi-Strauss o tom
nebyl presvédcen a tvrdil, Ze o vybéru textu italské-
ho skladatele rozhodla nahoda; jeho kniha totiz vy-
$la nékolik let pred premiérou Sinfonie. Rozzlobeny
skladatel poslal Lévi-Straussovi rozhor¢eny dopis,
ve kterém mu ddrazné pfipomnél, Zze tato domnén-
ka neni z jeho hlavy, ale od anglického muzikologa
Davida Osmonda-Smithe (1946-2007), ktery svého
Casu spolupracoval s takovymi autoritami, jako byl
Umberto Eco v Milané a Roland Barthes v CNRS
v Parizi. Véhlasnému strukturalistovi nakonec ne-
zbylo nez .snist svij klobouk” a uznat své slabiny
v oblasti moderni hudby.
Ve svém mistrovském dile Orbital Obsessions (1977) se
Steina zamé&ruje na zasadni otazky tykajici se struktury
svéta - Cas, prostor a pohyb — a na to, jak mGzeme s témi-
to zékladnimi koncepty fyzicky zachazet a zaroven pfitom
reflektovat nezmérny prostor ve vzduchu, na zemii pod
vodou, ktery nas od narozeni do smrti obklopuje. Prace
vychazi ze Steinina badani v oblasti prchavého vysled-
ku, kdyZ se na jafe 1975 pustila do videozaznamu From
Cheelktowaga to Tonawanda. Toto Sestatficetiminutové
video skute¢né dokumentuje cestu mezi dvéma existu-
jicimi misty: Cheektowaga neboli Karapovy haj v jazyce
domorodych Senekl neboli Irokézu, nejvétsi predmésti
Buffala — a Tonawanda neboli Rychla voda, o néco men-
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Bill Hearn synthesizer - Vidium, or a Four Zone Col-
orizer — indirectly based on Lissajous’ curvature -
project by an oscillator bright pop colours onto the
underlying grey recordings so the edges where the
hues dwindle seem soggy and tarnished.
One might presume that Adorno had had in mind this in-
troduction by Steina to her series Machine Vision when
late in life he declared that radical modern art was somb-
er and its background colour black. To indulge in bright
colours was purely infantile and to believe that one could
retrieve the odour of past spring - as Baudelaire putit - or
pretend being wholly innocent, was blatant tomfoolery.
Despite its colour - the other four videos in the Machine
Vision series joined by Steina from 1975 to 1977, Signifving
Nothing 1975, Sound and Fury 1975, Switch! Monitor! Drift!
1976 and Snowed Tapes 1977 - it is considerably darker
than all the other black and white tapes put together. In
it there is no sunshine to be had although the colours are
often so brilliant that they seem gaudy. From Cheektowaga
fo Tonawanda is also the only tape in the series filmed out-
side, away from the studio, in the manner of the Impres-
sionists a century before in the outskirts of Paris.
Like the other videos in the Machine Vision se-
ries, the assembled recordings along the highway
between the eastern and the western suburbs
of Buffalo, were processed further in Steina and
Woody'’s studio in Franklin Street. Berio’s process-
ing of Lévi-Strauss findings in Le cru et le cuit also
took place indoors, in a rehearsal hall, with eight
voices and an orchestra. Crudities are usually eaten
outdoors like in Manet’s Déjeuner sur I’herbe, which
goes to show that our modern times are not as
far from our primitive ancestors’ picking of mush-
rooms, snails and berries as we may think. Cook-
ing however demands evolved kitchen facilities, a
cook’s studio. It is an example of culture invading
nature at the same time as it narrows nature’s do-
main in every sense.
Steina’s Orbital Obsessions and Luciano Berio’s Sinfonia
are in terms of art similar to crudities and cooking at a
different stage of food preparation. Both works are based
on the awareness of former life, ways of survival at the
edge of existence or pertain to a past long gone, a gar-
den of paradise where speech still possessed mysterious
tonality, which suited the metronome of the phenomena,
thunder, heavy rain, lightning, eddies and rapids. In order
to recount the experience in the form of a meaningful
recital of some kind, as a tale, tune, picture — in motion or
as a living performance, a structure is necessary: a cast, a
model or a copy on which to base the terminology of the
myth. When language breaks loose from meaning it ap-
proaches a chant, an invocation free of all reference.
Despite their similar aim Steina’s and Berio’s ap-
proaches are dissimilar. With Sinfonia, dedicated
to the late Leonard Bernstein, the well-known
conductor, pianist and composer, Berio was fulfill-
ing a commission from the New York Philharmonic
by the end of the sixties, shortly before Bernstein
resigned in order to dedicate himself to his own
compositions. In the opinion of the English conduc-

1977 - Signifying Nothing, 1975, Sound and Fury, 1975, Swilch!
Monitor! Drift! 1976 og Snowed Tapes, 1977 - er pad sndgg-
tum myrkara en 6l hin svarthvitu videdbondin samanlogd. |
pvi er enginn solargeisli pott litirnir seu sumpart svo skeerir ad
peir virdast glannalegir. betta er jafnframt eina myndbandio i
syrpunni sem tekid var utandyra, fjarri vinnustofunni, ad heetti
impressjonistanna, i utjadri Parisar, hundrad arum fyrr.
En rétt eins og hja peim for urvinnsla adfanganna
ur biltdrnum eftir hradbrautinni, milli austur- og
nordurhluta Buffalo, fram innandyra, i vinnustofu
Steinu og Woody i Franklin Street. Urvinnsla Berio
& uppgotvunum Lévi-Strauss § Hrdtt og eldad for
s6bmuleidis fram innandyra, i eefingasal med atta
s6ngréddum og hljdmsveit. Hrameti er jafnan sneett
utandyra likt og Morgunverdur Manet i skoginum,
pannig ad nutiminn er ekki eins fjarri sveppa-, snigla-
og berjatinsluhattum forfedra okkar af safnara-
stiginu eins og aetla meetti. Eldadar afurdir krefjast
hins vegar proadrar adstédu i eldhusi, vinnustofu
matreidslumeistarans. betta er deemi um pad hvernig

Parallel Trajectories, 2022, Video (color, sound); 20:36 min.

8i mésto v blizkosti Niagarskych vodopadl na hranicich

s kanadskym Ontariem.
From Cheelktowaga to Tonawanda pUsobi spi$§ jako
vyzva k Uvaham o bezcilném putovani, nez jako doku-
ment o jedné konkrétni cesté v okrese Erie na pfed-
mésti Buffala. PfestozZe je barevny a ma stereofonni
zvuk, je tento titul plny nevdednich odkazl na davno
minulou kulturu, skrytou pod betonem dalnice, po
které se vle€e pickup Steiny a Woodyho, pfic¢emz na
jeho korbé poskakuje neustale natacejici kamera.
Systematicky se prolina napfiklad s nahravkami ze
syntezatoru Billa Hearna - Vidium nebo Four Zone
Colorizer — nepfimo vychazejicimi z Lissajousova
zakFiveni, kdy se pomoci oscilatoru promitaji jasné
barvy na podkladové $edé nahravky, takze okraje,
kde jsou barevné odstiny méné vyrazné, plsobi jako
namoklé a zaslée.

Dalo by se predpokladat, ze Adorno meél na mysli pravé

tento Steinin Uvod k cyklu Machine Vision, kdyZz na sklon-

ku svého Zivota prohlasil, Ze radikalni moderni uméni je

N
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tor Simon Rattle, Berio’s Sinfonia is one of the most
influential compositions of the twentieth century,
an unusual work with a clear introduction, coda and
instructions, or programme. The work is even divid-
ed in five movements with the second and the third
bearing precise references. O, King - the second
movement - is dedicated to Martin Luther King Jr,,
the black martyr, recently assassinated in Memphis
Tennessee when the work was composed.
The third movement of Berio’s Sinfonia - In ruhig
Jliesender Bewegung (In a Quiet Flowing Movement) - is
a precise reference to the third movement of Mahler’s
Second Symphony usually referred to as The Resurrection.
Berio knew how fond of Mahler Bernstein was, being high-
ly responsible for the revived interest in the Austrian com-
poser, who also happened to be a conductor and pianist.
The Scherzo or the Joke, as the Italian term might
sound in English solidly binds Berio and Steina
despite their opposite methods. Berio invented a
tonal collage in his homage to Mahler and added
to it snippets of more than twenty other compo-
sitions by his contemporaries, older and younger
masters of music. He also attached to his opus
fragments from miscellaneous sources, such as The
Unnamable by Samuel Beckett, Finnegans Wake by
James Joyce, slogans from Parisian walls from 1968
and productions from Vladimir Mayakovsky’s inven-
tory. In a televised interview from the late eighties
Berio admitted that originally he had thought of
using a movement from one of Beethoven’s Last
String Quartets as material for the third movement
of his Sinfonia, but gave up the idea and selected
Mahler’s Scherzo, due to its smooth flow, just like
a stream meeting the ocean, sometimes visible, or
partly invisible, but nevertheless embracing the en-
tire history of music.
Steina’s Orbital Obsessions needs neither an orchestra nor
a conductor. The artist is in control, whether recording,
stroking the strings of her violin or swinging in a winding
dance as in her Warp, from the turn of the century, where
she is reminiscent of a spinning Dervish or a Sufi dancer in
front of a distorting mirror. The recordings in the Franklin
Street studio in Buffalo follow Steina where she assumes
all roles with the assistance of props, of which some
are chairs, lamps and shelves, closets, stairs, sound and
screen units, camera mounts and other interconnected
tools, stacked on trolley carts, in shelves or on the floor,
and the memorable arrangement of monitors, originally
owned by sculptor John Chamberlain, from Steina and
Woody’s first screening at Max’s Kansas City, before the
opening of The Kitchen, the Parnassus of electronic me-
dia, in the summer of 1971. In addition to the six monitors,
there is one extra, to disturb the symmetry and bring fur-
ther chaos to the environment.
But is it Steina alone who is responsible for this
chaotic work or is Orbital Obsessions a joint en-
terprise, her and Woody’s? Only in three or four
instances Woody appears in the video, more as
a spectator or a road manager than a co-author.
It is difficult to interpret the beginning of Orbital

menningin heldur innreid sina i sjalfa natturuna um
leid og hun tekur ad prengja ad henni a alla adra vegu.
Orbital Obsession Steinu og Sinfonia Luciano Berio eru i list-
reenum skilningi apekk hrameti og matreidsla & misjéfnu
vinnslustigi. Baedi verkin byggja a vitundinni um fyrra lif,
lifnadarheetti sem hanga & blapraedi eda heyra til |ldGngu
horfnum tima, paradisargardi par sem tungutakio bjo enn yfir
ténraenni dulud sem haefdi taktmeeli fyrirbaeranna, prumum,
ofurregni, eldingum, idu og straumkasti. Til ad endurvarpa
pessari upplifun sem merkingarbeerri frasdgn af einhverju
tagi, i formi ségu, sénglags eda myndar, kyrrar, a hreyfingu
eda i lifandi flutningi parf umgjérd, stodgerd eda struktur,
mot, médel eda likan til ad byggja & hugtdkin sem nota skal
i godsdguna. begar tungumalid losnar ur vidjum merkingar
verour pad likara séngli, ékalli lausu vid alla skirskotun.
pau Steina og Berio fara o6likar leidir ad naskyldu tak-
marki. Med Sinfoniu sinni var Berio ad efna pdntun
fra Filharmoniuhljomsveit New York-borgar undir lok
sjdbunda aratugarins, enda var verkid helgad Leonard
heithnum Bernstein, hinum pekkta hljomsveitarstjora,
piandleikara og ténskaldi, sem skdmmu sidar |ét af
embeetti sem adalstjornandi hljdmsveitarinnar i peim
tilgangi ad fa meira svigrum fyrir eigin tonsképun. Ad
mati enska hljomsveitarans Simons Rattle er Sinfonia
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Warp, 2000, Video (color, sound); 4:30 min.

ponure a jeho zakladni barva ¢erna. Ohanét se zafivymi
barvami je ryze infantilni a vérit, Ze Ize znova ucitit viiné
loriského jara - jak fikal Baudelaire - ¢i predstirat napros-
tou nevinnost, je nehorazna hloupost. Navzdory své ba-
revnosti (dalsi ¢tyri videa ze série Machine Vision, k niz se
Steina pripojila v letech 1975 az 1977, Signifyving Nothing,
1975, Sound and Fury, 1975, Switch! Monitor! Drift!, 1976
a Snowed Tapes, 1977) je mnohem temnéjsi nez véechny
ostatni ¢ernobilé nahravky dohromady. Nevyskytuje se
tam Zadny slunecni svit, i kdyz barvy jsou Casto tak zafive,
az pusobi kriklavé. Je to také jediné nahravka z celé sé-
rie pofizena venku, mimo ateliér, po vzoru impresionistd
o stoleti dfive, na predmésti Pafrize.
Stejné jako u impresionistl byly i nahrévky porize-
né cestou po dalnici mezi vychodnim a zdpadnim
pfedmeéstim Buffala ve studiu Steiny a Woodyho
na Franklin Street déle zpracovavany. Také Beriovo
zpracovani poznatkl Léviho-Strausse, formulova-
nych v textu Syrové a varené, probihalo uvnitt, ve
zkuSebng, s osmi hlasy a orchestrem. Jidla ze syrové
zeleniny se obvykle jedi venku, tak jako v Maneto-
vé Snidani v trdve, coz dokazuje, Zze nase moderni
doba neni tak vzdéalena ¢aslim, kdy nasi primitivni
predkové sbirali houby, hlemyZzdé a lesni plody, jak
bychom se mohli domnivat. K vareni je vSak tfeba
vyvinout kuchyriské vybaveni, kuchafske studio. Je
to priklad invaze kultury do pfirody, a zaroven to ve
v8ech ohledech umensuje pfirodni sféru.
Steininy Orbital Obsessions a Sinfonie Luciana Beria se
z umeéleckého hlediska podobaiji jidlu ze syrové zeleniny
a vareni v rliznych fazich pripravy jidla. Obé prace vycha-
zeji z védomi nékdejsiho zivota, zplsobU preziti na okra-
jich existence, nebo se vztahuji k ddvné minulosti, jakési
rajské zahradé, kde fec je$té disponovala tajemnou to-
nalitou, ktera odpovidala metronomu jevl, hromu, prud-
kému desti, blesk@im, virim a perejim. K tomu, aby bylo
mozné ten prozitek v néjaké smysluplné podobé vylicit -
jako pfibeéh, melodii nebo obraz, nehybny, pohyblivy nebo
formou zivého vystoupeni - je nezbytna struktura, odli-
tek, model nebo kopie, z niZz se bude odvijet terminologie
mytu. Kdyz se jazyk odpouta od vyznamu, blizi se zpévu,
invokaci zbavené vSech referenci.
Navzdory podobnému cili se Steinin a Berilv pfistup
odli$uji. Berio svou Sinfonii, vénovanou svétozna-
meému dirigentovi, klaviristovi a skladateli Leonardu
Bernsteinovi (t 1990), realizoval zakazku Newyorské
filharmonie z konce Sedesatych let, kratce pred-
tim, nez Bernstein rezignoval, aby se mohl vénovat
vlastni skladatelské tvorbé. Podle nazoru anglického
dirigenta Simona Rattlea je Beriova Sinfonia jednou
z nejvlivnéjsich skladeb 20. stoleti, prilezitostnym
dilem s jasnym Uuvodem, codou a instrukcemi neboli
programem. Dilo je dokonce rozdéleno do péti ¢asti,
pricemz druhd a treti nesou presné odkazy. Druha
véta ,O, King"“ je vénovana Martinu Lutheru Kingovi
mlads$imu, ktery byl kratce pred vznikem dila zavraz-
dén v Memphisu v Tennessee.
Treti véta Beriovy Sinfonie ,In ruhig flieBender Bewe-
gung” primo odkazuje ke treti vété Mahlerovy Symfonie
¢. 2, obvykle oznacované jako Vzkriseni (v angli¢ting In

SumsDifferences

32— 33



Obsessions otherwise than as a manifestation of
the playful mobility characterizing her works ever
since. When she dismisses Woody’s suggestion to
place the small monitor in the installation instead
of carrying it counter-clockwise, circle by circle,
around the mechanized round table where the sec-
ond recorder rolls on, it is as if she discovers new
dimensions in her installation and the multiplicity of
possibilities of the technology she employs.
It is nevertheless pretty obvious that behind the complex
electronic and recording mechanism Woody’s creative
touch is never wholly absent. Neither can it be ignored
that the control of the various technical features, change
of angles, speed, flipping of direction or rolling is due to
the secure handling and firmness of Steina, who after
years of instrumental training - for instance in the Sym-
phonic Orchestra of Iceland - is able to react automati-
cally to any fortuitous situation.
She never loses concentration while following the
result of the recording cameras, while preparing
the next technical venture. This is a continuous
control in the same sense as a conductor conducts
an orchestra. As Steina follows everything passing
on the array of monitors reflecting continuously
the recording, she controls what follows with var-
ious signals — synthesizers, oscillator, processor,
scanner, modulator, flip-flop switch and multi-level
keyer - while treading slowly about the installation,
where cables and cords fill the floor everywhere as
osiers, twigs and tubers in a jungle. Simultaneously
the picture material on the screens spins, whirls
and spools, horizontally and vertically, and opens
at every instance a new perspective beneath the
surface. The drone and rumbling following Steina’s
operations determine the rhythm in the work.
The external reality only reigns shortly in the beginning
while Steina and Woody inspect the installation in the
studio in Franklin Street and contemplate its possibilities.
Then a walk begins, counter-clockwise, about a rotating
table with a tripod carrying a video camera and two tape
recorders. The verbal exchange revolves around opera-
tions such as zooming, sharp focus and panoramic view,
which Woody is expected to execute. It is not easy to
determine how often Steina had to intervene during the
development of the work - her clothing reveals that there
were several recording sessions during the nearly two year
span - but before the switch from an excerpt of Signifyving
Nothing to a passage of Sound and Fury, there is a shot of
an exceptionally beautiful reflection of her and the moni-
tor she carries around the rotating table as far as the eye
can see, deep into the endless dimensions of distance.
At one point in the abysmal reflection "The light
comes long and narrow...” - as it says in the age-old
Icelandic rhyme - as through a tunnel, reminiscent
of Hieronymus Bosch’s Ascent of the Blessed into
Paradise in the Accademia in Venice, and which
many scholars consider to be among the most inter-
esting details in any painting by the Dutch master.

Berio medal dhrifamestu tonsmida tuttugustu aldar,
teekifeerisverk med skyru upphafi, endi og leidarvisi,
00ru nafni préogrammi. Verkid skiptist meir ad segja
i fimm kafla, og bera annar og pridji kafli akvedin
tilvitnunarheiti; O, King — annar kafli - er tileinkadur
Martin Luther King Jr., svarta pislarvottinum sem
nyfallinn var fyrir hendi launmordingja i Memphis,
Tennessee, pegar ténverkid var samid.
pridji kafli Sinfoniu Berio - In ruhig fliefSender Bewegung —
er bein tilvisun i Scherzo Annarrar Sinfoniu Mahlers - en
s kafli er einmitt pridji kafli hljomkvidunnar, sem oftast
er kennd vid upprisuna - og mundi utleggjast a islensku
| rélegum streymandi takti. Berio vissi sem var ad Mahler
stdd hjarta Bernstein neer, enda atti Bandarikjamadurinn
drjugan patt i endurvéktum ahuga manna & ténskald-
inu austurriska, sem eins og hann sjalfur, var stjérnandi,
pianisti og ténskald.
Scherzo-kaflinn, eda Grinio, eins og italska heitid
geeti hljodad & godri islensku tengir Berio og Steinu
sterkum béndum pott adferdarfraedi peirra sé
gjorolik. Berio bjo til hljomraent samklipp ur hyllingu
sinni @ Mahler og skeytti vid hana glefsum ur riflega
tveim tugum annarra ténverka, eftir samferdar-
menn Mahlers, eldri ténskald eda yngri. En hann lét
ekki par vid sitja heldur beetti vid textabrotum ur
ymsum attum, svo sem Ur Hinum dnefnanlega - The
Unnamable - eftir Samuel Beckett, Viku Finnegans -
Finnegans Wake - eftir James Joyce, slagordoum
a husveggjum Parisar, 1968 og uppfaerslum ur
férum Vladimirs Mayakovskys. [ sjénvarpssamtali &
ofaverdum niunda aratugnum vidurkenndi Berio ad
hann hefdi hugsad sér upphaflega ad nota kafla ur
einum af seinustu strengjakvartettum Beethovens
sem efniviod i pridja kafla Sinfoniu sinnar, en féll svo fra
bvi og valdi Scherzo Mahlers vegna pess hve vel pad
rann, rétt eins og storfljot sem fellur til sjavar, synilegt
sums stadar en undirliggjandi annars stadar, en inni-
bar engu sidur ad hans mati gjérvalla ténlistarséguna.
Orbital Obsessions Steinu parfnast hvorki sinféniuhljomsveitar
né stjérnanda. Ho6fundurinn er vid stjornvolinn hvort sem
verid er ad stjérna upptdkum, strjuka strengina eda sveifla
sér i vindingsdansi likt og i verkinu Warp, fré aldamotunum
sidustu par sem hun minnir einna helst @ skoppandi Dervish,
eda Sufi-dansara eins og hugsa ma sér slika skopparakringlu
i spéspegli. Upptokurnar a vinnustofunni i Franklinstreeti i
Buffalo fylgja Steinu par sem hun leikur 6ll hlutverkin sjalf
med adstod leikmuna, sem sumir hverijir eru stolar, lampar og
hillur, skapar, troppur, hljod- og skjdsamsteedur, upptokuvélar
og 6nnur samtengd rafteeki, uppstéfiud a hjdlabordum,
i rekkum eda & golfi, ad ogleymdum veggnum poktum
tvisvar prem skjam, upphaflega ur forum myndhoéggvarans
Johns Chamberlain, fra fyrstu videdbirtingum [screening]
beirra Steinu og Woody a Max’s Kansas City, adur en pau
opnudu The Kitchen, Parnassosfjall rafreenna midla, sumarid
1971. Auk skjanna sex i tveim rodum er aukaskjar, sjdundi
endurvarpinn sem ridlar éneitanlega samhverfunni og eykur a
oreidu umhverfisins.
En er pad Steina ein sem er valdur ad verkinu eda
ma lita & Orbital Obsession sem samvinnuverkefni
hennar og Woody heitins? Adeins a prem til fjéorum

a Quiet Flowing Movemen). Berio dobre védél, jak moc ma
Bernstein Mahlera rad a ze ma zna¢nou zasluhu na oZiveni
zajmu o rakouského skladatele, ktery byl shodou okolnosti
také dirigentem, klaviristou a skladatelem. Scherzo ne-

boli Zert, jak by mohl znit italsky termin v prekladu, Beriu

a Steinu pevné spojuje, a to navzdory jejich protikladnym
metodam. Berio ve sveé pocté Mahlerovi vytvoril tonovou
kolaz, do niz vlozil uryvky z vice nez dvaceti dalSich skladeb
svych soucasnikd, starsich i mladsich hudebnich mistrQ.

Ke svému opusu dale pfipojil i fragmenty z rozmanitych
zdroju, jako je napfiklad Nepojmenovatelny od Samuela
Becketta, Placky nad Finneganem od Jamese Joyce, slogany
z parizskych zdi z roku 1968 a filmoveé pasaze z produkce
Vladimira Majakovského. V televiznim rozhovoru z konce

osmdesatych let Berio pfiznal, Ze plvodné zamyslel pouzit
jako materidl pro treti vétu své Sinfonie vétu z nékterého
z Beethovenovych poslednich smy¢covych kvartetl, od
této myslenky vSak upustil a vybral si Mahlerovo Scherzo;
rozhodl se tak kvdli jeho plynulému toku, jako kdyz se feka
vlévéa do ocednu, nékdy viditelng, jindy z&asti neviditelné,
presto v§ak obsahujicimu celeé d¢&jiny hudby.
Skladba Orbital Obsessions Steiny Vasulkové nepotre-
buje ani orchestr, ani dirigenta. Umélkyné ma vse pod
kontrolou, at uz nahréva, rozezniva struny svych hous-
li, nebo se pohupuije ve vifivém tanci jako ve své sklad-
bé Warp z pfelomu stoleti, kde pfipomina tociciho se
dervi$e nebo sufijskou tanecnici pred kfivym zrca-
dlem. Nahravky ze studia na Franklin Street v Buffalu
ukazuji Steinu, jak se ujima véech roli s pomoci réiz-
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Steina need not have had Bosch in mind when she was
working on Orbital Obsessions, nor can it be ascertained
that the prototype of the funnel shaped tunnel in the
painting in Venice is the invention of the painter from
southern Netherlands. From early in history Jews were
distinguished by funnel shaped hats, at least back to
the 13th century, as can be seen in an illumination from
the manuscript of the Passionary of Weissenau or Codex
Bodmer, dating from 1170 to 1200, in Fondation Bodmer,
Coligny, Switzerland. All kind of monsters and reptiles can
be seen in the paintings and altarpieces of Bosch wearing
Jewish hats, painted as real funnels.
Pieter Bruegel the Elder (ca. 1525-1569) continued
this questionable manner after Bosch, particularly
in his carnival pictures, later in the same century.
It must be stressed that Steina and Woody did not
necessarily spend much time consulting the theories
of Bakhtin (1895-1975) on the latent signification of
carnival festivities. It is however quite obvious that
the somber aspect of the opening section of Orbital
Obsessions ends when the abysmal mirroring of the
distant light, long and narrow, peters out and a heavy
battering follows as if a fan were clashed ceaselessly
against a hollow metal tank. Is it the angels beating
their wings, who sound like gigantic hysterical moths
knocking against light bulbs, as they carry the saved
to heaven from the netherworld?
We have at least reached a far more ethereal brightness
in the second part of the work where Steina uses silhou-
ettes - transparent and dark - and an overexposure of
light entering through the gigantic studio windows in
Franklin Street, Buffalo. Lightly dressed she dances with

Violin Power, 1969-78, Video (black-and-white,
sound); 10:04 min.

stédum bregdur Woody fyrir i verkinu, meira sem
ahorfanda eda rotara [road manager] en med-
hofundi. Ekki er heegt ad tulka upphafid ad Orbital
Obsessions ¢0ruvisi en svo ad einmitt @ pvi augna-
bliki stadfesti Steina pann leikandi hreyfanleika
sem einkennt hefur verk hennar allar gétur sidan.
Pegar hun hafnar tillégu Woodys um ad koma litla
skjateekinu fyrir i innsetningunni, i stadinn fyrir
ad burdast med pad rangseelis, hring eftir hring,
umhverfis vélveett snuningsbordid, par sem hin
upptdkuveélin gengur er sem hun uppgodtvi nyjar
viddir i innsetningu sinni og margfeldi méguleika
peirrar teekni sem hun bjastrar vid.
Pad er po ekkert launungarmal ad bak vid flokinn vélbunad,
raf- og upptdkuteekni glittir jafnan i skapandi handbragd
Woodys. Hitt vefst varla fyrir ahorfendum verksins i heild
ad stjorn hinna ymsu teeknibragda, breyting sjonarhorns,
hrada, vixlvippu sjdbnhendingar og kuvendingar myndskeida
er ad pakka 6ruggum héndum og einbeitingu Steinu sjalfr-
ar sem eftir aralanga pjalfun sem hlj¢dfeeraleikari - medal
annars i Sinfoniuhljémsveit islands - kann ad bregdast
osjalfratt vio hvada hendingu sem verda vill.
P& er hvergi ad sja ad hun slai af athyglinni sem hun
veitir utkomu upptdkuvélanna medan hun vikur ad
neesta teeknibragdi. Her er & ferd stjérn i svipadri
merkingu og vid leggjum i hugtakid hljdomsveitarstjorn.
i sama mund og Steina beinir sjdnum ad pvi sem fram
fer & 6llum peim skjam sem endurvarpa myndefni fra
upptdékuveélunum stjérnar hun framvindunni med ymsu
moti — hljodgervli [synthetizer], ridkolfi [oscillator],
ferilstilli [processor], skanna, tidnibreyti [modulatorl],
flikk-flakkrofa [flip-flop switch] og fjolprepafietti
[multi-level keyer] - um leid og hun fetar sig ofurheegt
um innsetninguna par sem kaplar og snurur liggja vid
hvert fétmal eins og tagar, rotarhnydjur og skridplontur
i regnskégi. A medan umturnast allt myndefnid &
skjanum, hringsnyst og spdlar, larett og 160rétt, og
opnar stéougt ny sjonarhorn undir yfirbordinu. Sudid
og skrudningarnir sem fylgja adgerdum Steinu rada
miklu um taktinn i verkinu.
Raunveruleikinn utan verksins raedur einungis i blabyrjun
medan Steina og Woody virda fyrir sér innsetninguna i
vinnustofunni i Franklinstreeti og velta fyrir sér mégul-
eikum hennar. Sidan hefst hringsdl rangseelis um
snuningsbordid med prifeetinum undir upptokuvél og tveim
myndsegulbdndum. Samtalid vardar virkjun adgerda svo
sem addratt, skerpu og viomyndun, sem Woody er eetlad
ad utfeera. Vissulega er erfitt ad meta hve oft Steina purfti
ad koma ad framvindu verksins - mismunandi kleednadur
hennar vitnar um ad tokurnar eru allnokkrar yfir neerri tveggja
ara skeid - en adur en skiptir fra Utdreetti ur myndbandinu
Signifving Nothing yfir i &grip af Sound and Fury bregdur fyrir
undurfégrum radspeglunum af henni og skjanum sem hun
burdast med, eins langt og augad eygir, inn i hyldypi fjarskans.
A einum stad i pessari speglun ,kemur ljésid langt
og mjott” - eins og segqir i hinum aldagamla, islenska
husgangi - likt og gegnum géng og minnir éneitan-
lega & malverk Hieronymus Bosch (um 1450-1516)
af For hinna hdlpnu d leid til lidssins, i Akademiusaf-
ninu i Feneyjum, og margir freedimenn telja einhvern

nych rekvizit — patfi k nim zidle, lampy a police, skFi-
né&, schody, zvukové a obrazovkove jednotky, stativy
a dal$i pospojované nastroje, naskladané na vozicich,
v policich nebo na podlaze, a take proslula soustava
monitorQ, které plvodné patfily sochari Johnu Cham-
berlainovi, z prvniho promitani Steiny a Woodyho
Vasulkovych v Max’s Kansas City jesté pred otevienim
The Kitchen, Parnasu elektronickych médii, v [été
1971. K 8esti monitordim je tam jesté jeden navic, aby
naruSoval symetrii a vnasel do prostiedi vice chaosu.
Muzeme vsak autorstvi tohoto chaotického dila pricitat
vyluéné Steiné, nebo je Orbital Obsessions spole¢nym
dilem jejim a Woodyho? Woody se na videu objevuje
pouze ve tfech nebo Ctyfech pripadech, spise jako divak
nebo road manager, nez jako spoluautor. Za¢atek Orbital
Obsessions Ize tézko interpretovat jinak nez jako projev
hravé pohyblivosti, ktera se od té doby stala pro jeji tvor-
bu charakteristickou. Kdyz odmitne Woodyho navrh, aby
umistila maly monitor do instalace, misto aby ho nosila
proti sméru hodinovych ruci¢ek stale dokola kolem me-
chanizovaného kulatého stolu, na kterém bézi druhy re-
kordér. Jako by ve své instalaci objevovala nove dimenze
a nesCetné moznosti techniky, kterou pouziva.
Presto je zcela zfejmé, Ze za slozitym elektronickym
a nahravacim mechanismem se v jisté mife vzdycky
skryva i Woodyho tvUrci rukopis. Stejné tak nelze
prehlédnout, Ze Steina ovlada rizné technické prv-
ky, jako je zména uhld, rychlosti, obraceni sméru ¢i
otaceni, suverénné a se sebejistotou, s niz po letech
usilovného nacviku - napfriklad v Islandském symfo-
nickeém orchestru — dokaze automaticky reagovat
na kazdou nahodilou situaci.
Kdyz sleduje vysledek zaéznamu kamer, nebo kdyz si pfi-
pravuje dalsi technicky postup, nikdy neztraci koncentra-
ci. V&e ma neustale pod kontrolou, jako kdyz dirigent Fidi
orchestr. Steina sleduje vS§e, co probiha na soustavé mo-
nitorl nepretrzité prehravajicich zaznam, a zéroven pro-
stfednictvim rdznych signall fidi to, co nasleduje — synte-
tizatory, oscilator, procesor, skener, modulétor, packovy
spina¢ a viceurovinovy klic¢ova¢ (multi-level keyer); pomalu
pfitom prochazi instalaci, kde kabely a $nlry pokryvaiji
celou podlahu jako prouti, rosti a hlizy v néjaké dzungli.
Obrazovy material na obrazovkach se pfitom otaci, vifi
a sviji v horizontalnim i vertikalnim sméru a v kazdém dal-
§im okamziku otevird pod povrchem novou perspektivu.
Rytmus celeho dila ur¢uje bzuceni a dunéni, ktere vytvari
Steina svymi zasahy.
Vnégjsi realita vladne jen kratce na zac¢atku, kdyz
si Steina a Woody prohlizeji instalaci ve studiu na
Franklin Street a uvazuji o jejich moznostech. Pak
zaciné chiize proti sméru hodinovych rucic¢ek kolem
otocného stolu se stativem s upevnénou video-
kamerou a dvéma magnetofony. Slovni vyména
se toc¢i kolem ukond, jako je zoomovani, zaostreni
a panoramaticky pohled, ktere ma provadét Woo-
dy. Neni snadné urcit, jak ¢asto musela Steina bé-
hem procesu vzniku dila zasahovat - jeji oble¢eni
prozrazuje, ze nahravani probihalo na nekolikrat
v rozmezi témer dvou let. Pfed prfechodem z uryvku
ze Signifving Nothing na pasaz ze Sound and Fury
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herself in the resplendence just like a muse around the
recording camera, and stretching her arm, which mir-
rored touches its reflection — one dark, the other in the
transparent radiance. Between these contrasting twins
the video camera spins vertically on a square bracket, just
as an omniscient eye on an altar in a private home. Imme-
diately Steina must react to the winding cable and dis-
entangle it before it stops the circular running. As a result
the harmony is momentarily disturbed, before regaining
its former reqularity.

People who have seen the middle section of the

ceiling in the Sistine Chapel in the Vatican have

probably seen God - by many presumed to be

the self-portrait of Michelangelo, the painter of

the fresco - spark life into Adam by touching his

finger with his own. Steina’s touching of her own

hand is quite near the idea in the central section of

the Sistine Ceiling, but the entire development of

Orbital Obsessions from the beginning to the end
gives a similar thrilling spin-off as when the eyes
revolve around Michelangelo’s mixture of human
bodies and architecture, with framed narratives
from a totally opposed perspective inside the
sculpted structures.
Whether Mikhail Bakhtin’s theories are directly involved
or not it is hardly to be ignored that the central part of
Machine Vision - as Steina called the five tapes and their
installation mechanism, from early 1975, before using
passages from them in Orbital Obsessions — contains ech-
oes of mediaeval theatre, mystery, passion and miracle
plays, hence carnivals, festivals and Holy Weeks such as
Semana santa in Andalusia and South-America, not least
the popular Carnival of Rio de Janeiro.
The Hay Wain Triptych in the Prado in Madrid, where
the largest collection of Bosch’s works is assem-
bled, now dated to 1516, the year of the artist’s
death, is a visual example of popular mystery plays
as some may have looked by the end of the Middle
Ages when theatre had not yet left the street and
the carnival merriment and the feast of Lent still
took place in the market squares of Europe. Only
a few regions in the old continent preserve these

allra athyglisverdasta myndhluta sem til er eftir

meistarann nidurlenska.
NU skal skyrt tekio fram ad Steina parf ekki ad hafa haft
Bosch i huga vid vinnu sina ad Orbital Obsessions, né held-
ur er pad bordleggjandi ad malarinn sudurhollenski hafi
upphugsad trektlaga géngin i myndinni i Feneyjum fyrstur
manna. Gydingar voru langt aftur i aldir aukenndir med
trektlaga hottum, ad minnsta kosti aftur til Sturlunga-
aldar, eins og vel sést i lysingunni Ur Pislarséguhandritinu
frd Weienau, eda Codex Bodmer (1170-1200), i Fondation
Bodmer, Coligny vid Genfarvatn i Sviss. Vida ma sja hvers
kyns skrimsl og skriddyr i malverkum og altaristéflum
Bosch, flaggandi Gydingah&ttum, sem hann viladi ekki
fyrir sér ad mala eins og raunverulegar trektir.

Pieter Bruegel eldri (um 1525-1569) tok pennan

vafasama sid upp eftir Bosch, einkum i kjot-

kvedjuhatidamyndum sinum, seinna & sdmu 6ld.

NU skal tekid enn skyrar fram en adur ad ég eetla

ekki ad halda pvi fram ad pau Steina og Woody hafi
legid Sllum stundum i kenningum Mikhails Bakhtin
(1895-1975) um dulda merkingu tédugjalda og kjot-
kvedjuhatida. Hinu er ekki ad leyna ad drungalegu
yfirbragdi opnunarkafia Orbital Obsessions [ykur
pegar endalausu radspeglun ginnungagapsins inn |
omeelisvidd ljéssins fjarleega, langa og mjda, sleppir
og veengjaslattur mikill tekur vio likt og bleeveeng
veeri slegid ott og titt vid holan malmdunk. Er pad
veengjaslattur englanna, sem flytja hina holpnu til
himna Ur hinu nedra, sem hljéma eins og moédur-
sjukar og haveerar mélflugur stangandi ljésaperu?
Ad minnsta kosti erum vid komin i miklu himneskari
birtu i 6drum hluta verksins par sem Steina nytir sér
skuggamyndir — gagnsaejar og ddékkar — og skjannabirtu
sem berst inn um risastéra gluggana & vinnustofunni i
Franklinstreeti i Buffalo. Lettkleedd dansar hun vid sjalfa
sig i birtunni rétt eins og listagydja eda musa umhver-
fis upptdkuvélina, og réttir ut hdondina, sem speglast og
snertir samhverfu sina — adra i skugga, hina i gagnsaerri
birtunni. Milli pessara mislitu tvibura snyst videodvélin
|6orétt a ferningslaga bretti, alsjdandi auga rétt eins og a
altari i heimahusi. Orskotsstund parf Steina ad bregdast
vid og redda kaplinum tengdum upptdkuteekinu svo hann

Orbital Obsessions, 1975-77: revised 1988, Video (black-
and-white, sound); 24:25 min.

Orbital Obsessions is comprised of excerpts from
Signifving Nothing (1975), Sound and Fury (1975), Switch!
Monitor! Drift! (1976) and Snowed Tapes (1977)

se vSak objevi zabér na mimoradné krasny hluboky
odraz ji a monitoru, ktery nese kolem otacejiciho se
stolu, kam az oko dohlédne, hluboko do nekonec¢-
nych vzdalenych prostor.
V jednom okamziku této hluboké reflexe ,prFichazi svétlo,
dlouhé a uzké..." - jak zni jeden prastary islandsky vers -
jakoby tunelem, coz pfipomina obraz Hieronyma Bosche
Prichod dusi do Empyrea z benéatské akademie, ktery ne-
malo badatell povaZuje za jeden z nejzajimaveéjsich detai-
1G v dile tohoto holandského mistra.
Steina pri tvorbé Orbital Obsessions nemusela mit
na mysli pravé Bosche; stejné tak nelze ani po-
tvrdit, Ze pfedobraz trychtyfoviteho tunelu, ktery
vidime na benatskem obraze, vymyslel tento malif
z jizniho Nizozemi. Odeddvna se totiz trychtyrovi-
tymi klobouky vyzna&ovali Zidé - pfinejmensim od
véku Sturlungd, jak doklada iluminace z rukopisu
Pasiondlu z Weissenau neboli Bodmerova kodexu

z let 1170 az 1200, ktery se nachazi v Bodmerové
nadaci ve Svycarském Coligny. Na Boschovych mal-
béach a oltarnich obrazech Ize spatfit nejrlizné;jsi
priSery a plazy, ktefi maji na hlavach zidovské klo-
bouky, namalované jako skutecné trychtyre.
V prabéhu téhoz stoleti tento Boschlv rozporuplny zp(-
sob déle rozvijel Pieter Bruegel starsi (asi 1525-1569),
zejména ve svych karnevalovych obrazech. Je treba zdU-
raznit, ze Steina a Woody s nejvétsi pravdépodobnosti
nestravilimnoho €asu studiem teorii Michaila Michajlovice
Bachtina (1895-1975) o latentnim vyznamu karnevalo-
vych slavnosti. Je vSak zcela zfejmé, Ze ponuréd atmosféra
uvodni ¢asti Orbital Obsessions konéi s vytracejicim se
zrcadlenim vzdaleného svétla odnékud z hlubin, dlouhého
a uzkého, a nasleduje mohutné buseni, jako kdyby néjaky
veétrak bez ustani tloukl do duté kovoveé nadrze. Jde snad
o mavani kridel andéll, ktefi vynaseji spasené z podsvéti
do nebe? Zni to jako gigantické hysterické mQry narazejici
do Zarovek.
Ve druhé &asti dila dosahneme pfinejmensim mno-
siluetami - prdhlednymi i tmavymi - v pfeexponova-
ném svétle pronikajicim obfimi okny studia na Fran-
klin Street v Buffalu. Ve sporém odévu tanc¢i sama
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festivals in their original form, of which the Semana
santa of Seville in southern Spain is a powerful ex-
ception, and possibly a model for the thriving and
popular festivities in Mexico and Brazil.
A connection between Orbital Obsessions and theatre can
hardly be overlooked considering the titles of the second
and third part of the tape, Signifying Nothing, from June
1975, and Sound and Fury, from October the same year.
If consistency were to be observed the titles should be
switched in accordance with Macbeth’s monologue late in
Shakespeare’s tragedy, as the hero finds himself in des-
perate straits, and the witches’ prophesies take effect.
Unlike Ulysses, King of Ithaca, who orders his travelling
companions to tie him to the mast so the luring song of
the sirens won’t harm him, Macbeth has little protection
against his wife’s deceit. He cannot find any means that
might bring him back control of his own destiny, while
Ulysses, born a king, reaches his goal easily as a resolute
master of his fate.
Luciano Berio declared that he had thought of a
movement from a late string quartet by Beethov-
en before he selected the Scherzo from Mahler’s
Second Symphony. Accompanying Steina’s dancing
in Signifving Nothing is the sound of the 3rd move-
ment of Beethoven'’s First Razumovsky Quartet, the
Adagio molto e mesto, dedicated to the benevolent
and musical Russian prince and diplomat in Vien-
na, who not only knew the hard of hearing German
composer but also his Austrian colleagues, Haydn
and Mozart.

Summer Salt, 1982, Video (color, sound); 18:48 min.

fleekist ekki fyrir vélinni og stéovi hana beinlinis. Fyrir
vikid brotnar samraemid upp eitt augnablik, en fellur svo
fljotlega aftur i samt lag.
Peir sem horft hafa upp i midbik loftsins i Sixtinsku
kapellunni i Vatikaninu hafa veentanlega komid auga
a Drottinn — ad margra mati sjalfsmynd Michelan-
gelos, malara freskunnar — geeda Adam lifi med pvi
ad snerta fingur hans med sinum. Snerting Steinu
& hendi sjélfrar sin er bysna apekk hugmyndinni i
midju loftsins i kapellunni en framvindan i Orbital
Obsessions, fra upphafi til enda snyst upp i éveenta
aukasalibunu, rétt eins og pegar sjonin hringsnyst
kringum vefnad Michelangelos & mannslikama-
num og maludu hdsamynstri med innrdbmmudum
frasagnaminnum sédum fra oliku sjonarhorni innan
uthéggvinna ramma.
Hvort sem kenningar Mikhail Bakhtin koma beinlinis eda
obeinlinis vid sdgu er varla komist hja pvi ad sja mio-
hluta Machine Vision - likt og Steina kalladi videdbdndin
fimm, og medfylgjandi innsetningu, fra vori 1975, adur en
hun nytti sér Utdreetti Ur peim i Orbital Obsessions — sem
akvedna endurgerd a leikhusi midalda, helgi-, pislar- og
kraftaverkaleikum, kjotkvedjuhatidum og helgivikum a
bord vid beenadaga eda Semana santa i Andalusiu og
Suour-Ameriku, ekki sist hinni vidfreegu og fjolsottu kjot-
kvedjuhatid i Rio de Janeiro.
| Prado-safninu { Madrid, par sem finna ma flest verk
Bosch saman komin @ einum stad, er altaristaflan
Heyvagninn, nu talin fra 1516, danarari listmalar-
ans, til marks um pad hvernig alpydleg helgileikhus
geetu hafa litid Ut vid lok midalda pegar leiklistin var
ekki enn buin ad segja skilid vid gdtuna og gledina
yfir tédugjoéldunum og hatidunum sem fram foéru
a markadstorgum Evrépu. Einungis faein sveedi |
gdémlu alfunni vardveita enn tédugjoldin i sinni upp-
runalegu mynd po svo ad beenadagarnir i Sevilla
8 Sudur-Spani séu mégnud undantekning og
veentanlega undanfari liflegra og fjolsottra alpydu-
hatioa i Mexikd og Brasiliu.
Tenging Orbital Obsessions vid leikhus er sdmuleidis
oumflyjanleg i ljosi titlanna a 66rum og pridja hluta mynd-
bandsins, Signifving Nothing, fra juni 1975 og Sound and
Fury, fra oktober & sama ari. Ef geeta eetti fulls samraemis
eetti titillinn Sound and Fury ad vera titill annars hlutans
og 6fugt pvi pannig hljdomar einreeda Makbeds, seint i
harmleik Shakespeares, pegar hetjan sér 6ll sund lokast
og spaddma nornanna reetast. Olikt Odysseifi, konungi
ipoku, sem lsetur forunauta sina tjodra sig vid mastrid
svo sirenusdngurinn nai ekki ad skada hann er Makbed
varnarlaust verkfaeri vélabragda eiginkonu sinnar. Hann
er réddalaus og par af leidandi férnarlamb eigin getuleysis
sem stjornandi eigin érlaga medan ipdkukonungur naer
oruggur takmarki sinu par sem hann er konungsborinn og
hefur rad undir rifi hverju eins og Urreedagoédur meistari
eigin orlaga.
Luciano Berio segist hafa hugsad sér kafla ur streng-
jakvartett eftir Beethoven adur en hann valdi Scherzo
Mahlers ur Annarri sinfoniunni. Undir dansi Steinu
i Signifving Nothing hljémar einmitt 3. kafli Fyrsta
Razumovsky-kvartetts Beethovens, Adagio molto e

se sebou mezi odlesky jako muza kolem nahravajici
kamery, potom napfahne ruku a ta se dotkne svého
vlastniho odrazu v zrcadle - jedna je tmav4, druhd
v prlsvitné zari. Videokamera na hranaté konzole se
stfidavé zamérfuje na jedno a druhé z téchto kon-
trastnich dvojc¢at jako néjaké vsevédouci oko na do-
macim oltari. Steina musi neprodlené zareagovat na
zamotany kabel a uvolnit jej dfive, nez zablokuje kru-
hovy pohyb. Tim se harmonie na okamzik narusi, ale
hned se znovu vrati ke svému plvodnimu plynuti.
Ti, kdo vidéli prostfedni ¢ast stropu ve vatikdnskée Sixtinske
kapli, pravdépodobné spatfili Boha - podle mnohych ziejmé
vlastni portrét autora fresky Michelangela - jak oZivuje Ada-
ma dotykem svého prstu s tim jeho. Kdyz se Steina dotkne
své vlastni ruky, ma to celkem blizko k myslence z cent-
rélni ¢asti stropu Sixtinské kaple; ale i celd skladba Orbital
Obsessions od za¢atku az do konce méa podobné vzrusujici
spad, jako kdyZz bloudime zrakem po Michelangelové zméti
lidskych tél a architektury, vnasejici do socharskych struk-
tur pfibéhy ze zcela opacné perspektivy.
At uz s tim Bachtinovy teorie pfimo souviseji ¢i ne,
Ize jen tézko prehlédnout, Ze Ustredni ¢ast Machine
Vision (tak totiz Steina nazvala pét paskl a jejich
instalaéni mechanismus z poc¢atku roku 1975, jes-
té nez jejich pasaze pouzila v Orbital Obsessions)
v sobé skryva ozveény stfedovékého divadla, mys-
térii, pasijovych a zazrac¢nych her, tedy karnevald,
slavnosti a svatych tydn(, jako je Semana santa
v Andalusii a Jizni Americe &i v neposledni fadé po-
pularni karneval v Riu de Janeiro.
V madridském Pradu, kde je shromazdéna nejvétsi sbirka
Boschovych dél, se nachazii triptych Viiz se senem, dnes
datovany do roku 1516, kdy jeho autor zemfrel. Je nazornou
ukazkou popularnich mystérii, jak mohla vypadat na konci
stfedovéku, kdy divadlo jesté neopustilo ulici a na evrop-
skych trzistich se stale jesté odehrdvalo masopustni veseli
a postni slavnosti. Jen nékolik oblasti na staréem konti-
nentu si je zachovalo dodnes v plvodni podobég, pricemz
Semana santa v Seville na jihu Spanélska predstavuje vy-
razny fenomén a patrné se stala i vzorem pro dalSi Uspé&s-
né a popularni slavnosti v Mexiku a Brazilii.
Spojitost mezi Orbital Obsessions a divadlem Ize jen
tézko prehlédnout, vezmeme-li v uvahu nazvy druhé
a treti ¢asti nahravky: Signifving Nothing z Cerv-
na 1975 a Sound and Fury z Fijna téhoz roku. Z hledis-
ka dUslednosti by se poradi nazvl mélo zaménit tak,
aby sledovalo Macbethlv monolog ke konci Sha-
kespearovy tragédie, kdy se hrdina ocita v zoufalé
situaci a proroctvi ¢arodéjnic se naplfiuje. Na rozdil
od ithackého krale Odyssea, ktery svym spole¢niklim
na cestach naridi, aby ho pfrivazali ke stézni, aby mu
neublizil vabivy zpév sirén, ma Macbeth pfed Istivosti
sveé zeny pramalou ochranu. Nedokaze najit zadny
prostredek, jenz by mu vratil viddu nad viastnim osu-
dem, zatimco Odysseus, rozeny kral, snadno dosah-
ne sveho cile jako odhodlany pan svého osudu.
Luciano Berio prohlasil, ze nez si vybral Scherzo z Mahle-
rovy Symfonie ¢. 2, pomyslel na nékterou vétu z Beetho-
venovych pozdnich smyc¢covych kvartetl. Steinin tanec
v Signifyving Nothing doprovazi treti véta Beethovenova
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Music must sound like this in Paradise by the vertical di-
rection of the tape and Steina’s fumbling hands, inspect-
ing every aspect of her recording, searching for balance
of her own body in the drum movement of the monitor
image, acting as a drying machine with all its clothing arti-
cles spinning and falling in a jungle of ever-changing flick-
er of brightness. Mahood, Samuel Beckett’s fickle narra-
tor in the novel The Unnamable, from 1949, with impaired
sight and possibly deaf has arrived to see Sinfonia in his
wheelchair, the mystery play, which he hopes to enjoy free
of charge, which is in fact the case. Not having to pay he

il .

RO v

mesto tileinkadur hinum velviljada og musikalska russ-
neska fursta og sendiherra i Vinarborg, sem pekkti
ekki bara bjédverjann heyrnardaufa heldur einnig
kollega hans, Austurrikismennina Haydn og Mozart.
Svona hlytur ténlistin ad hljoma i himnariki vio [60rétta
hreyfingu myndbandsins og falmandi hendur Steinu sem
grannskodar 6ll sjonarhorn upptdku sinnar, leitandi ad
jafnveeqi eigin likama i tromluhreyfingum skjamyndarinnar
sem virkar eins og purrkari i hringsélandi regnskdégi med
Ollum sinum fallandi fé6tum i endalausum birtubrigdum.
Mahood, hinn brigduli sdgumadur Samuels Beckett i
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Vasulka studio. Vasulka Archive.

Prvniho ,Razumovskeho® kvartetu, Adagio molto e mesto,
vénovana dobrotivému a muzikalnimu ruskému knizeti
a diplomatovi ve Vidni, ktery znal nejen nedoslychavého
némeckeho skladatele, ale i jeho rakouské kolegy Haydna
a Mozarta.
Takhle n&jak musi znit hudba v réji podle vertikalniho
smeru pasky a Steininych Smatrajicich rukou, ktere
kontroluji kazdy aspekt nahravky a snazi se dosah-
nout rovnovahy vlastniho téla v bubnovém pohybu
obrazu na monitoru, ktery plsobi jako susic¢ka, v niz
v§echny kusy oblec¢eni rotuji a padaji v dzungli ne-
pravidelné blikajiciho jasného svétla. Mahood, vrtka-
vy vypravé¢ romanu Nepojmenovatelny od Samuela
Becketta z roku 1949, s vadou zraku a mozna i hlu-
chy, se na svém invalidnim voziku pfijel podivat na
Sinfonii, mystérium, které si doufé uzit zdarma - coz
se nakonec také stane. Nemusi platit, a tak jen ¢eka,
az pfedstaveni zacne, jenomze potom se ho zmocni
obavy, ze je jedinym divakem. Vstup mUze byt zdar-
ma, to je pravda, ale mozna je to povinné a on je zde
pritomen sam, protoze nemUze nez asistovat. To je
mozna zaveér a on se obava, ze jeho asistence bude
trvat vé¢né a nikdo pro ného uz nikdy nepfijde.
Tak koné&i Zert Luciana Beria, jeho radikaini interpretace
Scherza Gustava Mahlera smiSena s uryvky od jeho sou-
¢asnikd, nasledovnikl i predchtdcd a doprovazena ohro-
mujicim kiikem osmi hlasU, které se snazi navzajem pre-
kficet jeden druhého. Nékteré hlasy jsou pro pokracovani
predstaveni, zatimco jiné se doZaduji jeho okamzitého
ukonc&eni. Karnevalova nalada vrcholi v atmosfére vzpoury
a chaosu. Dilo bylo zkomponovano v roce 1968, kdy ve
svété zadinaly plat studentské boure a do Ceskoslovenska
vtrhla vojska Var§avské smlouvy, aby ucinila pfitrz demo-
kratickym pozadavklm ¢eského naroda. Misto toho se na
Vaclavském ndmésti setkala s nezlomnym davem lidi, ktefi
se tvari v tvar hrozivym tanklim okupantd nevzdali.
Karusel na sténé s monitory za Steinou se toc¢i dal
a kazda z obrazovek se plsobenim vétsiho me-
chanismu sama také jednou oto¢i dokola. Nadher-
né Adagio molto e mesto z Beethovenova Prvniho
,2Razumovskeého* smyccového kvartetu se stale misi
s elektrickym Sumem a ruchem nahravaciho zafizeni
a my si uvédomujeme, ze véech nasich smysld sou-
¢asné se zmocnuje podrazdeéni. Je tézké jasné rozlisit,
odkud jaky zvuk pfichazi, jaky text si pravé ted zada
nasi pozornost a jaky obrazovy material nas [aka na
vedlejsi kolej s tou ¢i onou muzou. Prakticky se oci-
tame v iSi Charlese Baudelaira, v onom neuspofada-
ném prostredi, jez nemilosrdné Uto&i na nase védomi
a vyzaduje neomezenou synestézii, kterou se musime
naucit pouzivat a uzivat novym zplsobem, chceme-li
znovu pochopit korelaty existence:
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just waits for the spectacle to begin, but then he starts
fearing to be the only spectator. Perhaps the entry is free,
true, but attendance might be compulsory and he alone
is present because he cannot avoid it. That is perhaps the
conclusion and he fears that his attendance will last for-
ever without anybody fetching him.
This is how Luciano Berio’s Joke comes to an
end, his radical interpretation of Gustav Mahler’s
Scherzo, mixed with excerpts from his contempo-
raries, followers and predecessors, accompanied
by overwhelming shouting of the eight voices,
trying to override each other. Some of the voices
are in favour of a continued show while other voic-
es demand an immediate end to it. The carnival
atmosphere reaches its climax in an ambience of
revolt and chaos. The work was composed in 1968
when the world began to flare in student uprisings
and the armies of the Warsaw Pact invaded Czech-
oslovakia in order to put end to the democratic
demands of the Czech nation. Instead they met
with a steadfast crowd of people at the Wenceslas
Square, which did not yield in face of the menacing
tanks of the invaders.
The carousel on the monitor wall behind Steina continues
spinning and each one of the screens takes an extra circle
inside the larger mechanism. The wonderful Adagio molfo
e mesto of Beethoven'’s First “Razumovsky” String Quartet
keeps on mixing with the electric rumble and din of the
recording gear, and we become aware of the fact that
irritation attacks all our senses simultaneously. It is difficult
to distinguish clearly what sound comes from where, what
text demands our attention now and what picture material
tempts us on a sidetrack with one or another of the mus-
es. We are virtually caught in the realm of Charles Baude-
laire’s disorderly environment, which mercilessly attacks
our consciousness and demands limitless synaesthesia,
which we must learn to use and enjoy in a new way if we
are to understand again the correlatives of existence:
Nature is a temple, in which living pillars sometimes
utter a babel of words; man traverses it through
forests of symbols, that watch him with knowing
eyes.
Like prolonged echoes which merge far away in an
opaque, deep oneness, as vast as darkness, as vast
as light, perfumes, sounds, and colours answer each to
each.
There are perfumes fresh and cool as the bodies of
children, mellow as oboes, green as fields; and others
that are perverse, rich, and triumphant,
That have the infinite expansion of infinite things —
such as amber, musk, benjamin, and incense, which
chant the ecstasies of the mind and senses.

Published in Les Fleurs du mal, 1857]. Baudelaire, The
Penguin Poets, Prose Transl., Francis Scarfe, Harmond-
sworth, Middlesex, England, 1961

skaldségunni Onefndur, fra 1949, illa sjdandi og liklega
heyrnarlaus, er kominn til ad sja Sinfoniu i hjélastol
sinum, helgileikinn sem hann vonar ad sé okeypis; sem
reynist rétt; hann parf ekki ad borga sig inn og bidur
bara spenntur eftir ad allt byrji en pa leedist ad honum sa
oljési grunur ad hann sé ef til eini ahorfandinn. Ef til vill er
syningin ékeypis, ju reyndar, vonandi er hun ékeypis, en ef
til vill er skyldumaeting og hann einn maettur af pvi honum
ber skylda til pess. Ef til vill er pad nidurstadan og hann
ottast ad hann sitji hérna til eilifdar an pess ad nokkur
seeki hann.

Pannig lykur Spaugi Lucianos Berio, rotteekri Utlegg-

ingu hans & Scherzoi Gustavs Mahler, klipptu saman

vid hljédbrot og glefsur samferdarmanna ton-

skaldsins, eftirkomenda pess og undanfara med

dundrandi hrépum raddanna atta sem hrépa hver

i kapp vid adra. Sumar vilja ad syningin haldi afram

ad dma medan adrar raddir heimta ad henni ljuki

sem fyrst. T6dugjaldastemningin neer hamarki, i

andrumslofti uppreisnar og upplausnar. Verkid var

samid arid 1968, pegar heimurinn ték ad loga i stud-

entadeirdum og herjir Varsjarrikjanna gerdu innras i

Tekkoslovakiu til ad keefa veentingar heimamanna um

aukid lydreedi, en meettu i stadinn stadfostum mann-

grua a Wenceslastorginu sem |ét sér ekki segjast

frammi fyrir dgnandi skriddrekum innrasarherjanna.
Hringeykja skjaveggjarins bakvid Steinu heldur afram ad
snuast og hver skjar tekur sinn aukahring i stéra sam-
henginu. Hinn undurhimneski Adagio-kafii, molto e mesto
ur Fyrsta Razumovskykvartett Beethovens heldur éafram
ad blandast rafsudi og vélahljodi upptokuteekjanna og vid
attum okkur & pvi ad areitid reedst a 6ll okkar skilningarvit
samtimis an pess ad vid getum greint med skyrum heetti
hvada hljod kemur hvadan, hvada texti heimtar athygli
okkar nuna og hvada myndefni teelir okkur i hlidarferdalag
med einni eda annarri listagydjunni. Vido erum nanast
stodd i midjum veruleik Charles Baudelaires, éreidu-
kenndu umhverfi sem skellur miskunnarlaust & vitund
okkar og utheimtir takmarkalitla samskynjun, sem vid
verdum ad leera ad beita og njota med nyjum heetti ef vid
eigum aod skilja aftur samhengid i tilverunni:

Nattdran 6ll er musteri lifandi mynda,

par meela stlurnar lausum slitréttum ordum;

vér reikkum um skoga af tdknum, sem frd pvi fordum

oss finnst sem vér peklkjum og athygli vora binda.

Sem bergmadls-céldur fadm yfir fjarskann spenna

og falla saman i einingu djipa og breida

sem omeelis-nottin, sem drdegisljésio heida

angan og litir og tdnar saman renna.

Ilmur svo ferskur sem ungbarnsins nakta hiio,

sem 6bdio mjukur, og greenn sem laufvioar traf,

- 0og annar, spilltur, dfengur, héfga prunginn

sem bryst dn viondms um markanna milda skrtid

sem moskus, reykelsi, harpix, sem myrra, sem raf,

beir hlioma 1 sdl vorri, heidskir, dstriduslunginn.

FEining, pyding Helga Halfdanasonar & 1j¢di
Charles Baudelaire, Correspondances,
Reykjavik, Mal og menning, 1982

Je chrdmem piiroda s Zivymi pilifi, jeZ slovy zmatenymi
nélkdy zahovori; v symbolt ¢erné hvozdy se tu ¢lovéek nori,

Jjez za néej diuvérné svilj pohled zamiri.

Jak tdhlé ozvény, jez zdaleka se misi v jednoté hluboké,
ddlné a temnotné, rozsdhlé jako noc a jako svétlo dne, tak
vuné, barvy, zvuky odpovidaji si.

Jsou viiné nékteré svezi jak détskd téla, jak louky zelené,
sladké jak hoboje, bohaté, vitézné ¢i porusené zcela, v nichz
nelkonecnych veci rozpéti se skryvd, jak ambra, kadidlo,
mosus a benzoe, ze kterych extdze smyslil i ducha zpivd.

Ze sbirky Charlese Baudelaira Les Fleurs du mal [Kvety
zlaj, 1857. (Cesky preklad Karel Capek — pozn. piekl.)
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4 Woody
Vasulka

Becoming-
Instrument,
Becoming-Machine,
Becoming-
Videographer

= Veroandi-tol,
; veroandi-vél,
- = veroandi-myndriti

Stavani-se-nastrojem,
stavani-se-

strojem, stavani-se-
videografem



Woody Vasulka started his career as a machinist. He had
his father’s profession to thank for his unique relationship
to machines as well as the technological achievements

of the Second World War with which he was directly
confronted as a youth. The mechanization of all sorts of
human activity, including warfare and cultural production,
strongly influenced the formative years of this young

man who had every intention of becoming an artist. As
by-products of the technology of killing during this anni-
hilating war, humankind was granted the magnetic tape
recording of sounds, improved techniques of deception,
and the first programmable computers — the relationship
of "human-machine” had to be rethought and its former
techno-optimistic connotations extended and revised.
Attempts to grasp and explain the human mind and body
in structural schemes and in relation to a new nature
finally led the humanities from structuralism to a dis-
course on artificial intelligence: the plural human body as
a cultural structure (Roland Barthes); social structure as

a megamachine (Lewis Mumford); bodies sloughing off
their organs (Gilles Deleuze and Félix Guattari); the human

Woody Vasulka hof feril sinn sem vélamadur. Hann atti
starfa féour sins ad pakka einstakt samband sitt vid vélar,
sem og teekniframférum seinni heimsstyrjaldarinnar

sem bldstu vid honum sem ungum manni. Vélveeding
allskyns mannlegra athafna, par @ medal hernadar og
menningarsképunar, hafdi mikil ahrif & métunarar pes-
sa unga manns sem vildi verda listamadur. Aukaafurd af
teekninni sem beitt var i pessari gereydingarstyrjold voru
segulbond til ad taka upp hljéd, proadri blekkingartaekni
og fyrstu forritanlegu télvurnar — endurhugsa purfti sam-
band manns og vélar og endurskoda fyrrum jakvaedar
hugmyndir i gard pessara tengsla. Tilraunir til ad fanga
og utskyra mannslikamann og -huginn eftir formlegum
kerfum og i samhengi vid nyja natturu leiddu hugvisindin
fra formgerdarstefnu i att ad hugleidingum um gervi-
greind: um mannslikamann sem menningarlega sam-
setningu (Roland Barthes); félagsgerd sem ofurvél (Lewis
Mumford); likama sem vorpudu af sér liffeerunum (Gilles
Deleuze og Félix Guattari); mannslikamann sem vélbunad
og mannlega hegdun sem hugbunad (Jack Burnham);
mannslikamann sem snertiflét heilans vido umheiminn

Peril in Orbit, 1968, 3 screens (16mm film, sound); 4:00 min.

Woody Vasulka zac¢inal svoji kariéru jako strojar. Za nad-
standardni vztah ke strojam vdécil profesi svého otce
i technologickym vymozenostem druhé svétoveé valky,
s nimiz byl jako dité bezprostfedné konfrontovan. Mecha-
nizace vSech oblasti lidské ¢innosti, véetné vedeni valek
a kulturni produkce, silné ovlivnila formativni Iéta mladého
muze, jenz zamyslel stat se umeélcem. B&éhem nicive valky,
ktera prinesla lidstvu jako vedlejsi produkty technologie
zabijeni, napfiklad magneticky zaznam zvuku, vylepSené
techniky kamufiaze &i prvni programovatelné pocita-
¢e, bylo nutné nanovo prehodnotit vztah .¢lovek-stroj”
a rozsirit a revidovat jeho pQvodné technooptimistické
vyznamy. Snahy uchopit a vysvétlit lidskou mysl a télo
ve strukturnich schématech a ve vztahu k nové pfirodé
privedly nakonec humanitni védy a umeéni od strukturalis-
mu k diskurzu o umeélé inteligenci. Pluralni lidske télo jako
kulturni struktura (Roland Barthes), socialni struktura jako
megastroj (Lewis Mumford), téla zbavujici se svych organ(
(Gilles Deleuze a Félix Guattari), lidské télo jako hardware
a lidské chovani jako software (Jack Burnham), télo jako
rozhrani mezi mozkem a zbytkem svéta (Marvin Minsky),
lidi jako stroje vytvorené geny (Richard Dawkins), zdvojeny
pohled, sdileny vnimavym (zivym) subjektem a nezivym
strojem vidéni (Paul Virilio) - to jsou koncepty rédmcujici
intelektualni kontext, v némz Woody a Steina Vasullkovi
rozvijeli svoji mechanistickou estetiku. Hledani a odhalo-
vani jejich principl proménilo mista, jez se na delsi dobu
stala tviréim domovem obou umélcd, na interdisciplinarni
laboratore, v nichz usilovné testovali esenci a existenci
elektronického obrazu a zvuku. Do dé&jin modernich umé-
leckych intermedii se nejdfive nesmazatelné zapsaly The
Kitchen v New Yorku, pozdéji Katedra medialnich studii
Newyorskeé statni univerzity v Buffalu a nakonec ateliér
v Agua Fria u Santa Fe.
Zacinajici filmar Vasulka byl po presidleni z narodné
homogenniho socialistického Ceskoslovenska do
kosmopolitniho kapitalistickeho New Yorku vysta-
ven zcela odlisSnému kulturnimu a tvar¢imu kontex-
tu. Brzy si uvédomil, Ze dtkladny prizkum a uc¢inné
vyuziti zvoleného media, tj. elektronického obrazu,
je to, od ¢eho se bude odvijet jeho budouci poslani.
Z Vasulky se zahy stal Vasulka a zdénlivé nevinna
zmeéna pfijmeni, spocivajici v pouhém vypusté-
ni jednoho diakritického znaménka, jako kdyby
symbolizovala formalisticky pfistup, jenz zakratko
ovladne umélclv poeticky jazyk - pristup, v némz
vynechani nebo zaména jediného znaku muze
zpUsobit vyznamovou dysfunkci, syntakticky zkrat
nebo komunikacni kolaps. Sémantika sdéleni se tu-
diz dostala na vedlejsi kolej, respektive se na ni vy-
razné zacal podilet autordv vztah k médiu i procesu
a prostiedi samotného sdélovani. Autoreference,
jakozto kvintesencialni odkazovani k autorskemu
meédiu, s nimz se autor jaksi snazi identifikovat, byla
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body as hardware and human behaviour as software (Jack
Burnham); the body as an interface between the brain and
rest of the world (Marvin Minsky); humans as machines
created by genes (Richard Dawkins); dual viewpoint
shared by the animate (live) subject and the inanimate
vision machine (Paul Virilio). These are the concepts that
frame the intellectual context within which Woody and
Steina Vasulka developed their mechanistic aesthetics.
The search for it and the revealing of its principles trans-
formed the places that became the longtime creative
residences of both artists into interdisciplinary labs where
they vigorously tested the essence and existence of elec-
tronic sound and image. Initially The Kitchen in New York,
later the Department of Media Study at the State Univer-
sity of New York at Buffalo, and finally their studio in Agua
Fria, Santa Fe have all entered into the history of modern
intermedia arts.
Vasulka, a budding filmmaker, after relocation
from what was a nationally homogenous socialist
Czechoslovakia to then cosmopolitan capitalist
New York faced an entirely different cultural and
creative context. He very soon became aware that
his future mission would be the development of an
in-depth exploration and the effective exploitation
of his chosen medium, i.e. the electronic image.
Vasulka soon became Vasulka; as if a seemingly
innocent surname change consisting of the mere
omission of a single diacritical mark, could sym-
bolize the formalist attitude that would soon take

Electromagnetic Objects, 1975-2000,
Video (black-and-white, sound); 33:58 min.

(Marvin Minsky); manneskjur sem genaskapadar vélar
(Richard Dawkins); tvofalt sjdnarhorn lifandi vidfangs og
lifvana vélar (Paul Virilio). bessi hugték mynda hid and-
lega samhengi sem rammar inn préun Woodys og Steinu
Vasulka & vélreenni fagurfraedi. Leitin ad henni og afhjupun
grundvallarreglna hennar umbreytti stédunum par sem
pau dvéldu langdvélum vid skdpun i gagnvirkar rannsokn-
arstofur par sem pau unnu af krafti med kjarna og tilvist
rafhljéda og rafmynda. | fyrstu var pad The Kitchen i New
York, sidar Margmidlunardeildin vid SUNY, Fylkishaskdla
New York - fylkis i Buffalo, og ad lokum vinnustofa peirra
i Agua Fria i Santa Fe. Allir pessir stadir hafa 6dlast sess i
s6gu fjdlmidlalistar nutimans.
Eftir ad hafa flust fra einsleitu, sésialisku samfélagi
Tekkoslovakiu til kapitalisku heimsborgarinnar New
York stéd Vasulka, upprennandi kvikmyndagerdar-
madur, andspeenis gerdliku samhengi menningar
og skdpunar. Hann attadi sig mjog fljott a pvi ad
framtidarmarkmid hans yrdi ad préa ndkveemar
rannsoknir & peim midli sem hann hafdi valid sér,
p.e.a.s. rafreenum myndum, og nyta ser moguleika
beirra til fulls. Vasulka breyttist von bradar i Vasulka;
pad sem virtist sakleysisleg nidurfelling dherslumerk-
is gat verid tédknreent fyrir formfestuvidhorfido sem
bradlega tok yfir skaldamal listamannsins — i peirri
nalgun gat nidurfelling eda innsetning eins einasta
takns valdid merkingarfraedilegri truflun, setning-
arfreedilegum bresti eda hruni samskipta. bannig
heetti merkingarfreedi tjaningarinnar ad skipta mali,

povySena na klicovy poeticky princip. Vznikem noveé
technologie se totiz zaroven rodi téz vztah jejiho
stvoritele a uzivateld k ni. Pfesun zdjmu z vyznamo-
vého potencialu elektronicky generovanych obrazd
ke zplsoblm a nastrojiim jejich generovani zplso-
bil ve Vasulkoveé uméni zasadni esteticky obrat. Diky
noveé technologické zkuSenosti se najednou v no-
vém kontextu vyjevila odvéka ,pravda”, ze Cistota
media je poeticka iluze, ze intermedialita je pfiroze-
na, protoze prameniv ¢asoprostoroveé povaze lidské
zkusenosti, a Zze vSechna média jsou vlastné smise-
na, protoze kombinuji rdzné zpUsoby vyjadieni, roz-
licné prfenosove kody a percepéni kanaly. Oteviena
dramaturgie scény The Kitchen, s niz Vasulkovi spo-
jili pocatecni hledani nove obrazovosti, byla nejlep-
§im dikazem spravné orientace nastoupené cesty
ke komplexné&jsi audiovizudlni reprezentaci.
Urputna snaha pfijit na kloub kodu elektronicky genero-
vaného a prenaseného obrazu privedla Vasulku k empiric-
kému zjisténi, jak je pfi ni dGlezité vzit v ivahu téz pohyby,
gesta a zvuky - tim vic, ze instrumentalni obrazy, k nimz
jeho vizualni poetika neochvéjné smérovala, byly vysled-
kem .vidéni bez pohledu”. Zivy, mobilni a selektivni pohled
byl ¢lovéku odcizen (v existencidlnim i kriminalnim smyslu)
strojem, schopnym realitu nejenom identifikovat, ale téz
interpretovat, manipulovat a virtualizovat — prostrednic-
tvim kodu, ktery opatfil stroj animacni identitou. Virtuali-
zovat Ize vSak pouze moznost, nikoli redlno, jak nas kdysi
proziravé varovali Gilles Deleuze a Félix Guattari. Vasulka
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over the artist’s poetic language — an approach in
which the omission or substitution of a single sign
could cause a semantic dysfunction, syntactic fail-
ure, or collapse in communication. The semantics
of expression thus became secondary, or more
specifically the author’s relationship to the medi-
um as well as to the process and the environs of
the expression itself began to take prominence.
Self-reference as a quintessential referring to the
authorial medium, with which the author some-
how intends to identify, was elevated to the level
of a key poetic principle. With the birth of a new
technology, the relationship between its creator
and its users also comes to life. The shift in inter-
est from the expressive potential of electronically
generated images towards the methods and tools
of their generation caused a crucial aesthetic turn
in the Vasulkas’ art. The long-standing “truth” of
media purity was revealed to be a poetic illusion
through the new experience with technology. Due
to the spatiotemporal nature of human experience
it became clear that intermediality is in fact natural,
and all media are mixed since they combine various
means of expression, diverse codes of transmission
and channels of perception. The open dramaturgy
of The Kitchen, the scene within which the Vasulkas
commenced their search for new imagery, is the
best proof of the precise orientation of their cho-
sen entry point ensuingly moving towards more
complex audio-visual representation.
Woody Vasulka’s determined effort to get to the bottom
of the code of the electronically generated and transmit-
ted image led him to the empirical discovery of the impor-
tance of also taking into account movements, gestures,
and sounds - all the more so because the instrumental
images towards which his visual poetics were unwaver-
ingly directed were the result of “seeing without looking”.
The living, mobile, and selective gaze was alienated from
man (in an existential and criminal sense) by a machine
capable of not only identifying reality, but also interpret-
ing, manipulating, and virtualizing it — through a code that
provided the machine with an animating identity. But only
possibility can be virtualized, not reality, as Gilles Deleuze
and Félix Guattari once presciently warned us. Vasulka
constructed vision machines with the non-cinematic in-
tention of representing the world with moving images,
but he did not intend to create abstract electronic images
by simply transposing the practices of painterly abstrac-
tion into the medium of video. His immodest ambition was
to create a new reality whose existence is conditioned by
the ephemeral existence of electronically generated and
transmitted images. Its construction required a new pic-
torial grammar that would enable the visualization of the
artist’s ideas in a completely new way, free from the tech-
nological procedures of older art forms. He was therefore
interested in video as a generative medium capable not
only of representation, but above all of finding new ways
and methods of representation. The artist delved into the
bowels of the medium to thoroughly investigate its na-
ture and mechanisms of operation, until he finally merged

eda oOllu heldur féru tengsl listamannsins vid midil-
inn, jafnt og vid ferlid og vid umhverfi tjaningarinnar
sjalfrar, ad taka verulegan patt i henni. Sjalfstilvisun,
hin deemigerda visun i héfundarverkid sem
listamadurinn aetlar einhvern veginn ad samsama sig
med, var upphafin og vard ad lykilatridi ljodreenunnar.
Med tilkomu nyrrar teekni lifnudu einnig vio tengslin
a milli skaparans og notenda hennar. bessi aherslu-
breyting, fra tjaningarmoguleikum rafreenna mynda
til peirra adferda og teekja sem ny kynslod bjo yfir,
olli meirihattar fagurfreedilegum straumhvérfum i
list Vasulka-hjonanna. Reynsla af nyrri teekni leiddi i
ljos ad pad sem lengi hafdi verid talinn ,sannleikur”
um hreinleika midlanna var adeins ljodreen blekking.
Pad vard ljost ad gagnvirkni midla er i raun edlileg,
begar tekid er mid af timarumsedli mannlegrar
reynslu, i raun eru allir midlar blandadir par sem peir
fela i sér margs konar tjaningu, 6lik samskiptatakn
og skynjunarrasir. Hin opnu sjénleikafreedi The
Kitchen, senunnar par sem Vasulka-hjénin héfu leit
sina ad hinum nyju imyndum, syna hvad best hvernig
nakveemlega valinn Utgangspunktur peirra feerist i
kjolfarid i att ad floknari hljod- og myndraenni tulkun.
Prautseigja Woodys Vasulka vid ad komast til botns i
taknmali hinna rafreenu mynda leiddi til pess ad hann upp-
gotvadi hve mikilveegt pad var ad taka einnig hreyfingar,

Vocabulary, 1973, Video (color, sound); 4:28 min.

konstruoval stroje vidéni s nekinematografickym zame-
rem reprezentovat svét pohyblivymi obrazy, nehodlal v§ak
vytvaret abstraktni elektronické obrazy pouhym transpo-
novanim postupl malifské abstrakce do média videa. Jeho
neskromnou ambici bylo stvofit novou skutecnost, jejiz
existence je podminéna efemérni existenci elektronicky
generovanych a prenasenych obrazi. K jeji konstrukci
bylo zapotrfebi nové obrazové gramatiky, jez by umoznila
vizualizovat umélcovy predstavy zcela novym zplsobem,
osvobozenym od technologickych postupl star§ich umé-
leckych forem. Video ho tudiz zajimalo jako generativni
meédium, které je schopné nejenom reprezentovat, ale
predevsim hledat nové zpUsoby a metody reprezentace.
Umélec se ponoril do utrob média, aby dikladné prozkou-
mal podstatu a mechanizmy jeho fungovani, az s nim na-
konec splynul v tviréim experimentu s nepredvidatelnym
vysledkem. Predvidavy Vasulka si véak tento ontologicko-
-technologicky realismus sofistikované pojistil poetickym
krédem, podle néjz je experimentujici umeélec pokazdé
odsouzen na Uspéch, a tudiz nemUze selhat. Jeho Uspé-
chem totiz neni ocenéni v soutézivém svété uméni, nybrz
stav mimoc&asové kontemplace ve smyslu antické ataraxie
¢i orientélnich zpUsobd ovladani a kultivovani mysili.
Podvédoma reference na stfet analogové a digital-
ni reprezentace na kfizovatce paradigmat (védéni
a komunikace), tj. kontext, v némz se Vasulkovo
poeticko-estetické hledani ocitlo, je patrna z krat-
kého videa Reminiscence (1974). Processingovymi
transformacemi obrazu se z navstévy moravského
venkova, kterd je nasnimana portapakovou kame-
rou, stava vylet do surrealniho svéta bezprizornich
fantoma - (ne)lidskych i (ne)mistnich. PGvodni zob-
razujici stopdz se rozplynula v abstraktnim labyrintu
vibrujicich radkG a vrstevnic, v némz Ize fenomeno-
logické podobenstvi snimané reality jakztakz iden-
tifikovat diky abstrahovanym konturéam a priznané
autentické zvukove stopé. Nejsou to elektronicke
otisky vnimané reality, nybrz kédované koordinaty
jeji mozné prezence. Télesnost reality se pred na-
S§ima ocCima rozplyva ve fantomove reprezentaci,
Casoprostorovém bloku pocitk( a ten ji dava nové,
nehmotné télo. Vasulkovi stvofili novy, nehomo-
genni Casoprostor, v némz je orientace mozna
pouze deteritorializaci (respektive reteritorializaci)
refrénd, které vyznacovaly a komponovaly pGvodni
Casoprostor. Lidsti a zvifeci obyvatelé obou ¢a-
soprostorl byli uchovani nezavisle od zhmotnujici
se substance, autorského zaméru a aktu, ale i aktu-
alnich divak(; pretrvavaji diky pocitklim, mediova-
nym silo¢arami tékavého elektronického obrazu.
Demiurgem neobvyklé mediace, mediatorem mezi redl-
nymi a virtualnimi ¢asoprostory, je umélec, jehoz zdanliva
(ne)pritomnost v dile je zfejma skrze neviditelné pohledy
a gesta vlastniho téla a kamery v jeho rukou. Diky nim
jsou udalosti uchovavaneé v dile prostfednictvim medio-
vanych pocitkd ztélesnény. Schopnost manipulovaného
elektronického obrazu mediovat podobnosti a odliSnos-
ti, bez nichz by nevznikl novy reprezentacni rad, vnukla
Vasulkovi podnét prozkoumat estetické moznosti no-
vého generativniho jazyka, v némz se, paralelné s vyvo-
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with it in a creative experiment with unpredictable results.
The discerning Vasulka, however, sophistically insured
this ontological-technological realism with a poetic cre-
do according to which the experimenting artist is always
condemned to succeed and therefore cannot fail. For his
success is not an award in the competitive world of art,
but a state of out-of-time contemplation in the sense of
ancient ataraxia or oriental ways of controlling and culti-
vating the mind.
The subconscious reference to the clash of ana-
logue and digital representation at the crossroads
of paradigms (knowledge and communication), i.e.
the context in which Vasulka’s poetic-aesthetic
quest found itself, is evident in the short video
Reminiscence (1974). Through the processing trans-
formations of the image, a visit to the Moravian
countryside, filmed with a Portapak camera, be-
comes a trip into the surreal world of formless
phantoms - both (un)human and (un)local. The
original depictive footage has dissolved into an
abstract labyrinth of vibrating lines and contours,
in which the phenomenological parable of the
captured reality can be somehow identified thanks
to abstracted contours and an admittedly authen-
tic soundtrack. These are not electronic imprints
of perceived reality, but coded coordinates of its
possible presence. The physicality of reality dis-
solves before our eyes in a phantom representation,
a spatio-temporal block of readings, which gives

bendingar og hljod med i reikninginn - ekki sist par sem
héfudmyndirnar sem ljédraen skdpun hans beindist avallt
ad voru afrakstur pess ad .sja an pess ad horfa“. Hio lif-
andi, hreyfanlega og valkveeda auga er adskilid manninum
(i tilvistarlegu og gleepsamlequi tilliti) af vél sem er ekki
adeins feer um ad bera kennsl a raunveruleikann heldur
einnig tulka hann, styra honum og syndargera hann - med
hjalp taknkerfa sem lja vélinni lifandi sjalfsmynd. Hins
vegar er adeins heegt ad syndargera moguleika, ekki raun-
veruleikann, eins og Gilles Deleuze og Félix Guattarri sau
fyrir og vorudu okkur vid. Vasulka byggdi sjénvélar med
pad ad markmidi ad takna heiminn med lifandi myndum
en aetlun hans var ekki ad skapa éhlutbundnar rafreenar
myndir med pvi einfaldlega ad flytja dhlutbundna malara-
list yfir @ myndband heldur var pad blygdunarlaus met-
nadur hans ad skapa nyjan veruleika, skilyrtan af skamm-
lifri tilvist rafreenna mynda. Til ad byggja upp pennan heim
purfti nyja myndreena malfreedi sem geeti gert listamanni-
num kleift ad framkalla hugmyndir sinar & gleenyjan hatt,
lausan vid teeknilega ferla eldri listforma. bvi haféi Vasulka
ahuga a videdinu sem skapandi midli sem geeti ekki adeins
synt heldur einnig fundid nyjar leidir og adferdir til fram-
setningar. Listamadurinn sdkkti sér ofan i idur midilsins
til ad kanna til hlitar edli hans og virkni par til peir runnu
loks saman i frjorri tilraun med ofyrirsédri nidurstédu. Hinn
skarpskyggni Vasulka tryggdi hins vegar a féagadan hatt
pbessum verufraedi-teeknilega veruleika lj¢draena truar-
jatningu sem kvedur a um ad tilraunir listamannsins séu
alltaf deemdar til ad takast og geti pvi ekki misheppnast,
vegna pess ad velgengnin felst ekki i verdlaunum lista-
heimsins heldur astandi ihugunar, handan vid tima, & bord
vid eevaforna hugleidslu eda austreenar leidir til ad stjorna
huganum og proska hann.
Hin dmedvitada visun i arekstur laumraennar og
stafreennar framsetningar & krossgétum vidmida
(bekkingar og samskipta), pad er ad segja sam-
hengid utan um leit Vasulka ad ljodraenni fagur-
freedi, sést vel i stutta myndbandinu Reminiscence
(1974). Umbreytingarferli myndarinnar gerir
heimsokn i sveitir Méraviu, myndada med Porta-
pak-vél, ad ferd inn i surrealiskan heim formlausra
drauga - baedi (6)mannlegra og (d)kunnugra. Upp-
runalegu upptdkurnar leysast upp i dhlutbundio
vélundarhus titrandi lina og utlina, par sem heegt
er ad bera kennsl & fyrirbeerafreedilega deemisdgu
fangads raunveruleika, pokk sé abstrakt utlinum
og oneitanlega osvikinni hljodras. betta eru ekki
rafreenar menjar um skynjadan veruleika heldur
dulkédud hnit sem benda a tilvist hans. Fyrir augum
okkar leysist apreifanlegur raunveruleikinn upp i
talsyndarframsetningu, timarumsheild tulkunar
sem gefur honum nyjan og litilveegan blee. Vasulka-
hjonin hafa skapad nyjan, misleitan rim-tima sem
adeins er heegt ad rata um med pvi ad aflandhelga
(eda endurlandhelga) pad sem markadi hinn upp-
runalega rum-tima. Mannskepnur og dyr i badum
timarumunum hafa vardveist an innihaldsefnis, an
eetlunar og adgerda skaparans, an raunverulegra
ahorfenda; pau vardveitast i skynjudum myndum
sem midlad er i gegnum hverfular rafreenar myndir.

jem technologii pro snimani a pfenos video obrazu, ucil
vyjadfovat a zaroven formulovat vlastni estetiku. Video
Vocabulary (1973) skvéle ilustruje, jak se vlle osvojit si
novou gramotnost skloubila s vasni pro experiment. Aby
mohl ,proteticky” sdélovat bezprostfedni vjemy a dojmy
fyzického esteti¢na v nové vytvareném vizualnim jazyku,
podrobil Vasulka jeho syntax a gramatiku strukturnim
a procesnim experimentldim s modulovanim elektronic-
kych informaci, coz dekonstruuje prostorové i optické
souradnice reprezentace a soucasné se vyznamne podili
na estetickem vysledku dila. Umélcovy ruce, jejich prsty,
kGze i Zily interaguiji s elektronickymi signaly, splyvaiji s je-
jich vizualizacemi, aby spole¢né detekovaly mediovanou
skute¢nost a samy byly detekovany prezenci v ni. Ruka-
-organ se meéni na ruku-signal, kever, diky némuz se uz
animace nevztahuje k animovani fyzickeho téla, ale téla
bez fyziologicky a anatomicky specifikovanych organa.
Ruka vidi, oko otevira prostor, pohled kamery prodluzuje,
prohlubuje a zostfuje perspektivu oka, to vée v dojemné
interakci lidskych a odlidsténych (nadlidskych) gest. Spolu
s dekonstruovanou reprezentaci staré i nové skute¢nosti
se v soucinnosti oka umeélce a objektivu kamery rodi nova
kompetence - videografie - psani pohledem. Psani, jez
neosvetluje svét pojmy, nybrz prosvécuje jej skrze viemy.
Psani, jez sice vpisuje znaky do svétske substance, ale
vyjevuje jejich vyznamy na iluzorni, elektronicky reprezen-
tujici obrazovce. Umélec stvofil novy vokabular, ten v§ak
neslouzi prekladani znakd, ale odkladani vyznamda.
Videograf se diva na svét masinisticky, nahlizi jeho
entity strojem vidéni, interpretuje je opticky. Kon-
struuje novou skutec¢nost a spolu s ni téz novy
pohled na ni. Vidi a zviditelfiuje, tedy je. Existuje
sice diky vidéni, av§ak tuto pavodné fyziopsycho-
logickou schopnost musi v dnesni éfe paradoxalni
logiky obrazu (Virilio) sdilet se strojem, a to skrze
jeho masinistickou optiku. Stroj vidéni zménil ¢a-
soprostorovou realitu ¢lovéka k nepoznani. Virtuali-
zaci prostoru se zménilo téZ vnimani €asu, ¢as se uz
necleni na minuly, pfitomny a budouci, ale na realny
a odlozeny. Clovék opattfil stroje schopnosti smys-
lové detekovat a opticky interpretovat skutecnost,
prendsi na né odpovédnost za senzorické interakce
se sveétem, snazi se na né delegovat esteticka roz-
hodnuti. Kdyz Woody Vasulka recykluje moderni
zbrojarské komponenty a konstruuje z nich hybridni
automaty, kterym dava vznesend jména (Maiden,
Brotherhood apod.), podrobuje vlastné masinistic-
kou smyslovost eticko-estetické zkousce. Destruuje
staré kody, aby mohl vytvaret kompozice a asam-
blaze, prostfednictvim nichz odhaluje strukturni,
generativni ideologii jejich plvodu a existence. Kdyz
vdechuje stroji novou dusi (anima machina), resus-
cituje zaroven destruktivni umysly jeho stvoritele
a pGvodnich uzivatell (vojakd, zabijakd). Umélec do
svych bizarnich interaktivnich brikolazi ale kéduje
noveé direktivy, jimiz transformuje militaristickou
funkci na kulturné-estetickou strategii. V hleda¢ku
sice zaméruje skutecnost, spoust v§ak aktivizuje
palbu na jeji simulakra. Vasulka nestfili na zamé-
fenou skutecnost, ve skuteénosti si stfili z koda,

Reminiscence, 1974, Video (color, sound); 4:48 min.
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it a new, immaterial body. The Vasulkas have cre-
ated a new, inhomogeneous space-time in which
orientation is possible only by deterritorializing (or
reterritorializing) the refrains that marked and com-
posed the original space-time. The human and ani-
mal inhabitants of both timespaces have been pre-
served independently of materializing substance,
authorial intention and act, and actual spectators;
they persist in percepts mediated through lines of
force emitted by the volatile electronic image.
The demiurge of this unusual mediation, the mediator
between real and virtual time-space, is the artist, whose
apparent (non)presence in the work is evident through
the invisible gaze and gestures of his own body and the
camera in his hands. Thanks to them, the events pre-
served in the work are embodied through mediated sen-
sations. The ability of the manipulated electronic image
to mediate similarities and differences, without which
a new representational order would not have emerged,
prompted Vasulka to explore the aesthetic possibilities
of a new generative language in which, in parallel with the
development of technologies for capturing and transmit-
ting video images, he learned to express and formulate
his own aesthetics. The video Vocabulary (1973) illus-
trates perfectly how the will to master a new literacy was
combined with a passion for experimentation. In order
to “prosthetically” communicate the immediate sensa-
tions and impressions of the physical aesthetic in a newly
created visual language, Vasulka subjected its syntax
and grammar to structural and procedural experiments
in modulating electronic information, deconstructing
the spatial and optical coordinates of representation
while contributing significantly to the aesthetic outcome
of the work. The artist’s hands, fingers, skin and veins
interact with the electronic signals, merging with their
visualizations to jointly detect the mediated reality and
themselves be detected by the presence within it. The
hand-organ is transformed into a hand-signal, a keyer,
thanks to which the animation no longer refers to animat-
ing a physical body, but a body without physiologically
and anatomically specific organs. The hand sees, the eye
opens space, the camera’s gaze lengthens, deepens, and
sharpens the eye’s perspective, all in a moving interaction
of human and dehumanized (superhuman) gestures. To-
gether with the deconstructed representation of an old
and new reality, a new competence is born in the interac-
tion of the artist’s eye and the camera lens — videography
— writing with the gaze; a writing that does not illuminate
the world with concepts, but rather illuminates it through
perception. Writing that inscribes signs into the mun-
dane substance, but reveals their meanings on an illusory,
electronically representing screen. The artist has created
a new vocabulary, but it does not serve to translate signs,
but to reveal meanings.
The videographer looks at the world in a machinic
way, he views its entities through the machine of
vision, interpreting them optically. He constructs a
new reality and along with it a new view of that re-
ality. It sees and makes visible, thus, it is. Although
it exists through seeing, it must share this originally

Skapari pessa ovenjulegu milligéngu, sattasemijari & milli
raunverulegs og imyndads tima-rums, er listamadurinn
sjalfur, og neervera hans i verkinu sést vel i gegnum
osynilegt augnarad hans og bendingar likama hans og
myndavélarinnar i hdndum hans. Pannig tekst ad gera at-
burdina i verkinu apreifanlega med midladri skynjun. Eoli
breyttra rafreenna mynda opnudu pa méguleika ad midla
bvi sem var likt og Slikt. An pessa hefdi nyi framsetningar-
heimurinn ekki ordio til, og petta hvatti Vasulka til ad kanna
fagurfreedilega méguleika nys, skapandi tungumals par
sem hann leerdi ad tja og setja fram sina eigin fagurfraedi,
samhlida pvi sem nyrri teekni tokst ad fanga og senda ut
videdmyndir. Myndbandid Vocabulary (1973) synir fullkom-
lega hvernig vilji til ad na tokum a nyju leesi sameinadist
astriou fyrir tilraunum. Til ad geta med adstod hjalparteekja
midlad tafarlausri skynjun og ahrifum efnislegrar fagur-
freedi hins nyskapada, sjénreena tungumals, gerdi Vasulka
tilraunir med byggingu og adferdir malfreedi pess og
setningafraedi; med motun rafreenna upplysinga, afbygg-
ingu rymis- og sjonfreedilegra hnita framsetningar, en
lagdi um leid verulega aherslu @ fagurfreedilega utkomu
verksins. Hendur listamannsins, fingur, hud og aedar, leika
a vixl vid rafreen merki, renna saman vid sjonsképun peirra
til ad geta i senn skynjad hinn midlada raunveruleika og
leyft sér ad vera skynjadar af pvi sem byr i verkinu. Héndin
sem liffeeri umbreytist i hdnd sem tékn, myndfietti ( keyer)
0g pess vegna er ekki lengur visad i fjor efnislegs likama,
heldur likama an lifreedilegra og likamlegra liffeera. Hondin
sér, augad opnar rymid, syn myndaveélarlinsunnar lengir,
dypkar og skerpir pad sem augad sér, allt gerist petta i
lifandi gagnvirkni mannlegra og vélmennskra (ofurmann-
legra) vidbragda . [ samvinnu vid afbyggda framsetningu
gamla og nyja veruleikans feedist ny geta i vixlverkun auga
listamannsins og myndaveélarlinsunnar — myndfjarskip-
ti — skrifud med augnaradinu, skrif sem lysa ekki upp
heiminn med hugtékum heldur varpa ljési @ hann i gegnum
skynjunina. Takn skrifud i hversdagslegt efni sem afhjupa
merkingu sina & rafreenni blekkingarframsetningu skjasins.
Listamadurinn hefur skapad nyjan ordaforda sem er ekki
eetlad ad pyda takn heldur afhjupa merkingu.
Myndritarinn sér heiminn a vélreenan hatt, virdir
hann fyrir sér i gegnum sjénarvél og tulkar hann
sjonreent. Hann byggir nyjan veruleika og samhlida
nytt sionarhorn a pann veruleika. Heim sem sér og
gerir synilegt og er par af leidandi til. Pott tilvist
hans byggist a ahorfi verdur hann ad deila uppruna-
legri edlissalfraedilegri getu sinni med vélinni, i
gegnum ljosfreedi vélarinnar, & tima pversagnar-
kenndrar rékvisi imyndarinnar (Virilio). Vélin sem sér
hefur kollvarpad timarumsraunveruleika mannsins.
Syndargerving rymisins hefur einnig breytt skynjun
timans, honum er ekki lengur skipt i fortid, nutid
og framtid heldur i raunverulegan og frestadan
tima. Madurinn hefur [jad vélum pa haefni ad skyn-
ja og tulka raunveruleikann sjonreent, falid peim
ba abyrgd ad eiga skynreen og vixlverkandi sam-
skipti vid heiminn, reynt ad fela peim dkvardanir
af fagurfreedilegum toga. begar Woody Vasulka
endurvinnur hluta af ndtima vopnabunadi og
breytir peim i blendingsvélmenni sem hann gefur

Didactic series, 1975, Photography,
Courtesy of BERG Contemporary.
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Woody at work. Vasulka Archive.
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physiopsychological capacity with the machine,
through its machinic optics, in the present era of
the paradoxical logic of the image (Virilio). The ma-
chine of vision has changed the spatio-temporal
reality of man beyond recognition. The virtualization
of space has also changed the perception of time;
time is no longer divided into past, present and fu-
ture, but into real and deferred. Man has endowed
machines with the ability to sense and visually in-
terpret reality delegating to them the responsibility
for sensory interactions with the world, attempting
to delegate aesthetic decisions to them. When
Woody Vasulka recycles modern weaponry com-
ponents and constructs them into hybrid automata
to which he grants lofty names (Maiden, Broth-
erhood, etc.), he is actually subjecting machinic
sensuality to an ethical-aesthetic test. He destroys
old codes in order to create compositions and as-
semblages through which he reveals the structural,
generative ideology of their origin and existence.
When he breathes a new soul (anima machina) into
the machine, he simultaneously resuscitates the
destructive intentions of its creator and its origi-
nal users (soldiers, killers). But the artist encodes
new directives into his bizarre interactive brico-
lages, transforming the militaristic function into

a cultural-aesthetic strategy. While the viewfinder
focuses reality, the trigger activates the firing at

its simulacra. Vasulka does not fire at the focused
reality; in fact, he fires at codes whose syntactic
and semantic flexibility he cleverly exploits to de-
construct contexts and play with coding systems.
He does not offer solutions; he invents, or rather
constructs, new concepts. The original constructor
of machines became a constructor of abstractions
— concepts, signs, (moving) images, videograms.
Vasulka’s passion was experimental construction,
the meaning of his own existence. But experimen-
tation cannot be separated from interpretation. Art,
therefore, became for him a technical, social, politi-
cal, and semiotic affair, in which all the components
mix with the will to interpret (in Vasulka’s case, to
videograph) and the passion to experiment. He be-
came an art-machine.

haleit n6fn (Maiden, Brotherhood, o.s.frv.) er hann
ad leggja siofreedi-fagurfreedilegt prof fyrir hina
vélreenu skynjun. Hann eydileggur gémul taknkerfi
til a0 mynda samsetningar og samansdfn sem

hann notar til ad afhjupa kerfisleega og skapandi
hugmyndafraedina a bak vid uppruna peirra og
tilvist. Pegar hann blees nyju lifi (lifandi vél) i vélina,
endurlifgar hann um leid eydileggjandi fyriraet-
lanir skapara hennar og upprunalegra notenda
(hermanna, mordingja). En listamadurinn taknbindur
ny fyrirmeeli inn i kostulegan, gagnvirkan samtining
sinn og umbreytir hernadarvirkninni i list menningar
og fagurfreedi. Leitarinn midar & raunveruleikann

en gikkurinn kemur af stad skothrid a eftirmyndi-
na. Vasulka skytur ekki @ midadan raunveruleikann;
hann skytur reyndar & kéda sem bua yfir setningar-
og merkingarfreedilegum sveigjanleika sem hann
nytir sér snilldarlega til ad afbyggja samhengi og
leika sér med taknkerfi. Hann bydur ekki upp & laus-
nir heldur finnur upp eda, pad sem er enn betra, se-
tur saman ny hugtok. Sa sem upprunalega smidadi
vélar er ordinn smidur hins édhlutbundna - hugtaka,
takna, (hreyfiimynda, videdskeyta. Astrida Vasulka
beindist ad tilraunum med samsetningar, pydingu
hans eigin tilveru. Hins vegar er ekki haegt ad ad-
skilja tilraunirnar fra tulkuninni. Pess vegna vard
listin fyrir honum teeknilegt, félagslegt, pdlitiskt

og taknfreedilegt fyrirbeeri par sem allir paettirnir
blandast viljanum til tulkunar (ad myndrita, i tilfelli
Vasulka) og éstridunni fyrir tilraunum. Hann vard
lista-vél.
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jejichz syntaktickou i sémantickou flexibilitu chytre
zneuziva k dekonstrukci kontextl a ke hre s ko-
dovacimi systémy. Nenabizi feSeni, vynaléza nebo
lépe Fe¢eno konstruuje nové pojmy. Z pGvodniho
konstruktéra strojd se stal konstruktér abstrakci -
pojmd, znakd, (pohyblivych) obrazd, videograma.
Experimentalni konstruovani bylo Vasulkovou vésni,
smyslem vlastni existence. Experimentovani ale
nelze oddélit od interpretovani. Uméni se tudiz pro
néj stalo technickou, socialni, politickou a sémio-
tickou zélezitosti, v niz se véechny slozky misi s vali
interpretovat (ve Vasulkové pripadé videografovat)
a vasni experimentovat. Stalo se uménim-strojem.

The Matter, 1974, Video (color, sound); 4:07 min.
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Gar
Hill /

For over 50 years Gary Hill (b. 1951, Santa Monica, California), has worked as an inter-disciplinary artist
incorporating sculpture, sound, language, video, installation and performance to explore an array of
issues ranging from the physicality of language, synesthesia and perceptual conundrums to ontologi-
cal space and viewer interactivity.
For the past decade Hill's gallery and museum exhibitions have focused on his life long interest
in and influence of psychotropic experiences: of surf, death, tropes & tableaux: The Psychedelic
Gedankenexperiment, premiered at Barbara Gladstone (2011); Gary Hill: glossodelic attractors,
a two-part exhibition at Henry Art Gallery in Seattle (2012); Cutting Corners Creates More Sides,
recently exhibited at bitforms gallery in New York along with his SELF ( ) series, and Ghost
Chance at The Lia Rumma Gallery, Naples
Solo exhibitions of his work have been presented at museums worldwide: The Centre Georges
Pompidou, Paris; San Francisco Museum of Modern Art; Museu d’Art Contemporani, Barcelona;
Museum of Contemporary Art, Taipei; and many others. Most recently he exhibited the large-scale
site-specific work, Linguistic Spill in the Boiler Hall at The Museum of Art, Architecture and Tech-
nology (MAAT) Lisbon, and the survey exhibition, Momentombs at the Suwon Art Museum in Korea.
Hill has worked collaboratively with a number of artists most notably,
George Quasha and Charles Stein producing the publication, An Art of
Limina: Gary Hill's Works & Writings. In 1998 he collaborated with the
choreographer Meg Stuart and her dance company ‘Damaged Goods’
to produce Splayed Mind Out which was performed more than 50 times
in Europe, South America and the United States.
In 2005 Hill was commissioned by the Soprintendenza Archeologica di Roma to produce Resounding Arches / Archi
Risonanti, an installation of multiple projections with sound, for the Colosseum and Temple of Venus and Roma, which
was the first contemporary art work to be created for the site. The event culminated with the performance, Dark
Resonances, in collaboration with Paulina Wallenberg-Olsson and Charles Stein.
In 2008 he was commissioned by the Holland Festival to collaborate on the production of
Varese 360°, a two-night concert of the composer Edgard Varése’s complete works, presented
at the Westergasfabriek Gashouder, Amsterdam, and at Salle Pleyel, Paris, in 2009. Hill devel-
oped the dramaturgy and visual component for the entirety of the performance and invited
further collaboration with performers Christelle Fillod, George Quasha, Els Van Riel, and Charles
Stein, with costume design by Paulina Wallenberg-Olsson. 2013 saw his opera directorial debut
at the Lyon Opera House, interweaving Beethoven'’s Fidelio with the science fiction novel Aniara.
Hill has received multiple fellowships from the Nation-
al Endowment for the Arts, and the Rockefeller and
Guggenheim Foundations, and has been the recipient
of numerous awards and honors.

garyhill.com
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Steina

Steina (b. 1940) is a pioneering video artist who has been producing work since the
1960s. She moved from Reykjavik to Prague in 1959 to study the violin and there
met her husband, the filmmaker Woody Vasulka. In 1965 they relocated to New
York where Steina gradually came to focus on electronic media and video art.
With Woody, she began working with video, and in
1971 they founded The Kitchen, which has been a
powerful force in shaping the cultural landscape in
the United States ever since. It was among the very
first American institutions to embrace the emerging
fields of video, performance, and cross-disciplinary
exploration. An internationally acclaimed institution,
The Kitchen is one of New York’s oldest and most
active nonprofit art centers, and has helped launch
the careers of many artists who have gone on to
worldwide prominence.
Together they also worked to develop the Center for Media Studies at the State University
of New York in Buffalo. Although Steina and Woody have often collaborated in their art,
Steina’s own approach has resulted in an extensive body of work, which includes both
video art and performances. She often uses the violin to create not only sound but also
images by manipulating the signal through an electronic interface. Steina’s work has a
strong lyrical quality, which is perhaps most clearly expressed in her series of multi-screen
video installations using images of landscapes found in Iceland, and in New Mexico, where
she and Woody settled in 1980. She has explored an enormous range of possibilities in
video art and electronic media, from documentation to purely machine-generated art.
Her work has been exhibited at major museums and festivals around the world,
including the Whitney Museum, the Centre Georges Pompidou in Paris, the Berlin
Film Festival, and the National Gallery of Art in Reykjavik. Steina became a Guggen-
heim Fellow in 1976, and in 1997 she represented Iceland at the Venice Biennale.
In 2014, the Vasulka Chamber, a center of electronic and
digital art, was established at the National Gallery of Ice-
land. In collaboration with Steina and Woody Vasulka, and
includes a significant part of the Vasulkas’ archive. In 2016,
the Vasulka Kitchen was founded, a center for new media
art in Brno, dedicated to preserving the legacy of Woody
and Steina Vasulka.

Woody
Vasulka

Woody Vasulka (b. 1937) was a pioneering video artist, beginning his career
in the 1960s. He studied metallurgy and mechanics at the School of Indus-
trial Engineering in Brno before moving to Prague in 1960, where he studied
television and film production at the Academy of Performing Arts. In 1964 he
married Steina and a year later they moved to New York where they worked in
the emerging field of video art and electronic media.
They exhibited video at the Whitney Museum and founded The Kitchen in 1971,
which has been a powerful force in shaping the cultural landscape in the US. It
was among the very first American institutions to embrace the emerging fields
of video, performance, and cross-disciplinary explorations. An internationally
acclaimed institution, The Kitchen is one of New York’s oldest and most active
nonprofit art centers, and has helped launch the careers of many artists who have
gone on to worldwide prominence. Together, the Vasulkas also worked to develop
the Center for Media Studies at the State University of New York in Buffalo, where
Woody became a professor. His vast body of work includes seminal documentaries,
but his main focus has been on the use of electronic media in art. He has
produced extensive series of videos, some of which can be seen as cataloging
the possibilities of new media, akin to Bach’s explorations of the fugue or Gyérgy
Kurtag’s Jdtekok, an ongoing series of pedagogical compositions exploring the
potential of simple tonal and rhythmic combinations. Despite the pedagogical
flavor of some of his work, Woody’s background as a documentary film maker and
modernist poet often shines through in highly personal, almost narrative pieces
that transcend the technical methodology of their production, and are among the
most expressive works of video art ever made.
He became a Guggenheim Fellow in 1979 and has
received many other honors and awards for his art.
His work has been shown in major museums all over
the world. In 2014, the Vasulka Chamber, a center of
electronic and digital art, was established at the Na-
tional Gallery of Iceland in collaboration with Steina
and Woody Vasulka, and includes a significant part
of the Vasulkas’ archive. In 2016, the Vasulka Kitchen
was founded, a center for new media art in Woody’s
hometown Brno dedicated to preserving the legacy
of the artist, who passed away in December 2019.

bergcontemporary.is
vasulka.org
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