MINDFRAMES:
MEDIA STUDY AT BUFFALO, 1973-1990

JOHN MINKOWSKY RECOUNTS AN INNOVATIVE EXHIBITION OF FILM,
VIDEQ, SOUND, AND DIGITAL ART INSTALLATIONS AND PROJECTIONS

Between 16 Decernber 2006 and 235 March 2007, the Mind-
Frames show at the Zentrom fiir Kunst und Medientechnel-
ogie (ZKM) in Karlsruhe, Germang showeased the careers
of seven artists who taught at the Center for Media Sty
(CMS} at the State Universily of New York at Buffalo in the
19705 and 80s: [ames Blue, Tony Conrad, Hollis Frampten,
Paul Sharits, Steina, Woody Visulka, and Peter Weibel (the
Tast three of whom served as curators of MindFrames; Weibel
is new the Director of ZKN there are further details o
al hosting ekam.defmindframes_e/ and a full catalog is being
prepased for publication by MIT Press). Also represented in
the show was the prominent theorist Gerald O'Grady, who
crealed the CMS and broughl Uese founding fipures of the
so-called “materialist” movements o
gether. [n his program notes, Peler Weibel Tikens the influ-
fthe CMS to that of the Bavhaus or Black Mountain
College, and this statement is not allogether far-fetched.
The el

able

“structuralist” and

ence

bition was unprecedented, not only in concep-
tion and execution bul also in the sheer scope and varicty
and the diverse
musenmgoer could engage and inte

of materials it offered, ns by which the
1 with them. The

show encompassed over 350 hours ol work, much of it always

accessible to the visitor (with some of it presented on selied-
ules that changed daily). MindFrames raised many intercst-
ing questions shout litent possibilitics of media exhibition in
the contest of the museum and the roles hat moving-image
eurators might play in the new technological architecture of
onr evolving information environment. It provides a maodel
for future work,

Steina and Wondy Vasulks were the initialors of Mind-
Frames. They started out wilh three asumptions. First:

an
alldigital show (with Gl and video works ransferred as nee-
vk Second.
tant location. "Third: u show capable of being simullaneously

56 show that could be controlled from a dis-
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disseminated worldwide, (The technologic

.

wspects are dis

cussed helow,)

ajnT additional expertise was required to -
plement these ideas. 1t was provided by Rebert ()]
provided a capacions server and data

1e, whe

sasc and a particular en-
stem similar to the one tilized in the manufactire
MindFrames may liave been principally a flm and

vitdeo sheay, Tt its execution was almost enlirely achieved

through the use of eomputers.

In terms of organization, the Medicnmuseum al 2K\
was configured into three concentric cireuits or rings. Al
though the functions of the outer and central rings o
lapped significantly, that of the inner ring, desizned especially
for Mindl

ames, wits completely distinet and undeniably the

The central exhibili

The other galleries were allotted to individual artists, witl
one exeeption: the Tigest of them displayed the phologrphic
and related static visual work of Tony
Erampton, and Peter Weibel. Conrad was represented by Pola-
soid und postersized phatographs and a larger Plato Comer
76-77), vtried conhy
s by which pictures ave Waditionally been mounted

in pl:nlmﬂ]mnu In the same gallery were five series of black-

Conrad. Hollis

ratioms of adherent triangular

mast innovative attraction of the show, The Medi

i5 a large space, roughly 40,000 square feet and sixly fect
high, the perimeter of which, on this eccasion, consisted of

Bwenly-one ronms or “sequestered” regions of w

sions housing installation works, dedicated and !h:-u atic-

ally grouped screening rooms with dymamic schedules (i
L @ large gallery for photograph
other static works, This was the outer ring Uhat eireumseribed

changing daily),

the whale exhibition,

THE OUTER RING

Four of the of viewing spaces presenled more than

ane artisl. There was @ Film Room and a separate Video
Room, distinguished by the medinm in wh
works originate

:h the inelnded
there was alo s Document Boom where
rare interviews with all of the makess were shéwn; and a
Music Room presenting video and sound werks informed
by the musical backgrounds of Steina, Tony Conrad, and
Peter Weibel. Outside eacl of these moms was & luminous
plasmascreen display of the precise schedule—hy hour and
minnte —of what was Lhen on sereen, as well as a listing of
what wonld he shown over the temainder of the duy. The
greatest quantity and

1ge of material were presented in the

four rooms,

l-white pi | ampton, including Ward Pictues
(15963 fn] The “(thl’l\ Portfolio (1971), and Sixteen Studies
from Vegetable Locowmnotion (1975), these three intimate
Lited to his cinematic endeavors, Word Pictires, a serics of

documentary phetos cach |

wiing with a different letter of
the alphabet, s direct bearing on Zorres Lemma {1970, and
Tl moslalezian Pertfalio is made up of De images and lests used
in the film nostalgio {1971). Sivieen Stuclies from Ve
Locomation, made with Marien Faller, spoof the prolo-cine-

A

matic works of Eadweard Muyhridee. Siv photograplic and
collage works by Peter Weibel were also presented in this
spice. However conventional this gallery appeared in relation
I the resl of the shaw, it was o potent reminder that all of the
artists in MindFrames had worked in o vriety of media.

OF the remaining lourteen separale sunonnding galler-

ies, there were bwn sereening spaces for Blue's If‘mm and
Super & film and video documentaries about international
ctises ol

the underclasses in Honston, Te one Tor Conmuds pro-
kly cable program, Studio of the Strects
(15991-53), imprompl interviews with pusse
Buffalo’s Gity Hall on various ci
tinons sereening of Frampton's Zems Lemma and nostal-
i aned one for Woody

tluctions for 4 v

v aronnd

c issues one each for a con-

Asulka’s Strelivs for Scan Processor

mine and disease, and the hansing problems of

series of shert video experiments nsing a spe-
lized lorm of analog symthesizer that he shot directly onto
film. ally
reconfigured) shared a room with is il Agparent Motion
(1673) which wi
daily. Seven ather galleries were given over lo installation

mils’s twoscreen work, Ruzor Blades (1905 —digit

sereened in its original [ Gmm ol lwice

works, along with seven in the central ring,

THE INSTALLATIONS AND THE CENTRAL RING

Suspended above the central ting and viewed from a tiered

space on a baleony, a Grand View —an extuction of the es
iew of Mindl

postion. Ona pancrama of three masive adjacent

sence and pre nes—occupied a presiding

exeerpls from various works in diverse confignmlions intro-
dueed the viewer to materials displaved in different contexts
in e exhibition. They were usually filled with footage from
ed espe-

a single mulliple-sereen work or special edits devis

cially for the Grand View.

Steing and Woody Vosulka
The two most prominent works in the central ring were hoth
e-specific
hiening over three decades, the re-
current feature a mirrored ball around which pivots a

ation of a s

by Steina. Alfvision was a new n

piece she has been re

mechanical armature with @ video camern mounled at each
enl, and with elosedcircuit monitors displaving these cim-
era images just heyond, At all fimes, the cameras, by means
of the reflective sphere, capture the entire 360kdegree sur-
rennd (henee the title). In the past, Steina has somelimes Teft
the: circumambi

tspace unaltered, bul here she supple-
graphics of ellipti

mented the pizce with two g spher-

oids suggesting planetary fors,

FILM GUARTEILY




we find 2
crude rent
of creative t

dition

Tha Vasulkas, Metix [, 1970721, o Weady Vosuko, Suibs | 1996], detel. o na

anl The Theater

atits far corners. They are Serils
waorks collectively en-

017 is 1 splendid si nnel  tingand y

The maore recent Mynd
]
i Pl

I :
els of a large sereen about Qfty feet wide by twelve feet high.

af Hybrid Automala, ftom a set of sis
titled The Brotherhood st realized inits entirety at the NTT
ion Center in Tokye in 1995 Both are
syslems of electronic ohseration buill from

Ton six Iy oriented pan-

InterCommuni
{1

There are four distinet sections ko the overall work, each de-
fined by a different aspeet of the natural environment of her

The  comhinations of cas

claborate kine

homeland {including the sea and pastures with horses) otf military apparatuses, specially de
images in each section are closely interrelated, varving in
le rendering is almest

paintey, droplets of water in slow motion suggestive of finely

= deviees, live suve

signed mechanical and pnenmat

el computer synthisis toels, all of then inlercom
e the spaces

TET:

mel their delic:

thythm and direction

mumicaling, Dynamic seulpuses thal rearticy
executed brushstrokes.

“Lhere were also two collibostions by Steina and W
Vasulka, Mutrix D and Motric [ (both e 1970-72
presented on stacks of twelve monitors, four wide by three
high. displaving related material on loops of herizontally

nody
Ball were

drifting dises (a technigme they innovated at this time).
Wondy Vasulka's two complex
aped i sequestered” spac

clectro-optical install:

. part ol the central

Steina, Mymd {200). e

P

Sheing, Allvisian |2006).

o Cngte ¥ 100

Woady Vasulkn, Freater of Hbeld dutomation
11998). riss
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- an emply film projector

the:
indeterimin

inshabit, they are, by turmns, predietable, ambignous, and

lee,

‘The more accessible of the two Tables (as Vasulka calls

tliem) was Serabe, which addresses printed language as pota-

electionic transcodification. [Lis i inlricate auto-

tion and i

matic electromechanical coprdevice of sorls—a serivener of

the post-technalogical -
read by niachine. A book,

2 brief and covplic staternent, is observed by a video camera

— by which printed text an paper is

il flat and apen toa page bearing

meunted overhead, and lest-recognition software e

ers a light-plotting table to wrile oul

ach word in sequence.
The viewer can watch the act

al Tuminows lacing of e

letters on this horizontal beneh, sce it projected on lhe e

wall of the space, and hear a toneless compute

woice recile e m
Seribe, however, is o
s the
vice, When o

age, The most dramatic component in

arm that

specially designed hydrulic

LT

ages of the houk by means of a suction cupelike d

h page of plotted text las evaporated from the

reen, this rabatic arm leaps to life, springs frsand ina fash

rs 1] the effect is st

of light, en
ting as this st

* page and fips it over;

wge mechanical contraption is counlerpoised
against a panoply of electronic devices,
The other work, The Theater of Hybedd Automata, i

more elaborate, and wakes dircet use of o mililary atifict—a

on

motarized gyroscope—centered in s cubic space, upon which

is monnted a video camera that pivals 360 de
horizont

fees on e

Larnd vertical axes, pansing intermitiently to map ils
When
idlentified the direetion in which it is
ils pre

b

own orientation in space by means of graphic tan
b

il st

the lalted camen

pointed, e cang ammed mevements. A
Lirge: video-proje
cally displays combinations of the cimera ing
neraled obje
and “virtual” space, o7, at of
models of the construction and its

o sereen hung o the far wall sustemati-

wes with com-

b o creale new e

alionships belween

er fimes, purely synthet,

vilechural environs,

Peter Weibel
The simplest of Peler Weils
{1969), a comundrum in which the word of the title is dis-
coverce to he painted on the sereen mtler thin projected by

s instullations is the droll Possible

hich merely serves as a sonmce of

illumination,

Weilsels video-projection work, Wiy Wery Ot (196872006
reconstouction), extends over the floor, wall, and cei

with ome of tiee video projectors Imined on each surface.

ing,

[he viewer may enter this environment, looking dewn, up,
and straight 4
scene

head at contrapuntal inages of nature, urban

and other materials in relationships that often coi-
[und or subvert expectations,

Fetar Waibsl, oy Way Qur {1968/2008). r.

Weibel's two other installations share a comman theme,

zifikation der Identitat (1973 is a critigne
of mediated abservation. As e viewer stands on a plalform,

his or her haloed shadow is reflected on a likesized cross with
a sl unillaminated video sereen cmbedded al the center,

When one extends ene’s arms into a eruciform position, o

sensons uk the ends of the cresshar trigger a small lens Tocated

in the headpiece, and a live video image of the +

ed in that sime monilor, One's image is

i dlis

transfised simultancously by the lelevision cumers
The anra of light that surrounded the paticipant in
Rruzifthation was further intensified by s

from the adjoining room in which was anather work about

mic lealage

sy, this time in a somber, elegine tone, From the far

comer ol the space, slides of coneentration

mp vicHms were

projected onlo a sereen of st about six inches deep by sis

feet wide, These compelling and appalling apparitions were

aiven an illwsory depll when viewed through the dense, swirl-
ing haze, ke dark phantoms emergis
pyre. This testament to the horrors of one of lislons areat-
sl atrocitics was peignantly entitled Dirmeb-Show (196972006
reconstruction). and was both a powerful testument to the

tom the residue ¢

wichims of the 1ole

sl annd i provocation to question the ap

propriation of such inflanmaton naterial it art.

Tany Conred, Paul Shorits

lleries alsn hensed fonr ofher nstallation

The outer ring of
works inilially made on flm. One oom belonged 1o Tony
dgebra for Filme Opticals,
a seven-minule lonped excerpt from a 1975 filom shown on a

acl's Astivelation of Boolean |

monmted 16mm projector. Trained in mathematics, Conrad

employed an abstract algebraie farmula for logical operations

to structure the most rigorous of his

snphisticated, the film is maore dependent upon its concep-

tal framewerk than the viewer's pereeptual diseermment af

the organizational sl

impenetrable fo

itself, which is

I iddeas it is based on are to the

the cye as the mathen

nonespecialisl mind. Less inunediate in impaet Uan a work




&0

Arlic

Teny Canved in lront of the Media Lab, de Line
[1986) e sersen. .

W

er (1963 ).

Jutions was one of the maost resolutely “structural” works

like Conrad's earlier and sssential film, The Fiie

in the exhibition

Paul Sharits had heen allotted three installations: the
twoesereen Razor Blades and Epileptic Sei
and his spectacular triptyel for filim, Third Degree

Razor Blades (1965) Sharits’s first multi-screen of-

feort and was not coneeiv

zure Comprison

ther

o as an installation, hot AL

uneonvenlional lwent minle MOViegoing experiens:

on than

Licte il became more the object of easual obser
one for serions contemplation.

Epileptic Seizure Comparison, a 1976 work designed as
a doublesereen installation—or “locational film pie
Sharits termed it—directly addresses the fact that the photic
lter braimwave patterns in o

e

stimmlation of licker flins can
suall muinber of viewers, achually IIII]I\III\"(‘|}I|L'|J|K convul-

sound and

sicns. Sharits’s intention was lo simulate, vi

the expericnce of a convilsive seizure tnder arlilicis
ditions, an altered s
ing to his research, withont its ecstatic transporls or
Lo

te of conscinnsness thal is not, aceord-

ssthetic

e il

ranificatio ol palients in the throes of g

seizures are wmnong the visals.

WINTES 21

Manv of Sharits’s works, for all their formal, abstract

beanty i

1 the revelation of flm's

fused with elements of violence, In Third Degree (1952}, this
destructive impulse is directed at the substanee of the cellu-
loid strip itself. Presented on freestanding, optically altered
filin projectors with synehronized continons ima
s of different dimensions.

sound loops, it displays three im

Color feames bumt and melted by intense heat, and the s
of

she were undergoing

wiman'’s fiee before which a lit |||;|k'|| is held, as tho
Tiatte: Frosm
phing successively from the smallest o
Iy prescnts third-d
threatened by

, Tar

1 vicious in

sereen. By rephoto;

L metaphari

Largest screen, this |

L, even as the woman, suggestively bein
the Aame, is also undergoing the “third de
intermittent soundtm

A ominous
thes
ird Degree

les

¢ ol
T
, disclosing the

and human utterances of re

1

is radical de tion iroug|

frangzibility of filuina flare of terrible beanty.

MEDIA LABS IN THE INNER RING

SWET CINE L

Moving inwand from the central ring, the v
a gronp of eight sp I designed Medis Lo
creator. These were like electronic sudy carrels with special-
ized collections wherclby the work of cach individual maker
could be exploted in depth and at length. Middlemast i

Video Jukehe
from which the visitor could select from more than a dozen

¢, a console with a tonch screen

ch w

e or from archival interviews with the

canmplete flms o

artists, and view them, in full or part, on a nine-by-sivd

he fmmediate left as one entered a lab was

screen. To

nitted access fo @ e

mounted computer database that pe

larger seleetion of s s lapes as well asa complete il
aphy
anl a variely of photographic documents.

ography and flmdvideog 1exlensive collection of the

arlisl's wriling

Along
e slalions where one could simulate the creative practi
1l Sharts
the participant was able to ciulate the proeess of creatin
flic ting
aseguence al |
play them back in sequence, at v

he right hand walls of five of the labs were interac-

aranalyze excerpts of the work of cach artist. For

ser film by Alling in Jinear fashion a matrix repre
nes wilh either a solid color o symbol, and

able specds selected by
illu-

the participant, on a second menitor. [Ewas an elegamt,

o-use instrament, as was Steina’s, w

minating, and easy:
pressin
transformation of one of several pretaped sequences in w

ny mamber on a keypad activated o wnigue digital

sirnilar fo those she employs in her works.
Mgl ki’ ¢ confrast, were de-

signed for the analysi

an Fr

wplon’s stations, b

of sequences of specific t: apes o1 fil
cult to nse, T

rHenlarly resistant wis

and were more dif

ulate a cube, each side offering a portion of a different fil,
und select particular sequenc

ond screen ¢

s of frames for replay on 1 sec-

a variable speed. Compared o the ather Ll
ulk

readily comprehended and controlled, allowing one 1o alter
the trnsparency

sations, this was the least wser-f

wlly,

wias more

and number of sverlapping video frames,

5
hut was rather fmstrating as a learing tool. Both could have

benefited from desian medification, but the atlempls were
commencable.

Finally there was a selection of work by Gerald 0°C
who over the past (hirly v

1
Iy,

5 s produced dosens of tabloid
5 jukebox fo
televisinn programs entitled |

catalogues for CMS. |

tured half-hour public

Rers, i which he inter-
viewed thitteenvindependent makers showi
their worlk:

ul discussing

DIGITAL TECHNOLOGY
s and Vi
exhibition he

As mentioned, il lad been Stei
from {he outsel that the
it digital format. The dig
tape, in that it has no

sulka’s intention

presented entirely
tal format is unlike Glin or video-

lerial base.

Digital code is binary
dala, pure and simple, that can represent all manner of

mfoenation, including moving images and soumd,
extremely high degree of fidelity and clarity. i
increasingly become the standard for television and Internet
Irinsmission and slosge on DVDs, as well in as Glm produe-
Lion, For Mindd <, hoth fili and analog video had to he
welommatied, or compressed and encoded, into digital data,
while attempting to minimi
Lamponent features of cit

There are sex

with

ital viden has

= ar

loss of qualily or essential

et medivm

1l advantages to frans
atls inlo digits
filin and videota
and repeated « L information is, cssentially, immae-
el that is, pore data which can be stored ina variety of ways,
A therefore not subject to corporeal cot ruptibility. Another

Ferring Rl imnges

| formats. One is general: unlike

bonly subjeet to deteriomation over Hme

is more specific, in this

e, to the needs of MindFemes:

given the vast amount of material included in the ¢
(more ian two weeks of round-the-clock viewing!

desire lo have il aceessibl

sibl
pra

in the mest flexible manner pes-
1 capacious server for Hhe ¢

base wis the mnst
ic solulion,

enlisted Robert OVKame, whao is based in Cologne
as LNIX Administrator at the Academy of Media Arts, 1o de-
sign a technical sy

oy

Vasul

am—1he selecti

on and confizuning of

necessary server and other istrumentation, and the eversighl
of the management of the database —wherehy this
tity of moving imagefsonnd material could be ¢

accessed,

o
designer of computer systems, was, as a forme
CMS, & far with the
the partic

vl distriluted for exhibition i

nlliple ways
e, aside from being a knowledge

able and creative

tudent at

Lo fommi

cuvre of cach of the artists, and
lar aesthetic and theoretical

sues with which
ppleel. As one example, the nature of the film
and viden frame as the b

they had g

ic il through which the image

is eonwveyed was of particnlar concern for Paul Sharits and
Woody Vasulka. Both sought to employ the frme to dilfer-

ent ends

in the case of Sharils, to explore the formal nat

and perceptual effects of the rapid finctuation or fic
il for Ve

amanner inwhich an electronic

color fiehl ulka,

1 means of mvestigating (he
ignal was registered so that
it conlid be controlled or processed, As il was essential in the
digital compre:

e the
12

siom of film and video images 1o pre
ctual frames, (PKane selected M| a
and VD, but one
Ut is rapidly being superseded by video-streaming o the

reproduction of

prevalent standard for broadeast, cable

welas he more common manner of Internet ransmission

Streaming, however, fails 1o maintain the convention of the

Trame,
The server for all of the moving-imag
and hen managed from (e databa

: malerials v

lecated at Karlsnihe,
ith
d flow of information from ane

in Cologne. ne at the helm, w

inlerruy

mikaining an e

site la the other,

the loc

Cologne tion of “contral central” becanse it is

O'Kane’s base of sperations but, in pure theory {even if it not
as vet practicable), the

server could be maintained from any-
cen Buffalo).
All of the malerial had, of conrse, o he nslerred o

where in {he world |,

digital at the outset. This presented na problem to the video

artists as hoth video and di

cally baseel. There
was, however, a debate hetween filin
ni

purists” and the arga

s of MindFrames, the lormer feeling that the integrity of
their medium would be compromised by such a transhition.
little cvid: -

ed by their digital presentation. Bul that delate explained

There wi 1ce it the Bl in MindFrames 5
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allation
wsuilka's
itality. Hewever, the presenee of the film

the presence of Sharilss Third Degree as a Glm

praper, a resolution that may have compromised

ncticn of loks

ninder of the brute and heautiful mechan-

apparatus wa
it instruments

ical hasis for cinema, ils projectors ine

emitting their sprochetiuls of clatter and allier quirks,
Buil averall, this digital representation aned long<listance
ext was a for-

transmission of (il amd videso i museum o

ward-thinking lechnological | b, pointing the way

ation in the exhibition

ohal simultaneous collals
rfs, Vasulka's and Ster
stantly casting off into uncharted streams of electronie flow,

towared

of the meds A's commilment to con-

exemplificd in MindFrames, is unparalleled.

THOUGHTS ON THE FUTURE OF MEDIA EXHIBITION

From my own expericnes as a curatorfprogrammer of cle

lienic art, a group show wsmally evolves around a specific tupic

as the basis on which individual works are assembled, n the
case of MindF
mon (although by no means unprecedented), dete

ames, the orgamizing principle wis uncon-

ined

by the fortuitons contluence of artists, all with very different

Tuat overlapping aesthetic concens, in a particular plice and

L. Thie wosrk of these eighl creators, therefore, did not need
1 b thematically pigeonholed. Each choice could be based
solely on its excellence and representative nalure,

Of eonrse, the selection of installations in MindFrames

represented i mere fraction of suc
presentation of their

worked in that forme A much larger 1

anel s ome pene-

collective muaterials existed in the

traled Lo an

ler sampling in the inner labs, the en-

tire exhibition

ned to expand fo somcthing more like
cight simultaneous retrospectives than a bypical group shew.

The exhibition, then, tended e
although none of the artists was actually given @ fll reto-

o the inclusive. aml

spective of their works in projected lotm, there was no rea-
san that, teelnologically speaking, they could not have been.
OKane stated that be could
wore material in the show

sily have smmadated far

il stood, and a langer database

could have heen mannted and maintained. He noted that,

next time, he would begin with a sisteen-terabyle capaci
saughly thirty times the size of the memory tial was used for
MindFrarmes

Although the Video Jubeboses in the Tabs offered a T

iled selection, a portion of the process that might Inosely he

to watch, how
sated 1o the

curatorial,” concermin,

Tl

much of i, and n

at order, had he

inlividual viewer, and this had been supplemented by the
dincent datahs
Moreover, the centmlity of the enlighlening interview m:

which offered an even wider clioice.
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terials, which comslituted

iificant portion of the jukebos

selection and the exhibition in general, might clherwise have

been assigned a subsidiany role, il not otally exeluded, from

a1 show of this nature. 1L ollered @ depth and currency, s wel 11

as conlexl, impassible 1o achicve by other means,

Perhaps nothing redefined the content of museum
media exhibition so much as these labs themselves, any one
of which wonld have required several days 1o fully ol

A nkebox
centrated viewing. The wrilings by the artisls made available

sily contained at least a full day’s worth of con-

and somelimes dense,
s,
Although most had been previously
able
hese essiys allow

on the databuse, generally theoretica
acsthetic concey

sa Tich e

dillicult reading breause

Were 9 Fre resouns

published, they are not, with a few cxceplions,

. "

ater insight inte what are somelinies esoteric bodics of

single collections, and then unly pa

AR
wirrk, And the simmlation/analysis tables had the playful inter-
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