NOTE ON THE PEER BODE DIALOGOS (2/12/78)

The following is a transcript of a "dialogical exercise" centering on the

video tapes of Peer 3ode, held on the proverty of George Quasha in Barrytown,

New York, February 12th, 1978. The participants included Peer Bode, George
Quasha, Gary Hill, Susan Quasha, Robert Kelly, Charles Stein, and others --
designated by their initials in the transeript. It is a raw, unedited transeript,
and is by no meens ready for publication. It is submitted here to show the

level of discourse made possible by the dialogical exercise, which has the freedom
and openress of 2 conversation bit which also has some of the formality cf
occasion of a public tape showing (although it was in fact a private event).

The format was simply the viewin~ of a series of Bode's tapes, fcllowed by a

very focused discussion that dre the artist into a detailed consideration of
issues and particulars raised by the tapes. The audience was small but hetero-
geneous, consisting of video art® :ts, poets, photographers, etc.

The issues focused on were .determined by the intersection of interests of the
video artists and the poets, attempting to define, for example, the meaning oI
"orocess" in the two domains. The outcome was hardly a definitive expression of
any of the positions on any of the issues. Rather it produced something liks
sna“shcts of the process of definition that occurs when very different kinds of
ists focus on the szme objects/events and attempt tc refine their thinkinsg
in dialogue. It would be fair to say that certain issues came into clearer ¥isw
here than had been the case previously. kl. parties left with new and challenging
perspectives to deal with. The essentially historical process of artistic
definition became available to reflective consciousness in a rather unique way-—
to the participants and to anyone who might read the transcript.

The uses of such a transceript are, of course, problematic, as well they should be.
Raw process has to be seen in its own context-- which is not a substitute for
careful critical writing, but a unique even in its own right. It can inform

the critical mind in a special way, helping it to aane to the particularities

of the process of aesthetic formation and formilation.

A proper experience of this trenscript would require a rather careful description

of the tapes that were viewed previous to discussion. Such description was not
possible for the present presentation, since it would require time and re-inveolve-
ment with Bode and hls work. The problematic of using such a transcript in =

public presentation (say, in the project defined in my NYSCA ,npllcatlc“) is
integral to the central issue of that project: how to develop a discourse apprcprizate
to experimental and "processual" work now being done in video. I am oppcsed

in principle to stating in advancs what sort of uses might seem approprizte at

the end of an eight to twelve month investigation.

G.Q. (6/26/82)

Note: Another transcript exists from the same period (2/6/78) of a dialogical
exercise involving Ralph Hocking, Sherry Miller, Gary Hill, Willoughby Sharz,

Peer Bode, Paul Davis, Neil Zussman, and myself, It covers a much broader range of
material and is far less focused on specific issues. Because it is scme TO pages
(single-spaced) and involves often personal material, it would require careful aditing
before even informal presentstion to non-participants., I am at work on tkis.

There are untranscribed tapes with other video artists, includims Gary Hill, the
Vasulkas, etc. ’
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Affer viewing one of Peer's tapes...

S§@ fWas that the end »of it?

PB I ended it

RK Why did you do that? )

PB _Because it's a tape that I've shown and do show in an installation

situation where the monitors have to be arranged as they are here,

but wharerpeople are walkinz through, and,at that point, the tape

goes on. In any case, the tape is a half-hour long and that image

econtinues for a half-hour. I also think it can be seen this way as

well, but I wouldn't want to watch it for a half-hour

What did you have in mind when you were continuing it for a half-hour?

.Did you have something specific in mind?

PB The intention there, the idea of reveating the image, is pretty much
the same. That comes out of a concern in the idea of the repetition
of something which is totally repetitive within a relatively small
time area, and then an element which is totally random or h2s a2 ran-
dom time quality to it.  It's something that interects me, and that
idea as an idea is generating alot of images. That has to do with
what the intention and idea or interest is that just zets you t> the
point where you makXe the inage,and the choice of selecting *the image
or not happens some other way. I couldn't give you a real clear idea
of why this was chosen as opnosed t» something else. I was working
with the setup all day long,and it intrigued me %o think that it mizat
be possible to build an image that was full of repetitive and randon

' changing--, one that was in a sense constantly in transition and yet
whose elements were the same so that the picture being disnlayed was
not one picture but a range of pictires. What the picture was, or
what the image was became estiablishad pretiy qulcxlj. Then the sur-
prises, or whatever it is that continues o make it happen an not
Just be reoet_tlve, would go on, and at that point it asks and demands.
Ifi{you give in to it, if you're w*lllng to sit and watch it, something
actual1y napoens in that the xlr"* two nminutes 5f it seem very different,
to me, than the very last two nai inutes. My own experience of it is a
kind of irritation ,Aat is vet up in the bezinning and is somehow oJver=-
come in something el -G8, %, 5 n sone livel; quality.

3% Does that hgppen %o spetitively each time you see it, 5r is that
the Tirzt tinef

P83 No, each time ‘ - .

2 You said "“hen you sit and watch it," but yet, did you make it with

the intention of pu*tlnEr it in an installation "that one would walk
through? It's interesting. I, personally, found unat the sound was
the part that'contained what you were just saying in terms of irri-
tation and the constant thing of irritation. B3ut in Staylié with
I think sound is much harder to brealk through in terms >f letting
.into this kind »f context than the lna:_. The image had that repe
tive and =zarious quality, bkt the sound in a way draas_the rnst of
with it. I just had the feeling that walking through it would be a
very different sxperience, walking thraugh that sound rather than
itting and listening to it _ ) _ ,

P3  wal r:l:‘l:, through the 2vent »I D2aTA.the lnmaze = n

That brings up the whole issue 1
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(cont.)...2nd what kinds >f uses y>u can put an imaze to. The, very
first part of what you said, I believe, was a‘ question of what
the intention was. The only way to deal with that, for me, is to
somehow describe the process »f making it without going ints too
much detail. Iy own experience with this involves some kind »f
electronic-electrical manipulation and is not something generated
by a camera as such, but by coéHntrolling some parameters of a system
that gs2nerate sound as well as-image. There's a particular kind »4
experience to that involvement--the fact that you can trigger it,
that you can make a small movement with your hand and affact this
thing. S5 I've generated alot of tape, and at this point my work
exists on tape and apart from the machines indicating a kind of
discipline which would be most tragic in that I wouldn't be able to
continue making images. 3But the tapes as such exist and each time
I've worked I've found that dealing with the tapes, then, is a different
medium and experience than dealing with the machines. Iy intention is
similar throughout the tapes and has to do with a kind of focusing in
on particular elements and allowing them to go through kinds.of changes
and transformations with the intention being that they would be seen
either sitting or---. There's a part of it that's an open parameter.
At that point I'm working with the systems. That may come osut of
the practical necessities of the environment, that I can't work when-
ever I want and have very extreme time considerations and restrictions.
So I generate alot of tape. That means that I record alot >f tape and
and look a2t it and deal with it. This thing was recorded with that
sense of experiment with this sort »>f an image, and with wondering
if it is possible to sustain some kind of involvement with such elements
that are going through some kinds of changes in time that is an image,
that is the creation of an image, and this really interests me.

Okay. This is sort of my point, whether it was equally visually and
audibly generated, whether the fact of changing that image created

that sound and you accepted that sound, or whether the kinds of choices
and questions that you have in letting that sound go into what it was,
or whether it was even attached to the image

It was attached to the image. It had that quality, somehow, without
knowing. You would know that it was connected somehow,whether it's

the sound that makes the image or the image that makes the sound may
be unclear. . In fact, it was the image making the sound. The very

same signal that zenerated the picturs 3enerated the sound. That

means the signal which went into this wire which went into this monitor,
this TV set, that signal, the picture image signal was put into the
audio as well -

Okay. I was just curious whether you worked first from the image

or whether you did work first from the sound

"They were both going on at the same time. It's ftrue, it would be a
mistake to talk about that tape in terms of the image to the exclusion
_of the scund because the sound certainly is important and adds a whole
rhythmic sense-- a strong rhythmical sense which exists in sound but
doesn't happen in the same way as far as the picture goes

You get to close your eyes... . . .

Tvery time the chair reappeared 1 saw 2 speclflg photograph 3f the
electric chair, a very famous photosraph, and the actual texugze_af

the grain. 3So it was as if 1t were +hat metaphor that was s1%ilng
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¢S (cont.)...there befors now moving

P8 You have to deal with that, rl7ht

CS That persistence of the image and the electronic sound and the electronic
rhythm is very important. You xnow that photograph I'm taliking about?

PB Is that Andy Warhol? He did 2 whole series of electric chairs. That

brlngs up an interesting thing By choosing that image one certainly
invites that possibility, that 51nd of interpretation »f a thing
that's shown, that exists in the real world. Wwhat is it doing, whas

is the context? .
NZ Are you talking about the space implied around the frame-that we watch?
P3 No, just the fact that we live in a world that is partly visual and
is greatly an interpretted world that is a construct of 2 whole languzze
structure that we have, a wnole way that ws can understand being in
the world that is not visual, necessarily, that can exist like alot of
that information exists in a non-visual situation. Images are used
in many cases as a utility to accompany some kind of statement or sonme
xind of metaphor, some kxind of language structure...
¢S In that way the image itself is not an image. I mean it is certainly
more than the visual part :

PB Well it is. It has a particular use Tt is a utility. It has to do
with amounts, a tind of balance. Iu has %o do with how much symetihing
is that information, how nmuch it is an image. OJne of the things I
find myself dealing with is vondering absut *bau, wondering what it
rmeans to generate imazes;ana what - ﬂlgnu an intellizible
image be; what is 1t that makes something infsrmational?
GH ' Peer, when you say that the image in the camera is generatilag narraiive
: s lanTucﬁe tyo>e of thinking, you don't feel that electronic images,

strict elsctronic images and waveforms do that?

PB They do it in a different way, possi.bly, but they don't... In fact,
' we may not b2 able to get away from it. It's possible that that may
be a whole other kind of narrative that comes out of delining what
someone’ intention was wnen +hey were using abstract images. e

have had a tradition of painting in the past century that has dealt
with abstractions, and there is a xind of field of interpretation
about them which deals with intention and deals with process, and
that creates”a kind of subaeﬂt matter and a xlnd af narrative to 2o
along with them. 350 "it may.be .socmething uha+ is +3ual y unavoidable.
And yet, if one is flashed with a close-up of 2 oaoy s face and a

few other images, one inme dﬂatelj has a kind of response and feeling.
In fact, the’ CJJmercial media stopped with those kinds 5T collages,

It is this triggsring that one is forced o react to. It's a matiser
of degree, I zuess, if it's possible that all ima:ac could havs sone

%ind of narrative interpretation, or some Xind of Lnter“reuaﬁzan.
_aome have them mors than others, and some have them more in the ex-
perience of them. Part of a kind of goal for myself in making images
is that since you can't get a:aj from it, it's going to be there, I°
-accept it. 3But I also Nant to limit it, and I want there to be alot
of moment %to moment experience, oerceatual experience that hanpens
which somehow engages in that 'larger discourse or wnatever goes on
'CS Call it referentiality, that this refers %o another image that's
apart from the actual sensory experience. Yes, for me tha"e as if
the gesture were something likxe a2 painter quoting another pal inte
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Vvl As | wakched iLt, | felt | came up wikth my own subject matter almost
out of a conditioned need to have a subject. To me, the subject
matter was orocess, and | felt that you selected the chatr for the
benefit of we humans who need content and form. So | was feeling
the form and | was thinking about PLato's chair, that kind of thing.
You kind of pick the ulLtimcte content as a symboiL of a whole other
world of chalrs that we would _ associate. with becauses we have no
other choice "e have Eto tgce tEhenm

PB One of kthe ooten Lal Luxuries someone has when making LﬂO“eS Ls
that uou don't have to do everything you do Ln one tape or Ln one
pLece, |If khat were the case, kthen thct one orobably. wouldn't be
Like that. And for my own needs iLn making vicdeo tapes and dealing
wikth the visual stuff that happens there, the experience of Lt, |
find myself going back and forth. At times | need that chair to _
be there, and at others, | can't deal with the image and Lt doesn't
maoke sense to me, Then there are other times when |'m equaklu as
nourished and excited by the possibilLity of there not beilng any =
camera Lmage as such from the recognizable world, even thcough these-
now become Lmages thakt are part of the recocnozable world., |'ve been
working on a series of feedback taoces that involve the suystem ih
process and kthe generaticn of patterns. Unfortunately, | don'k
have the tape here. There |'ve removed those =slements toktally and
I'm dealing wilth the fact that the thing Ls electrical and Lt goes

throuagh those kinds of changes. |t seems Lﬂ*“rn*c'ng ko me; Lt's
an interesting guestion~ what are our needs when viewlna something?
In what state of mind does one have to be iLn to ses *P“eu“_n,, which

has to do with vtility, Like what kind of nourishment do you nave to
get from an image? That answer is made all the time by peocle who
say there's nothing here and how:can-Lt help people Live thelr Lives
any easter?

L

PB Even Lines are field

CS Even mecning a totaily smooth Line?

P8 No, even meaning even numbered: 2;4;6;ekc.

SQ How many Lines did you say there were? |I'm just curious

PB It varies. Broadcast s supposedlLy 525 Lines, Our's Ls maybe 300=--
.smalLl formaot systems

SQ Now iLn the frame buffer, what do those squares have to do with? VWhat
do they have to do wikh oodints? :

GH They're blgger ocoints., Theuy're digital ooints., They are Like three
&8 ‘or:fouep tines, five or six Lines, you could say

P8 With that FLeLd/fPome piLece there are two cameras: one Ls pointed

on the word ‘fiald, the other on the word frame. | nad o secuencer
which allowed me to sylktch between one camera and the nexkt, back

and forth. It was set up so that the "field" would go on and off,-
The relatlonship Ls frame equals two fields. So'field“s0es on, Let's
say they both g0 on, and “field”goes off. “Frame”ls 'stilL on, ond
then“frame” goces off cond “flield' ' comes back on. ‘hat Us hao oen Lng Ls
that the word field Ls on for a fiLeld's worth, FPame Ls cn for whak
Ls one frame, two flelds. | thought Lt wos intriguing. | saw them
there and | thought== how odd; how could Lt be this way, deccuse
field napoens cver and over again; frame Us the thing that's. made

vuo of two of zhem; Row coulLd that be reoresented iLn Language? |[Ff

.
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(cont.)... you just nad field and frame, there would bgno visuval sense

of the fackt that that particular rate Ls going on. So one way ko do

Lt Ls ko turn Lt off for the time that Lt exists as well as Leave Lt

on for the time that Lt exists

Right, negative as well as positive

So 'flLeld”is on for a field and off for a fleld, on for a fleld and off
for a field. “Frame®is on for 'a frame, which s two flelds, and off for

a frame, which is two fields, and you have that relatlonship set uvc. ‘hen
tt's slow, Lt's what the relationshipo Ls so Lt can be seen. VYhen Lt's uo
fast, that flield is flickering at that fleld rate. The camera was set
so that the images were of pretty much the scme inteaslty and flield uwas

‘much stronger, which was kind of Lnteresting, the flicker. At Etnat

polnt Lt's hacd-to say where thot flicker came from, ©2arkt of Lt's in
your mind, and a oart of Lt might be in the ~ '
Not wanting to do this, but the Conrad FlLicker film Ummedictely came
tnto my head. The difference, exacktly, betwsen film cnd video in terms
of dealing with something Like a frame and whet would happen, and the
kinds of maniLoulations possible in film that are very different from
video in dealing wikth that quegtion:of frame and what Lt adds up tc.

Ln time

Peer, | have ¢ technicel questilon. If you have a sequencer=, | toke e
you used the one on the machine out there which has four Lnputs,= and
you saild you had o field and a frame. |If uyou had four ULnputs, hcw

could uyou have a field, then, in total frcme, cnd then jume back ko
fleld? '

Because Lt qgoes at field rate and Lt's out through an S.2.3.. 350 the
flrst image which contains both fleld and frame ...there's a way to do

Lt and it took me awhile to filgure out. | belleve Lt went througn an

S.E.G.,wuhich Ls a mixer, so that | could have both cf those images on
the scre2en ot the same time, That's tne first Lnpcut. Then the sacond
Lnput Ls just the word frame with fleld not there. And then the nexkt
tnout Ls field by itself without frame iLn Lt. And then Lt s black.

And then Lt begins agcin

Oh so you did use black, right?

Right, because Uf you're going to do every other there with the: element
and the space of that element, khere.woutd hRave to bé-ra“soint where

they would both be black. There's no beqlnning or end to tne sequence.

| mean you could pick uo anywnhere, even though Lt does have the sense

of which one starts Lf | mentlon whereuthe two are together, It actyclly
has that feeling to me .

Maybe that's why Lt seems so arboiktrary Ln terms of the overall Lenath,
whether you sit and. watch Lt for one minuts or five minutes. There is
something arbitrary aboukt that _

‘faybe, alkthough Lt was selected., | dild a much Longer recording of kthak
One more gquestion. The tape that | got most involved with was the ncri-
zoatal one. First of all, was there a tiktle?

(Laughter)

sar

|t has had different titles. |t was called “FieldFrame," actuallu

One question. Yhat haocens with your expserience of the kape? VYou've
tntended Lt to be Ln color and you've made Lt Ln color, and | was zazing
back and forth followling the differsnce catwsen the sofiness of tnat
black and white and the clarikty of the color durins that one alo&, and
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SQ (cont.)...what would happen Ln those emergences of Light that would

hapoen on the top. Flrst of all, | Loved the fact that the screen was
cukt up, was divided horizontally iLnstead of vertically. | don't knouw
anuthing about deeo, out almoskt every diviston | aluways see is vertical
because Lk's sort of noturoL

P2 Ilkt's not natural

SA Bukt juskt the question of kthe dL ference .Ln .clarity of the émerqgence of
the LLoht and the relationshins. | really was very deeoly inktc the

relatlonships btetween the voper and Lower halves and Kow they moved
Ln and out, especlolly when the whole stirring of the pokt, or tortion

movement started happenir.j at the bottom and what would emerge., So
~that out of Lt on the top, almest Like tantric yoga or somethina, |
guess, basically, 1'd Like to.rear you talk about whatever Lnterests

you, specifically, about that ape,but also the question of the differ=
ence between viewing the tapoe Lth color aond without, because iLt's a
Eotally different experience

PB Right, which, in a sense, iLnvii2s this questlon also about the multi=-
moniktor disclay. U“hatevea | scy, | don't always know that | even trust
my own ULnterpretation, beccuse there are times when | have concerns
and |'m trying to be articulote to myself about them. And there are

lelmes when |'m engaged with the machines, engaged with these tools.
Somehow | 've adjusted what those intentions are, and they seem rignt
or they don'kt seem right. It's this risky nusiness of having the nerve
of feeling that one's ouwn intuitilons are correct. And most of khe time
they're not. | put myself in kthe position where | record tape, and
then | Look at Lt and see what happensd and Lf anuthing dild napocen.

* with thils particular toce |, olso, found the images to be very exciting

- and very beautiful, and tound there to be tension or gualiby -i Loz
what the Umage is, what Lt Ls that's going on, what Ls the relLation
that's established theepe, | don't know Lf you noticed Lt or notc, bdut
one iLmage Ls ahead of the other image. Agein, Lt's an interesting
phenomena thaot this iLmage iLs a time contruct., It exilsts iLn a ocarticular
tilme zone, set Limit., The images scan from the top to the bottom, and
the top of the plcture exists before the bottom of the plckure exiskts.
This is stuff that | know, and | can't, ot times, nelo but te affected
by Lt. | know the fackt that it was split horlzontally iLnterestad me
both formally:in terms of the way the image felk, there Ls somektning
nice about the way these two pleces budding agalast eachother that way,
and the fact that one part of the picture haocened before the other.. ALL
of these things are somehow relative to the Ulmaze, .

SG Landscaoe ’

PB Horizons. Above the horizen and below the horizon are the color differ=-
ences between what's coove and whakt's below. In this case Lt's all
pretty much the same Landscape, Ilt's not sky horizon cn top and ground
below. The fact that iLt's colorized comes out of o Long gevelopment
of ktrying to deal with synthesis image, color iLmages that are not natural-
Lstic colors, that are comera colors. |t seemed Like an iLnteresting
apolication, an interesting oossibllity to make the Landsccoe gresn as
well as black cad white, When |'did Lk, | started out with btack and
whikte on o top’ and color on the bottom, It seemed r"ecLL.E norriol2 and
I didn't even know Lf | wented to 0o on uikth Lt. So | suwilktched Lt around,
ond | tried dtfferent things, and ther something about tne welgnt of Lkt.
At that ooint those ar2 formal considerations iLn so rays, and Lt's an

ne
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(cont.)...Lntultilve choice, finally. | also found that | couldn't
solit the screen evenly because of the weight Ehe green on top re
quired more soace than the black and white on the bottom, In fact,
redild that whoke thing the next dau cnd Louwered kthat LLne, rno more
half an Lnch, but Lt made all the difference because of the dynamics
the plcture and the forces that exist Ln that frame, Now as far as
showing Lt on these sets, !|'m certain thet the black ond white imoge of

Lt Ls auite different. '"“hen | mode the image | wosn't specifylng Ehe

very parktilcular arrangements of tie sets. |'ve often showed Ehis on

juskt one set, and when | showed tils at the ArnolLfini Art Center Ln Hov

| showed Lt on an.Advent projecto~, which was a very different vLeuu g.

In fack, Lt was the worst |'ve ev:ir seen of that tape for the simole fack
that Lt had Lost all the bright < ~ystalline quality because Lt was re-=
flecged Light. |t became very scft, And becouse the Lmage was very Large,
Lt didn't work. That's kind of L keresting also, that there's this Limit

to work within. B8ut Lt's also tr .s wonderful possibilityu iLn the sense

of dealing with a small image, because suddenly the frame becomes.so incredi=

|
han
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.bLy important. The olcture Ltself Ls such a tiny part of the whole:-o2ri-

CsS

" P3

oheral vision

Because iLt's Lnout
Or even Lf Lt were direct Light as opoposed to. reflected, Lt would be
possible, Lf things go well it will pgrobaoly haopen within the next
ten years, there will be these very lLarge Liguild crystal screens,
will be TV screens; they will be indilvidual Lignts, actually, that w
Light upo and you'lLL have.the screen thokt's wall size aend will not b
reflected Light, but wilLL be direct Light. In that case, that caoe
would have this Light quality that Ls coming out ot you. But aslide from
that, the fact that this is small makes this partilcular tapoe work because

" the images are very quick. To have Lt small, Lt's Like your eye Ls
allowing somethirg to blur, and not tc pick up LndLdeuoL oolnts. ‘hen
tt's made very Large and Lt's a Larger oart of your vision, for some .
reason there Ls a tendencay to pick out spaclLal relaktions And there Ls
not this almost#holistic view of Lt. |t becomes mucn more these
tncrements that you deal with., Thaot was my experience with the pro-=
jeckion at the Arts Center. 1. couldn't Look at iLt; Lt went-by koo
quickly., And all the more detail that | sow pecouse Lt was Large was
going by teoco quickly. |t was very different; Lt would be interesting
to show Lt oboth ways., | thought that about lerrill's tape, alkso, a tace
called "Dream Landscapes” that | showed., There she works with the intentior
of showing her images on a small ktube very consclously. She's nokt, and
alot of us are not just waiting around for the big olckture just to toss
Lt allL on the blg screen with excuses being made for the small screen.
Hooefully there willlL be sznough of these machines around so that when the

blg machines come, maybe we'kl be Ln Ehe.antkigue business; | quess we'lLlL
have Lo hold onko these antlquated machines. lt's kind of a dilemna
dealing wikth that kind of technology. The fact that Lt's small Ls not
just a compromise, It's an attempot to try Lo use that and work with

small Lmages ' .

Il guess that's what alot of us have to do with words

I'm Lnterested in how much control you actually can allow yourself to

have while the tape is telng made, not now much you can have, bdut how much
you can allow yourself to have. fou put douwn the word "arbitrary" before,
and you used the words "iLntuitilve choice" a numpber of times. That
suggests to-me, Lf | can mecke a cartoon out of what |'m-bearing, .zhat as
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(cont,)...uou are making this, you are cotrolling all the parameters

of repetiktion, duration, soeed, and so on, entirelu out of the composi-
tlon . in mind, rather than out of a matrix or gcrecomoosition. |s Ehet Ln
fact so, or are you working wikth o orecomposition? -

The tapes are not preconceived Ln the sense that they'exist on oaper firskt,
There may be an aporoach to the thina that I'm trying to deal with kthat

may hapoen on oaper iLn the form of. skektches, I have alot ofiskekches
where tnat stuff exists. And whet filnally is interesting on the screen,
oftentimes, is veru different. | actually don't Erust- 'my oreconcections
all that much, but they get me to the point where | olaoy with the possi-
bilitles to discover what they cre, -to then take advantage of whakt hapsoens.
In almost all cases there's a real consclous dlalogue with the machines,
le's hard to say when that happ’' ns because after you've used them, Ethen

you begin to anticipate. The m re uou've used them, the more you hegin

Eo understand how that Limitles. possibility, finmnally, Ls not so Limit=-
Less. There are-these things t! i1t are very repetitive that you can count
on, but there iLs some of an arbitrary gualilty-- the aspect that .the systems
themselves contribute quitd a bit to whet the image might be, and of
wankting to Lnvikte that oossibilikty because Lt's part of the concern to
materialize the image and somehow point to the process of ths image 'exist=-
tng. It can't be a total preconception unless Lt exists as a different
baLance. |If the attempt Ls to use the imags ko record a process event

that is taking plLace, a performance that one miohk do, then uou'r2 no
Lnviting os much of the image making system; Lt doesn't contribukte ¢
much, although certailnly the fact that Lt's flnally showun on TV or on a
screen Ls golng to somehow affect Lt, Z2ut I'm at khe polnt where | want
to cllow the noise iLn the system, and the degeneration, and the mis=-triag-
gering, and the falture of Lt as a texkure of the wholes thing

U

‘And as you situwikh Lk, or sktand wikth tt, Ln o reflective conditilon,..

| eak Lcecream wikh L. IE's a very imoortont combinctilon

That you are, in fack, doing Lt wikth Lt

That's ahsolutely right

You take the electrilc chalr. VYou take the Last cycles, or the Last feuw
takes of the electric chair thet might have been, say, fourteen cycles,

or five cycles, .or six, and ong, and five, and four, one... those numbers,
| was assuming, were not preconditloned by some either randomizing

machine which agve you those numbers, or by some taoble that you uere
warking on, but were, and quote the = cheapest way to say,how iLt"fel:"
te you as you were doing Lk, Barylias asking a guestion Like this =arLier==-
now Lt feels Like flve seconds, ndu Lt feels Like nhalf ¢ second, feals
Like twelve seconds. Iszthat in fact something Like what Lt Ls, that
you're sitkting there dancing with Lk, dancing Lt obedient to the moment
of Ltks production :

| *m not sure whakt ycu're asking .

Well, | think the process that you use often has a specilal meaning :
component -

lt has alot of meaninags

And one of those meanings, for me. at anu rate, would he nokt t£o proceed
Lnto a situcktion ulth a set of oarcmeters rigldlLy ordered a La sonnet,
tor example, or a system of numericals of any kino, but rather Lo resoond
Eo Line nine as a sum of a very inkricace tut nonetheless an oracnic
calculus cf Lines one through slght. | assume that's what's hapgsening



Pe

23

RK
CsS

P3

RK

~B

GH
CS
RK

CS

=
-

r 3o0de, etc. 9,

OPEN STUDIO VIDEO PROJECT

STATION HILL RD. BARRYTOWN, NY 12507 tel. (914) 758-6308 "

Mo, Lt's not haceening that way in tae sense th

at the sysktem is goinag
on, and there is & generation and a sezuencing ond an activity that
Ls Lnitiloted in some way, | am setting the ocaracmeters, cnd some cf
those oarameters have a random=Like quality to them, There cre three
things thot cre going on simultaneouslLy: OJne is - + this image of

these bars that are changing Ln this particular woy, which iLs the fackt
that one oscillator is affecting another, .and you have vars which are
changing as & function of another change., Then there is this change
that's haocening tetween those tars cond the image of “the chair,

Sut you're free to accept those things, yes? '

You say one change heooened as a function of another change, and kthat
Ltself Ls iLncoroorated.in the system of parameters which uyou've dekter--
mined .

Right, What that carticular selection of paorcmeters is cailed is-
patching, catching one machine into another, one oscillator affecting
another oscillator. And the other element is this triggering thing
that's going on o

I'm telking not about what's ackually hepoening, becausz | understand
the extent to which the hardware oredisposes certain things to hapgen,
but your ability to have the choice to accept what haopens :

| didn't make any chcnges once | turned Lt on. | recorded cn event Etnat
took place. | set up the parameters and then, in fact, | went away fronm
Lt and then Looked to ses what was on the taoe

That Ls entirely orecomposition from my soinkt of view, antithekical to

the orocess :

There's a use of the word "process" here Ln what you're dolng thokt Ls :
focusing on a totally different oolnt of activikty knan the word "orocess"”
as we poets have been iLn the habikt of using Lk, and ons which iLs dia=-
Lectically oppoosed., They are exacktly the ogcposite., I|I'm not saying they
are essentially ooposite. That's net my point., 3ut they cere iLn oractise,
What Robert Ls talking about is exactly the feeling that one decision
Lnstantly produces a situation which is new, and then the next moment Ls
iLn response to that, and the temooral crder Ltself has the sense of nct
being determined at any glven moment,

Are you saying that's video qr...

No |'m saying that's the poetic sense of what process is
And thus this,is antithetical. 3ut part of the antithesis is perhacs
resolvabte- by your iLnventing your mind, by fertilizing your mind

| think the relation --.0f- ~that -to what we're talking about iLs that
this Us just one Line, and that that iLs haspening in just thakt one {ine
That's why | cot iLnterested again on the question of the referentialicy
and the content, |If the thing also has not only Lts process cspect in
the sanse of how the thing Us genercted on the mechine, there Ls also, ot
the same time, an Lncge wnicn-has been selected, nas Lts cuwn cesthetic
itnformation, as Lt were, Thot Ls to sauy the way iLn which that resembles
Ehe Warhol thing is as definabole Ln informationel terms as any other

aspect of what uou're talking about., 1t has to do with camera angle,
with the oarticular relatilonships of whites and dlecks, end so forth

At this point, kEhounh, | think the whole iLdea of naorrative that we were
talking about before, that srocess that you're trylng to define there
becomes Q narraktive one Ln the Ldea that uyou cen compare thakt and sceu
that Ls a Line. Thet Ls nerrativs aboukt osrccess. To say that resoresents
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6H (cont.)...a Line of coetry, and what ~obert was talking about whare
uou do a Line and iLmmediately one follows from that event and then
chat event...

RK But Ln coint of fact we know nothinz adbout the hardware of ooetru
3H |'m nat<talking about the harduware
RK MNo but one has to at a certain.moment. How does,in faoct, the mind or

whotever Lt Us that writes poetry qet organized? MNow you're iLn kthe
sttuation of externalizing the mind altogether, or one set of ooerctions
.of the mind., You are actuallu building Lt out there as a machine uikh
voltages passing through Lt just as voltages pass, in fack, through
the breain. |'m not saying Ehat the mind and the »raoln are thsz same.
i ~cegtainly don't believe that, BSut whatever Lt iLs that one makes
any of the conventional or older arkts with, that now must be exter=-
nalized, or one opart of that must be externalized. That's the nnly
olace where | would find the process iLn my sense of Lt ceing non=-
antithetical to what Peer was doing. The Ldea of »elng aeblz to walk
away from Lt while Lt's nappening is. just obviousku...!| mean thakt's
what 'you do when you write a sonnet., That's what you do when you
write any formulalc thing., The eoic poet walks cway from Lt

CS There are two Llevels of reciprocality here: One Ls Ehakt axackly
the same question about the image and the processual, Lnformatilonal
sttuation which Us producing the imcce wnich Usn't perceptidle buk Ls
knowable, exists on the relatlonship of Ehe way any sound becomes a
meaning, and the relcotilonship to the nervous system or whatever neuro -
.process Lt Ls thot either generates or aoprehends Ethakt socund

RK  3ut to me that's referential to other meanings iLn the Language

CS Oh but thaot's Like any tmage is onlu referentilal to any other Ulmage
Ln the culture or uwhakeaver

GH That's also ktrue of the randomness. The randomness Ls also just
beyond the polint of perception, and after all, Lt really isn't
random, t's exactly a polnkt; Lt's exactly a fleld, but you don'kt
perceive them )

SQ Walt. Aren't you talking about the difference between procedure
process and then oroduck? )

RK If this didn't involve machines | would certcinly say this isn'kt
processual, But Lkt does iLnvolve machines

CS So Lt must be, processual

o8 How would Lt be different Lf Lt were Ln Lanauege? Certalnly uou
don't consider the Letters that are used to moke uo words that meke

up the Line ofF ocoektry as parkt of the ””chuncrﬂ as such '
RK 1t's part of the machinery Lf Ln fact you uwrite that,..
P8 ‘Yhy, then, would you suggest that because we're using machinery in
video that Ehils might be called processucl Secause Lt wouldn't be

such Ln poektry :
RK VWell Lt would be Lf in fact you were writing letter by Letter
PB But we do uwrite Lektkter by Letter
RK  fle don't read Letter by Letter

P3 Right but you don't view this slece by plece, point by point

RK | don't think you get the force of Etre LPUQLLOH, and that is thak
ooetry is flghting always about the formulaic. ‘“Yhat happens in
any glven age of poetry Ls thakt rules are _ntern_glzﬂ . Chomsky
will argue that that's what makes Language ocossible, It's also what
makes Language better, that words are Lmqﬂc‘"CEyb internalized, Ilt's
-what ends. art., £Every renailssance Qf art ends with the Lnternallzetion
of Lts own pari cops, quhnqru_ue;. Thot might Lnternalize Ltself with

U .y 4 e
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(cont.)...you Ln the cholice of what you turn uour camera towards as
far as you use one, <chat you might have a hand or a rock or a chailr
rather than a range of their Lmages. The tendency towards choosing
the abstractlyu human chair rather than the face or somethinag Like
that milgh* nave alot to do with certaln cultural internalizations
But what ogoes not have to do with that oresumably Ls that very su
of voltoges, because who sets up the machine to begin with,..
wWhat aboukt the... v :

Let him finilsh., | want to see how you define orccess Ln poetruy
From my poinkt of view, the formulaic Ln pooetic Ls alwoys=-...or at
the Level at which the formulaic 'Ls crticuloble and defincble Ln which
one can say this is a sonnet or this Ls a that or this iLs sometnhing
elLse or now | am doing this, to that extent Lt Lis relctively Lnnocent,
Yhere Lt becomes dangerous Ls the extent to which Lt Ls nokt consclLously
articulable, when Lt Ls, Ln other words, habit, Now uyou bulld your
habilts out there. Therefore you can te in utter consclous concrol

of those habits., To me, the interestino thing aboukt processual poetry
Ls that Lt reporesents a dance nektween what has happened and whaokt Ls
happening nouw

cem

uy =

..esystem for understanding Language as anokher vocabulary., Likeulse,

you can break uo that suync. suystem Ln ktelevision to maeke the oiLckture

"whack oukt" and Lose horizontal sync., vertical sync., and so on ond so
forth., | don't really feel there's that much of @ difference as far

‘as the machine
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GH
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The ooinkt Ls, here on kthis LevelL, thet in order to generakte an image
at all, you have to make a cecision in terms of certaln carameters.,
Now Ln a sense that's tcrue of speaking of poetry, too, but really tkt's
the other wauy around,. le's the reversal. In order tc make soeccn
whack oukt, you have to moke a decision. |In order to make soesch oe
not spe@ch, to reach the borderline of soeQech okt all, uou nave to .
tnterfere wikth Lt Ln some wau because naturally we talk. t's kthe
natural experience exceot for our =2arliest ezcerience, so Lt's just
a matter of hablt

But the natural experience af this Ls televisiton. And uou hava to
make a decision to menipulate that whole structure, sync., and image
attogether. .You have to make a decision to make Lt whack out or
change Lt or whatever - _

Whatever oarameaters you have tc make any image whatsoever, uou stilLl
have to turn Lt cn. S0 tn: thakt sense Lt's sxternal :

You stlLL have to turn Lt on with lLanguage. I&t's just a shorkt svent
Ln time
No ycu don'kt; uou find yourself ktotally...

You do, but you don't know you do

Yeah, but thakt's why the difterence iLsn't an essential one. The polnt
Ls not that there is an essencicl difference, but that the oolnt uwhere
the process haogens Ls on a reverse play because of a de fackto dif-
ference in the experience; thaok iyou flnd uourself talking; that uou
don't find yourself mcking a taoe. The poet starts off as a modif
cation of a string of speach

| think ceosle find chemselvss waktching TV
Well, actually | think that we're off the Lavel of where Lt cctually
hapcens now. The fackt Ls that Lf you're a video artist you talk wikth
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62 (conk.)...the machine

CS 8ukt that's where ther2's no disagreement

GQ No, | know that but | think uour communicaticon isn't completes hers

CS That's what |'m Eryilng to say. The 2oint of saulng cone sense of
orocess Ls the antithesis of the other iLs only to get ko a point
where' we can redefine process in a wecy which shows that there s
something which (s the same '

GH |I'm not really nere to say that Ls or Ls not the same,.

RK “hat interests me Ls the way bokh reguire the viewer to take a osarkti=-
cloatory stance. And I'm interested iLn the way in which alot of these
tapes both ULnvikte the viewer to take that stance, and also cancel him
out as he tries to take that stance: You have to involve yourself
tn Lt, and also, at the same time, it iLs'pulling you away from Lt .

G8 VYou're constantlLy iLn and out of the ccnsclous cholce to sktoy with Lt.
You find yourself reaffirming your presence or not reaffirming your
presence )

RK  The more complex the set of hooks the thing can get in to the r=cder/
) viewer/hearer, the Less Likely Lt is for him, reader, to get out alkc-
gether !

GQ Right, but of course we are talking chout this tape, this particular
choice of Peer'!s, as though Lt were the iLssue of orocess eand video to
some extent and that's good. B2But to some extent,..

PB lt's o chance to start defining
GQ Right. But even in the List of things you've shouwn so far, that's
only one kind of choice that you made. |In otner words, Robert uwas

+ equating the choice to have a fixeo sustem iLn the mechanicol agoceratus
determined by that and not bu you from that ooint on, in thsz way chok
one could say that's true about certain of Jackson ‘''aclouw's ooems, or
John Cage's operctions, thaot the parameters are set and that's that

2K That's a vital guestion

G8 It's o vital guestion; it's also a very difflcult question to stay wikth
Ln terms of each Lndividual arcist iLn seduce of that, So Lt's a'very
comolicated one :

SQ ‘as thattrue of the hand plece? : '

P8 Yeah, it's interesting. |'m thinking ovér the pleces cnd houw they
exist and whaot the image is and how Lt's constructed Ls.similar, actuciluy.
The oiLecebf tHat nand also has the quality of ¢ preconceotion. And Ln
fact, that is the cose. | knew all along that | wasn't going to oput
other elements into that imecge, and thet "front hand hock nand" sktakement
and relctionshlo to the image was goiny to exist, and Lt was something
that | tnitlated and did. In thet woy Lt Ls similar to the other ktape
and may be a way that | find muself workinz., |t has to do wmith mu
own understanding of image mokin3y and what that mecns, ocersonally, to
make an ilmage and change an Lmage. 'Yhen an image is macde, that Ls not
the saome as an image being seen,ln-the way thet writing Ls not the
some as reading. In fackt making the imcoe might be much Less Like
seelng the ilmage than uwrtEing Us Like reading

2Kk Or not Like reading ’
P8 Richt, | don't actualiy write those kinds of metaohors. | think that
for me Lt has to do wlth non-Linguistics, iLn o sense. The image in Ethe

existence from moment to moment reguires o kind of iLntensti
tilve focus that filnally Us aiLfferent from the exseriance o
And that may %e a very imeortant polnt ocbout imases and st

ty and-cosani-=-
f the Lmecge.
ructures That
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(conk.)...are non=Lilnguistic, because the meaning doesn't haocen Ln the
same way; Lt doesn't exist Ln that potentiallu tilpght unlt that spoken

or weitten Language does

2ut you know the way inm.this=kEown . Linguistics is sporzad out heuond
Language to Losgér contaminated . 7. . Any and everuthing
becomes discourse; everuythinag becomes LLﬂﬁULSuLCOLLU anclLusable, music...
But whot does Lt mean? |t means different £hlngs iLn the different mediums,
You can talk about structures and devices that flnally. moke up the
Language of whatever medium you're talking acoukt, and those-structures
will exist differently bdecause of the requirements of the medium, or
obecause of cur humaa requirements of the medlums, the use that we out

‘them to, and the kinds of Lnformatclon that they have, | think that's

probably a very important point and one that t always felt Macluhan
backed cway from and could never really deal with, Ln that he sald the
medium is the message, yet never really tried to define how kthnat might

be true and what Lt actualluyu means. lnstead, he used the metachors of
sooken and wriktkten Language to exist for Lmages, and he actually found
some images that he could do thaot with and used them Ln ¢ very carticular
typographical way, but not very iLnterestingly. And finally, he dodged
the whole issue. 2ut the Language that he used to describe that... LE's
the danger of dealing with metaohor and saying that palnting is Like music,
and that poetry Ls Like pailnting, and that music Ls tLike=-.,.Lt's alucus
something s Like something else

But there ULs another area, alsas, | wisnh there werem'kt, wnere tners Ls a
sort of conktinuum of structural Ldentity between the Lexlcons af one
system and the Lexticons of another. |t remains for aOﬁEGOGg much smarter

tEhan !acLuhan to talk aboukt Lt, 3Bukt wnhat ULnterests me Ls that

.Ls not to say .Ln any way that x Ls Lik= y, but, well Let me go back to the

point | wes golng to make before, It strikes me in these few tapes

you've ‘shown us row one of them really, iLn one sense, isn't videc at

all. The nand could have been almost ¢s Lt was Ln film, pechaps not

quite., And then the words shifing could have been aporoximeated but not
made Ldentical uwith film, untllL filnally you get the elecktric chalr wnich

Ls totally video. So what you've seen Ls a kind of orogresstion from

what | would unaerstond--cssumtng | ==possibility £92 a gortilculLarly and
dinstinctively video one. So | sze this as---and nistoric doesm't gean
time tight, but’ sonethung else-- an historic kind of Lnput from one thing
to another. Yet all of these .things are inherencly neu*roLLg reFLacbed

we see them on the screen .

| acktually hed that same feeling excepkt- what obout the one wikth the
horizontal breckdown? | experience an authentic MHbuzz" from that which
seems very video to me, different from the elecktronic questions of the

Last tape, but also very much video in a different dlirection

But this Us gart of that--he ‘sgeaks:of licLuhan and the mediem, Ln thaot .
sense, The mediam Ls very much Louder in the chalr than Lt Ls in the sounds
| gdon't know; | don't think so. °‘Are you suaggesting, then, that the tace

Ls more video when the acktual. freme Ls Lntruded upon in an electric fashlon
| don't think that thak's true -

3ukt that Us Lntruded on electronically, | was even uwhissering Ln uocur
ear; | don't know Lf you notilced Lk, 3Sut kthis iLs another sroblem with
video~- unen 4ow don't knowu soma2ching aoout Lt, *nen the rocks azre

tossed, when that gets translated electronically there s a pulsé, And
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(cont,)...when that sound Ls recorded ctarcunh uhat Ls called

automatic
goin control, when the rock hits, the automatic fain control senses that
and there iLs a slizht delay. | f uou noyuceﬂcne sound of the water Ln

the backround . wenkt down...

Sut that's true Ln clnema, too. Automatic galn contcrol occurs wuilth...
le's even electronic ’

But |'m kalking about how video hus something thet's cisktin
Lcs; there're hoth electronic

| don't think the medio can ote defined by the ¢

There Ls an absolute difference which Ls the fa

video image and therefore Lts qualilties and Lts

Lutely differe_nt from wheot they would be Ln a cinema ¢

That's-untntereskting because Lt just sauys Lf Lt Ls Lt Ls. There'

another way iLn which certcoln thnings are more themselves than tﬂers, or

Less themselves_than others, not as things belng made-you see you're(n Gﬁ;\

toalking about things beinqg made-, out how Lt seems when we watch- Lt

Okay but wnen you waktch Lk, LFf you were to mcke that same taoe dn film=-

and this is why | think Peer even mcde the toce in the Tirst clace-,

the quality of the image and the souno together Ls different., He wnouws

that quality because he has been throusn the process of vicdeo, and that's

why he came vo 'with the Ldea to do that '

Subtly different

SubtLy different, but why not subtlLy different? At the same tinme,

Ehac's the one video . tecce whers Lt seemed thakt the distinction bektuwesen

the colored iLmage and the bleck and white Lmcge was more Lmporktant with

the rocks than wizh any other of the...

from elecktror
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He means the different monitors; there wss o Liveness, a clarity
In that manner, the middlLe monitor hagpens to 2e misadjusted to a certain
degree so0 that the white Levels of the image tend to peak more. IEt's

actuvally disterted

It glves the wnole thing o more pristine guallity, & brighter guality

which hdés the sense of Looking Like that .esoLutLon. “nether Lt Ls or
not Lsees '
Right, well that just brings up the issuve of snowung Lt on three moni-
tors: one con Ehe speaker; one on the floor; one on the tablLe

Sut see, that orings ue on intereskting coint, | know one of the reasons,
and you're right, thot | wanted to shoot that end that | scent the day
outside Looking through the camerac as | was, wes because Lt secemed kthet
there must be some woy thet the image could exist os a video entity that
Lnvolves the possible exserience cand possiole informatilon that accomoanies
the fact thakt Lt's video; that that could happoen fromthe image without
ones synthesizing the anne, without ones disterting ‘Lt, wikthout ones
manlpulakting Lt Ln some obvicus mann2r, S0 the camerc exists-, and Lt's
trve Lt has, certalnly comoared to the others, ¢ guality that iLs much Like
cinema Ln that.it Ls a camerc and an image that exists and Ls created
through an ogctical system elecktronically gener ted

That's almost one oF the aspacks about Lt' tt's almest a Leterary or
conceotual olay caalnst the fack.that Lt Ls seeming Like film, I mean
the fact that we're Lookins at Lk, ond zhyu am | :atcth; Ehis kthing

| wanted ko Look ot iLt., | made Lt heccuse | wmanted to Look at ik, hen
| was shooting and trylng diffa2rent things this one day, | wasn't. sure
thokt this #z0s goin)y to »e.the thing thet | finelly would showx, | wanted
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3 (cont,)...to mcke images to Look at. And part of the reason that this
seemed so beautiful ko me was that Lt allowed me ko deal with tEhe fackt
the image was so simole, Ln a sense; the event was kind of resetucgve and

you could anticiloaokte what was going to hapcen and you weren't going Eo
be sunorised bty all that much, even though there are some things Ln Lt

¢

T

Ehot you can't anticipate, It was a way to meditakte and to contemplate
the exilstence of this fecceme in this Light guality. ‘/hether thakt's what
happoens or not when you view tkt Ls sou_tnLnﬂ else. |, flnalLy, am
Limited by my own understandings and my own expgeriencd and boc:r0unu
with the system, |It's a maktter of my reading Lnto Lt; my deulupj may
oe different thon yours and probably Ls

CS That's some of the Level that iLs traditienally art: Ethe Level Ln which

not that one is able to determine effacts ty some predetermined orocedural
method, bukt the dJegree to which one is able to objeckify ones Lnktention
Ln that sense. That is, iLf you are iLnvolved Ln a orocess of reilfylng
your contemplation, Lt only r=sally reilfies somehow iLn the sens2 as arc
to the degree that Lt's pcossible for ancther cerson tc be brouehkt iLnte
a simillar allgnment to: eEhe object as the one that uyou have, And exactly
beilng able to do that Ls the art part of Lt as opposed to documentation...
P8 | don't think Lt actually gets to that exackt polnt., In fackt, | doA't
see that as a goal at allL, not at all, I''m seceaking personally now butk
| don't. In fact | hope ko Lnvite a kind of multiolicity of use. Ik
has many faces .
CS But since the fact of nerceokion of objects already involves a multi-
pliclty of oolnts of visw, mu point Ls not that we all are bdrougoht to
* the same percegktion, but somenow we all have t£o be brouaght tc the same
object., So the Level of art iLs the Level of realizing the object., ‘lot
that we are oll going to see Lt Ln Ehe same way, bukt thet somehow our
experiences will be related to Lt., ror iLnsktance, one could,in Looking
at any visvally stimulating phenomenan, comoletely get off iLn EthRz retinal
actlvity that Us oroduced by Lt., There's a total extreme iLn which one
wouldg be Lnvolved iLn a totQL‘boLLuanotorg stimukation; the oolnkt in
which my consciousness iLs beilng affected by the information that's
coming Ln is minimal even thoughrit's just stimulated by some kind of
tnput, The other extreme would be the LLLuslon that we all see Ethe
exackt same thing. But nonetheless, the command of that fleld, of the
difiference, Ls, socmehow where your own activity is, right? You're not
just tryilng to poroduce random effects

P8 Right. Wellk, what are you Lnferring; | mean |'m trylng to resoond bto
the guestcieon J
CS If YOU SQU.ees s e )

(stlence)

SQ One question. The question of the different monitors, Ln thinking about
that kape soecifically, the eilghty seventh stone tape: Ln & way becauss
of the range of possibllilties belng so subktle; otecause of the fackt that
the deflnltlon of Line; the deflnitlon of those stones on a different
Level than the rest of the tape; peccuse_of the sgbttetu of the tape
Ltself L.,e, hetween fllm, bhetween anuthing; one really had the cnoice
of catching Lt from the distance ond glLimBingo of Lt Ln the different
kind of television sense, you know, Like-tholce-television-sense

P8  YWhat Us that choic2?

SQ@ | meen just the TY as an object heiny ocut there wikth the stones, khis
monikEor to this ?OnLCOP,mJﬁLSC the apillilty of belng oblLe to change monitor
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(cont,)...because. Lt was more predictable; there were no surorises
on a cerktain olLane '
P28 | think that's one of the things that hapgpens wh
disoloy siltuacilon where the imcge occurs
the fact that tt is a modular, structure
-Ehat. Lt has this objeckt gquality becomes
that Ls my exserilence of LE, 1 very much
monitor setups., In fact some taoces make v
they're shown that way. There Ls so
define Lt as this moduler event and that
else haooens; Lt's a different erience.
stnglu. And | don't think thot it's just sensory;
maktter of there beilng more to see and you're triggered a Little blt more
on that Level, a Litktle more titillatlon ond so mayce Lt's more inter-
esting., B8ut.the fackt that Lt repeats gives Lt an ooject guclitu and
again gresents the fact that what Ls there Ls an LlLLusion, in a sense;
Lt mas this ephemeral guallity '
Buk Lt glves the effect thot what uou're seeilng Ls nokt on ect;
exiskts, actuclly, somewhere behind whot you excerience '
lt's alot of objects. Ilk's not just flLoating up there; Lt
just hanging Ln space; Lt octually exists Ln the spcce and
with this whole thing, this whole »ox, |t has the guality
on the front of the hox
You attach the three monitors
tton? Could Lt oe any number
It could be more; Lt wouldn'kt
There hapoened to be ‘three in the house, Sorcu, | can rcndom, toO.
At this poilnt we, or | should saoy | take the Libeebty.to be olauful wikh
what we're doing, and to not predetarmine sverything This brings vo
anotherr-way oY Looking at orocess and that has to do with Leaving
some possibillities open, aond allowing ‘-the uniqueness of a situation
to Lnfringe on what Lt Lts that happens. That Ls gart of thne medium.
That creates a ootenktial of a kind of vartabllity. |t seems quite
interesting to me, and it Ls so tn that one tape which |'ve called,
" PiLcture Lines changes" ==thé wonderful chalr and the
@scillaktors. It can be shown in installotion=- something kthat runs for
e half an hdur=, or something that is ten minutes Long, that ycu sit
doun and view Like this, ALL of this suggests to me that it isn't just
Ln the olece; Lt isn't just on the tage; Lt Lsn't just Ln the tubdbe,
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Ln particular, kthis
of monitors”?

nove to be kthree

RK oartlcular confligura-
' P8
GH
PB

he

But Lt has to do with the event, wikth our exosriencing of L&, and our
reflLection of the thing that's hapoening. So you could think of that
as a kind of dialogue and as a kind of activicy that | want to tnvikte

that that Ls ocart of the reason for

and the Limiting of changesiand.

Ve
-l ow

in the viewing of And |'m sure
the kinds of images that |'ve used,

possibllitileas exist iLn the tcoes as they do. There Ls this oossibluy
»aggressive aquallty or ocersistence in the Lmage that keeos ane from

fallilng Lnto Lt and seoarates one from what the Lmage Ls. '“hen | see
tt, | am not the image. | am' not sucked into the dream of another time
or suqgestion of a socce that | would Like to Live my Life Ln or necsle
that | would Like ko Love or cany of khat stuff. | am me; tnak iLs an
image. | relate to Lt; | don't relate ko Lk, '| understand it; | don'
understand Lt., And khat event noopens when the tning Ls on., |If Lt's
not the setting for Lk, then Lt's not the olace to snow the lnage; cnhe
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cont.)...vieulna Ls not succesful ur Lnteresting. So that reculres
xind of understanding of that ootentie

Your sauing there is something different cbout this thing from other

£
arts that offer objects 1200 A s
/haet Us iLnteresting Ls that Lt is olso true of this Ln the pgresence

the considerations of the machinery and the existence of oaramekters

.vocabulary and all of that

-0

w X

c

RK
GQ
PB

RK
e
RK

=
6Q

.a areat donser; Ethe exciktement meu be coming from the danger thot'

You're fighting television -

No, you're soneaking from a gerspec:zive that you wene sayling oefore,
That's the Ldeal, or the abstracktable Uldea

| don't know Lf Lt's the ideal

WeLL in the sense that Brackage*,(Stan) is orogram, at Least that's
what he says all the time, Eracﬁhge Ls concerned with belng anti-
cilnema Ln the sense of not seducing you Lnto the.,.

Sometimes he does, sometimes he doesn't

"eLL tn fackt he does=- beauty and torment and norror and interast
Lnvolved with evolutions and orocesses and thinags happening
I think Peer iLs far more austers Ln a certceln way

Sure oput ilichael Snow.,..

Sut at the same time | think Lt's clear that Peer Ls attracted hu
maybe not the visual object as beautiful object as such, but ou kthe

-
(o

of
ang

olay of the mind in that presence, or the play of the organism Ln that
presence. You spoke of the horizontal Lines as images that cttracted

you first of all

Sut they seem mucn more mintmal Ln thelr Lntentlons

On that Lesvel, ysan

I don't know Lf the Lntentilons cre mors minimal; your experiencz of
Lt might be so. Fewer intentlons, iLs that what you mean by milnimal?
Nokt minimal intentilons= minimalist

Oh | see

‘lore even kthan 'lichael Snow's would be

| felt, maybe Less this time because:l-nad atready:felt-iLt:after the

time ‘at the Art Center, | Telt, Ln the oresence of iLt- |'d never ssen

Ehis parkicular kino of video that was working in- terms of what one
would call minimalist but what is, Ln fact, a threshold arec-, |
felt repeatedly iLn the oresence of a threshold of the uﬂteLLLQLuLe"
Lt had nothing whatsoever to do mikth understanding, byt had to co

with the Limits of ones ability to organize the expcerience ct all, or
to make the exocerience intelliglble ct all. - And Ln resoding back from

that tape to those oast tapes | felt that Ln a sense that was olwaus
there Ln the tages that Peer was shouwlna= that he was cnoosing to
operate right-in the parkticular area uwhere one steo further and the
thing would discooear altogether. There's a kerrific excitement and

w

awakened by being that familiecr with the medium, and that maube Lt's
aLmoskt Lmpossible to be on tho* Lavel of cuwaresness of those oossibi-
Litles and dangers Lf one isn't working with the medlum unless Lt

comes oukt, R2ut | felt immedictely Ln the oresence of thetguestion
of o thresnhold whether or not there was anuythina at all going on.

| think Ln every one of kthe tapes | felt . cressured to wonder or to
find out wnether this was an tntelligiole work of art
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' Jher

Okay this Ls Like Cockeau or Ja

ck Soicer. It's Ln this coen =

the coet is Listening for uwhat th e radio is sauylng. He's tuning Ln
Ehese crazy skakicns that are aiving nim ooems "for the dead- that's
the metaphor. |In any-case, ne's Listening to something that every-
bocdy else isn't Listenilng to iLn the olace where everybody =slse s
Listening on khe radio, and hearinag the thing talk. There's o message
that's coming across. MNow L&'s -not o message that's in eode:"; iLt's
Lt's not a message that's coming Ln by some mysterious way. ‘haot's

hapoening Ls that he nas changed the frequency Ln his own obillity to
attend, and he's bejinning to discriminate another octtern

That's reallu deautiful. Sometimes that freoks me out because |
actually think maube there really Ls this wzhole other metachor that's
belng develooed, (Laughs) that's belng visualized, | know | find an
attrackion ko Lt akt points, and that hes to do wikth time window and

"that Ldea thcet you just communicated=- speeding up of Lnput., Then uour

experience is a functilon of your sustem functiloning, and what state

that Ls Ln will affect whakt Lt Ls that's seen therebuy saying that the
observation ¢f something chaonges or makes Lt be sometning. The observa=-
tlon Lkself brings with Lt the information. Something comes throuan

and is.. colored or affected by the observation ;

But Lt definitely comes from the other side; Lt doesm't come from wlLthin
the observaktion

AlLthough tt's the kind of thing- what could uoyu sukt iLn Zhe teotlonal
Enquurer, L the eonbeaxt of Ehct, Ehob woulld meisutss “stignal Srsuirer
any different, that wouldn't moke the thins uou put Ln Lt Like che
NatiLonal Enguirer? |In that case the context Ls so strona

It would be hard to do sometning witn the Naotilonal Encuirer {(Laugns)
Not that you would want to, even, dut context= I'm kxind of jumping

- from structure to conktext

Well a jumo of Lt that would make sense would oe Ln you saw the contexkt
as a possible olace for Lt to get to some kind of a world, in that case,
even the MNatlonal Enquirer, Thatls whakt | understood :
Yeah, |'m not sure where |'m at on that prcocblem. But the Ldea of

window Ls metapghor for point of view. And time window just adds a
whole other dtmension to window. So thak kind of chesing-in and out of
this constant process that Ls going on has that gquclitu. Somehow Lt's
almost Like when you can matertallze Lt= what the struckture Ls thakt makes
Lt happen=-, then that structure has allL those potentlal metephors that
come., |lEt's kind of a wild thing- iLmadqe thakt needs tc be deciohered oc
translated to these Ldeas that mau be aretty simole Ldeas; theu don'k
have to be all that comolsx. But the imeges are a suggestion of a kind
of construct and relationship of things Like window and tilme enerqu
fleld, Sometimes | think Lt's o wnole other subject matter, a wholLe
other narrative

There's ancther narraetive possible that you're not dolng what you eas

sees...
| may ackualiy be doing Lt
Usually so. | mean wyou end up.,doing rhat you know {(Lauvaghs)

(show another toce...)
With Cavid's you can turn on the color and tnat's what ycu're turning
on; you're not turning on anything ebkse. Yith this you can turn us
whakt Ls the channel of coloar and Zurn on the video sianal at the same
cime, 3So chere are several things naggening all at once. Tnhe color
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P8 (conkt,)...0e€comes more iLncense buk Lt sat urates more. You're just
turning on one color and you net three colors

SQ Do uou have control over the three colors,or by choosing thakt one
color Lt LmmediatelLy alves uou Ehe range

P8 Thakt's correct

LI T
SQ Because there is such a fleld of complexity of whether Lt be
and Lnformaktlon or whcktever
LH- Or as a facility, you know, and Ln that sense resoonsive just iLn its...
GN He has got another iLdea, |t reacllu has to do with the subtlety of
the Lnvolvement with the machine and the terms on which you choose
to dialogue with Lt, He actually does get something that's more than
feedback. He gekts a kind of enercu Lnterchanaoe with Lt thakt's vary

usten

[1}]

dynamic »
PB How is Lt an interchange, in that Lt presents the opossibilities
GQ |t's more than thakt, It sustains the possiblLLities, There Ls some=

tEhing about the relationshio between time and voLcUnp, as he. says,

that creates a space thctSsomenow outslde of time Ln which the enerou

of your presence actuallu does tecome ocart of the machine
PB  How iLs kthak?

Gf | don't know how Lt s

P8 Do you think so, or Ls thet a...

38 1'm nokt speackina metaphoricalluy ;

P8 That's exccktly whakt Lt sounds Like, but that mey be ...

GB. Well you know the Cockeau thing, rlght? "Les enfants chantent avec
ses doigkts. Repetez, deux, ktrols, L'ciseau chant avec ses doigks'"=--

the bird sings with Lts fingers. '"Le miroire serailbt bien d2 se
réfléchir en olus"== the mirror wotld do well ko reflect further,
These ar messages that are given from the world Zeuond to the raolo
of the chauffcur, It's the uwhole Cocteau/Crpheus story with the
suggestion of a kind of daemonic possesion of the situatilon= that kthe
radiLo Ls brunqung tn these mysterilous guantitiles that stand beyond
the Ldentity of khe arktist or the nature of the sustem telng used.
le's kind of a mythical symbolL of o Larger iLdentity that one hooks
into, o Larger dimension of. mind where the instruments, in a sense,
pLay themselves

PB But Lt's nok Ln the Unstruments, Lt's some other...

G Well, Lt deoends on how you think of Lt. You meay choose to think of
Lt simply as whekt happens when an artist engages himself wikth a
machine g

SQ Do you know=- somehow Lt just flew Lnto my mind again, but Lt's my
favorikte topic so Lt's not unreasonable- maya dance films?
:RB  Yes
SQ Do you Like the films?
8 Yeah, veru much

SQ _I' think her films have that guality
GB Yeah they do, but she iLs different
SQ Some of them, In fack you don't aven know thes one that I'a thinking

of, and that's the one that has most of that quality
“Yhich film is thakt?
| forget what the name of Lt Ls=-- "Heshes of a.Sunday Afternoon
| nave seen Ehakt

You haven't
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| saw Lt Ln 2inghemkon

You did after all that? VYcu didn't ¢
She dies Ln the end
How'd you nekt to see Lt Ln 3inghamton? :
| went to a very Late night showlng after everything else wes over.

LL ¢

("
= |
m

|- took Peer home, | came back to the camsus becauss | knew about kthis

showing of the films=- Brackade and many ﬂonﬂ different film-makers...

That's great that you gok to see LE, Uasn't that an.ilnkteresting film?
Oh yech. | wanted to see Lt c¢gain .

| think there is somethinag of that Coctecu kind of uscgce iLn a way
haopening Ln that film

I think thakt's why she got so tired with voodoo in Halkti. She uwent

down to Hailtl to make a film, She got ¢ aront, a Guggenheim, and she
went down there and shot alot -f footage, but she never edited the film.
wYhat she did was she got Lnvo! red with the actual practitioners of
voodoo, Lived with them, gokt tc know them, and ended up writilng a rather
extraoordinary book callec Horsemen of the !lLght or something

“Ynat happened to the film?

| don't really know how to answer that. P. Adams would knouw )

L onitted dhe Fice geacier 0d dpis fagy 5 pen-visbwe of I‘";J.:S'?ri'{:‘.nféﬂ
i : ¥ 28 |
ma;ﬂ-b-’ )‘.’“,é’&a’jl -f,rcf ;1;.;{'6,-(.'.”:1 (?)

One thing about using the machines Ls that there comes a oolnt when

you really take them for granted ancd theuy aren't Ln your way of doing LE.
Just being involved Ln talking adout the sustems, nou, after ceing

around them alot and working wikth them, you just et used to them. And
tEhe people who are not Lnvolved wikth uneﬂ nave cwnm to deal with as

much as everuthing else. That becomes part of the mustery of the controi,
and the mystery of control that exists in the whole sustem, Ik's

almost subject matter or a certain something to deal with. 'Ye cre not
machines and yet are Like machines- the brain and mind belna deferant.

| have this suystem that |'ve 2een working wilth that Ls o krigzcaring
device. lt's o system with Ciloht sensors, variaoble resisters ‘as thay

are called. And depending on now much Light hits them,. the clrcult
that they are‘attcched to gilves out more or Less 2lectricity, more
or Less voltcge. And that's- the same as turning a knob, 'hat Lt
means Ls that LLioht channing can be coded, in a sense, to actually

.

change the color. So inktensity changes color, or Lntensilty changes=changes
keylng, or Lntensity change chonges mix tetween comeras, Oh | have one
tacoe | have to show uou. This tagce Ls a recording of o serilous dilamna
Ehat has to do with the whole thing of control and cubernetics, |t s

as | recorded Lt cnd Lt's unedited. (while showino Ehe “ﬁae...) “hak

| 've done with this so faor- there's something that | don't Like cbout

bhis at atl and | can't quikte figure owt what that qualikty iLs. OQne

waw that | found Lnteresting to, use2 kEhis Lmage was that | had an
Lnstollation sstus and | mas ustng zhese sensors to ac:tivate 2n audiLo-
synthesizer and o video=-synkthesizer, The audlo=-sunthesizer was kEnis

machine kthat wes chanzing filtering according to the Light changzes, and
so uou na2crd cditferent overktonas, he video=suntheslzer wes the
pidica and tt was a smell  ;:-i¢,’ 2, two small flelds= the

oositive and the negative., The too one was miving bdecck ond for:zh; the
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A Test of Translation: Rilke's Third Duino Elegy,”[published with my translation] Caterpillar,
No. 3/4; reprinted in Soundings, 1970.

“Catching the Tail by the Tiger: A Meditation on the Chemical Courtship of Poesis and Vajra and,
through them, of Logos and Dharma,’ /C, No. 21 (1974).

‘ Somadreambook,”’ An Active Anthology. Fremont: Sumac Press, 1974.

“Metapoetry, or the Poetry of Changes,’ Open Poetry. New York: Simon & Schuster, 1973.

‘ Jackson Mac Low," Paper Air Magazine, Vol. 1, No. 3, 1981.

“Ouncan Reading,” Credences 8/9, Vol. 3, Nos. 3/4, 1980.

[NOTE: This is a partial list.]

POEMS AND TRANSLATION APPEARING IN ANTHOLOGIES AND MAGAZINES:
Poetry (Chicago), Alcheringa, American Poetry Review, Caterpillar, lo, Inside Outer Space,
The American Literary Anthology, 41 Poetes americains d’aujourd’hui, America a Prophecy,
Open Poetry, LOKA, Wch Way, Sixpack, and some 30 others.

GRANTS AND AWARDS

197475 Natonal Endowment for the Arts (poetry fellowship)

1971 S.U.N.Y.Summer Fellowship for Creative Writing

1970 P.E.N. American Center Translation Award

1969 American Literary Anthology Award (for poem)

1969 American Literary Anthology Award (for editing Stony Brook)
1969 S.U.N.Y.Summer Fellowship for Research

1968 S.U.N.Y. Grant-in-Aid (to record and interview poets in Europe)
1964 Thomas Wolfe Poetry Award

Served on Grants Panel of both the New York State Council on the Arts and the Creative Artists
Public Service Program.

Serves on the Boards of Directors of The Hudson Arts Consortium, Open Studio, Ltd., and the
Institute for Publishing Arts.

LANGUAGES
Spoken and written French; reading knowledge of German, Spanish, Anglo-Saxon.

GEORGE QUASHA
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(cont.)...bottomawes sktaylng stil

LL. There's this kind of Feference,
And then the same sides, the small sides start moving so oulckly that
Lt becomes this Long thing. The speed of the image on top Ls affected
by the second sensor, and both sensors were on toc of the screen, The
TV was flat on its back pointing ug, and the sensors came down from
the ceiling. It had this whole environmental sculoture gualikty to Lk,
In Ehat case Lt made sense to me somehow. Ikt was Like you could some=-
how step out of Lt Ln that siltuation., Somehow | can't do Lt with Ethis;
Lt's kind of an Ldiosyncratic thought '
You could see what you were doing?
Yeah
"here was the monitor?
Next to me
The comgosittan Lnvolves a kind of comolesx kind of feedback to start
wlth= the very structure of Lt, | did scme camera work=- video sunthe=
'stzed Live taping of events at the Arkt Center, It was Lncredible, e

had the Advent in the corner so that we could see whckt we were ktaplng
while the event was golng on; the audience could see the taolng of the
event also. YWith the camera | found that | could compgose, | could
totally alter the image. |If he (Garg) wgs gotng certein manioulaticns,
then | could alter those manipulations and he had to continue his
manipulations according to what | was doing, as | did according ko what

he was doing. So we cctually beccme Like two musical instruments. It
was the closest thing to collaborzctive composition on that Leval that
| ever experiencad. It was rz2ally Lncredilzle for about half an hour,

That kind of collaborative work tnterests me a qgreat deal

The whole cguestion of control Ln Ehis system ond the Lmgortance of Lt

Ln this oarticulaor setup and video synthesis and orocess iLn zeneral=-
Lt's a thing thet's haooening with electronic music, some of Lt enuuwauy,
and the whole tendency towards defining particular kinds of conktrol

some of which are very eloborate and complex; Lt's a descrigtion of

the process accompanying each pilece, and Lt's kind of a mentol mocel
that accomoanies the 2xperience of the work and is very elaborate. Um,..

(waktches the tape)

P8

GQ
PB

WelLL George, you did ask me ko show my tapes filrst, so | showed them
and |'m exhcusted

Now Chuck can get a sense of what somebody else does by comparison
Let's show this Ralph Hocking tape

\VVolLce Lndex

Peer Bode; Gary HilL; Seorge Quasha; Susan Quasha; Robert
Charles (Chuck) Stein
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