Modern electronic
1echnulo?y offers us a
means of perception
never before possible
with the human eye, and
has inspired a social and
artistic revolution the end
result of which no one
can adequately predict.
Beginning in the mid
1940's, commercial televi-
sion co-opted the models,
forms, and talents of
commercial radio and
soon enjoyed unchalleng-
ed dominance in the field
of home entertainment.
Two decades later a
variety of circumstances
also brought television in-
to the hands of artists
and into the art gallery.

Among the factors which
contributed to the growth
of television as an artist's
medium were the in-
troduction of small-format,
inexpensive, portable
video equipment that was
the forerunner of today's
home BETA or VHS
machine; a general
upheavel in the art world
which tended to devalue
the “unique” art object
and to focus instead on
artmaking as process;
and a renewed emphasis
on the sort of innovation
for which artists have
traditionally been valued.
Many creative individuals
embraced video as a new
form with which they
could reorganize and
resensitize our percep-
tions of the commonplace
and create heretofore in-
conceivable new visions
and ways of interacting
with the world.

Like television, the digital
computer is for the most
part a post-war
phenomenon. At first, the
sheer speed with which it
was capable of complex
mathematical calculations

‘emphasized its value as

an efficient means of
eliminating. countless
hours of hiuman drudgery.
Soon, however, the digital
computer became much
more. As the video
camera mimics the
human eye, so does the
computer the human
brain and, in the hands of
artists, the human im-
agination. A machine
originally conceived large-
ly as a labor-saving
device also became a

werful tool for control-
ing the arts of sound and
image making.

Sonic and visual artists
grappled with this elec-
tronic monster even at its
earliest stages, when the.
most powerful computers
literally filled large rooms
in laboratories and
universities. But as com-
puter technology grew
more powerful, it also
became more compact;
as a result, the popular
awareness of the vast
capabilities computers of-
fered for changing our
notions of communica-
tions, art, and culture in
general became more
commonplace. The home
computing system —
which often fulfills
utilitarian and entertain-
ment needs
simultaneously — has
grown increasingly
smaller, cheaper, and
more accessible. The day
may well arrive when, as
theorist Gene
Youngblood has sug-
gested, “our major task
as a global society will
not be to create new
tools but, rather, new
desires which increasing-

ly sophisticated electronic
communication systems
can help us to realize."
As we move rapidly into
a society in which the
transmission of informa-
tion is ever more promi-
nent, imagination — the
very thing for which we
prize our best artists —
may become the major
“commodity.”

Video and the computer
10 date.have shared a
somewhat sublime, yet
troublesome. relationship.
By virtue of their access
to and understanding of
computer technology,
many designer/technicians
have produced graphic
works for which they
have been heralded as
artists. Often their visions
have focused largely on
the large capacities of the
machine in question.
Needless to say, the
resultant products have
been more demonstrative
of a playful naivete with
new, albeit powerful and
engaging toys than of im-
portant works of art. By
the same token, many vi-
sionary artists in other
media have failed in their
attempts to use the com-
puter and other new
technologies as a result
either of skepticism or an
impatience with learning
the skills required to at-
tain the abilities for a free
and natural expression
with these new tools.

Electronic Visions has
been made possible by a

rant from the New York

tate Council on the Arts
and by the ongoing sup-
eort of the City of

onkers and of the in-
dividual and corporate
members of The Hudson
River Museum.

The Hudson River
Museum invites your par-
ticipation in Interactions:
Manipulating Technology,
a panel discussion with
the artists represented in
Electronic Visions on
Thursday evening, July
28, 1983, at 8:00 p.m.

Trevor Park-on-Hudson
511 Warburton Avenue
Yonkers, New York 10701
914/963-4550

Wednesday-Fridays

10:00 a.m. until 5:30 p.m.
Thursdays until 9:00 p.m.
Saturdays and Sundays
12:00 noon until 7:00 p.m.




The media of video and
computer technology are
still sufficiently new to
enable an interesling
failure to constitue a
milestone. Yet there are
many artist who have ac-
complished much in the
short time given them.
The fusion between art
and technology, when
guided by a sensitivity to
both, is the art of the
future, near and far.

The Exhibition

The artists in Electronic
Visions have bridged the
gap between technician
and artist, technology and
art. They represent a
variety of ways in which
recent technological
breakihroughs have
merged with artistc
sensibilities.

Machine Vision makes no
use of computer
technology but relies in-
stead on an electro-
mechanical device upon
which are mounted live
video cameras. The use
here of video as an exter-
nal perceptual system
constantly makes us
aware of the ways in
which our sense of space
and our sense of our
presence in that space
may be transformed in
wholly new and different”
ways. In formal terms,
Vasulka's Machine Vision
is self-observing, for the
cameras view themselves
and their suroundings in
a mirrored ball, and
reflexive, for it is about
the act of looking at
oneself, It is also, as the
lile suggests, about a
seif-contained, non-
human system that once
slarted, is untouched by
human hands

Steina Vasulka

Imposing as this may
sound, we nevertheless
interact with the piece
because the images that
are displayed on the
monitors include us, the
viewers. We are forced 1o
perceive ourselves as we
never have before, and
may never again. We
discover the relationship
between the “normal”
sense of the space which
our eyes immediately
perceive and a disjunc-
tive, everchanging, and
thus new sense of space
reflected through the use
of video. The relationship
established is symbiotic,
for visitors are both
observers and par-
ticipants. The viewfinders
of the cameras enable us
to see ourseives as
others might never and to
make a new environment
of the gallery in our
minds. Machine Vision
presents a unique,
disorienting and elating
mode of seeing the
world, and thereby frees
us from the limitations ol
our Most common ex-
perience of visual
perception

In conjuction with David
Jones and others at the
Experimental Television
Center in Owego, New
York, Ralph Hocking and
Sherry Miller have
designed a “homebuilt”
computerized system for
drawing on paper images
initially recorded on
videotape. Their series of
digital renderings of the
femnale nude recall a
centunas-long fascination
of artists with the human
form. These sensuous
and compelling pieces re-
mind us that the graphic
plotter may be considered
as viable a means of ex-
pressive visualization as
the brush or the hammer
and chisel.

Ralph Hocking and
Sherry Miller

A series of static wall
panels by Woody Vasulka
illustrates the stages in
the process of electronic
manipulation of video
camera imagery.
Unapologetically didactic,
his study of image
transformation is accom-
panied by a series of
videotapes produced on
the Vasulka Image Ar-
ticulator. This series ex-
hibits the extraordinal
power of this personaliz-
ed, self-designed
technological system and
demonstrates the control
of the artist operating in
an exploratory mode. The
exquisite beauty of the
images that may be pro-
duced by use of digital
computer video process-
ing is especially apparent
in Vasulka's work.

Woody Vasulka

Hill began to work in
video in 1973, creating
sequences of electronical-
ly processed camera im-
ages unaccompanied by
text. More recently, his
interest has been in the
interaction of synthesized
imagery and language, as
both Glass Onion, a
multi-layered installation,
and Hill's tape Hap-
penstance, a part of the
continuously-running tape
program, affirm. Glass
Onion is substitied, “A
Topographical Mapping,”
and has been best
described by the poet
and critic George
Quasha:

Gary Hill

“Physically the installation
consists of 4 rectangles:
on the “outside,” the 4
monitors; next, 4
speakers; nexl, 4 more
speakers; next, in the
center, a single monitor.
— The central monitor
and 8 speakers are on
the floor, facing up. —
Facing down from the
ceiling, a camera with
automated zoom ranges
from all the way ‘in" .
and all the way “out.” The
ceniral monitor ... shows
successive enweddmgs
and transformations of
eiedrm:ca.r!y generated
. These ex-
pmdmg and shrink;rng
recorded reclangles

expand and shrink in
general sync with the
sound tracks. — These
tracks are measured ac-
cording to the siow and
deliberate vocoded' enun-
ciation of the 3 syllables
of rechtan/gle. Is it helpful
to know these things in
advance and in this way
(and, if so, helpful for
what)? ... The more [ lell
you the more conlfusing it
may get ...

To this it should be add-
ed thal the viewer would
do best to peek, and then
peer through, and finally
peel away those layers of
image and sound and in
the process develop per-
sonal ways of discovering
the richness of Glass
Onion.

One of the innovators of
electronic image-
processing and the reci-
pient of a Guggenheim
Fellowship to create a
Digital Image Processor,
Dan Sandin has recently
been designing computer-
produced rams.
Simply stated, a
hologram is a three-
dimensional image
created by a process
known as “wave-fronl
reconstruction” in which
light waves from lasers or
white light sources are
bounced off an “object’
and onto a photographic
plate. The photographic
plate captures the in-
terference or diffraction
pattems crealed by the
intersection of these light
waves and records, to
quote Gene Youngblood,
“all the properties thal a
viewer would see il he
were looking at the real
object through a window
the size of the
photograph.” Uniike 3-D
movies, which create and
illusion of depth with the
aid of polarized glasses,
holograms exhibi proper-
ties of true three-
dimensionality. A shift in
the viewer's position of-
fers an accordingly
realistic shift in perspec-
tive such as one might
experience when viewing
the original object,

Dan Sandin

Since their invention in
1947, most holograms
have been of slatic ob-
Jects recorded through a
careful and painstaking
process. Recently a
number of moving
holograms have been
made, including one of a
womnan blowing a kiss to
the viewer as he walks by

lindrical screen. Full-

holographic movies,

although they have been
in the works for over a
decade, remain only a
possibility for the future.
In the meantime, Dan
Sandin's contribution to
the field of holography
resides in the creation of
images which exhibit all
the properties of three-
dimensional objects but
which have been created
by the totally synthetic
means of computer
technology.

Electronic Visions is by
no means exhaustive of
the vast and compelling
array of works being
done today by visual ar-
lists working with video,
computers, and other ad-
vanced technologies. It is
but a sampling, the pro-
verbial tip of the iceberg,
but one which, it is
hoped, will entertain and
enlithen even as it
challenges our traditional
notions of art and the
ways in which it is, and
will be, created.

John Minkowsky
Guest Curator
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distribuite su un tappeto rosso, una console, Ln sedile.
Un auricolare registra la frequensa cardiaca del visita-

tore,

del cuore. L'ambiente si anima, si fa vivente in quaiche
moda, risponde ai ritmi del NOSIro corpo e s trasforma
con esso. Piero Gllardi ha attraversato stagioni decisive

dell'arte & » ma anche deil
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P
Piero Gilardi

Installazione interattiva bionica Bionic interactive installation

Apparato elettronico e acustico realizzato da David Cardona
jc and ic app craated by David Cardona

ﬁyﬂ:.‘mic fossils, perhaps from the distant

frature, =

and halting dance, jumping and vibrating.
Seven rocks spread over a red carpet. a8

consple, a seat. A I

visitor's heartbeat. and a put

it to the rocks, amplifying the beating of
the heart. The space is animated, comes

alive, ing

and transforming iself with it. Plero Gilardi

has bs jor figure in i

movements, but his work also has a socially

for Gilardi,

tha li o, of the

B vistion &

radio,

W fi, intrichi di fili
alettrici, intermutor, prese: & un paesaggio slsttrico quello
che sta ammassato sul pevimento di questa installa-
zione, un vero & proprio *giardino di Faraday”. Attraverso
dell'usato, scorre tutta ia storia del XX secolo, come in
un nostalgico e bizzarro visggio nel tempo. Al nostro

jpressione che attivano questi strumenti di comunica-

tione, ch
celibevivente. Parry Hoberman, uno degli artisti ameri-
davent’

di tecnologia =

Faraday's Garden

Perry Hoberman

ica con hi attivata dail'utente
honic installation with devices by the user

Distribuita da Distributed by Hull Time Bassd Arts

B iide projactors, racios, phonographs. tangles
of alectric cables. switches, plugs: piled up
on the floor of this instaliation is an efectric
fandscape, & veritable "Faraday's Garden”.
Retrieved from cellars, lofts and flea markets,

ofthe 20h Cantury, as )

which come o life and seem fo inhabit &
living machine. Perry Hoberman, one of the

for twenty years been showing us just how
far 1echnology has penetrated info our
collective imagination u

techne

Viaggio nel mondo dalle videoinstallazioni

;n'irmlizione sorregge la ricerca di Studio Azzurro sin
dall'inizio della i perienza, nei primi anni Ottanta:

dell'vomo dall'esperienza della natura, ma che sl
contrario sia una nuova soglia percettiva e operativa

fral el frail iale & Mimma-
teriale. Questa intuizione si & combinata negli ultimi
anni, con un‘alt dedloro K I costry
tione di una di * iva® non irional

ma affidata alla ricostruzione e all'elaborazione delio
p i i questi i 8i

| quadra L i di a

di Paolo Uccello. | buchi scavati nella terra da cui affio-
rano, attirati dalle voci & dai rumori del visitatori. corpi
" iali, sonoil luogo di 4 e

sione dell'insensatezza della guerra =

Frammenti di una battaglia

Studio Azzurro

Progetto Conceived and designed by: F. Cirifino, P. Rosa, L. Sangiorgi
Regia Directed by: Paclo Rosa

kmmagini Imaging: F. Cirifino

Progetto informatico Computer design: 5. Roveda

Riprese Filmed by: R. Apuzzo, M. Coccimiglia

Montaggio Editing: F Molteni, A. Morelli

Suoni Sound: D. Roza

Caon la partecipaziona in video del gruppo teatrale I'Arrocco
Prodotto in collaborazions con C.1L5.C.U. e Comune di Lucca
Faaturing the participation on video of the Arrocco theatre group, in
copperation with C.L8.C.U. and the City of Lucea

Eince its inception in the early 1980s, Studio

work on an intuition: that electronic techno-
logy does not mark a clean break betwesn
mankind and the experience of nature, but
that on the contrary it represents 8 new

the organic and the inorganic, the material
and the immaterial. Over the years, this
intution has merged with another feature of
the Studio's work: the construction of a

that is not

but dependent on reconstruction and
by the icipant. Both

ofthese present inTe
battaglia, an Interactive installation inspired
by Paolo Uccello's painting The Battle of San
Romana. The holes dug in the ground from

the voices and nofses of the visitors, are the

locus for
o, 1.

ling comprehension of the folly of war s

enclogls

;n lungo i In musica econ lim-
magine elettronica ha convinte Steina Vasulka
dellimportanza di esonerare I'occhio dalla responsa-
bilith o il centro dell'uni . In questa

™ A i et

@ i dispositivi meccanici come la sfera riflettente che
ruota, nstrufturanc o spazio e lo restituiscono sui
Ly i agito. L

acuié o rivela I'as-

or a
inquietants autonomia delle macchine di registrazione
e di elaborazione dell'immagine non & fredda e nemica,
ma una nuova tappa della storia naturale della Terra, di
cui F'uomo & soltanto una componente =

Machina Vision

Steina Vasulka

ion by
Josef Krames, Woody Vasulka e Bruce Hamilton

Sreina |

the eye of responsibility for occupying the
centre of the universe. In this installation
eightvi . its particul

effects, join with mechanical devices such
&5 a revolving spheve of mirrors to restruc-
ture the space and return it to the monitors
dismantled, analysed, shaken up. The

ks ol the it

reveals the absurdity of the single point of
wiew; of any claim on the part of vision to

F age

ing and : hines is no

cold enemy, but a new stage In the natural
history of the Earth, in which Man is only a
componant =

: jerch ama be rutilant i di grandi
gie, ma gl usi & magari

unpo’ dalk logle d Nonglipi

T dell‘artista, la p dell'opera,

Cosi flloopi ivo g | di instal-

larione & nell'ambs dai 0 8

dagh spacchi & una tecnica cha tutti possono realizzare
con una semplice telecamera e un monitor. E queste

ad aht dal
# 8 quelle di un sito web in cui le riflessioni sulf'ane e la
3 organizzacs Parchél

prima di essere L delle ie digi-
tali @ un senth D dall'arte, & una ité del

rapporti sociah, la sostanza dell'esperienza umana m

X-BX8-X

Giacomo Verde

Oper’azions

lasions Multimecls Operaction With

Suoni Sound Mauro Lupone

C

grafica Additional graphics. Elisa Giannini

Ricerca informaciond & testi Textuad and factual researcic Anna Maria Montaverdi

oo |
with high-tech. instead, he prefers to use
hnologies in

£ per ¥

Eschewing the proud isolation of the artist,
the purity of the work, he prefers diffusion of
designs, contamination of formats. Thus the
interactive loop ganerated at the centre of
this installation by projection in the space
with mimors and video projectors involves

hnology that any Id adopt using &

These images merge with others generated
by computer and with those of a website in
which reflections on art and technology are
accompanied by information on non-

3

2 patfraay to be explored by art, but is also

of human exp L]




B Tra arte e tecnologia

ﬁué sembrare strano, ma era il passaggio, il transito, I'idea
che stava dietro all'opera pii famosa di Robert Cahen,
Cartes postales, bi tti i citté cofte inun momento

inatteso e irripetibile. || passaggio, il transito, si snodano
yosti lungo una doppia
curva, che ricorda una rotaia evanescente o un flume scan-
dito dai cortenitori trasy i eclai tavoli leggeri che sostengono
i monitor. | paesaggi “passano” non solo perche trascor-
rono sugli schermi davanti ai nostri occhi, in un flusso di

qui in dicic hermi

variazioni e di ripetizioni che catturano come un mantra,
ma anche perché l'oscilloscopio li trasforma, i deforma,
li sottrae alla forma familiare del viaggio e ne fa paesaggi

;on & la casa intelligente |'ultima frontiera dell'architet-
tura contemporanaa, forse & lo spazio emotivo. Mario
Canali, che fra i primi ha esplorato in Italia le possibilita
artistiche delle realta virtuali e delle installazioni interat-
tive, persegue da tempo ['obiettivo di estendere il corpo
nell'ambiente, divisualizzare 'inconscio tramite letecno-
logie. Questa voltal'azzardo & ancora maggiore: all‘utente
& lasciata la sceltadi esplorare, toccare, accarezzare I'aria,
La sensazione di manipolare il nulla & perd illusoria: lo
spazio leggera il sensore di posizione sulla mano e reagira,
come un corpo virtuale immateriale, con luci e voci, espri-
mendo piacere o fastidio, divertimento o tristezza. Se le
sensibilit dell'uvomo e della macchina si incontreranno,
le voci si muteranno in vocalizzi, sospiri, grida: un'ero-
tica del vuoto, una poesia dell'indicibile =

della memoria, inquietanti sfide percettive. Perchd la sostanea
della poetica di Cahen, come ha scritto Sandra Lischi, &
"restituirci un tempo che & anche pausa, sfumatura, esita-

5 _[ mX
Mario Canali

Ambiente emotivo, installazions intersttiva Emotional space, interactive installation
La voce The voice: Xena

Sofftware Software: Marcello Campione

Modelli di nconoscimento motorio Motor sensor pattems. Marco Facincani
Psicologia Psychology: Elio Massironi

Struttura in legno Structure in wood Leonardo Aurelio

cnne

Viaggio nel mondo delle videoinstallazioni Zione e silenzio®™ m

Robert Cahe;‘l

Installazione video sonora Sound and video installation
Collection FRAC/Alsace

aysages-passage

Progetto AIACE - Milano

nr may seam strange, but the idea that lay
behind Robert Cahen's best-known work, Cartes
postales, was passage, transit: they were instant
portraits of cities captured at an unexpected
and unrepeatable moment in time. Here,
passage and transit unfold on 18 monitor
screens placed in a double curve that
reminds us of the rails of an evanascent track,
or of a river marked out by the transparent
containers and lightweight tablas which
support the monitors. The landscapes
“pass” not just because they go by on the
screens before our eyes in a captivating, mantra-
like flow of variation and reprise, but also
because the oscilloscope transforms and
deforms them, removing them from the fami-
liar form of the journey and turning them
into landscapes of the memory, disturbing
perceptual challenges. The postic substance
of Robert Cahen, inthe words of Sandra Lischi,
is to “return to us a time which is also an

interval, a trace, hesitation and silence” m

iho final frontier of conternporary architecture
is parhaps not the smart house, but the emotive
space. Mario Canali, one of the first artists
in kaly to explore the potential of virtual reality
and inferactive installations, has long pursued
the objective of extending the body into the
space and visualising the unconscious mind
through technologies. This time the stakes
are even higher: the user has the aption of
exploring. touching, caressing the air. The
sensation of being able to handle the void
is of course illusory: the space will read the
position sensor on the hand and react to it
like an immaterial virtual body, with lights
and voices, expressing pleasure or irritation,
amusement or sadness. If the sensibilities
of man and machine are well-matched, the
voices willmutate into utterances, sighs and
shouts, the erotica of nothingness, the
poetry of the unsayable m



Un‘abitudine giustificata dalla storia, ma non per questo mena fuorvien-

te, ci induce a considh i , Quasi opp el icabili due
parole come “arte” e "tecnica”. Ma gli antichi greci non avevano che un

ine per indi be, app “téchne”. E se negli ultimi tre o
g secoli la specializzazione ha app dito il solco fra le diverse

attivitd umane, fra arte e tecnica non si & mai spezzato un legame sotter-
raneo, anche conflittuale, ma ricco e significativo. Alla chiusura dal seco-
lo delle avanguardie, appare ormai chiaro che I'ane si & affrancata dalla
necessita di riprodurre il reale con tecniche tradizionali: e 'arte delle "si-
tuazioni”, delle installazioni, 'arte che invita lo speitatore & uscire daila
pura contemplazione, a entrare nell'esperienza dell’'opera e del processo
di costruzione del senso, questa arte ha scelto di usare anche le tecniche
pil moderne, da quelle ormai acquisite come il video a quelle pit sofisti-
cate come il computer, internet, la sensoristica biomedica. Il pubblico

italiano ha avuto poche opportunita di quest ' arti-
stiche, svincolste dal grande mercato dell'arte e dalla cassa di risonanza
dei media. La Provincia di Milano ha § di inciare a col

quasts lacuna con una mostra internazionale di qualith, che raccoglie ak
cuna fra le sensibilith artistiche pid raffinate, mature @ sorprendenti di
questo campo u

The two words “art” and “technique® have come to represent virtual
opposites, with little g 1, Yot this distinction, albelt justified
by their respective use over the years, is a false one. The ancient Greoks
had but one word, téchne, for both. Over the past three or four centunies
7 has doey d the rift by the vanious h activities,
but the buried ties that bind the artistic and the technical, ties that are
somatimes conflictual but always richly significant, have never been
brokan, As the century of the avant-garde movements draws to a close,
it is now patent that art has rid itself of the necessity to reproduce the
real through traditional techniques. As for the art of “situations”™ and
Ingtallations, which invites the viewer to ememge from pure contemplation
and énter instead the experience of the work and the process of
constructing meaning, that kind of art has adopted the mast mod
techniques avallable, from those which can now be considered canonical,
such as video, to those ever more sophisti 1, like computers, the
Internet, bio-medical sensors. In Raly there have been precious few op-
portunities for the public to become acquainted with these tendencies,
detached as they are from the mainstream art market, with a very low
media profile. The Province of Milan has taken a first step towards affor-
ding them greater visibility by means of this high-quality international
exhibition, which brings together some of the most refined, mature and
surprising artistic sensibilities in the field w
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Gianni Verga
Assessore alla Cultura e ai Beni Culturali
della Provincia di Milano

Spazio Oberdan

Un nuovo spazio culturale polifun-
zionale ideato, realizzato e gestito
dalla Provincia di Milano: spazio
espositivo, sala cinematografica,
libreria, punto informazioni sugli
eventi culturali in Italia e nel
mondo, vendita e prevendita di

Provincia di Milano
Settore Cultura

—
Arivmoeo
Progetto AIACE - Milano

in collaborazione con
Regione Lombardia
Direzione Generale Cultura
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biglietti per manifestazioni e spet-
tacoli nazionali e internazionali.

Un centro di cultura e di servizi
modemno, aperto all'Europa.

Un punto di richiamo e di vita-
lita culturale nel cuore di Porta
Venezia.

Milano, Spazio Oberdan
19 novembre 1999 - 27 febbraio 2000

Orari
tutti i giorni 10-19.30, martedi
@ giovedi 10-22, chiuso il lunedi

Biglietto d'ingresso
Intera lire 12000, ridotto lire 8000

Prevendite e prenotazioni

| biglietti della mostra sono in vendita
nei punti TicketOne di tutta halia

Per sapere dove si trova quello pit
vicino: telefono 02392261
www.ticketone.it

Per informazioni

Provincia di Milano - Settore Cultura
telefono 0277406300/02774029212
Ufficio Stampa

telefono 0277402468/0277402914
www.provincia.milano.it

Come arrivare allo Spazio Oberdan
Mezzi pubblici: MM1 Venezia,

tram linee 1-9-11-29-30 e passante
ferroviario stazione Venezia

Tra arte e tecnologia
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Spazio Oberdan

Mostra di videoinstallazioni
19 novembre 1999 - 27 febbraio 2000

TICKET: ONE
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