(C) :starting with your hirth, in 1707, uneventful youth?

~.

(W)
(C)
(W)

§ B 4 )
‘\N““@Wl{,No, the war was very eventful.

) c)

.

And you wers six, was +hat what you said? When 1t ended?

I was aboui seven years at the end. ‘

And you remember the squipment?

I remember the life during the war, because, as a kid,

you have certain sensitivities, you may not remember exactly
certain things, but other things you do remember. So

I guess fhe war had been an overpowering experience.

1 o@p't think I had, except video, had any other overwhelming
experience since. I Mean the equipmept, no doubt was

to tge family tradition, my father had always workshop

ﬁome, so I understand what his tools meant to a singular‘

person. He was a good graftsman in metal. so through that

and then through the resource of the war, after the war the

we
ﬁ;ﬁole Furope was a junkyard, where e would find, great dumps

human we
full of war cquipmeni, ur,ézmlm' all in one pile, so e contld po
tgrpugh it, and s ce Lhew hole anthropology of ware, S0 thal's whit
[ was doing all thhe post-wiv neriod, D ag the oconpition, [ very
much interested to examine the remiin of Hhe s

(C) Then you studied metaler yund teehanics i . paet of the faanily AR

{(W)Than was an intrinsic error, | would say, yes, because [ was

{

practically accu st omed to working with tools and pgpbes of metal and

some basic electrical sysiems but mentally [ wasn't abie to comprehend

i

mathematical systems, principles, that is,”if you want to practice,professiona&ly

L R L




(W) usually you have to justify by means of a calculation, if you are an

engineer, you have to calculate it a brldge before it falls down. sol

L Feratiol .

could never master that part. I waé continuously interested in
since that time onward. ‘
(C) Were you reading poetry, or writing poetry?

EW) ves [ started to write poetry, about the middle of my school of engineering, B ‘

which was..

(C) We have 52 you started, but I don't know when you graduated,

(W) 52, It took me four years, that would be like 57,

(C) So this was a university;

(W) Yes, after high school, the fours“years, [ guess it would be here a
university levél. |

(C) So you probably graduated in 56-57?

W) Yes. |

(C) And then, you must have been also simultaneously interested in music,

if you were a jazz critic for this newspaper.

(W) Yes, I mean, as 2 child, I was forced to play violin, almost a tragedy of
a jewish kid, which I wasn't of course, but, it was a cultural thing, S0
like, kids are forced top lay, and part of my environment was still this
Austro-Hungarian kind of flavor to our views about education, so, I couldri't
really...again, [ could play empiriéally, like a melody, but [ was very bad
D
on reading 1t,e»o’,;‘fd which was the music. It was very much what happened

to me in mathematics. [ was good in geometry, from geometry I was

totally unable to cope with arithmetics. And in playing music, like jazz,
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was the source of kind of a new esthetics, but of course jazz at that time
in Europe was very popular thing, among new intellectuals, because it was .

almost opposite to the established culture, even and modern

music, because Jazz was a critical body that could possi bly escape this

popular acceptance. for whichit ____  culture.

(C) So you had less music lessons. Did you have any art training at all, -

7

'as a child/
(W) As a child, no. There were a few introductions\:o music, introductions
to painting and drawing, but,,.

(C) no lessons?

(W) Never, at no time had I éver showri a desire for lesson§.
(C) So then, that was the end of your formal education, this engineering school.

(W) Yes, and [ was ....yes that was it.

(C) And then you went out to work, and.vyou were various things, you worked T

in a factory, and you were a critic for a newspaper, |
EW) But [ went into the military service, which I should havé put down.

(C) Not in here.

(W) Should I put it down, is it important.?

(C) How long was it? |

(W) Two years.

(C) We can incorporate it. But you never took -seriously the idea of being
an engineer?. You didn't think it wourld be your career.

(W)The total joke of my life that [ would ever becomé a serious person who
fits into a factory for example.

(C) Ttlow did you support yourself, for example, in 1960, you were at the



academy of Performing Arts.

(W) Oh, everything back home is suppo'rted by the state.
?

(C) Soas lomg as you were a student..."
(W) Yes, with a scholarship and a grant. T

1 . ) . . - ,‘ = o
(C) And you lived with your family... . l . '

: an- : S
(W) No I left my home town, which is Bepdo— , I went to Prague.

but [ was in a way, I lived in a hostel, or whatever, student place,
Ve P .
infact met %é{m& vV but once you are in an institution, you are sort

of taken care of.

(C) And Prague was always a center of new activity in, wasn't it? |

(W) Yes, but coming from Moravia, you see there's this kind a of a micro=- .

relationship of cultural misunderstand'mgé. Like Pragge;
of course, has always recognized it so far é.s the center of the culture. 4' A
yet, coming from Moravia, and Moravia had contributed tremendously,
to the music and -i)eotry for examplé, in the overall culture, that the

the dialect,
Prague language seemed like,xsounds very artificial, to newcomers from

Moravia, and especially the newcomers from Slovakia, who have a
different language, so this cultural pressure, and also this averall,

cultural arrogance of Prague, always reflected back on its provinces. I never'
took that seriously, but artificially, I engaged myself in these policies of =
irritation, of these establtished qualities, like Praguegculture. But
fortunately what I was interested in was more poetry thah Moravia
bred a substantial amount of significant poets; modernistic poets,
which in a way dominated that time.

(C) You were still most interested in studying poetry when you entered this
Academy.

(¥) I would say [ was interested, I found out, and I found poetry to be
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Fhe most interestong art form-‘ or genre, of all the' art forms and all the
genres and all the culture And I sﬁll find it this way, and if I don't
practice it, verbally, I still beheve that I could (he modes of expression,

are possible, the transformatlon of Lmages, or state of existing, or a cauee,

of :
musm Athese thmgs [ recognize in poetry the  most powerful. So you can, -

you see, in process, you always have people that walk, with two legs,
and two hands, in poetry you can have wings, You can transform into
anything in an instan{d, That kind of power is fascinating to me.

(C) So this is then, when you began to meet people who were involved in film,
and become familiar with film equ1pment'> In the sixties, beginning in
19607

(W) You see, I got into the school, on my book} of poetry, which has never been'
published and my photographs, 1 started to when [ was in Berno |
hometown, [ started to photograph, fnostly, I don't know, traditional
nostalgic, suburbian scenes also a lot of industrial structures like
factories, this kind of urban decay. So these materials that I got admitted

p— . }
into a f11m school, was my portfolio. But [ saw film, and [ still see film, .

a as extended literature. A kind of a literature practlced in space, a spacial
way. At that timel also started to praetice prosaic work, and [ started
to write, trying to figure out large forrnal structures, but I could never

arrive. at a larger form than a short story. [ had writien several short
stories, dozens of short stories, But film, even in that time of European
thinking was just like most neo-realistic, you know, post-French, It was

N quite obvious that many writers would migrate into writing for film, they

were all making films. But I never saw it as mechanism, as I see it now

lsaw it-as a medium, as a material... a dimension of narrativity wht€h
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was the most modernistic, still not mastered. There was still space
for me to worry. With the literature I had to compare myself daily

with Kafka, or , or others, that is very hard to

withstand. Poetry the same thing. Just, you know, if you practice
poetry daily, lyou have to iive w;ith this milieu of tradition, and you get
into this unbelieveable competitive state. Film is stil 1 very much

: unr;lapped. [t was ..free territorff.

(C) And the equibment was there at the school?

(W) Onh, the school was like the serVices, the school had 35 millimeter
equiprﬁent, with studios inside.,‘ ;:‘a,nd everything, rooms and laboratories,
all free, so I went fo the mo}st expensive school in probably this universe.
Making as many films as [ wanted. So, ‘don't thirk that was
a technological influence on me at all.

beqinn

(C) So it was just the b@@mg f your getting familiar with the equipment.

(W) I didn't pay any attention to any equipment - in fact I thought Televisi‘on
was a ridiculous thing, the first time I saw sound telemwision [ just wasn't
at all interested ~ It was kind of a small picture.

(C) You saw television as compietely separate from film.

(W) Absolutely. It was a degraded film. Also the pow erd of information was
desfcroyed by the lack of veri’.tability of the government. Governmential
éystem of'informétion was appfeciatéd more, it wasn't even recognized as
info;mation. vThe. vaiue of inforfnation, like in here in the states, is
tremendous amount, but very poor information structures or information
period.

(C) Television could be censored bécause it was owned.

| (W) Yes, censored, and.also the level of the news, or the veritability of the
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news was continuously questiored. In papers and on television.
. (C) Film was free, because it was more personal?

(W) It was recognized as art form. Even if it was, you must recognize

PABLER
that I fell into a brief period of rather little pre-duchic era, which was
MOVOTTNY o mEw

the end of the novotne era, and beginning of,ﬁuchlyera. At that time,
‘as you know was the post-Stalinistic era, in fact all the art forms suddenly
. . A SR T veou
flourished. And it was the uchlc/vvay that came in, and at the same »
" :
period came out the new literature, the new hope. S0 we had a
tremendous amount of freedom, we were a very Well infdrmed.
New films were brought to us from world festival, so we had this
paradise, of mind there for awhile. at the school.
(C) You probably didn't realize that at all, it;ﬂjust - hindsight ?
(W) Yes, but strangely , the interest in information was immense. [ mean
here when the information is accessable, you've declassifyed the last
volume,
. 2
(C) So then you,l/made documentary films -
(W) Again, you know, I was interested in literature. but [ couldn't write for.film.
i made several attempts to actually express a literary model, and
to filmmake one. [ said to [ abso, -the actors totally inhibited my
reality, or ' C
idea aboutfthe narrativity, “ecause they brought so much of there own
thing that I thought its just absolutely no place for me to project a work
with them, so rather kind of withdrew into more free arranges as a
documentary. branch, because then I could bring out much more free

decisions in s#ript writing, I didn't have to in fact writ4 anything, and it

was also capacity sources, I could make unlimited amount of things, less



arded because it was less priveléged. So I found it much more

gu

possible.
? black and whlte films ?

"~ (C) Were they color films{
f working, on.more R

Some people that had capamty o

(W) You could choose.
n color. But most of

-~

films could make more films, thh sonnd 351
the peOple didn't have the capacity of makmg more than one a year. But

[ was lucky, Lwas kind of mterested in

was the only thing :
way of, it (AN I inherited from literature, 2 fluent way of cons

ed1t1ng out art, it was the Syﬁtacticv .

~

2 narrative piece, because that was aga.in very much syntactic, SO I had
no problem, so 2 capacity of making quick, fast decisions [ was able to iy

e than regular. And I always SO

e a director as capposed,

hmt Canerafe

amke many films, or mor

ght up to be specialists, to b

because wWe had brou
d make more films that

help,
to overcamera and the rest of the team, :so I coul

o, _
;tudents helped you‘> They were the cameramen?

(C) And -upper-
gause film as I was brought up

(W) Everything was team- structured there be

tand was a group effort, in W
md of a post- -operatic kind of mo

"to unders hich there is 2 director, but the
del.

rest of the people paeticipate. Its k

hat were some of the films about?

()W
ms whlch I'm going to furnish. .

(W) Well, I have a list of fil

now I'm going

to bring you the list of films..

d for a television netw ork, in 1963.

- : (C) And then you worke
joke in a way I had a friend wh

(W) I was againa]
ystem which is so complethy

why don't you go with me. You see, in this s

is a tremendous amount of personal freedoms.

controlled, there
ut d1rect decisions are extremely

“

Overall ideology may be controlled, b
| Wt ~ +
—~ merawnsrthing ViS econommally 1s,{together

tructing; e

o worked there, soWwe said |



At that time perhaps. In that environment everything was wide opén, economically, .
so thats. ..
'x_ (C) So in 1964 you began to travel for the first time?

wasn't :
(W) Yes, I " married-then [ guess. .

(C) We have marriage down in 1964.

(W) = atFilm - school again, it was an international mileiu, we ﬁad |
students from 8ll the world in fact later, even people from the west, wha'g

I mean, there were first, many African students, friendly nations like theav:i'-'.‘_‘v -

east Europeans, but eventually it was opened to the west as wwll,ﬁand L

recall after I left, there were Danish, or we don't have to speak about that. ﬁ_- g
colleague - : ‘ e
So I was invited by a .from Algeria, who became a , who worked for

the government over there, to work with him in Algeria. but at that time the
situation was quite disorganized, so we have shots of our films, but have
never been completed. So I cannot really say that I worked, or have made

| complete it.
films in Algeria. I did directit, butl neverj\vThe different situation in -

another trave] to Iceland, where we got from Prague studio documentary fﬂn‘ls‘::,.‘k"‘:f'___":_.v
we got camefa and material, so we i ~ went there to make documentary fllmS,
and then Stepna. got stuck with the bill. She actually had to ﬁay for o
all the productions, bécause we got paid after we returned. It was me and
a cameraman. Actually they were pr@duced by Steal‘na. But the impulse to

- \/
(C) But the impulse to go to [celand was because it was her home. '

(W) That's right. At that time, we knew each other of course already, and
she invited me and a fritaixii and [ was c;urious about it. indeed.

(C) So that was the first travel. You .hadn't ever traveled before.

(W) Iceland was the first travel. This was the first time [ could get out of

the country. It was not very much regular to travel. If you had a reason,
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if you got an invitation, then you could, so I did.
A(C) So..th_e'n.why;"did you decide to move tb America ?the‘following year ?
(W) It was ol;vious, L“»a.lwa;ys- knolwri*’ that [ would be living elsewhere, so
I Was enjoying Staying.home; bﬁt I‘éwas totaliy clear tome - probably
one of the literary influénces, inflﬁences from literature, that ------

that leaving, was one of the most natural things that I

was mentally totally prepared for,

(C) Why didn"t you go to Paris,- or; ..

(W) Oh, I was in Paris, going to Aige_ria, but [ was seeking some kind of a -
r;tatus of modernism which [ fantésized, again probably through my involvement
' in literature, and I didn’t, find it in:Europe. in the form I was hoping. And so
" that time [.fizg'uregout' Qh:;.t Waé m‘o“s-tfa inteAresting and most ‘mysterious, system

was the American system for me. and also the most Aesthetic system I R

] \\é:anted to»ékamirie wast":th;- Americé.n aesthetic system. Whatever that means.
(C) Did yéur know artié’;s and filmrr;ia‘ker;s- inMici‘X. 9

(W) We got nAm’eri’can literature of-é. radical or left literature was translated
very widely', and is throughout‘the ‘.East’ Europe also of course in Russia

,‘it is very popul‘a'rr. And we go£ thlS generation for éxample of beatniks which
were immediately takeri é.s American radicals who were translated
into Within our Literary maga;zine'é. We got some, from look into
American p‘hotogrfég‘)hy}' ffom var1ous magézines, and we _  got all the

| Arﬁeric':é.n films from the film facjulty.’ Films that have gotten through

European festivals. In fact, the whole notion Chec#film school was influenced

by certain American films like The Savage Eye. - never heard about it? or

A On the Bowery, or The Connection by Clark, and these films have been

i very much important in formation of the Chec film school even if it
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expreissed totally different subject,'_ _ th.s»‘formal aspects, are taken from
those. » | |

A(C) }/ And Steana was sympathetlc to golng to the United States?

(W) I think Steana was rather I guess mterested in rather more exatic
areas, like Balkan, or middle east, of t:ar east, which w>asn't my mterest
but, shs- had a relative here. an uncle sol got affidavit of support. I
could legally migrats. from. Checkoslovakla. And of course, Steana was
also interested in these United States. It was somehow totally coherent
decision which we had madé. |

(C) So you can;1e to New York, é.nd you s:ettled in New York

(W) Well we came to Pennsylvania, but ﬁot for long .‘

(C) That's where her relative was ?

(W) That's right. It's called Fsurty-foﬁr nesr Scranton? It w.as k’indv of
an awful experience. | |

(C) When did you stay there ?

(W) ‘A summer. And then we ]ust Spht for New York. That was the place
[ could feel in a way. |

(C) Where did you live in New York when ;you first went there.

(W) First at International House. and then we lived all over as anybody
else. Eventually we,r it was in one of the summers with Schilling, have
we mentioned that?

(C) No. Could you speak English?

(W) Not very well, No.

(C) You spoke good German and. ..

(W) No I spoke a strange kind of primitive English which got me through

Algeria and Paris and Iceland.
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(C) You didn't even speak French, -
‘ (W) No. | |
(C) Its Steana who speaks several languages.
(W) Yes, she speaks everything.
(C) So you just learned?
. (W) I learned here mostly. All actually.
(C) What a task.
(W) What a task, yes.
= (C) So‘ you went to New- York, and s:‘ettled'iri , and what, did you havé
any friends, did you have any colieégues, did you know anybody,
(W) The connection I had found was a chic avant garde filmmakee. Alexander
(ew g
. Habenschmidtt. Who was one of the experimenters of film in the 30's. He

immigrated before the war and had worked on several interesting films.

/2 . Like ~ 'svfbrgotton Village, and other documentary works. And so

he worked for Francis Thompson who was at that time at work for a EXPO
- exhibit, mostly a kind of humanistically oriented exhibit.
(C) He worked for this man?

o (W) And he worked for this man as a cameraman and as a partner, or a kind

fi""éf_ an equal. And soI contacted him, and through ;him I got the first job, in film. °

| as an editor.. And thfough this film which happened to be multi-screen,
- I got into thre"e' or four more multi-gcreen films.
. , fC) Now you said vfor an Expo, so 1t was like a trade fair kind of thing?
| (W) Have you been in Montreal ? Ar; éxhibit for example [ worked w ith
: Ffancis_ Thompson as an editor for that project, which is not really, not much

o créative, but editing work, on thing;called Thee [ Am which is part of the
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Canedian exhibit 6-screen presentation. Another 4-screen presentation of
the\‘-‘oods ﬁ’Ramires, which I mentioned Which had something to do with
the 'beginnizig of life. But, ‘cellular, molecular, kind of a typical exhibit
of a humamstlc contents ‘But frdm these places eventually [ ended with
MLIOyd who also worked on L.;dustrlal exhibiting. And [ also worked
br1ef1y for Amemcan Can Company, on a.proyect for American Can Company,
- and one | and all the business. That wayI got very close to
: technology It S actually the end of the chain, with Lloyd, who
" where I got'.very closei to the ma:tepiaIS'.3 vLike even there was a Television c ‘-_4
involved .onﬂ it wﬁich iwas kind ‘of de.e of vthe.initiators. And he build a
‘'small studio, ‘very cheap, not verj cheap, vbut cheap .'small studio. But that
~was the first resouree of the video experience. And about that time, that
hit me, that this is the medium [ want towork. It was actually 1969.
}" " (C) They let you play around with tkhe equipment, it was a libera] situation?
(W) Very ‘libe_ral', bdt'it‘ ev'entuallfyr; deteriorated into ho jobs. And so it w-asv
somekind of open undefstanding' thﬂat: most of the equipment was to be used
for eae‘h perseris' interests.
(C) But they paid }you?~enough to sdfvive?
'. (W) Yes, [ was paid salary, good ea'lary threugh the projects, then later it
was just by projects. jIwash't“‘ continuous working, but eventually I just quit and did

N

 full-time work ~ invideo, And...

' (C) Bu"c you weren't teaching at tha:t time, or anything...

:-"1 (W) Oh, No. I had total aversion to any kind of school or edueational system.
(C) So it's 1969 when you began to think about television. |

(W) Right. There is a short period which I am working on home which I'm

' '_'.é,'”jde;;cribing how I got involved in certain experimentation with film and



electronic sound. and stroboscopic lights Its between 19Q7-%B8-69

"That time [ met Alvin Short, and with him, actually I lived on Front Street,

at one time, and [ was in Paris, It was'number" 40 or 50 where everybody

lived, Do youAfemember the building ? I lived place
~ after first run, so this placé must havve had some strange vibes, We started
* to meditate both about what to do',‘;He was at the end of his painting era, I
o ; certain
was at the end of my film era. And we started to play with = projectors
and turntables, and following figures and eventually herwent into binocular
systems and I went into elecfronié: éignal..
(C) But af tﬁat.'point you-' were usirig traditional filmmaking materials. Just
| ’manipulatiﬁg the current.
(W) It was mostly film, but it was-also - [ started to work with stroboscopic
lights. Like AsI g,Ot access tl tu:o fast-repeating strobes. And I would
do environments thréugh many mirrors and |
(C),Was that from documenting the rock concerts?

(W) No, that had no, you see that :str"an'gely enough [ never got into the live

show concert. It was too remote, [ didn't understand the interest in

populé.r‘- cuiture. I mean that was. a set of values I brought to these United
| - Stétés-,' had very little to do with'-‘popular cultuee. I know that time the
‘popular culture models th\at were practiced by people, like pop art,
~ something I was very much disintefested in. But I like the nature of the
o light,ﬂyou see.b In fiini ybu hé.ve this very traditional source of light.
Strobé., with'this exactness of" tcbrﬁe- c‘o, atrwol that excited me, and I have. S ome
work which I'm going to also include, .photographs, continuous 360
degree space recordings, and also I would work with activated screens that

would use flourescent paint on it and strobe and éventually I would burn.



in. That kind of work led me into.a ~instant acceptance of
video. But there Was ébout three jears;. [ have listed about six works,

s Which [ going to put into them, Sd3that wé,rs a prevideo, it was some time
of preparation, at thét time [ Valso gnderétood that film or any involvedment
.off mine with film should not have tp be industrial, and it doesn't have
to beﬂ narrative.It can be personal.; Ta That's. the switch betwéen the
‘nvarrativity and the industrializatioﬁ of the means of production. The

personal expression and narrative elements and total control of the means

of producti’on, [ found that a rriost"éritical period in fact between now and
 then. At that time I could leave my literary madels and , they are creeping

back now, ' oppressing, but at that time [ was set free.

‘ R Kg Qnow
(C) Did you know about John Cage, . Capreac?

(W) I had some aversion towards an avant garde I was very much informed

- about what's going on in Eurpopeanf avant garde between the wars, and that

was .vco'mplete tox me, whafévéf I héard éboﬁt avant garde especially the
| Cages interest iﬁ silence, like I would go baék toHArirtl/eE:cti, perform the
.piece, for radio called the constructions of silence, and I would find kind of
a latécomers, always an emergenée of latecomers into the modernism of
~European av‘ant gar-de..v. Sc_').‘I di_\syr‘egardgd it almost completely as interest, also
as Andy Warhol, é.pproé.che:d to;.:c-or:1t'inuous cinema [ didn't make the cultureal
. the m,‘ £he subgléct\ "che counéer-cultural s‘uAbject interesting at that‘timel yet. |
Only through video [ got very deep;into counter-cultural - Probably get deeper.
(C) Because then yoﬁ did begin things -thét had to do w_ith counter-culture.

(W) Video came witha continuous like half hour recording medium. The reel, so

in fact; one work of Warhol we have had to reinvent. in the actual sound and




' Andits very Soltold them  So I totally missed that

music, I guess [ was still under ¢n illusion that like is good
enough

(C) What about preformance and the thmgs they dld at Judson Church and

- ,(W) The Closest apprec:1at10n of those thmgs [ got through old mission house._ PR

R

E And we also wOrked with ‘
image of video. The people that worked with Andy Warhol before,

pre-video in away, appreciation of film, and out of the rest of them, like = . .

and the star and thmgs hke that Did you know about all those

things ?

3 “: It staged f11m very h1gh technologlcal 1nvolvement and of course through

:Nme Evenmgs 'Nine Evemngs of Art and Technology'' It was the Big

" Event, and also through Schllhng, who fllmed about it and he knew all those

. people. I absorbed that very much I also knew that a laser beam presentatlon ;.

'- through EA'I’ I would fo]iow all those I just didn't have any partlcular

relat10nsh1p to practlcally Only when. I touched it practically [ started to |

d'evelop actual interest. in it. [ was informed. At that time it was very much

. there were many places that [ got-inspired.

A(C ) But you dldn't con51der that part of your support system or consider working

W1th those people or thmgs like that

(W) No, the only desisived’ omen in all those performances was La Montaians,
The performaaee of an
An audio piece, in ' Ceht'_er, in New York City in which & he would

- place two speakers in each corner-and created through a continuous sound

wave form of sound would creat various density ®ound wave environment. This

is the direct trigger for what [ now understand as process.



(©) Were they drawn to the K:tchen ~or how did that.

)7~ o s
whlch is you ﬁiﬁr.e a-technicalrl:nt its an expression in which one element or
one cyclical process meets with another cyclical process and creates
| a third cyclical process. And thisa:is a pringipal of synthesis of image and
’ ‘ sound synthes1s or its a control element in those processes
(C) Whlch is your current. "ywe
(W) Thats right. The realization of the materiality of the sound wave form
that you can in fact build; various k density holes in the face like a
‘VI"oom, : was very significant. 1n myéthinging about what the medium is. It
_was total departure from literature_i. Because literature does not have that
f’or;m-. - . .
- (C) Sothen 1n 71 with Steana you fonnded the Kitchen, and we have quite
1 a bit of 'material-o.n thaty and the impulse for that )in the other interviews
so we can use that mat.ex‘-ial. You said'your house just became too crowded,
too many people so you just ywanted an/ outside space to put those things in
"~ and there wasn't enouéh to fill lt up; ~so then you opened it to all kinds of
| people. |
, (W) Almost the whole homosexual scene, You would have to see the
o . tapes we have, we have like‘ tons of;‘_t‘hose.. J}r’
(C)‘V Jackie Curtis and tnose.. ..
(W) Jackle Curtls and Gratzia, and 11ke Patti Smith in it and all a package
’7
'”'(W) Well you see the moment we had a meetmg in which we could record
: thmgs we were kind of applymg by gomg places sowe started to go like
‘ ":WBBI free music. stores So 1nev1tab1y we met many people who would say,

- you should go and see this Francis Stein ballet, and as Furopeans, you know,

"..that was the part of the culture which was the most interesting. The most fragile
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because that &llture' would not su‘rvicre in my environment. It would be

crus‘hed, it would be sprayed and kllled Anyway, so that was my kind of
poetical understandmg, sowe would first go and recall these thmgs and we-
Awul would find it that people eSpeC1a11y the homos exuals fantasies of
Arecreatlon of stardom of the: thlrtles or whatever, welcomed tremendously
"a-.telvision,‘ a video, woﬁld offer t};emselves,to ﬁ1e, and humble themselves,
We were the produceers, see, Megand Steana were the produceers. [f someone

had something they would call us up, sometimes three times a week, and three nights
~we would just record things, the w;hqle pefiod, We juet dontinuously

recorded, we'd bring it home,. and? bring: the crowd, and they would be

just enjoy therﬁselves. R |

: ,(C) You'd turn it 6n and . :__ relive-the event.

T (W) That‘s rlght that s exactly how it happened you see, | ' ' PR

B (C) And you dxdn't do anythmg to the tapes

3 '(W) No just shot 1t Sometlmes vwe had friends who could come to recreate

some: of theﬁee events. But thet's the way we perceived the culture, because with
Qufthe video [ would never go to F%ilmofe_East, because there's a popular
culture. I was j.ntefe’sted.in some{_aspects. of popular culture, but not to the
degree of that [ would go and b.stanfd on the balcony of Fillmore East, you know,

- 'videetaping. . L Once ;he rhedi:um, 1s there,l the charge of franslating and

looking at things becomes such an :i'nteresting thing that you'd continuously

_b‘e' drawing a collectien k »of. f’x.!.iendf'elike' these.

(C) You didn't 'go yourself for the i_pitial experience, you went to make someting
about that but thenyou ceuld come back e.nd experiarace ‘it.

(W) I'm still continuously bored by'videetaping, in fact I hate to hold a camera.

but I like to look at it. I record all the events in Fillmore East, but count



e very much umnteresteng but bringing it back and p1ec1ng it together with

of the things sort of abstract so to speak v1deo and people coming to our

: bring
own home a youv suddenly can  many elemgrnis which make total
‘different senses all the different levels, its kind of a media level, but that'

~ was the common , you could get addicted,to this possibility of creating a

‘media experience. Because outof that new, otherwise people

. go out and eirperince: the. tchea'tricjal. exnerience or the concert, but theycan't
bring it home and just play it again.
(C) It's funny, I‘m not quite sure";[' understand that
‘(W) So ask more | =
‘, (C) What's the difference - you know the films they've made about the
| Kolhng%tones There s one that 's pretty straight forward documentary,
’ and then there s an other film' which is a fantasy, and a narrative film, that
: _Vione?film. ot‘.ithe’Rol-ling’ Stones in it’where they did, I mean they have dialog,
I mean they‘ have vtritten' for.them“a‘nd stuff So in a way taking an experience
e and removmg it kind of packaginé 1t into somethmg else It's like, if you make _- "
4 th1s v1deo tape of this concert and you bring it back and watch it in your own
hvmg room, there s a different kind of’ mtensny or direction, of experience
there. IIS',, part:of the thmgxabout éoing to rock concerts is all to the people
around you, n01se the theatre of it, and if you take it home and put it on
the telev1smn screen . then yvhoever you're surrounded yourself with whitle you
3 ‘wat ch that becomes the audience.{ -
(W) 'Aiso,, the »If"you d‘o it yourseif you videotape_it yourself, you personalize'
| rit,_ see, yonb‘de .-velop:'a different, much deep_er emotional attachment with the
_content bec'ause"somehQW's associated with you that have done it. Just to -

give you a sample, you have laid down the first , laid down the cable between

showing us the roofs, 14th st...and you have these friends from Europe, and



look at it and sx_zddenly that_\'&e' could take that and prese it and to
oﬁHer people in thia totally media;, or .o>ur~ version of media form
" that became the experience to us so.I still think, you know, that's

‘why people would take theif casseta recorders into concerts, and it would
be. thlS diétorted‘ mﬁsic, _and bring it ;home, and they play it, and a number
of bootlegged records,
(C) I always thought those were souvenirs.

(W) No, its e of.:the event. Suddenly, its not given to you by

any dlstrlbutar you brmg 11: home.. 11ke you pick up a mushroom or whatever
'Its that S what we call alternate cultural moral. At that time we
mlsunderstanﬂ it as you do.. That the sixties wrere full of alternate , counter-
:‘cu.ltura]. or cultural morals agalast the establishment, so that a personalization
- of 1mage was compiete ‘ and the immediacy and the lack of post production

; _as in film you are never flmshed but in video you are finished the moment
't‘he reels, runs out. | |

(C) Se you. just.;nad'e-j all ef t::fvle,‘ I‘: m‘eavn.,‘ you when you look at this list, you
have an incredibie: V,\u“"k"’z"\..a.x:n..m.m_a-’ta-)of tapes, frme{ reel after reel of raw
material-which at tha; tim?f;’reu jﬁst showed as raw material?ﬁ ou dided
~overlay sound with it}

(W) Audio production home, _ihétead_of* doing it there, we took it home.
Also Ste'z\na most of the tlme wae home alone as [ was workmg for the
so she werked with that so she ﬁent througha lot of, I mean everybody

~ goes throug the self revelation ‘}’urmng on yourself at a certain point.

And many of these rituals. See I'm interested in video as a phenomena,
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: ‘youg see at’ that»time; [ never. asso:ciated it with any tradi"cional arf, I know Otherv :

_ artists who continue whatever they have done before, like
- who 'simply‘ integrate it into[ away of thinking, or mini-conceptualize
extend itt.i’ K
(C) It beéaﬁie;é,tool, for them.
\' (W) yes, I was actually ;free-of it because I left what I had, which was the:
- literature, and I found a new freedom, and for me it was the phenomena
which I was totally interested in.. That means [ was more interested in

the wholeness of it, why it is doc@mentary media, medium to document,

yo_urgelf‘," your personality, why is it medium to dispose, why is the medium
you c_an.r'ecor'd your owﬂ. party, with nbrvovlum.e attached to this particular
P érocess, v‘oi; Qifhoui ’ény artifact, ‘:;énd so that kind of thing was extremely

.", _int’erevsting_‘ té; me. "i‘hat‘ means thia;c,ilatexf,_ like soon" all right, we also '

_ start to w-brkf{kf'ith it as an object,’f lik efor us the electronic image became

' 1 " the subject of manipulation, and if you can alter something, it has to be

I _’sorne't'hingff’cangiblefx So I would personally do it as the artist would do with
the- electronic imdage as'.physical, fpr domain as another art form like is

compafable- to or material. ‘
. At this point no . LR
- (C) ‘artists were showing video tapes as a that you were aware of ?

E (W) ér? 19622,. ‘already: there was a few places that would start showing tapes.
| oba o
. like forat Vi]lavge. - afew artists on the west coast also Video—?ree America,

v

But the whole history is -

~(C) But in New York it was not part of the art system.

: ‘ o . ¢ everybod
(W) No on the "contrary,%rking in video was disassociated as far

as I could meet people the : otall‘
L » p P Y hadffut the};nselves off the art stream.

why is it medium to generate images, why is it medium to self, self processes,. v

ok



(CVV)' Did they: join the film makers or‘v did they make their own little. ..

(W)ﬂ\/:ldeo Wasls.tr'ong enough to. exi_st.on' its}own. and it was very much
attached to the radical}rhetorics ahd also:to- the kind of rann c.iance,v an
- mamfested in the Rain Dance- magaz)lne‘ |

R (C) Where were they in New York

o (W) It was called Radical d(&m&l\fbAnd the few groups that 1mmed1ately
o G}ﬁ\ﬂ&-Vﬂlage took the: | Macluhan kind of turn, and like peoples Video

Theatre and V1deo Freaks

4(C) Was }au..hha.s}attltude that—rb was ‘home-~-made TV \'ﬂmthe approach
_ -not that it was art, v
to 1t not that it was a film, not that it was poetry or hterature or even

i . documentary; but that it was thlS kind of way of taking over a medium which
"'"":‘-’j.’was owned by somebody‘else-,. and somebody whos always the government or
& the—-'establishrhent.»in those"days-. o
V(W) Exactly, It was Just r-obbmg the‘éovernme‘nt of the most powerful
| | mythology : o |
:_r":‘(C) Because you d:ouldn't own your own TV statlon, (yeu-—stzll can't own your own

E;..‘_‘;'‘rI:SLst:a.tlon> but you can make TV.

(W) Also at. that tlme peOple would exper1ment W1th llllgltlment broadcasts,

construct your ‘own transmlssmn and you could broadcast into your ne1ghbors

SN

e home And I . ‘
SercH (C9’ Which is what you did through your cable teletanshow!
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(C) And those kids di?éRochester;' not that long ago.

(W) Many other people, like_Video Freaks would broadcast, I've always

hked that, and they had a small broadcast station. And now, that's

exactly what 1t is, this 1dea that the power of the media can be centralized

“and it can be owned by a smgle person to be controlled, is the most

interesting aspect of it.

| (C) I_t‘was the same time at which radical newspapers began, but they had
o a kmd of tanglblhty, magazines and newspapers so that you could take one

/ away, and not fmd the press where they were being made any more than

s you could could fmd the place where drugs were deing distributed, There's

something about fusing the air waves which makes you even farther

o ‘removed from the autherity that - I mean they would have to tape off TV

Gp——

what you had done. Instead of just going out and just finding one of your
magazines; Its even that much further removed from theestablishment.
(W) Along with that, ;you.’see, in my case personally, [ was interested in

this metaphysical concept that if it is an energy system, in the diffused as

~a sphere, you know, elsewhere, ;you see, its just and that was very

important because the whole new lind of notion like of science and of course
drug culture, has developed a 1ot of mythologies which could be suddenly

made real. The metaphysxcal concept of transmission of energy, transmission

 of lmages all that, tlme and energy system not only that was coded,

.

| as it obvious that it is a course that can be mastered by an individual.

(C) But ybu didn't realize when you made the Kitchen that you were forming

what would grow into an institution that would be a role model for other

- places and The Kitchen is now considered very much part of the art

‘establishment. and not like electri}nic arts or the other place that shows



-*  made certains paradigms or some limitations to it. which as we said, lets

o w"'szfpundhs’. We cross this barrier, but we protect it {rom the rest of the

films.
(W) It was _thé pherioména‘in f;"act‘ tha}énéde it possible, that video was not in
, any way struct.uréd, Our conti‘ibtitibn is that we have provided certain

~mechanism around it, that n:ie‘anSf the space, and we initiated, that is we

use it electronically, a place thati' does electronic music, and electronic

‘culture, see, like we would be very suspicious about legitimate avant

’ ' garde to come there, and in fact légitimate avant garde are suspicious to

- j'cAome» fhere.
' (C)' But, for example, you must have begun to be, things were reviewed

there, or written up.

(W) Right, like ’ ihe was sensitive to things, and he would .

B ‘ﬂcome, there, and many others, eventually it became a place where most of

|  new music wasperformed. And was the only systematic place for

AR w'o_uld do kind of work there.

- video. but it wasn't very hard at all, it was basically set of coincide nces
© that we could have this thought and we could carry certain veritability. We
. didn't have to think hard.

(C) So then things began to happen,{ “at the Whitney and all over, \-qu"they

sort of spawned in 1970, 71, 72¢

(W) The whole programming restructured itself, people would call here,E\'h, \(_1.4,,_1
book thendselves, it was sort of sélf—programmed | ;_ '
(C) And you were-involved for how many years in the Kitchen ?

(W) Two yeérs fguess. Then I stafted to withdraw, until }t coliapsed, again‘,:‘

this event of a collapse is in another article, But only for two years we



v (C) And you show ed these tapes that you made, of events and things.
(W) Right. We started to show the tapes that we had made, first off we

.~ | had already about maybe forty hours material. So we would start showing

that material, and play with music, with presentations we played with the

ﬁonitofs, the rﬁatrix, ‘just the means of"preseﬁtiﬁg it. And we did it three
times a week. Then we did it twice a week, Vas there were more people

4 kto fiil the holes then we get twice a. month, and then we get twice a year.

It started to fill itself. But that's how we started. We started to show
;chem‘, Iand then We elso bring ‘peopl"e wanting ’fo look at what we have done

about them, then other people, we have these open Wednesdays when everybody |

" leould c'orne',' and so. . .

X7 oo
 (C) But it was the first timeyou became aware of public presentation
“because then you had to decide how many monitors you wanted to show it

- on, " that kmd of th1ng Was it the flrst

(W)Itlwas the plural 1mage, the s1ng1e 1mage' was too weak to us, to present

o '."irxva public. so to speak,v ©  sowe are trying to find this expression, the :

strength, from many monitors.

(C) So you did use moee.

- (W) We would like to use' thousands-, if you would have them.

+(C) OK so then you were asked to help put a program together for the Whitne ye.
{1

' that Steana said that unofﬁmally you»bapn-ed at this time. fd you were

.

" consultants because you knew what-?;was going on in videz Why did they want

to become mvolvegpm Kdeo in the flI‘St place’z o : R

| '(W) It was through"B\(ﬂ«bg E and‘ they wrote a script which dealt with a very
- advanced science fiction. Kind of first encounter of time. ' They really

~"had it all metaphysical, it was all kind of pure, pure religion. It was vefy




good. And so the first time they associated the effects they wanted to

‘describe or translate on film, with‘i.the kpossibility of doing it electronically.

So that's Why | came many times first to look at the tapes and

- then to getv an idea in malc;ﬁg the show. '
( C)And héwas the film curator at;the '
(W, 111 tell you, he was ‘a. film makér, I ;don't know how much you know
. about him, but [ saw by accident his film in probably 1967, at €olombia,
I think he graduated ffom_ Coluﬁxbia;,_ aﬁd I went tb the screening as at that
timej[ stiil ‘w"as._ intefested in filméi, ar;divI‘ saw his film which took place
~ in some ‘ »ofv a place, and:[ finally was very interested in his way
' 'of describing the space, interested ;me.So I fecall vaguely that from that time
I knew abéut him, but from that anéi that which is eventually artificially
lapsed; " and Lnriéde the cénhection.i' But he was a film maker, which felt
very rbnucrh éeéﬁved of film rﬁaking; by crurat\orial‘ work. I think also

. contributary to his depression he found himself in a powerful position,

“ """ unable to quit and unable to move to his private seclusion or whatever.
- (C) So you became curators by acci‘dent?'i
(W) Yes, a kind of coincidence.

. {C) But you didn't make a lot of eesthetic judgements according to your

Mbout the Kitchen. You ju’st‘.opened it up.

‘~

(W) Well we represented men to other people the aesthetic definition. They
would group. according to what we had done. Sometimes we have influenced

the aesthetic achool of video. but not by’us curating it or critisizing it, but

L~by us doing it.
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v:‘As always people seek approvemtnt as we always seek approvement of some“
: sort of authorlty But by havmg the Kitchen we became well an authorlty
i ', on that type of v1deo |
t(C) Did: people come th you and ask. you to help them learn how to make video?
D1d students come to you" .
I \_.(W) At'_ that time also We worked fer a hlace called alternate Media Center.
) Sov:it was place that mstructed .hsagie of'porta‘pack. and We would help
'_workshops;._continuously ;svince_‘ the. ?ideo; we would continuously help workshops
! on the..vide.e' 1mage. " | ey ’ Thae was our involvement
in kind of a public. &;gmreauyﬁhfoug’h Showing, it was kind of through

T

j mteracnen
o (C) That was yoﬁr me;:hod of teachlhg without aetually

(W) It st111 is because L d1sreSpect a school environment. I rather come to
";-‘v":’erifvironment.'whi-ch ki‘n'ci,of‘to accouht,to, tvhis..‘ | ‘. .
(c ) But .you' ‘.re very geherous with your time and information. You must

have always ‘been from the way. you tell about having taken over and let them

watch you and loamng your equlpmnnt Steana told me that story about finally

- reahzmg that must have been. from the CIA or FBI Who just called and said

he“ was- interjeste'd in -videq-’a'nd \she _;sai‘d lg)h come on over any time and watch
B We'll help youv.’ i \'\ 3
(W) It was part of the-:fMes.siahie p’ai;rt of the video.
o ) (C) Did‘you consider anybody to inf;iiuenetal en you, or your teacher in any way.
' H(W) Alphonse Schllhng had a very prec1se idea of what is a definition of an

. artist, you see so he kmd of because commg from prmted media, which I

always without any artifact I had a hard time to proclaim myself to become an .

: . artist.
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Artist always meant to mev someonie whom thinks, is an e.rtist, but not
) '~really that good It's nrobably obvious now, that as a painter he was always
close to makmg thmgs and for h1m 1t was a. perfect status, so he was
conneeted to art, and he-also was fhe artist. And I flgured out that's p0531ble
- .Which in him to be an artisi,. it is a status of living, which prepared myself
- te being an artist. Soit's strange‘kind of contrihution.. .The second ...I -
- guess he was the only hnkage I had to art. Then I gladly abandoned it after
. We were proclalmed to be artlsts There- was no need to memtain the status.
.‘ (C) You said Mmﬂ )U“' Pike was. |
(W) Pike at the first tlme he was probably the most 1nf1uent1al I

- would say in sense of electronic medla

-' (C ) The first experlence was- 1n the How ard L\.) sﬂﬁ:‘, show. In terms. of

i the equ).pment or electromcs he was an mfluence but not in terms of 1magery

: ;_' or theory or concept. What about other people like . Were
T those people around then o P o _. | :

g (W) Downey would do, a few thmgs of Downey like his commumcatmns

systems but it was Just at the border of art, and what I was mterested in

- which was a structural mastery of. some, I don't know at that time what.I
" was interested in. I guess to, it;was too much allegorical I would say,

presanted to something else.

~

(C) His work was too allegarical. i

.

(W) It was trying to incorporate concept, a humanistic concept was attached

. to this plain function, of technology,

(C) One thing that occurs to'rne is.that there was a , this kind of environmental

aspect in just thmkmg about how to present for video material, you had to think *

-in a way, it kind of made you all thmk about env1ronment and in a way that



may have come back and influenced a lot of other people."  You had to think -

L ~about how to set the stuff up"m-d—rruw-ev—.-\that seems to come back to the

‘ performance and musician ﬂ)eOple u{a way, _
A (W) That agam that's a contmuous delemma I don't think that's ever has

-f'jb,eerr a*soluticn: toupresentatic’m ofiyiden; But that problem came up, hé.-
' and he would break down the room 1nto various angles so and watch only in

a,,pempheral ' He ms1sted in- ,Just havmg it in one place Or circle coherent

A Others would use multichanne]w outd. use, you know, a checkerboard, or

other combinations of multichannel for information EspeciallyﬁluM_Villﬂge

B e
: '29' : , e

~was trying to present it, he eventually decided to be, it to be a single screen,

z.

'A some coherency of that of saying: that the energy signal is part of the

~of -

- env1ronment but 1n Ssome kmdﬂorgamzed part of the emvironment.

and other people Gillette he was interested in multichannel.information.

But all these 1nf1uences other only interested in single screen as a statement,

and that s how you can follow,. hke that's how television does But the

' fﬁsmgle relat:.ves of the video screen I, it didn't excite too many people. I don't

think ®o. /They would rather do some sort of more different configuaraions.

’_and. the part of the American miadid was to dislocate, to make independent
viewing areas, independent screens, and part of my heritage was probably to
. make coherent structures, and I was interested in the impact, which was coming

from fiim, which has a great impaCt as a screen, I kept feeling that I need

: .somethmg larger so that's why I was trying to = and Douglas, who was a friend

into
who came to eventually helped to deadlock the narrativities

(C) Now had you already started to think about that as early as 19719
. (W) Yes, that's why I left , I went into this 360 degree recordings and the spaoe and th

.. _strobes because they left me without a frame. I was first rational
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s v | _
) \ /was against the frame. And the video we used by

o configurating, into»multi -frarnes.-.ﬁsort' of escaped the s'mgular' frame, itscreated its;:f"""‘

own 1arger frame but hhat was better than a smgle confinement.
(C) Which all comes back to impact in the
(W) In narrativity. It goes alsoct.-:o narrativity, because once you use
a single frame follow something after something, it draws you into seeing
thie parficular sequence of events are narrative. g;\?*“
(C) But the difference from\film is that you used it horizontally\than vertically;
;- (W) I;‘ YOu think more screens, then you can escape the sequentiallity which

’you. save, because suddenly you deal with it as relationships of the elemtnts.

e guess t’hat must have been also a reason , but the horizontallity of course
was totally new to film. ‘and film tradition.

(C) so put‘\si.mhl*t.hen, when you were not so interested in documenting

: evehts. ‘th_at w erbe_» already happen{ng you started to think about some kind of
mov er;xie.n-t'cffijmage ? And that was how you developed it to the later things?
Im trﬁné to tface. scme sort of e\;olut1oh of image or lack of or narrative

s between
So its hard to know what you were thlnkmg about m'\the time that you made the

documentary things’ and then the‘abstract and the sound dirived images.

| e (W) So, flrst of all I guess the eaS1est way to understand what happened was

to just mention the tools, L would use an osc1llator or

generator‘,ﬁ wh(ich.fisl known in thej sound, that gave us a source of time
components and youv'cou1d4 makepatterrié with it. No that means this
particular intstrument and its reaction on the sctreen somehow told us

- what this picture m how the picture is made. How it can be controlled.

: Ve,
R RS IR

* That means the eg% of energy or organized energy in time became the




'expressmn. It's totally dlfferent methods of thmkmg than documentary work

- ';,‘,lsomethmg beS1des the portapack

R

It's the ra: ter1a1 |
| (C) How d1d you. find: out about os01llators - where did you get the idea to
' usean osc111ator. |
(W) From the audio. Its part of the audio synthesis. | Through the synthesis,.

- of sounds. Which had-a tradition of about ten years before we started to

do video. And also itis a technological instrument, As used for testing

in audio studios and in ! telebision studios.

: And generally'in all the'physical environments Scientists are using it as

Just So anythmg the tests becomes somethmg that reveals something about

- the system That means that this as a test instrument, by deviating test

methods glves us a tremendous amount of mformatmn about the system

1tse1f So that became the tool No. 1 the most accessible, because you

could buy in-a surplus, _you cohldr g'o on the street and buy it, you could .
. v borrow- it.

:, ‘(C") So ‘it-was-- jrour‘ first device to manipulate the image. Your first actual

pr

(W) The f1rst I would say was the turnmgm&knobs on the monitor; rolhng

| ’i.1t’squeezmg'1t, yes that was-a our first ontrol. Steina did a lot of work on

N

that.
(C) That was TV stuff that you can do with the three knobs on the set.
(W) The flI'St internal way of gettmg into the plcutn'e was the oscﬂlator
_'Also the oscxllators prov1ded us with the movement of the frame same
instrument that would make these patterns suddenly would partlclpate in

‘movement of the whole frame.. which is a little bit mpre elaborate because
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to enter that frequency into the camera and the camera manufacture's image
in a different time, time in relationship, but that's a specific. That w ould
have to be technologically explained.

- (C) So it was: a lot of a sort of you'd hold it up and you'd say, Ah look

] e Yo R
at that or ‘Now we can do this, or lee when you Sald said she wanted
to know how to do she can dovvertieal rolls, wQe wants to know how to do
horizontal one, You'd just discovered that you could do them by various

-hookups with different things. What about all these things, they were black

. and whitc- they were of what?

; (W) Patterns, there were feedbacke | they were like something like you saw,
lIke msects kmd of heads tissues“' muscles,
o : reo-¢ 7

o (C) Whatever wag thc most obv1ousbava11able

- A (W) Yes and whatever was strong v1sv.aliy, | we would preserve.. se that mea'ns‘»

‘v._':-(C) And you showed themﬁ.t the Wmtney in 1971 and there are a limited number
of places that show v1deo so you rgtust put your thlngs in all those

| p)laces e i ‘ ,

(W) Through thls prirnitive processing we started to understand other

" levels of processing, for eﬁ:ample keying, colorizing, and so that's all these

_techniques,: which extended odr original concepts of synthesis of image into
mere confr_olQ I;‘c's versr naturel to. have a medlum from the pr1nc1ple extend
its vocabulary. It dldn't depend on us only depended on wiat the rest of the
people i;lvolved have developed, or it was applied from more existing
industrial television equipment.

- (C) But there began to be more dialog among people , I noticed in 1972 there

was National Video Festival, in Minneapolig=and that must have been the

beginning , one of the first ones, So"you- actually gathetred to gether and see



~what other people have done and share ideas and things that . Do any of

those conferences or events stand out more particularly in you mind?

(W) The big-gestvsurprise to us; orz:not survvprise‘, but delight came from

~ San Francisco, 'there_wer was a National Center for Experiments in

- Television, and a person that was;.: involved in administering the place

will probably somework on tlat | came to the Kitchen, -
: and said they saw some films in San Francisco that his group and they
totally' surprise.d.:that' someone on itthe East coast would do that. So he came
to sniff us out.r To fl:gure 'out,'w.hatf‘We are all about. Because.meant certain
| threat to their hegemong of exper;mentatlon And since then u/e have
' exchanged tremendous amount of mformatlon and we also visited them.

Independently we would collect 6 or 8 or maybe ten names of people doing

" ,"related stuff know eaoh other exchange tapes, because at that times tapes
exchange was st111 a].we You sent 11: around

(C) You\'d call up somebody and ask them to send something and you'd play

lt on youa,ec‘u pw? |

: :» \_(W) Oh,.. at that time the alternate culture had a network of what we call

| cosmic messengers people that would travel place and carry news and papers,
tapes, there was a tremendously developed information system. Small

“enough that each person was connected through the mediator directly to the

next person.
- (C')=_And the centers were New 'York and San Francisco.
(W) New York, San Francisco, and scare places around like Chicago, Dallas,

and something Los Angeles, and in-Vancouver, but we would know.

.' (C) But Buffalo was not part of that circuit then.

- (W) Buffalo was an empty white Spot on the map.
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o ) (c) And then you came to Buffalo in 1973

. i ‘(W) We were 1nv1ted to come her@’ yes

(C) forl?h;s_‘ ﬁ\edla gudy Did it exist when you/:ame tot was it thekfirst
‘year of 1t7 o | '
| (W) You mean Media Giudy exactly? We were part of the second programming

: : ~
season for &edia%tudy_,.as a workshop. Before us there were several

others. ’ R Lo A\

: 3 N ,
(C) Did 1t occur to you to maybe Just commute. Were you and Steina both
mw.ted?

(W) Both.

' (C) Did you con51der stlll living in New York and commuting ?

(W) At that time we were about at‘t.he-age-ufl our kmd of capacity of deahng
e w-1th thewhole video scene. We Just couldn't work any more at that time-we
wwére véry famoué you‘usee in aismall c1rc‘le of pe-Ople | And were we were:
jv1S1ted da11y and called by phone hke 30 times a day, we couldn't do anythmg

' '»;?i‘any more.pﬂﬂcﬂ{u’aﬁj—mmq We were thinking about going to Long Island

L we had a housel\out there, but then we got this mv1tatlor)f«ﬁmg-paﬁ e Just

decided toc?aybhere.
(C) So it seemed like é:n'e.'sc_ape?.‘ really yéu. Wanted to leave?
w /ﬁe—ﬁm‘you could gof_an.stinakew‘o‘rkf). And it was a paid position to support
(W) It all clicked in thivsapésSibility)_» in this area.
(C) When you got here there was no impulse to make anothér kind of set up, I
‘ . mean anvotheAr center for !ydu?.l mean Media Study is not like the Kitchen in any

it [,;3_~way.




(W) It stranéelyenough, the amount’of people interested in showing and
' commg to the shows had decremented had been decreasing from the time
'we came here , because it sh.ll had an audience, now gomg through, all the
o shows here  the audience is not being enlarged. infact, it is being diminished.
_' (C) You have a ls.rger é‘udiencein the other sense, in that now your tapes, 'ther
40 tapes, which are n'ow in distribution, are sent everywhehe, you just don't
have the one to one exoerience' | |
tW) Of course by now also by workirlg with television we probably have

extended the people who can tsee the work, but the direct one-to-@ne

o eontact; that kind of habit or ritual of coming to video show ceased.

(C) Do you find that affects the way you make your work?

(W) Yes, its the only wayg [ can relate to anything I have done by being, showing

) it to people that have some sort of reaction to 1t Because when [ shows

ahomously Vor shovsln elsewhere I thmk I'm at the n:ercy of the env1ronment
in which it was presented,v At the mercy'of the proceedmg program and the
. ‘v_'bsucceedmg one. It is not the controlled environment I would envision. Bbecause
you see, I don't thmk that I woulcl h.ke to create as little space on th1s little
hole in a way of thinking that I would like to place this work. ' I just dont want
_;5_1';0 .come mdis-crimmantlsr into partieiilar onprepared moment. Im very

. sceptical about a museurh 'you' know, :contacts, of course, then I have to

- try that environment which. accept\s-?s’uch a»work which was not unfortunately
design'ec':l for‘that-envi:x.'onment. v‘Bec’{:‘aiise the only emvironment I could ever:

" "design in my own head is one I can ;:ontron.’ But other people are very much

' interested in environment of a museum. forms this thinking to

-«

" us in a room or a space of museum.

- (C) So what you invision doing he're‘f'is ‘altering something to fit in this room?




vv W) ‘Whatl'a‘nl thinking, _there are hasically two components, first to present
it as -a structnre, which is unlike lete say painting, unlike something that
‘can be seen : in' a;: g.aller)'r, i‘ts the texture itself. It would be different
| ’,image,-j by neture;, Second [ want d>o deposit some clue to -what it is,
of couree t‘hi‘s kind of :ex'pllanation of this continuous try to interpret
probably won't succeed. Its not a slmple process in which things can astually
- be explained so there will be some indications, maybe some material that
, . about it,
will indicate for a person that somehow w111 pay attention and ask think
) about lt and look at it, because it has to be referentlal, indicate some possibilities
of the pro‘cessesminvolived in those images And the third aspect will be

probably the the effect of it, like the k1net1c effect, or the transformational

effect, actua]ly [was trymg to prepare digital transformations for the

o show I stlll think I could catch it, through this device

o Would be- a dynamlc transformatlon» of images but I'm going to be in race of

© . time. - with this effort.. "I only like to show the new things, because the " old

where
thmgs I still belleve somehow someone else can be seen

B ﬁ)» Well', they're a part of the public:domain. Just to go back to doing it
(W) chronologically, You come here in 1973, Then the chronology just
~ breaks down to telling ijhe bigger things you're in in the 70's. More international
o s aok
recognition Tireress mo talk about what enters into the thinking
N that- changes the material, 1ike.‘when did you start to use color, new kinds of
equiprnenl:,. »that,'ll prohably bein your tree. Things like this recognition that
B you've said a couple of tlme in talking to me in these interviews before, thal
‘the image is not so impotant as the process, that kind of real zeroing in on

that idea, when did that occur ?

P (W) You see, I come from kind of photogrpphic image tradition, that's the’




closest [ can master any visual concept. Because [ am no at all a painter.
I can't draw, [ have no control over visual concepts of anything. Mind-generated

coordiriation of imgges. I don't ha\}e that established, that means all I

T can control is hght “and by now [ can control the image. which other

oeople can't controll because they make lines. I fiigure out as a necessity.
:’It hﬂb becomerthe unique termtory on whlch [ could compete with the rest of
the v1sua1 World But agalo I cennot compete on the world of 1mage because
'_}quirst of all I amk oot mferested in 11;1ages and I would have to first kind of

5 s'tudy them,‘_“ the preceedmg eras k].od of casually of course [ was always

‘: mterested m lookmg at p1ctures ‘but I'm not emotlonally 1nvolved in them.
1n that partlcular medium. That means to come and compete with visual
._'culture of the centumes without even having the being talented to compete,

- .with the amount of controll mmd hand controll as painting is deposited in

'._:_to thls partlcular medlum that is no possibility that I could invent a new

,imagev in the- sense of perceptlon o£ aesthetic perfection of brain image

e Just is no way. But commg from f11m Wthh is totally dependent on the reality

;o of light or 11ght acc1denta11ty or llght sﬁuat:.on within a space that would not

| b'be‘ at all enough for me to reSpect an image, because you have done it, it
isa pi;oCES'é ‘of adaptation. '.Cinerrl}'aftic or filmie - or photographic
and you s_aycits rnine,ﬂ but ifs 'n‘ot.you‘rs, -its made by 3God or whatever.
':‘ . There ai'e other tendenci'es in f11m in which I have access to film material,
like in S’chultz.'s_:cas'evand others. :'But in case of video, there is an internal

e mgﬁ of video image. Which is specified, ruled not by the aesthetic demand

of a painting or process of thought, : ' but by ;the process

- of the behavior of the energy which system which puts it on the screen.

' Now you can bend that tradition in painting, you can

ity
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somehowv meke connections, but I would say the courage would be not to
make that co.nriection..v and develop your own appreciation and your own
body -of. the ime.ge which wouid c'ohtain as many clues as you personally
respect. as possible. I feel I am totally eaught ih this middle ground,
L unconsciously C’o‘nseyi'ohsiy.' [ am trying to struggle to identify the the modes
- through which the image is maole.,‘t And elevate, unconsciaisly I am relating this
to the rest of the 1mages But [ eannot you know where it is in
the rest of' theimages - Which if you look at it with a schooled eye, of fine
‘ appreelatlonA you fmd 11: betrays a].]. the innovative.

(C) But so the Justlﬁcatlorr for the}‘z’a‘n image at all is because that's how you

L ,know that the energy has been.

''''''' (W) That's mght because I can read in that image what unbeheveable story

T - that was told as the pro cess of rnakmg it. Its a whole story, 525 lines long.
(C) So 1t you Qrote down the process, or if youcomputerized it or coded it,
therewvoul.d be no evidence of thaf energy - the image become s the evidence

‘of that |

(W) The understanvdﬂingb of the irhajge becomes an aesthetic principle. That's
what I’ cannot convoy simply. I cennot say that for me the principle (aesthetic)
is the process of understandmg the pr1nc1p1e [ cannot require this. [ would

- like the people to read it the same way as' [ try to specify,
(C) Did this notion evolve or &zdfwas there a point at wh1ch you made that

' ;decxsion. That you were gomg to have to do it that way. Or did it come
gradually with the mechanics endt\'f/ith the

(W) In - my case you see, the.I come from a film, which @ moving

image, so I have a tradition of moving image, appreciation of moving

image, I was suddenly looking at something which was a moving image, yet




o other was unhke photographlc, f11m1c 1mage And that, of course, that

-77-

its b'ehavior,_' movement structure d'ev‘elopnient from one point to the

abberratmn lt became the source of interest, or of beauty of the image.

That curiousity Within an image would specify then the aesthetic structure of

it | If someone misses that, If someone relates, lets say overall color
corient. as far as color to me has no specific meaning, and lately in digital,
it follows the expression of a code, ,,»there is- additional element of my working =

S ~ with image, that a code can't contain cblefnent like color. But color itself

like in painting [ have no cdmpreheﬁs_idn of such a process.
(C) Because its 'arbitrary?.'

| (W) It to me is arbltrary It carrles add1t10nal information Wthh I wuld have

' 7 to ]ustlfy by a onenc prmmple a hterary pr1nc1phl.

(C) But stlll you don't mmd the 1dea. of making peetry which in a way pers onlflee ‘

) all’ those TR :

' (W) At the end iets say, what I m 1nterested in now which is an moving

1mage of tr"ansformatlon as I say m the beginning, that poetry I think is
| greatest power of traﬁsformation . I believe that the medium of electronically

| iorga.mzed or completely orgamzed 1mages had the highest so dar power of
traneformatlon of images, because f11m for example has to make a great

effort to transform one image to the other. Kind of a primitive syntactic like

cut or superimposition, effects, orf_kind of ambiguities of light, but in

L €
&

| | some-Way ar‘1‘d>in§ digital eiectronic imaging' and -

~ yoﬁ ean 'épecify fhe traheformétion the way youv would write poetfy.
The‘s‘e p-r‘inciples I hope are neat, a’ed»the result may be a new narrative
. S,tructﬁié_?'_:i‘ B |

L (C) So you don't ha{rerany preconceptions about what's possible for the , for you# |




N (W) [ may see what the connectlon 1s I don't know if I'm going to catch

-

images or lack of images. Or future kinds of tapes. There's no territory

“that you say is out.

Citin my l@tlme but the control of the image in a sense I mean the control
is the creatlon of the image. The mmd medlum process, I see it accomphshed S

accomplishable in these electronic means with an amount of power unlike

any other. But only consistency, only apprec‘iation of what I'm doing now

is the consistenc‘y, that means the propaganda consistency of the process

| 'Which is going tolead to so;ne‘conc]:;usion.f But I dmm't have to experience
that conclusion because that’ conclusmn is there. I know. ButI am just
trying to trace down or put it down all on a v1deo-tape this pathway This wﬂ.l

happen

¥ :(C) I dldn't know you'd though ta about it 11ke that that's very interesting.

¥ ,Back to chronology, 1975 it says you start showing things on Channel 21, but

s you had shown thmgs on pubhc television, cable television before? Was that

_ the first time?

' (W) _I think that's the first time I had something on the cables, all over.

(C) All right, ‘now, you understand that I'm trying to get at is any thing that

e happens that yo u.can pmpomt in time. Chronology, a significant event

e

. which altered
in your 11fe your lmages your what have you. The Pbanal stuff, the uninteresting

bought anew car, pubhshed a so that s why I asked you about tele¥ision, you

"s'aid to be onyTV, television, : in this-video context. Doesn't make

a difference, doesn't alter anything. What about this thing ;you're doing now,
~ this Channel 17, I mean you're actually making something specifically for television.
(W) Yes, you see, there is this notion like video descending which*doesn't

“.bother me because I'm
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| (CrWhat do you vmeayln, decli.ning.:i_.‘n popul arity?
(W) Like this gen'efatiofi of'of irﬁé.ée ihakers they have reached the state
of ma.turity, yet if‘never emergea_ as' a united or any specified movement.
I know at leaét 10 individuals:Whiéh make excellent work, Which have a
‘craff, a good,american yankeé crfaft, and yet there is this totally wi thout
any support. Financial or cultur;etl sﬁpport. We both, Steina and I fve both.

feel that we are responsible for it to some degree, like
achve

feels responsible, it is the inos’utambassador of video, that there will be, that .

in a.wé.y that our, since wé in a V\;«ay Wére in the Kitchen, had access to

‘media £a1ent . We can make people- visible.

- {C) f’bu. ow;ned an institution.

(W) Acﬁtally{w‘ve crea;téd Ithis-.kindf‘of a this institution of recognition to s'ome.

Now since kwerhave-withd\r‘awn, fr’otm this particular process and we still are

findmg'peéple or people finding ué who exhibit talent, possibilities, and.we

would like to enter back into this. éprocess of curatership. so to speak, and
-'mediate to some degree all those activities. Now as we see them

again, thié time it would be as a design, this time we are not innocent. as we

 were when >the vidvedstar;ted. Vi(ieo was é...p,eriod of total innosense now we

would pmt' up a structure, we w ould do:something. Which would be structured

a priori like now we krmvs; that wé-vwouid start or repeat' or do another Kitchen,

it would be Kitchen in air, would fhot be physical place anymore. Because we

know thét the tools haveadvanced, to the point at which the tools can be

interfééed with broadcast inétant]:y.' L Our vide‘o-tapes are just technologically

' A{}Q&"* from broadcast. 1/2 inch format just wasn't transferable, or gsed

~ that's the ~_no. 1. Also the editing process process of editing of
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'tapes now is fully automized. So its getting more and more accessible,
: and,éventually of course it will be. v'éry véry much used form of using the
T : . tapes, also the new disk which is coming eventually . closer and closer

- this bridge bétweeﬁ the broadcastsr,'. and- eventual, one will have to be made.

(C) You can make it oﬁ.a record now or something.

(W) It's coming to the degree- closer we are waiting for ten years for this
momeﬁt to corﬁe. It's seemed to be tvhat this season like this year or two,
becoming more and more-a reality.i:' Beeoming personal communications, to

.an md1V1dua1 and a set of records )

(C) Who developed those knnds of thmg‘s You re not mterested in makmg the

technologlcaladvancements, The television people do it and then you use it
when you find out about it.

(W) ThlS si isa popular cultural 1t is an 1ndustr1al task,

| (C) kae the people who invented Beta Max or whatever it is?
) (W)People hke 1tsd mostly a few flrms European firms, Phillips, | . R

- afew American firms,,- But its the expectation of the bradd market that brought

o _mﬁo it s'uc‘h'}iugeiinvesting; It's:ne;c our medium of dsstribution. So we are
:Astill cheill'ehg,i'ng,“ we-are now at a time vs}herewe are trying to mediate what
Awe do wiuch is dlfferent from telev151on as being presented through
television, a‘;: medium that S technologlcally identical, but formally is
different.. So we have a nuvmber 'of;formal' problems how to interface our

_ source'v;/ith the broadcast. .Ancilxth;t is the same identical form or problem
'of the rest of the peopie working' in; \;ideo. - So that's what fhat would relate:
‘to you‘r questieﬁ .‘abeuvt whef, you a;sked me about
(C) When you started to work with ‘teievision in 1975. Had that altered your

way of making the tapes at all.
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o (W) It d1d last year the spemal of this grant for pubhc telev1sxon

L (C) last year for channel 17 in Buffalo

. (W) Net altered,' but,, net ferc,.ed us, but we took. this task of packaging ourselves .
as "celrev.isi-on». Kind of a veryfunny experience. Took everything, and when we -
lr'srtarted to expérﬁnent iyvithlbthveforrrratsometimes.we sitmd talk about it,

i ‘__semetimes:we just shew it wifhoutffgcomment. Until .fi’nally we are trying

- te pat .ourselyes on ‘tye‘]'.evision". vSo‘ ifs» an additional process to what we do, yes',‘ |

‘itis diﬁferent. from anything we had done before. But its a kind of peripheral

'genre er- form of prOblem; its not really'the content of our work with image
has reached difflerent,"s“ceppe}d thr'ou.gh' ineorporating of the digital concepts.

Its radically diffe-rent -‘froni what Qe-have done befere in video.

X (C ) The d1g1ta1 concept Can you p%npoint.

(W) I have a. very expresswe esxplamtlcn for my sort, and maybe for someone

v ‘who experlene:ed thls but an introduction of a code which is a bmary code
mm-ﬁade code into: a precess of ;Nhlch regalarly would bve associated with

naturalistic, nature=11ke , the hght level, which is production of an environment

e A'ca.n, be» eneoded iﬁto a‘man-made cede and [ hope can be further stored, retrieved,

,”a’]:tered,v arr'-ahgee, Se’ .that.intreduc::’tl:ion ef a :codbe is a veryeignificant

3 ‘centribution' to all the expre's.si'\ons f_of sound,

| (C) When d1d this begm |

; (W) It'started in 1975 | we f1rst demded that we are going to ml&e that we

‘are gomg to. upgrade that we are gomg to evolutionary m.d.g-e in which we wrll

start mcorporatmg d1g1ta1 tools 1nto our , see again, gomg back, everythmg

we had ’done came from the following. this evolutionary path of new development.

- (C) Ue until that'poixit._-

“ (WY Tram that noint. w'ith the computer concept. that the largest entity to



to the process d imé.gemaking, [ mean the lrgest in the sense of

' .experi‘ence, knowledge, time, of acquisition of these knowleges and duration
and }understau.ding of the process; was the most complex task so far.
Also the digita]. or binary structures are in direct competition with other
o oultural Systeros.Scientific, mathematical, technological, aesthetic, is
A ei;eédy tredition of computer art, and popular, so it is so different,
so to our dimension is a giagantic mslti-disciplinary area. Video was a

unique small kind of individual image, production.

(&) S:‘o_you had to make a diacision' to go from something =~  _ intimate
to push y‘ourselvés out into: ' ' totally other arena by doing that.

And that nceessitated using the new tools and the computers for the systems.

© The computer came about just sitnply in order to code the things? That's

g the most efficient way to do it? |

-

L ('W) It became mvaluable It beoame availoble because the price. Suddenly
f’the\—_ﬂjpole* :k the systerus became dense enough and cheap enough for us to
takethemas quahty‘and as a tool _as personal possessions. You see all the
41'ite-v~.‘r;i‘oti“f ’“:t'h‘rlough. our working is j‘"our own tools, to controll them, to design
them | through our ovn meane We won't accept any supporting system
Nb_ecause then we come back to theifllm which is an operatic medium W1th
'prm;a ballermee,light fna.nagers, '

(C) So when did ;you use the computer

(W) We started to build the computer system. [ mean, we bought a computer
1975 and since that, we have continuously added day by day thinking about it,
sometimes bu11d1ng it, sometxmes digcussing it with the designer, and also

by that time we have to again accept that it was a team work, before, as a

- process of creating the tools, and as process of creating the language for the
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‘tools. We had to step away from the- singie person creative mold. But
_after tools are built, we have to go back to the reestablishment of the single
Arelationship between person_,.. one individual and its work.
- (C) So 'ﬁhen yout build-"on it, you mean you make , do ;you take this
baeic cornputer and make it so it: cand‘o more things ? Is that what you
mean by build?
(Wl) The eomputef is usually is in our case it is two part process, one is the
general purpose c omputer, which you bny, and the other is the image device,
Wthh makes J.mages whxch you then control by computer Whic we couldn't
| buy in the way we wanted it, sowe had to develop that. We had to involve
ourselves in a dialog with the designer and took it piece by piece and eventually
put together: a console Whioh we wanted‘.T
(C) Your invo.lvebment with your' cornputer, as with any of these other pieces of
-'equz.pxnett the synthesmer the oscﬂlater its just to make a tool, there's no
fomance or mystery about all that 1s in the v1deo tn the screen, the 1mage

“ on the screen.

U (W). Tt startsas a mysterious because you don't know
B (C) But 1ts not a romance W1th the equlpment at all, you just see it as a
. task. to bu11d thlS thmg so that it does what you want.

R (W) In the evolutlonary pathway, it begms to demythlfy 1tself But of course

" in orderto be heard you alw ays have to involve yourself in something which
is a. mystery, but we have thiS_S.lm<pllst1-c appearance, all vof which you can buy

"anddemythify._'-' Gl S U |
(C) The award of the grants is pretty stfaigtf’orward, right, we'll incorporate

| - them in one of the lists, but they don't change your life in any way. There wasn't

: _‘any single grant that allowed you to buy something or make something, it Just
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all comes in. I'm trying to get at eny‘Specifie cause and effect.
(W) You. try to avoid specific, but of course they are there, just try to be
‘as little entertainer as possible.

. (C) Tell me, now you ve said you re gomg to put in these photo-panel things,

T don't know what they are, or what they 1bok like or- anythmg,whew are

those made? The ones you're gomg to put up @n the show. Tableaus.
(W) They were made, actually mest of them appea.fed in afterimage to be
similar, some will be a littlee bit :different.‘ ‘_ These, but also different ones;
(C) So they re st11-1s t:rom the screens o | |

(W) They re stllls from the computer generated images.

(C) And when did you,first begin t’o make such a thing?
- (W) The first image in the other magazine was done in 1975, its the analog
part, its pr,e-digital,' and these afe» done like this year, 1978, adn inbetween

- are some 1mages but [ am no gomg to 1ncorporate most of them are bmocular., ,

b I haven't demded on that

- {C) to you see those as a way.of dhder_-standing what goes on on the screen.
Is it just an explanatory device for people.
(W) This particular series is a vocabulary, it is not aesthetically motivated.

. itis a utility. If Someone wants to make picture through the process which

are tz;ue tozthe computef:, “he could open the page and dial, look at the numbers
' see, so yo.u_woulld turn this pag‘e\ and you say, I want a pattern like this,

gomg ‘m stair steps from 1ef1: to mght so you would dial a function A + B.

| Regardless of what ;you have 1n51de these | ) happen to have these
inputs. If you had different like a humanpictures, the arrangement of these

would follow of course a human figure, but the age transformanton w ould

follow exactly these particular characteristics. So the whole purpose of this




wbrk,Was to m;}sélf, td‘creat rhy personal. vocabulary, so I know when [ go
to the machine what I should expresé thié-'time.

(C) And it exists: m the machine as A and B, so if you read it out on the
,‘print out if says. A -and B ana this 1sto réfnind ydu

' "(‘W)‘Exé.ctly-w.hat‘ no’;atiionAmustic doieis.b Its C 61‘ C minor or C sharp ,

'fhis‘ 1s a pfimifiVe rar.ig'é bf 1mages whi;:ﬁ can result in nofational principles

of higher images. Not only aesthetic images, I'm not goigg to attempt

in this second work dynamic transformations you can use formulas, write

A+ B‘#‘- S you can perform it and ité -‘goirig,btb perform up into a
It will be written in a human.langua'ge, [ use this mathematical language
‘because that is the most basic--lang,{iage But you can say transform upper

‘into orange push thé--bufton,ﬂ' zip. That's. beydnd us, so It's funny, Steina

v 7 sent itto__~ - and he send me very interesting letter. Any way, his

wéfk is is‘oﬁiehowkrélatéd‘to thi’s,' and 'he}_:evénv asked me to translate it into
'v(.“;‘-heclh which I éénhot do. He ‘g_ot the bug because he ﬁnderstand that certiain
transf'orxhation through _which aboﬁ';; ‘he rrhist have been thinking. A long
time. e S |

(C) CK , llets break.




