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PREFACE

As we look back over the twentieth century it is clear that the
cinema and the electronic media of video and television have
had a profound impact on the arts. All of the arts, from litera-
ture to the visual and plastic arts, have felt the impact of the
moving, temporal image. The century-long expansion of the
recorded and processed moving image has profoundly shaped
how we see and interpret the world around us.Today, new devel-
opments in multimedia and the internet are further changing
how we create art, conduct commerce, and lead our daily lives.
As we enter a new millennium, media culture will assume an
even greater global presence in daily business and popular cul-
ture, as well as in innovative art practices.

The challenge for museums is to bring this history of media
and contemporary practice into their exhibition and collection
programs. A major step in this direction was taken when |
began to have conversations with Nam June Paik—the artist
most identified with the transformation of video and television
into new art forms—about celebrating his extraordinary
achievement at the Guggenheim. The artist’'s response was to
propose a spectacular new laser installation for Frank Lloyd
Wright's rotunda. The realization of this site-specific artwork
confirms Paik's truly visionary role as an artist who meets new
challenges with brilliant and farseeing solutions, and continu-
ally incorporates new tools and media into his art making.

In 1996, | invited John G. Hanhardt to join the Guggenheim
Museum as Senior Curator of Film and Media Arts. Recognizing
John's expertise, we asked him to place film and the media arts
into the collection and international programming of the
Guggenheim Museum.To that end, he has established a major
film and video exhibition series for the Peter B. Lewis Theater
or the Sackler Center for Arts Education at the Solomon R.
Guggenheim Museum, and has curated numerous media-arts
exhibitions at the Guggenheim Museum SoHo. He has also
brought a major selection of historical and recent installation
artworks into the permanent collection. The development of the
Guggenheim Virtual Museum on the Web and the commission-
ing of a major new installation by Bill Viola for the Deutsche
Guggenheim Berlin are additional recent initiatives in a large,
dynamic, and continually evolving exhibition, collection, and
education program in film and media arts for the international
Guggenheim Museum.

As the curator of Paik's first major retrospective in New York
at the Whitney Museum of American Art in 1982, John has had a
long familiarity with this artist's career. The Guggenheim exhi-
bition celebrates first and foremost the remarkable visionary
genius of Nam June Paik through a selection of his major art-
works drawn from the 1960s to today. The site-specific commis-
sion for the rotunda, Modulation in Sync, is a tour de force in
which Paik responds to Wright's celebrated architectural space



with a dynamic display of light and imagery. This exhibition thus
recognizes Paik's historical as well as contemporary achieve-
ments and the importance of this artist to past and future gen-
erations of artists.

In realizing an exhibition of this scope and complexity, the
Guggenheim Museum has benefited from the generous support
of numerous funders who have made this project possible. |
want to extend my sincere thanks to Merrill Lynch, whose com-
mitment to the new technologies of commerce is expressed
through their support of this remarkable exhibition. In particu-
lar, | would like to thank David H. Komansky, the company's
Chairman and Chief Executive Officer, for his vision and leader-
ship. In addition, | thank Anita Contini, Fredrick Wodin, and
Rachel Gordon, Merrill Lynch's Global Sponsorships team, for
their creativity and dedication to this landmark exhibition. The
realization of Paik's two major site-specific installations has
been made possible by The Bohen Foundation. As President of
The Bohen Foundation, Fred Henry's singular role in making
possible important new artworks has been demonstrated once
again, and | wish to thank him especially for his ongoing sup-
port of the museum's film and media arts program. | would
also like to acknowledge with gratitude Samsung Electronics
and Madame Ra Hee Hong Lee, Director General, Samsung
Museums, long-term supporters of the Guggenheim, and recog-
nize their significant ongoing support of Paik during his career.
The Rockefeller Foundation deserves credit and recognition of
its unique role in the media arts, providing philanthropic leader-
ship in supporting innovative visions and serving as early and
continuing supporters of Paik. The National Endowment for the
Arts has made an important contribution to this exhibition, and
its recognition and financial support are central to the cultural
life of this nation. BarbaraWise, a friend of the Guggenheim
Museum and of the artist, has played an important partin the
exhibition with her support toward the restoration of the artist’s
videotapes and audiotapes. We are also grateful to Metropolis
DVD for providing essential DVD production services to make
this exhibition possible. | would also like to recognize Korean
Cultural Services for its support, and NASA, whose interest in
the relationship between science and art and consequent sup-
port of this exhibition has been most welcome. Finally, the edu-
cational panel discussions have been generously underwritten
by Swatch, and the preparation of the catalogue for The Worlds
of Nam June Paik has been greatly aided by the generosity of
The Andy Warhol Foundation for the Visual Arts.

Thomas Krens
Director
The Solomon R. Guggenheim Foundation
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% Merrill Lynch

Merrill Lynch is proud to sponsor The Worlds of Nam June Paik.
This retrospective of the artist's work, the first in eighteen
years, confirms his stature as one of the great originators and
innovators of contemporary multimedia art.

Nam June Paik's video sculptures, installations, and
performances anticipate much of the dramatic technological
change that has shaped our lives in recent years—change that
continues to engage and challenge us at the dawn of the new
millennium. Paik coined thé term “electronic superhighway”
in a 1976 paper written for the Rockefeller Foundation. In the
years since, his art and career have taught us that technology
has the capacity to enrich and enhance our lives in unexpected
ways, perhaps most importantly by helping us see and
understand our changing world with greater clarity.

We congratulate the Solomon R. Guggenheim Museum,
one of the world's preeminent cultural institutions. Its
curatorial vision and ongoing leadership help deepen our
understanding both of ourselves and of the world around us.
Nowhere is this more evident than with the exhibition
The Worlds of Nam June Paik.

David H. Komansky
Chairman and Chief Executive Officer



How soon television will be in most homes?

How many small packages are lost annually?

The cruising range of small postwar planes?
"
#18

Q. How soon after the war will television be available for the
average home?

O 6 months O 1 year 0O 2 years
A. Experts estimate that television will be ready in about six

months after civilian production resumes. And one of the im-
porrant production techniques that will help speed delivery of
DO YOU KNOW...?
How soon TV-chair will be available in most museums 2

How soon artist will have their own TV channels ?

How soon wall to wall TV for video-art will be installed
in most homes 2

A new design for TV-chair

(dedicated to the great
communication-artist Ray
Johnson)

1. A New Design for TV Chair, 1973. Silkscreen on paper,
12 x 9 inches (30.5 x 22.9 cm). Edition of 25.
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The Worlds of Nam June Paik is an appreciation of and reflection
on the life and art of Nam June Paik. Paik’s journey as an artist
has been truly global, and his impact on the art of video and
television has been profound. To foreground the creative
process thatis distinctive to Paik’s artwork, it is necessary to
sort through his mercurial movements, from Asia through
Europe to the United States, and examine his shifting interests
and the ways that individual artworks changed accordingly. It is
my argument that Paik’s prolific and complex career can be read
as a process grounded in his early interests in composition and
performance. These would strongly shape his ideas for media-
based art at atime when the electronic moving image and
media technologies were increasingly present in our daily lives.
In turn, Paik's work would have a profound and sustained
impact on the media culture of the late twentieth century; his
remarkable career witnessed and influenced the redefinition

of broadcast television and transformation of video into an
artist's medium.

In 1982, my longtime fascination with Paik's work resulted in
aretrospective exhibition that | organized for the Whitney
Museum of American Artin New York.' Over the ensuing years,
his success and renown have grown steadily. The wide pres-
ence of the media arts in contemporary culture is in no small
measure due to the power of Paik’s art and ideas. Through
television projects, installations, performances, collaborations,
development of new artists’ tools, writing, and teaching,
he has contributed to the creation of a media culture that has
expanded the definitions and languages of art making.? 1
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Paik’s life in art grew out of the politics and anti-art move-
ments of the 1950s, 1960s, and 1970s. During this time of societal
and cultural change, he pursued a determined quest to combine
the expressive capacity and conceptual power of performance
with the new technological possibilities associated with the
moving image. | will argue that Paik realized the ambition of the
cinematic imaginary in avant-garde and independent film by
treating film and video as flexible and dynamic multitextual art
forms. Using television, as well as the modalities of single-
channel videotape and sculptural/installation formats, he
imbued the electronic moving image with new meanings. Paik’s
investigations into video and television and his key role in
transforming the electronic moving image into an artist's
medium are part of the history of the media arts. As we look
back at the twentieth century, the concept of the moving image,
as it has been employed to express representational and
abstract imagery through recorded and virtual technologies,
constitutes a powerful discourse maintained across different
media. The concept of the moving, temporal image is a key
modality through which artists have articulated new strategies
and forms of image making; to understand them, we need to
fashion historiographic models and theoretical interpretations
that locate the moving image as central in our visual culture.

Paik's latest creative deployment of new media is through
laser technology. He has called his most recent installation a
“post-video project,” which continues the articulation of the
kinetic image through the use of laser energy projected onto
scrims, cascading water, and smoke-filled sculptures. At the
beginning of the twenty-first century, Paik's work shows us that
the cinema and video are fusing with electronic and digital
media into new image technologies and forms of expression.
The end of video and television as we know them signals a
transformation of our visual culture.

The first chapter of this catalogue, “The Seoul of Fluxus,"3
is a consideration of Paik's position as a Korean-born artist
whose interest in art began with composition and performance.
“The Cinematic Avant-Garde,” a survey of independent film
practices in the 1960s and 1970s, is offered as a backdrop to his
engagement with various artistic milieus in New York and his
preliminary explorations of the electronic moving image,
through video, in the mid-1960s. Performance and film are inte-
grally linked to Paik's transformation of the institutional con-
text of television and video. “The Triumph of Nam June Paik”
documents and reflects on his heroic effort to support and
articulate the expressive and compositional capacities of the
electronic moving image. Paik put the video image into a vast
array of formal configurations, and thus added an entirely new
dimension to the form of sculpture and the parameters of
installation art. He transformed the very instrumentality of the
video medium through a process that expressed his deep
insights into electronic technology and his understanding of



how to reconceive television, to “turn it inside out” and render
something entirely new. Paik's imagery has not been predeter-
mined or limited by the technologies of video or the system of
television. Rather, he altered the materiality and composition of
the electronic image and its placement within a space and on
television and, in the process, defined a new form of creative
expression. Paik's understanding of the power of the moving
image began as an intuitive perception of an emerging technol-
ogy, which he seized upon and transformed. In addition to col-
laborating with a number of technicians such as Shuya Abe,
Norman Ballard, and Horst Bauman to make new tools to
rework the electronic image, Paik also incorporated sophisti-
cated computer and digital technologies into his art to continue
to refashion its content, visual vocabulary, and plastic forms.

This catalogue offers a set of exploratory observations. By
clustering Paik's seminal artworks around key concepts and
issues that define Paik's career and achievements, | hope to
suggest the depth and complexity of his aesthetic project as he
has sustained it. In addition, | have placed selections of Paik’s
writings throughout the catalogue to help illustrate these
observations.The design of the catalogue, by J. Abbott Miller,
offers a fresh view of Paik’s art and career, much as the design
of the exhibition within Frank Lloyd Wright's Modernist con-
tainer sets new terms for looking at and engaging in the full
range of Paik’s art. Two site-specific laser-projection pieces
dramatically transform the Guggenheim'’s rotunda: one laser
projects a constantly moving display of shapes and forms onto
the oculus of the skylight, while a second laser moves through
a cascade of water falling from the top ramp to the rotunda
floor, creating a dynamic visual display through the drops of
falling water. These arresting laser installations can be viewed
from multiple perspectives as the spectator walks along the
ramp. The projections give expression to the dynamic dialogue
between art and technology that is at the heart of Paik's
contribution to art and culture.

On the rotunda floor, the artist has arranged one hundred
television sets and monitors to distribute a pulsing display of
his video imagery on multiple channels. Complementing these
changing images are large screens installed on the sides of the
rotunda, which visually link the monitors’ glowing images on
the ground floor to the laser projections on the oculus.

Along the ramps of the rotunda are Paik's seminal video
installations including the large-scale pieces TV Garden (1974),
Moon Is the Oldest TV (1965), and Video Fish (1975), which have
been reconfigured by Paik to suit the unique exhibition spaces
they occupy. Smaller-scale video sculptures are also installed
on the ramps, including TV Chair (1968), Real Fish[Live Fish
(1982), Video Buddha (1976), Swiss Clock (1988), Candle TV
(1975), TV Crown (1965), and selections from Family of Robot
(1986). One tower gallery will highlight key formative periods in
Paik's career, including the presentation of his audiotape

13



pieces from the 1950s and 1960s, which have been rediscovered
and restored; early interactive video pieces including Magnet
TV (1965), Participation TV (1963), and Footswitch TV (1988),
accompanied by videotape and photographic documentation
of original installations of this work; the Paik-Abe Video
Synthesizer (1969) and documentation of video productions
made with this early image processor; Fluxus objects, scores,
posters, and videotape documentation of Fluxus performances
that highlight this important aspect of Paik's career; and
atribute to Charlotte Moorman with her TV Cello (1971),

as well as photographic and videotape documentation of

her legendary performances.

Adjacent to this gallery is a single-channel screening room
featuring Paik's videotapes and key collaborative works for
global broadcast television, including the recently restored
9/23/69 Experiment with David Atwood (1969), Global Groove
(1973), Good Morning, Mr. Orwell (1984), and Living with the
Living Theatre (1989). In preparation for the exhibition, Stephen
Vitiello of Electronic Arts Intermix was given access to the
artist's personal video archive. In collaboration with Vidipax,
Vitiello was able to restore a number of video and audiotapes
which, until this exhibition, had been lost to public awareness.
The High Gallery will feature Paik’s latest laser sculptures
developed in collaboration with Norman Ballard. Each of the
three sculptures features a distinctive deployment of laser to
evoke virtual spaces of moving light.

As the frontispiece for this introduction, | have chosen to
reproduce a work from 1973 called A New Design for TV Chair. In
it, Paik appropriated an image from a 1940s popular-science
magazine that depicts the home viewer of the future watching
television. Television had already become a monopolistic indus-
try that was a conduit for advertising, a “communication” indus-
try that operated on a one-way street of information. But in
A New Design for TV Chair, Paik posited his own questions to
project an alternative future for television:

DOYOU KNOW...?

How soon T V-chair will be available in most museums?
How soon artists will have their ownTV channels?
How soon wall-to-wall TV for video art will be installed
in most homes?

Paik envisioned a different television, a “global groove” of
artists’ expressions seen as part of an “electronic superhigh-
way" that would be open and free to everyone. The multiple
forms of video that Paik developed can be interpreted as an
expression of an open medium able to flourish and grow
through the imagination and participation of communities and
individuals from around the world. Paik, along with many artists
working as individuals and within collectives through the 1960s
and 1970s to create work for television as well as for alternative



spaces, challenged the idea of television as a medium and
domain exclusively controlled by a monopoly of broadcasters.
This introduction concludes with a photograph document-
ing Paik's Robot K-456 (1964) in an “accident” staged in front of
the Whitney Museum of American Art in 1982. Paik removed his
remote-controlled robot from his retrospective exhibition at the
Whitney and guided it up the sidewalk along Madison Avenue.
As the robot crossed the avenue, it was struck by a car and fell
to the ground. Paik declared this to represent a “catastrophe of
technology in the twentieth century,” stating that the lesson to
be gained from these tentative technological steps is that “we
are learning to cope with it." Paik’'s staged event drew attention
to the fragility of humankind and of technology itself. Twenty
years after his first experiments with the television set, this

street performance was made for television: after the perfor-

2. Street performance with Robot K-456

mance, he was interviewed by television news reports; Paik ; .
(1964) in a staged accident in front of the

took this playful moment as an opportunity to recall the need to Whitney Museum of American Art, New
understand technology and make sure that it does not control i R YO St oy Eepmniomen:
us. Paik's staged event with his manmade robot was a humanist
expression of atechnology that subverted the dominant post-
institutions. Paik, who remade the television into an artist's
instrument, reminded us that we must recall the avant-garde
movements of the 1960s and learn from their conceptual foun-
dation, which expressed the need to create alternative forms of
expression out of the very technologies that impact our lives.
Robot K-456 is a statement of liberation, demonstrating that the
potential for innovation and new possibilities must not be lost,
but must be continually reimagined and remade by the artist.
Itis my wish that The Worlds of Nam June Paik will offer a
new look at Paik's career and inspire a new generation of artists
to recognize his relevance to late-twentieth-century art and his
impact on the future of an expanding media culture.’ His ever-
changing images offer themselves as the fleeting memories of
history and as an empowering example of the struggle to pro-
claim the liberating and renewing possibilities of the future.

Video art imitates nature, not in its appearance or mass, but in
its intimate “time-structure” ... which is the process of AGING
(a certain kind of irreversibility). Norbert Wiener, in his design
of the Radar system (a micro two-way enveloping-time
analysis), did the most profound thinking about Newtonian
Time (reversible) and BergsonianTime (irreversible). Edmund
Husserl, in his lecture on “The Phenomenology of Inner
Time-consciousness” (1928), quotes St. Augustine (the best
aesthetician of music in the Medieval age) who said “What is
TIME?? If no one asks me, | know . .. if some one asks me,

‘I know not.'" This paradox in a twentieth-century modulation
connects us to the Sartrian paradox "l am always not what

| am and | am always what | am not.”®

—Paik, 1976






TLIC QIEZALLL AL CHITVIIQ
I VEUUL UN FIkUAUWY

COMPOSITION, PERFORMANCE, AND THE
TRANSFORMATION OF VIDEO ANDTELEVISION

Fluxus is definitely against art-object as non-functional
commodity—to be sold and to make livelihood for an artist.

It could temporarily have the pedagogical function of teaching
people the needlessness of art including the eventual
needlessness of itself. It should not be therefore permanent.!
—George Maciunas, 1964

I am tired of renewing the form of music. ... | must renew the
ontological form of music. ... In the "Moving Theatre” in the
street, the sounds move in the street, the audience meets

or encounters them “unexpectedly” in the street. The beauty
of moving theatre lies in this “surprise a priori,” because
almost all of the audience is uninvited, not knowing what it is,
why it is, who is the composer, the player, organizer—

or better speaking—organizer, composer, player.2

—Paik, 1963

Nam June Paik’s role in contemporary art history and in the
establishment of a new aesthetic discourse is unique. His
generosity toward other artists, willingness to collaborate and
work for the recognition and support of video as an art medium,
full-time commitment to the adventure of avant-garde art, and
global perspective on art and technology make him a singular
figure in late-twentieth-century culture.

Born in Seoul, Korea in 1932, Paik has spent the majority
of his creative life in Europe and the United States. His love of
New York City, where he moved in 1964, was inspired by the vari-
ety and diversity of the city's population and culture. For him,

3. Zen for Head (1962; Paik's interpretation
of La Monte Young's Composition 1960
#10 [to Bob Morris]), performed at the
Stadtlisches Museum, Wiesbaden,
August 9, 1962. Photo © dpa.









5.Yves Klein, Anthropométries de I'Epoque
Bleue (1960), performed at Galerie
Internationale d'Art Contemporain, Paris,
March 9, 1960. Photo by Harry Shunk.

6. Kazuo Shiraga, Challenging Mud (1955),
performed as part of the First Gutai Art
Exhibition, Ohara Kaikan Hall, Tokyo,
October 1955. Photo © Former Members of
the Gutai Group and the Ashiya City
Museum of Art and History.
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New York was a place where new ideas could find acceptance
and support. It was also the home of many artists he had first
met in Europe and who proved pivotal to his art, including John
Cage and George Maciunas. Paik played a distinctive role in the
history of Fluxus, one of the anti-art avant-garde movements
circulating through Western culture in the 1960s. His move from
action-art performances to a new way of working with televi-
sion and video was a heroic and sustained effort.

Just as theater played an important role in the early history
of the motion picture and the formation of the classical cinema,
so the performance practices created within various avant-
garde movements in the 1960s—including Fluxus, Happenings,
Conceptual art, and Process art—were to create a vital connec-
tion that linked video to late-twentieth-century film art and
installation practices. Paik’s ability to locate himself alongside
avant-garde film and within the art world grew out of his
impromptu actions within the moving theater of avant-garde
festivals in Asia, Europe, and the United States.

In order to position Paik in this complex confluence of
debates, manifestos, actions, and anti-art events, it is important
to recognize his early interest in musical composition. From an
early age, he rejected the bourgeois professional life his family
sought for him. Western music provided a point of entry for
Paik's inquiring intelligence and spurred a desire to break from
the conventions of his culture. His early interest in the com-
poser Arnold Schoenberg, whose work he discovered in high
school in Seoul in 19473 was an important introduction to a new
world of art and composition. In 1949, the imminent Korean War
caused the Paik family to move to Hong Kong, where Paik
attended the Royden School. A year later they moved to Tokyo,
and he enrolled atTokyo University to study music, art history,
and aesthetics. His studies there led to a graduation thesis on
Schoenberg. However, just as the formulas and rhetoric of tra-
dition could stifle creativity, so serial composition and the
strictures of Western Modernism posed their own limits.

In 1956, inspired by his desire to understand European com-
position centered in the Western classical and Modernist tradi-
tions, Paik moved to Germany.* He pursued his interests by
studying with composerThrasybulos Georgiades at the
University of Munich, followed by two years of study with the
composer Wolfgang Fortner at the Academy of Music in
Freiburg. It was Fortner who would encourage Paik, in 1959, to
travel to the electronic studio of the Cologne radio station
WDR (West Deutscher Rundfunk). In Darmstadt, at the
International Summer Courses for New Music, Paik first met
Karlheinz Stockhausen, in 1957, and John Cage, the following
year. Cage's importance to Paik was profound. The complex set
of issues that informed Cage's thinking resonated with Paik's
search for a new approach to art that was compatible with his
longing for new experiences. Cage was interested in Zen
Buddhism, held an antimaterialist world view, and sought to



7. Rehearsal of Allan Kaprow's 18 Happenings
in 6 Parts (1959), performed at Reuben Gallery,
New York, October 1959. Photo by Scott Hyde.




8.Yoko Ono, Cut Piece (1964), performed as part of
New Works, Carnegie Recital Hall, New York, March 21, 1965.
Photos by Peter Moore/VAGA, NYC.




find within the quotidian a simplicity that could nourish the
mind. Cage's aphoristic thinking was seen in compositions
such as 4’33” (1952), whose score consists of instructions for a
performer to sit before a keyboard and, after lifting the cover, do
nothing until reaching the intended duration of the piece: four
minutes and thirty-three seconds. One listens not to the playing
of the piano, because the performer never touches the keys, but
to the environment in which one is sitting. Thus 4’33” forces an
audience to become more conscious of its environment and the
chance occurrences that happen within it. In his thoughts and
compositions, Cage incorporated Marcel Duchamp's protean
ideas about the art object—exemplified by the readymade—
especially his rejection of the categories of art making and the
connoisseurship that valued, as a refined ideal, certain tradi-
tions and practices in art. Through Cage, Duchamp had a semi-
nal impact on a generation of artists, informing and shaping a
diverse set of performative art practices, and thus breaking

down an art world of hierarchies, academies, and institutions.

Paik's radical break from the tenets of high Modernism came

through his engagement with the various anti-art movements 9. Claes Oldenburg, The Store, 107 East
Second Street, New York, December 1961.

circulating through Europe. The traditional framework and St et MR 0 M Vet

defining languages of art making were rejected by artists who
engaged a variety of spaces and scenarios to question both the
idea of the art object and the body of the artist as activist and
creator of his or her artwork. Within this environment, Paik
found a place to pursue and renew his self-defining role as

an artist.

In order to contextualize Paik’s early and defining “actions,”
itis important to place them alongside other work from the
period. Whether defined within Lettrisme, Happenings, Fluxus,
or Gutai, and by artists such as Joseph Beuys, Tadeusz Kantor,
Allan Kaprow, Yves Klein, Milan Knisak, Claes Oldenburg, or
Kazuo Shiraga, actions attacked the body as an emblem and
social surface®; actions sought to destabilize the institutional
authority of performance and the notion of art making, and they
attacked the social world of consumer signs and political sym-
bols through ironic plays on the authority of tradition. InYoko
Ono's Cut Piece (1964), the artist sat serenely on a stage while
members of the audience were invited to approach her and use
scissors to remove pieces of her clothing. The work placed risk
at its center, embodying a vulnerability to chance, challenging
people's sense of decorum, and confronting the issue of viola-
tion. In Shigeko Kubota's Vagina Painting (1965), Kubota

attached a paintbrush to her body and squatted over sheets of

paper placed on the floor; as she moved over the ground, the

brush dipped in paint was drawn across the paper. For his 10. Joseph Beuys, Wie man dem toten Hasen
die Bilder erklért (How To Explain Pictures to
a Dead Hare) (1965), performed at Galerie
destroyed a piano, creating sounds and movement in a struggle Ulrike Schmela, Dusseldorf, November 26,
1965. Photo by Ute Klophaus.

Henny Penny (1966), Raphael Ortiz attacked and methodically

for domination of the instrument that concluded with a liberat-
ing act of total destruction.The brilliant improvisations of these
artists, elaborating a performative stance and attitude to art 23
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11. Paik at the private preview of Hommage
a John Cage: Musik fiir Tonbénder und
Klavier (1959), Paik's Aachenerstrasse

studio, Cologne, November 13, 1959.
Photo by Manfred Leve.
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making that called into question the entire edifice and tradition
of the institutions and practices of high culture, were them-
selves ephemeral events. Attended by small audiences, and
overlooked by the mainstream press, these underground perfor-
mances were documented by a few photographers, such as Ute
Klophaus, Manfred Leve, and Peter Moore. Their photographs
are the only permanent record of these seminal actions.

It was within this community of artists and the impermanent,
fragile world of performance that Paik discovered and sus-
tained himself. As an artist looking to define himself, he found a
source of inspiration in this culture of actions, which confirmed
his need to act and be heard, and encouraged the creation of
his own language of expression.The performances of that time
can also be linked to avant-garde film and the activities of per-
formers who integrated film into their work in order to break
through the conventional rhetoric of image consumption. In
Hommage & John Cage (1959), first performed at Jean Pierre
Wilhelm's Galerie 22 in Dusseldorf, with Joseph Beuys and
Mary Bauermeister in the audience. Paik employed audiotape
and performance to attack traditional musical instrumentation
and compositional practices. Paik created audiotape recordings
of himself, splicing together piano playing and screaming, bits
of classical music, and sound effects. Realizing that taped
sound was not enough, he decided to move into performance,
first by introducing actions into his audio work. In a related
piece entitled Erinnerung an das 20. Jahrhundert: Marilyn
Monroe (1962), Paik filled a phonograph cabinet with popular
records as well as magazines and newspapers that announced
the actress’s death. Here, he explored and responded to
Monroe's mystique and death through an examination of her
exposure in the popular media. Paik’s actions with records,
which included playing and smashing them during perfor-
mances, were a further extension of his treatment of the
recorded medium and the “playing” of music.

Paik's use of audiotape technology in Hommage formed a
critical juncture between his music/performance
pieces/actions and his first experiments with the television set
and transformation of the received broadcast image. His inves-
tigations into the workings of the television, and application of
magnets to distort the received and prerecorded image, paral-
leled his treatment of sound on prerecorded audiotape and the
use of audiotape decks to transform its content. (Paik initially
used audiotape as a recording medium for his early videotapes
because audiotape was so much cheaper.) Thus, his movement
between sound and videotape was a seamless investigation
into the mechanics of sound and image reproduction.

When Paik made his next move along his path of artistic
self-discovery, it was in Originale, a multiartist, multitextual
music theater event/Happening, initially conceived by
Stockhausen. In this avant-garde extravaganza, presented in
Cologne in 1961 at theTheater am Dom, Paik performed Simple,



el Montafiez Ortiz, Henny Penny (1966), performed at

tudio, New York, September 1967.

13. Shigeko Kubota

performed as part o

ial Fluxfestival,
Filmmakers' Cinemat e, New York,

July 4, 1965. Photo by Gec
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16. Erin.

rung an das 20. Jahrhundert:
Marilyn Monroe, 1962, Phonograph cabinet
with records and periodicals reporting on
the death of Marilyn Monroe; closed: 41 3/4 x
191/4 x 17 inches (106 x 49 x 43 cm). Museum
Moderner Kunst Stiftung Ludwig, Vienna

Former Hahn Collection.




17. Egomachine, 1974. Typewriter in traveling
case with sheet of paper; typewriter:
4x113/4x291/2inches (10 x 30 x 75 cm);
paper: 113/4 x 8 1/4 inches (30 x 21 cm).
Museum Moderner Kunst Stiftung Ludwig,
Vienna, Former Hahn Collection.

18. Majestic, 1975. Radio console and television;
hlack-and-white, silent; 17 x 14 1/8 x 9 7/8 inches
(43 x 36 x 25 cm). Museum Moderner Kunst Stiftung

Ludwig, Vienna, Former Hahn Collection.

19. Dichtung und Wahrheit, 1961-72. Suitcase with
license plate, toy car, and autobiographical notes,
113/4 x113/4 x 77/8 inches (30 x 30 x 20 cm).
Museum Moderner Kunst Stiftung Ludwig, Vienna.
Photo © Rheinisches Bildarchiv, Cologne.




20. Karlheinz Stockhausen, Originale (1961),

performed atTheater am Dom, Cologne,
October 26, 1961. Photo by Manfred Leve.

Zen for Head, and Etude Platonique No. 3. Each of these works
engaged the artist in a physical assault on the decorum of per-
formance. Stockhausen, a crucial figure in Paik's development,
offered the following description of Paik's performance:

Paik came onto the stage in silence and shocked most of the
audience by his actions as quick as lightning. For example, he
threw beans against the ceiling which was above the audience
and into the audience. He then hid his face behind a roll of
paper, which he unrolled infinitely slowly in breathless silence.
Then, sobbing softly, he pressed the paper every now and then
against his eyes so it became wet with tears. He screamed as
he suddenly threw the roll of paper into the audience, and at the
same moment he switched on two tape recorders with what was
a sound montage typical of him, consisting of women's
screams, radio news, children's noise, fragments of classical
music and electronic sounds. Sometimes he also switched on
an old gramophone with a record of Hayden's string quartet ver-
sion of the Deutschlandlied. Immediately back at the stage ramp
he emptied a tube of shaving cream into his hair and smeared
its content over his face, over his dark suit and down to his feet.
Then he slowly shook a bag of flour or rice over his head. Finally
he jumped into a bathtub filled with water and dived completely
under water, jumped soaking wet to the piano and began a sen-
timental salon piece. He then fell forward and hit the piano key-
board several times with his head.5

Paik's contribution to Originale offers a summation of his
performance strategies and attitudes. In these actions, he was
a volatile figure on the stage. A primary factor in this extraordi-
nary performance was the chance event that occurred within
the “score” of objects and actions that Paik pursued. In his sud-
den actions, he would do violence to himself, throwing materi-
als over his clothing and body, dipping his head into paint,
pounding his head on the piano keyboard, all the while moving
with a mercurial grace and shifting his actions with a concen-
tration and intensity that gave the pieces an edgy and other-
worldly quality amid the ensemble performances of Fluxus
staged events. In Etude for Pianoforte (1960), a performance at
the Atelier Mary Baumeister in Cologne the previous year, Paik
had jumped off the stage, cut Cage's tie with scissors, and
doused him and the composer David Tudor in shaving cream. In
New York, George Maciunas heard about Paik's performances
and invited him to join Fluxus, which he did.

The score for Paik's Symphony for 20 Rooms (1961) also
called for multiple actions. The audience was directed to
actively engage in the piece by playing audiotape players, kick-
ing objects about a room, and listening to varied collages of
audiotape materials. These actions were to take place in imag-
ined “rooms,” and thus Symphony for 20 Rooms anticipated the

actual rooms in Exposition of Music — Electronic Television,



Paik's first one-artist exhibition, held in 1963 at the Galerie
Parnass in Wuppertal, in which visitors interacted with differ-
ent actions and pieces in different rooms. His scores of visual-
ized music—not music that was scored to be played on
instruments, but rather instructions for visual actions—became
atemplate for his seminal prepared pianos.Thus, Symphony for

20 Rooms can be placed alongside performances such as One

21, Paik at the private preview of Hommage a

for Violin Solo (1962), in which Paik raised a violin above his .
John Cage: Musik fir Tonbander und Klavier

head to smash it, and Klavier Integral (1958-63), which was (1959), Paik's Aachenerstrasse studio, Cologne,
installed at the Galerie Parnass show. For Klavier Integral, a BT o Sy S
piano was decorated with barbed wire, dolls, photographs, toys,
a bra, smashed eggs, and the various odds and ends that Paik
incorporated into his performance and interaction with the
piano. Scratched, splashed with paint, and covered with materi-
als, the fagade and the very shape of the piano and its interior
were altered. In an impromptu and dramatic extension of Paik's
actions, Joseph Beuys visited Exposition of Music — Electronic
Television and destroyed one of Paik’s pianos with an ax.The
violation of performance decorum and the transformation and
destruction of classical musical instruments radically altered
the site and protocols of performance and the traditional recep-
tion and understanding of an artwork.

This was a time of improvised actions taking place within
the freewheeling framework of Fluxus events. Neo-Dada In der
Musik and Festum Fluxorum were loosely strung-together sets
of acts featuring different artists. The photographic documen-
tation of these events conveys something of the fluid and multi-
dimensional use of the performance space in which traditional
theatrical protocols were subverted in an anarchic celebration;
specific everyday gestures and absurd juxtapositions of atti-
tudes were presented with outrageous solemnity and precision.

Paik's shift from an interest in composition and perfor-
mance to an engagement with the material site of television as
an instrument must be viewed less within a visual art context
than in relation to the modalities of temporality and imperma-
nence, as well as the conditions of industrial and postindustrial
artistic production. It was at the juncture where the means of
fabricating sound and image intersected that Paik struck a
strategic position in late-twentieth-century art. Paik's fierce
embrace of the performative act culminated in Exposition of
Music — Electronic Television, which was organized by Galerie
Parnass's owner, Rolf Jéhrling.

The artist’s multiple scenarios of this time awakened his
audience to the fragility of permanence, conveyed the violent
upheaval of his exile from Korea, and described his negotia-
tions with his own cultural identity. Paik found support for these
ideas and interests in the group of people he met in Europe, and
he engaged their art and ideas in his own artistic expressions.
In 1963, he created Fluxus Island in Décollage Ocean, a drawing
that was made into a poster for the magazine Décollage in
Cologne.The drawing maps out an imaginary island populated 31






23. Sonata quasi una fantasia (1962),
performed as part of Neo-Dada in der
Musik, Kammerspiele, Diisseldorf, June 16,
1962. Photo by Manfred Leve.

FACING PAGE AND ABOVE THREE IMAGES:
22. Bagatelles Americaines (1962), performed
as part of Neo-Dada in der Musik,
Kammerspiele, Diisseldorf, June 16, 1962.
Photos by Manfred Leve.
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by artists Paik knew and with whom he interacted, a separate
world with which he had always identified and to which he
would always return. Through this world, he fashioned his own
highly self-contained and personally direct performance strat-
egy. Using a strategy of fearlessness and direct self-exposure
on stage, he expressed the freedom he found in the community
and friendships of George Maciunas's Fluxus movement. Paik
could do what he wanted on stage and receive feedback and
recognition from artists who were his peers. He was surprised
to meet artists who not only responded positively to his actions
but were also people he could engage artistically. A set of
enduring friendships and loyalties was established in the early
1960s and over the years; Paik would acknowledge these rela-
tionships in videotapes, installations, sculptures, and televi-
sion/satellite projects. Paik also hoped to place his thinking
within a larger social and political context and to communicate
his beliefs and perform his actions on a larger stage. After his
move to the United States and his further involvement with
television and the medium of videotape, he realized this goal.

The one good fortune in my life was that | got to know John
Cage while he was considered more a gadfly than a guru
and Joseph Beuys when he was still an eccentric hermit

in Dusseldorf. Therefore it was possible for me to associate
myself on an equal footing with these two senior masters
as colleagues even after their stardom.”

March 1963. While | was devoting myself to research on video,
| lost my interest in action in music to a certain extent. After
twelve performances of Karlheinz Stockhausen’s “Originale,”
| started a new life from November 1961. By starting a new life
| mean that | stocked my whole library except those onTV
technique into storage and locked it up. | read and practiced
only on electronics. In other words, | went back to the spartan
life of pre-college days . .. only physics and electronics.?
—Paik, 1986

Paik's Galerie Parnass exhibition offered him a chance to
lay out his ideas, to confront the materials and actions he was
creating, combine them in his interactive pieces, and fashion a
space for performance within the exhibition. By locating tempo-
rality at the center of his work, Paik placed himself alongside
the filmmakers and the performance and installation artists
who rejected the aesthetic text as a tool to conserve the past,
using it instead to violate the past by heralding the present and
the moment of looking.

Exposition of Music — Electronic Television transformed the
gallery through an array of installations created to shock the
visitor out of complacency, bringing him or her into the material



world of altered objects. The visitor was no longer a passive
viewer of traditionally coded art objects, such as paintings,
framed and installed at eye level on the gallery walls. Rather,
the spectator confronted new sights. Some, such as a bull's
head hanging in the entryway, were intended to shock, subvert-
ing expectations and placing the spectator into an anxious
state of mind. Moving from room to room, the viewer could
engage individual sound pieces and examine the prepared
pianos and televisions as materials of temporal destruction and
reconstruction.

The exhibition space inside was an environment in which
visitors could handle materials and directly experience sounds,
smells, and movements through a playful encounter with Paik’s
prepared objects. Another practice was enacted through inter-
active pieces such as Random Access (1963), in which strips of
audiotape were placed on the walls and could be “heard” when
rubbed by the head of a magnetic tape player. As with his cru-
cial audiotape collage Hommage a John Cage and his score
Symphony for 20 Rooms, Paik acknowledged the materiality of
sound through a violent mix of found audio fragments that
became an auditory and physical encounter between composer
and listener. In Random Access (Schallplatten-Schaschlik)
(1963), the viewer was invited to interact with a stack of records,
arecord player, and a radio. By turning them on and off, adjust-
ing the volume of the radio and record player, and picking and
choosing from phonograph records suspended on a string, he

or she released a set of noise fragments. These pretelevision

pieces anticipated in their interactive, and hence performative, 24 Fluxus Champion Contest (1963), performed
as part of Festum Fluxorum Fluxus: Musik

und Antimusik-Das Instrumentale Theater,
to do with television and video. Staatliche Kunstakademie Disseldorf,
February 3, 1963. Photo by Manfred Leve.

qualities and creation of new audio instruments what Paik was

Paik's work with television began with an installation
included in Exposition of Music — Electronic Television.The
artist filled a space with thirteen televisions that lay on their
backs and sides with their reception altered. By manipulating
the horizontal and vertical holds of the televisions, he broke the
engineered and standardized moving image. One of the televi-
sions, entitled Zen for TV (1963), reduced the television picture
to a horizontal line. Paik then placed the television on its side
to make the line vertical. Other televisions were placed with
their screens facing the floor; in Rembrandt Automatic (1963),
the television set, turned on and receiving a broadcast televi-
sion signal, was placed face down on the floor.The light flicker-
ing on the screen seeped out of the edges and was thus
reflected on the floor. By denying the viewer access to the
screen, Rembrandt Automatic forefronted the realization of tele-
vision's principle function: displaying the moving image. This
reorientation of the television and denial of the image radically
altered the viewer's attitude toward the set. Another piece,
Point of Light (1963), was interactive: a radio pulse generator
was hooked up to the television so that as the viewer turned the
volume dial on the radio, the point of light in the center of the 35






screen became larger or smaller. For Kuba TV (1963), the image
on the television expanded or shrank according to the changing
level of volume on an audiotape linked to the television appara-
tus. In a prototype of Participation TV (1963), a microphone was
connected to a television by a foot-operated switch. When a
viewer activated the switch and spoke into the microphone, his
or her voice was translated into an explosive pattern of points
of light on the screen. Paik saw the cathode-ray tube as a com-
positional device, a surface that through distortions, trans-
formed the received broadcast image. He took advantage of the
properties of the cathode-ray tube to create an instrument that
generated images unique to the technology. The artist stepped
into the television, broke the border of the frame, and, similar to
Tony Conrad, Ken Jacobs, and Paul Sharits in their work with the
material of film and apparatus of cinematic projection, reinter-
preted video and television as a visual and auditory instrument.

13 sets suffered 13 sorts of variation in their VIDEO-
HORIZONTAL-VERTICAL units. | am proud to be able to say
that all 13 sets actually changed their inner circuits. No Two
sets had the same kind of technical operation. Not one is the
simple blur, which occurs, when you turn the vertical and
horizontal control-button at home. | enjoyed very much the
study of electronics, which | began in 1961, and some life-
.danger, | met while working with 15 Kilo-Volts. | had the luck to
meet nice collaborators: HIDEO UCHIDA a genial avantgarde
electronican . ..and SHUYA ABE, allmighty poli-technician,
who knows that the science is more a beauty than the logic.®
—Paik, 1963

Exposition of Music — Electronic Television launched Paik's
transition from composer and performance artist to the inven-
tor of a new art form. Although he moved to New York in 1964,
his arrival in the United States had been anticipated in 1961
with his participation in Stockhausen’s Originale. In 1964,
Originale was revived as part of the 2nd Annual New York Avant
Garde Festival, held at Judson Hall and organized by Charlotte
Moorman. Paik’s actions within the ensemble of performers,
including Allen Ginsberg, Allan Kaprow, Alvin Lucier, Max
Neuhaus, and many others, heralded him as the wild man of the
Fluxus avant-garde.

Robot K-456 (1964), created by Paik with Shuya Abe, 25. George Maciunas performing
George Brecht's Drip Music (1959)
as part of Festum Fluxorum
This remote-controlled robot was featured in the first perfor- Fluxus: Musik und Antimusik—

mance of Paik's Robot Opera (1964) at the Avant Garde Festival. g:a":sc::x::;:z:amtz

Here the robot played audiotaped speeches by John F. Kennedy Disseldorf, February 2, 1963.
Photo by Manfred Leve.

further announced Paik’s transition from performance to media.

and defecated beans as it lumbered down the sidewalk or
across the performance space. Robot K-456, featured in 24
Stunden, a program of performances at the Galerie Parnass
in 1964, emblemized Paik's effort to humanize and foster an
understanding of technology and the instruments of culture.
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LEFT,TOP AND BOTTOM:

26. Paik in George Maciunas'’s /In Memoriam to
Adriano Olivetti (1961), performed as part of
Festum Fluxorum Fluxus: Musik und Antimusik—
Das Instrumentale Theater, Staatliche
Kunstakademie Diisseldorf, February 2, 1963.
Photos by Manfred Leve.

RIGHT, TOP AND BOTTOM:

27. Joseph Beuys, Sibirische Sinfonie, 1.
Satz (1963), performed as part of Festum
Fluxorum Fluxus: Musik und Antimusik—
Das Instrumentale Theater, Staatliche
Kunstakademie Diisseldorf, February 2,
1963. Photos by Manfred Leve.




TOP ROW AND BOTTOM LEFT:
28. Benjamin Patterson, Paper Piece,

performed as part of Festum Fluxorum
Fluxus: Musik und Antimusik—Das
Instrumentale Theater, Staatliche
Kunstakademie Diisseldorf, February 2,
1963. Photos by Manfred Leve

BOTTOM RIGHT

29. George Maciunas directing Dick Higgins's
Constellation No. 7 (1959) as part of Festum
Fluxorum Fluxus: Musik und Antimusik—
Das Instrumentale Theater, Staatliche
Kunstakademie Diisseldorf, February 2, 1963
Photo by Manfred Leve
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31. Fluxus Island in Décollage Ocean, 1963. Flyer advertising
the magazine Décollage[4—"Happenings" (Cologne, 1963)

Photo by Thomas Paulus.
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32. Performance score for Symphony for 20 Rooms (1961).
Shown: 1974 recreation of a lost original, published in Source:
Music of the Avant Garde (Sacramento), no. 11 (1974).
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33. Announcement for Paik’s first solo exhibition,

Exposition of Music — Electronic Television,
Galerie Parnass, Wuppertal, March 11-20, 1963.
Silkscreen (each print on a different page from
a Japanese newspaper), 93/4 x 14 inches

(25 x 35.5 cm). Collection of Dr. Peter Wenzel.
Photo by Thomas Paulus
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34. Poster for Exposition of Music — Electronic Television,
Galerie Parnass, Wuppertal, March 11-20, 1963.

Offset on paper, 22 5/8 x 16 1/2 inches (57.5 x 42 cm).
Photo by Guinter Knop.



36. Installation view of Exposition of Music -
Electronic Television, Galerie Parnass, Wuppertal,
March 11-20, 1963. Photo by Rolf J&hrling.

35. Paik at Exposition of Music — Electronic Television,
Galerie Parnass, Wuppertal, March 1963.
Photo by Manfred Montwé.
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37. Klavier Integral, 1958-63. Manipulated piano with variou

53 1/2 x 55 x 25 1/2 inches (136 x 140 x 65 cm). Museum Mode

Kunst Stiftung Ludwig, Vienna.



1
ﬁammm. VAT TR i

7/ i

40. Joseph Beuys at Exposition of sic—Electre

Television, Galerie Parnass, Wuppertal, March 1963

Photo by Manfred Leve.

38. Klavier Integral, 1963. Manipulated
piano with various items. Whereabouts
unknown. Installation view at Exposition of
Music -El

ronic Television, Galerie
tal, March 11-20, 1963.
Photo by Manfred Montwé.

39. Klavier Int

/, 1958-63. Manipulated piano

with various items, 53 1/2 x 55 x 25 1/2 inches
(136 x 140 x 65 cm). Museum Moderner Kunst
Stiftung Ludwig, Vienna. Installation view at

¢ — Electronic Television,
Galerie Parnass, Wuppertal, March 11-20, 1963
Photo by Manfred Montwé

Exposition of M

41. Installation view of Exposition of Music -

Electronic Television, Galerie Parnass, Wuppertal,

March 11-20, 1963. Photo by Rolf Jahrling



42. WolfVostell at Exposition of Music - Electronic
Television, Galerie Parnass, Wuppertal, March
1963. Photo by Rolf Jahrling.

43. Paik at Exposition of Music — Electronic

Television, Galerie Parnass, Wuppertal, March
1963. Photo by Rolf Jahrling.

44. Paik at Exposition of Music — Electronic Television
Galerie Parnass, Wuppertal, March 1963
Photo by George Maciunas

45. Manipulated TV, 1963. Manipulated television,
dimensions vary with installation. Collection of

Dieter Rosenkranz, Wuppertal. Installation view
at Exposition of Music — Electronic Television,
Galerie Parnass, Wuppertal, March 11-20, 1963.
Photo by Manfred Montwé



46. Paik at Exposition of Music — Electronic
Television, Galerie Parnass, Wuppertal,
March 1963. Photo by Rolf Jahrling.

47. Installation view of Exposition of Music —
Electronic Television, Galerie Parnass, Wuppertal,
March 11-20, 1963. Photo by Rolf J&hrling.




48. Random Acce. 1963 (destroyed).

Strips of audiotape, recording head, and

speakers; dimensions vary with installation
Installation view at Exposition of Music -
Electronic Television, Galerie Parnass,

h 11-20, 1963

A

Wupy
Phot

49. Paik with List

(1963) at Expositio

Galerie Parnass, Wuppertal, March 1963
Photo by Manfred Montwé.

to Music through th

Mouth

Electronic Television,




50. Random Access (Schallplatten-Schaschlik), 1963.
Speaker, strings, turntable records, automatic pick-up
arm, wood, and metal; approximately 67 3/4 x 22 3/4 x
15 3/4 inches (172 x 58 x 40 cm). Installation view at
Exposition of Music - Electronic Television, Galerie
Parnass, Wuppertal, March 11-20, 1963. Museum am
Ostwall, Dortmund. Photo by Rolf J&hrling.

51. WolfVostell with Random Access
(Schallplatten-Schaschlik; 1963) at Exposition of
Music - Electronic Television, Galerie Parnass,
Wuppertal, March 1963. Photo by Manfred Leve.

52. Random Access (Schallplatten-Schaschlik), 1963. Speaker,
strings, turntable records, automatic pick-up arm, wood, and metal;
approximately 67 3/4 x 22 3/4 x 15 3/4 inches (172 x 58 x 40 cm).
Installation view at Exposition of Music - Electronic Television,
Galerie Parnass, Wuppertal, March 11-20, 1963. Museum am
Ostwall, Dortmund. Photos by Manfred Montwé.




TOP AND BOTTOM:

53. Prepared WC, 1963 (destroyed). Toilet, mannequin
head, and string, dimensions vary with installation.
Installation view at Exposition of Music — Electronic
Television, Galerie Parnass, Wuppertal, March 11-20,
1963. Top photo by George Maciunas; bottom photo
by Manfred Montwé.

TOP AND BOTTOM:

54. Head Machine (Zen Chair), 1963 (destroyed).
Suitcase, chair, and string; dimensions vary with
installation. Installation view at Exposition of
Music - Electronic Television, Galerie Parnass,
Wauppertal, March 11-20, 1963. Top photo by
Manfred Leve; bottom photo by Rolf Jahrling.



ision, Galerie Parnass,
March 11-20, 1963

y Manfred Montwé.




52

56. Installation views of Exposition of Music -
Electronic Television, Galerie Parnass, Wuppertal,
March 11-20, 1963. Photo above by Rolf Jahrling;
photos at left by Manfred Leve.



It thus occupies a strategic position in Paik's movement
between object making, performance actions, audiotape com-
positions, engagement with the invention of technology, and the
transformation of the television set.

On the margin of Paik's performances and contained in his
writings on music was the role of the human body and his
desire to integrate sexuality into music and performance. In his
performances, he erupted with physical attacks on musical
instruments and on himself. Utilizing performance to expose
and explore, through subversive humor, the play of the erotic
within the act and reception of performance, he also acknowl-
edged female sexuality and the female body as means to convey
an erotics of the unconscious and an erotics of the performa-
tive. For example, Paik's short scores for Alison Knowles, such
as Serenade for Alison (1962), featured the performer removing
different-colored panties and performing various actions with
them, including “look[ing] at the audience through them.”

These pieces were followed by an extraordinary and elabo-
rate set of public spectacles created with Paik’s greatest col-
laborator, Moorman, who inspired, sustained, and actively
engaged in some of his touchstone work in video and most dra-
matic performances. Moorman was a central interpreter and an
eminence herself in the avant-garde. Her New York Avant Garde
Festivals, organized between 1963 and 1981, were a centerpiece
of an expanding world of performance and avant-garde specta-
cle. Paik's Opera Sextronique (1967), a striptease performed by
Moorman as she played the cello at the Filmmakers'
Cinematheque in New York, led to Paik and Moorman's arrest
and a scandal in the public media. As Paik wrote in the program
note, “Why is sex a predominant theme in art and literature,
prohibited ONLY in music?" Paik's compositions featuring
Moorman also included Variations on a Theme by Saint-Saéns
(1964), in which she climbed to the top of a large water-filled
tank and submerged herself in it after playing a musical compo-
sition on the cello. In addition, they performed interpretations
of the work of other composers such as Cage and La Monte
Young. Moorman was a tireless performer absolutely dedicated
to her art, and her life was single-mindedly given over to the
performance around the world of a vast repertoire of pieces,
many of which were created for her.

Paik created a remarkable body of video pieces for
Moorman, and their collaborations drastically transformed the
concepts of performer and interpreter. TV Bra for Living
Sculpture (1969), which Moorman wore in performance, featured
two television tubes inside Plexiglas cases taped to her
breasts. TV Bra premiered at the Howard Wise Gallery in the
exhibition TV As a Creative Medium, in which Moorman wore
the work during her cello performances. Paik created another
piece for Moorman, TV Cello (1971), which was composed of
three cellos of varying size encased in Plexiglas. In Paik's video
Global Groove (1973), Moorman stated that TV Cello was the 53



57. George Maciunas performing Paik's One for Violin
Solo (1962), Fluxhall, New York, April 11, 1964,
Photos by Peter Moore/VAGA, NYC

58. Postmusic manifesto, 1963.
Offset on paper, 12 1/8 x 8 1/2 inches
(31 x21.7 cm). Photo by Thomas Paulus.
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60. Paik and Charlotte Moorman with
Robot K-456 in Paik's Lispenard Street
studio, August 17, 1964. Photo by Peter

Moore/VAGA, NYC.

61. Robot K-456 (1964) in Robot Opera (1964),

performed in front of Judson Hall as part
of the 2nd Annual New York Avant Garde
Festival, New York, August 31, 1964

Photo by Peter Moore/VAGA, NYC

e

62. Paik with Robot K-456 (1964) performing
in 24 Stunden, Galerie Parnass, Wuppertal,
June 5, 1965. Photo by Ute Klophaus.

59. Robot K-456 (1964) in Robot Opera (1964), per-
formed as part of the 2nd Annual New York Avant

Garde Festival, Judson Hall, Ney
1964. Electronic components,
rubber; height approximately 73 inc

York, August 31,

d, wire, and foam

hes (185 cm)

Flick Collection, Galerie Hauser & Wirth, Zurich

Photo by Peter Moor

I[IVAGA, NYC.






64. Charlotte Moorman in Karlheinz Stockhausen's

Originale (1961), performed as part of the 2nd Annual
New York Avant Garde Festival, Jud
September 13, 1964. Photo by Peter Mo

FACING PAGE: 63. Members of

Stockhausen's Originale (1961), performed as
part of the 2nd Annual New York Avant Garde
Festival, Judson Hall, New York, August 21, 1964.
Photo by Peter Moore/VAGA, NYC.

son Hall, New York,
e/VAGA, NYC

65. Simple (1961), performed as part of
Karlheinz Stockhausen's Originale (1961)
2nd Annual New York Avant Garde Festival
Judson Hall, New York, September 8
Photos by Peter Moore/VAGA, NYC




A KOSUGI and g

After three emancipations in 20th cenfury music, (serikol-indeterminisfic, actional)....
I have found that there is still one more chain to lose.... thatis ...,

PRE-FREUDIAN HYPOCRISY

Why is sex a predominant theme inart and literature prohibited ONLY in music?
How long can New Music afford to be sixty years behind the times and still claim to be a
serious art? :

The purge of sex under the excuse of being "serious" exactly undermines the so-called
"seriousness" of music as a classical art, ranking with literature and painting.

Music history needs its D.H. Lawrence its Sigmund Freud.

FEBRUARY 9, 1967 * 9 PM * 41st ST THEATER * 125 W 4lst ST * NYC
by invitation only
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age of Charlotte Moorman's arrest after her

performance of Opera Sextronique at Filmmakers' Cinematheque,

New York, February 9, 1967. Photo by Fred MacDarrah

68. Charlotte Moorman's arres

66. Poster for

rmed at mance of Opera Sextronique

perf
York, February 9, 1967,

inches (32.4 x 20.3 cm

Cinematheque, New York, February 9, 1967
Photo by Peter Moore/VAGA, NYC




69. Paik performing Fluxus Sonata (1973) at
Anthology Film Archives, New York, May 5,
1975. Photo by Peter Moore/VAGA, NYC.

70. Paik performing Violin To Be Dragged
on the Street (1961) as part of the 12th Annual
New York Avant Garde Festival, Gateway

National Recreation Area, Floyd Bennett
Field, Brooklyn, New York, September 27,
1975. Photo by Peter Moore/VAGA, NYC.

62

“first advance in the cello since 1600.” As with TV Bra, the moni-
tors in TV Cello showed videotape, live closed-circuit video or
television, or alternately were linked to strings of the cello to cre-
ate an interaction between images and electronic sounds. Paik
also created TV Glasses (1971), a piece in which small televisions
were attached to eyeglass frames worn by Moorman.

The strength of these pieces resulted from Moorman's charis-
matic presence and her ability, with wit, straightfaced humor, and
seriousness to incorporate Paik’s transformed televisions and
technology into her performances, giving his pieces added
expressive power. Through this artistic process, Moorman con-
tributed to one of the distinctive features of Paik’s video sculp-
tures: his ability to humanize and make accessible the medium
identified with mass entertainment, otherwise inaccessible as a
tool for individual understanding and creative use. By remaking
the television into an everyday personal and performative item, he
brought technology to a human scale and form of expression.
Similarly, these pieces reflected the deep and abiding under-
standing, affection, and trust that Paik and Moorman felt for one
another. Throughout the world, the two collaborated on extrava-
ganzas of public performance and display. Their understanding of
each other and the determination and strength of their personali-
ties and characters created a strong but positive tension and love
between them.They relied upon each other and were able to real-
ize their great public personas through their relationship.

Paik's fascination with the female body, his eroticization of
music, his desire to manipulate the body of the performer, includ-
ing his own, and finally his desire to engage in and envelop the act
of performance as a sexual act—however it may be veiled or
metamorphosed—could only be fully realized with Moorman.
After her death following a long fight with cancer, his use of
female performers in projects lacked the depth and abiding reality
of their partnership. Moorman's ability to convey concentration
and seriousness in all performances, and to extol and celebrate
the transgressive idea of the avant-garde, made her accomplish-
ment unique. Her total dedication to her art, as exemplified by the
creation of the Avant Garde Festivals, spoke to a consummate
belief in herself and her circle of artists. Hers was an accomplish-
ment that has never been duplicated.

The real issue implied in “Art and Technology” is not to make
another scientific toy, but how to humanize the technology and the
electronic medium, which is progressing rapidly ...TV Brassiere
for Living Sculpture (Charlotte Moorman) is also one sharp
example to humanize electronics. .. and technology. By using TV
as bra...the most intimate belonging of human being, we will
demonstrate the human use of technology, and also stimulate
viewers NOT for something mean but stimulate their phantasy
to look for the new, imaginative and humanistic ways of using
our technology.'®
—Paik, 1969



Paik improvising during a performance of his

1 Opera (1968) at

June 10, 1968. Photo by Peter Moore/VAG £

NYC
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73. Page from handwritten musical score for Opera Sextronique (1967). Approximately 14 x 11 inches
(35.6 x 27.9 cm). Charlotte Moorman Archive/Estate of Frank Pileggi, New York. Photo by Giinter Knop.







75. Charlotte Moorman rming Paik's

Concerto for TV Cello and Vi af 1971)
at Galeria Bonino, New York, November 23,

1971. Photo by Peter Moore/VAGA, NYC

nes (

74. Charlotte Moorman performing Paik's Cello
Sonata No. 1 for Adults Only (1964) at 2nd Annual
New York Avant Garde Festival, August 30, 1964

Photo by Peter Moore/VAGA. N

76. Charlotte Moorman in Paik's Action A ic

performed as part of the 3rd Annual New York Avant
Judson Hall, New York, August 25, 1965.
Moore/VAGA, NYC




77. Paik and Charlotte Moorman performing
their interpretation of John Cage’s
26'1.1499" for a String Player (1955) at Town
Hall, New York, June 10, 1968. Photo by
Peter Moore/VAGA, NYC.

78. Paik and Charlotte Moorman performing

Paik’s Variations on a Theme by Saint Saéns
(1964) as part of Paik's Action Music,

3rd Annual New York Avant Garde Festival,
Judson Hall, New York, August 25, 1965.
Photo by Peter Moore/VAGA, NYC.

FACING PAGE: 79. Paik and Charlotte
Moorman performing their interpretation of
John Cage's 26'1.1499" for a String Player

(1955) at Café au Go Go, New York, October 4,

1965. Photo by Peter Moore/VAGA, NYC.

TV Bra for Living Sculpture, TV Glasses, and the celebrated
TV Cello transformed Moorman's body into a television body.
Paik employed large and small televisions to fabricate these
varied sculptures, wittily playing with metaphorical tropes as
the televisions became a “bra” and a “cello.” The television
sets became the elements that metaphorically extended the
television as a container of moving images, often from off-air
television, as well as for his own image processed videotapes.
These works are examples of Paik’s rhetorical deployment of
metaphor, in which he created something new out of the televi-
sion in order to play with the meaning of its referent. Video
installations ranging from TV Garden (1974) to TV Chair (1968)
embrace this strategy, which would take on another form
of expression in the pieces produced by Paik during the 1980s
and 1990s through the Carl Solway Gallery in Cincinnati, where
many of his installations and sculptures during this period
were fabricated.!

Whether through performance or video, the ideas of process
and change over time were integral to Paik’'s work. His work
embodied a sense of hand fabrication, of things that would
break down and require repair in the process of the concert/
performance. These handcrafted objects, with their own poetics
of wires, video decks, and monitors, conveyed the quality of
the artist creating a new sense of himself through the materials
of new media. Although Paik's performances went through a
number of variations, beginning with strategies of sampling
music fragments from records and then smashing the disks
in scratch-music performances such as Fluxus Sonata (1973),
they were linked by his fascination with the violence and viola-
tion of the image in the action music performances and imagi-
nary scores. His collaborations with Moorman spoke to Paik’s
debt to performance, to the body as an instrument and object
of desire, and to video as a malleable medium that became

an art form.






o -
80. Paik with Charlotte Moorman wearing TV Bra

ng Sculpture (1969), Galeria Bonino, New York,
1969, Pt I M IVAGA, NYC




81. Paik and Charlotte Moorman recording
their interpretation of John Cage's
26'1.1499" for a String Player (1955) at
WNET/Thirteen, New York, May 27, 1971,

Portions of this recording were later

incorporated into Global Groove (1973)
Photo by Peter Moore/VAGA, NYC

83. Paik in Nin

inutes, live satellite broadcast or

82. Paik and Charlotte Moorman recording a performance

atWNET/Thirteen, New York, May 27, 1971. Portions of
this recording re later incorporated into Global Groove

Peter Moore/VAGA, NYC

the occasion of the opening of Documenta 6, Kassel,

June 24, 1977. Photo by Friedrich Rosenstiel
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Konzert: NAM JUR PAIE "ZZITLUPE" 61-80 Musik der Zeit 9/80

Vorwort: Herr Herzogenrath
1)"2V Cello" Nam Jun Paik
Charlotte Moorman (Foyer)
= 2)"Piano Sonata" Nam Jun Paik (61-80)
’7 7/l Nam Jun Peik & Peter Zolb (Video performamsce) 10*
J} "Springen' Heuning Christiansen (65-80)
O-) Ram Jun Paik 20"
4)"Variation on 2 theme by Szint-Saens" Rem Jun Paik
Cbarlotte Moorman, Cello
Ram June Paik, Pizno T
----Pdage---- i
5)Sinfonie Kr.6 (1972-80) Nem Jun Paik 15
ad hoc Ensemble. Zinsiudierung:Walter Zimmesrmamn
Dirigent: Charlotte Foorman
§)26'1.1499'" Joun Ca= (1955)
Charlotte Mocrman & ¥zo Jun Paik
7)"Chamber” Takehisz Xosugi
Charlotte Moorman
+."Joseph Seuys
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Ticht Normal

Requisiten: 7 Billigst Violinen (Volksrepubliik China) ~—
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84. Annotated program/performance score for
Be olog
and 27, 1980. Charlotte Moorman Archive/Es
Pileggi, New York, Photos by Giinter Knop
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TLIE FINTEN AT AV AN oA
P CINEMATIC AVANT-GAL

Imagine an eye unruled by man-made laws of perspective, an
eye unprejudiced by compositional logic, an eye which does not
respond to the name of everything but which must know each
object encountered in life through an adventure in perception.!
—Stan Brakhage, 1963

In usual compositions, we have first the approximate vision of
the completed work, (the pre-imaged ideal. or “IDEA" in the
sense of Plato). Then, the working process means the torturing
endeavor to approach to this ideal “IDEA.” But in the experimen-
tal TV, the thing is completely revised. Usually | don't, or cannot
have any pre-imaged VISION before working. First | seek

the "WAY," of which | cannot foresee where it leads to. The
“WAY,", ,,,,that means, to study the circuit, to try various
“FEED BACKS," to cut some places and feed the different
waves there, to change the phase of waves, etc.?

—Paik, 1964

To contextualize the artistic development and impact of Nam
June Paik, it is important to situate his treatment of video within
the historical perspective of independent film and video. His pio-
neering role was forged within a variety of contexts to which he
responded and that in turn responded to his efforts. His achieve-
ment was created out of personal strength, drive, ambition, and
a charismatic ability to inspire and influence everyone around
him, from artists to curators to foundation directors. He has
always been a gregarious person, performing publicly and attract-
ing attention and interest from those following the avant-garde.

~\J
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86. Zen for Film, 1964, performed as part
of New Cinema Festival |, Filmmakers'

Cinematheque, New York, November 2, 1965.

Photo by Peter Moore/VAGA, NYC.
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The history of independent film and video is a complex set
of discourses and multiple efforts, which moved in different
directions and explored various formal, stylistic, and thematic
issues.The actively unfolding media culture within which Paik
worked first flourished through the development of innovative
independent-film practices and continued alongside subse-
quent innovations in independent video. Film culture set
examples and acted as a critical influence on video culture,
which itself would grow to encompass its own diverse range
of practices comprised of many different issues and concerns.

In the contemporary art world of museums, international
exhibitions, galleries, and private collections, we see an
increasing acceptance and recognition of the work of artists
who employ media, whether it is film, video, or the latest multi-
media technologies. At the same time, the history forged by
pioneering media artists is ignored by or simply unknown
to later generations of artists, critics, curators, and gallery
owners. The rush to introduce “new” work into today's art-world
economy has erased this history and the work that was done
in the past. My text touches upon independent-film and inde-
pendent-video history, identifying how it provided a context for
Paik's many accomplishments. Certain aspects of his creative
output have often been overshadowed by others, and my aim is
to address the balance within his career in order to restore
Paik's achievement to its full power and brilliance.

There are a number of factors that have contributed to the
interest of a new generation of artists in video as installation
art. Many of the artists who worked with film and video during
the 1960s and 1970s taught in art schools in order to earn a
living, and many still do.They created a pedagogical space—an
open environment of inquiry in different media and installation
art—in which the acceptance of video as an artist's tool was
recognized and encouraged. Their understanding of media
and materials, following up on the art movements of the 1960s,
greatly influenced their students. It is ironic that, in some
cases, the younger generation of artists receives more atten-
tion from the art world now than their teachers did in the past
or do now.

Other factors are less specific to the art world and point
to the expanded presence of film and television through the
increasing availability of cable and satellite programming,
videotape rentals, video games, CD-ROMSs, DVDs, and the inter-
net. Artists who look to engage media that speak to the visual
culture have now grown up interacting with the moving image
as a conduit to be programmed and engaged. Today's television
is not the passive conduit of the old network television, but
rather a multimedia environment that a new generation is famil-
iar with at home, school, and work. Popular culture and the nar-
ratives of commercial television and motion pictures form
points of reference for young people and define their under-
standing of media. Private and public spaces are being trans-



formed by expanding commercial media. The opportunity to
introduce websites, television, video, and film into an expansive
media-art culture is compelling. However, the expressions of
media artists often refer to popular culture as they argue their
resistance to mainstream media. This approach is a reaction to
a more general syndrome in which a segment of today's com-
mercial, Hollywood cinema is portrayed as “independent” and
“alternative.” In this way, genuine alternative culture is coopted
by consumer culture.

A fundamental issue within the changing global economies
of cultural production and reception is the ease of producing,
transmitting, and receiving the moving image. As film—in the
arenas of production and exhibition—increasingly becomes an
electronic and digital medium, the expanded representation
and role of the moving image is leading to the erasure of media
specificity. The various forms of media, from motion pictures,
broadcast television, and videotapes to cb-rRoMs and websites,
define emerging discourses.The goals of artists and
the knowledge and understanding they have of the history of
the media arts will determine the ways in which media will be
employed and transformed into new modes of expression.

The pervasive presence of a professionalized mass-enter-
tainment industry subsidized by the marketplace has been
sustained by the critical press and popular accounts of the
movies and television. These mainstream outlets have fash-
ioned master-narrative histories that conceive of genres,
styles of production, and presentation technologies within the
confines of an evolving mastery of the medium. And these his-
tories, which embed the formation of classical cinema within
the entertainment industry's self-serving rhetoric, are powerful
presences in the understanding of film as an art form.The tele-
vision industry has also determined how the electronic medium
functions as both information and entertainment, and how this
history is commonly understood.

Alongside the oft-told tale of the Hollywood dream factory
another history has existed that positions the individual film-
maker as an artist in dialogue with the visual and performing
arts. Experimental genres, innovative narratives, animated
films, and abstract meditations are realized by the artist as
an individual or within a collective or community of artists.
The term "“avant-garde film" self-consciously places this work
alongside other Modernist movements, such as Cubism,
Expressionism, Dadaism, Surrealism, Constructivism, and
Futurism, each of which included artists who worked in film as
well as the “fine"” visual arts. A paradigmatic example is Luis
Bufiuel and Salvador Dali's collaboration Un Chien andalou
(1929). At the beginning of this defining Surrealist film, a man
steps onto a balcony, where he sharpens a straight razor while
gazing at the moon, followed by a close-up shot of the clouds
cutting across the moon. In the next shot, a woman faces the
camera while a man comes from behind, drawing a blade across

17



87. Hiroshi Sugimoto, State Theatre, Sydney,
1997. Black-and-white photograph,
20 x 24 inches (50.8 x 61 cm). Edition of 25.

88. View of Hollywood movie studio,

mid-twentieth century.

her eyeball, appearing to slit it open. In all of its irrational
ferocity, this image exposes the power of the narrative logic of
film language and how it can be subverted to create a shocking
and unsettling image that appears real but is entirely a fiction.

As the Surrealists did in their cinematic explorations,
the avant-garde filmmaker sought to break the barriers and
protocols of filmmaking—through noncharacter animation and
abstraction, as well as through music and image composi-
tions—to expose itsillusions and fabrications. This cinema
experimented with the possibilities of an imaginary freed from
the confines of narrative exposition, the deterministic logic
of editing and camera movements, and the economics of the
box office.

In America, beginning in the 1940s, the example of the
European avant-gardes informed and then transformed a new
cinema, also termed “avant-garde.”’3 The global history of the
moving image and its importance to Paik cannot be denied;
however, after his move in 1964 to the United States, the history
of the American avant-garde specifically became increasingly
relevant to his work and to video art history. Maya Deren’s
Meshes of the Afternoon (1943) is a seminal work that estéb-
lished a position for American avant-garde film in relation to
the European cinema of Surrealism and such figures as Jean
Cocteau. Deren, who lived within a community of painters,
poets, and dancers, drew ideas from her wide-ranging interests,
from film and dance to the exploration of spiritualism and the
ethnographic pursuit of culture and experience. Her cinema
deals with bodily movement and the world of the unconscious.
As the protagonist in Meshes of the Afternoon, Deren shifts
cognitive points of view, with the camera framing the subject
and the editing creating a disjunctive state of consciousness
that explores the perceptual field of the dream experience.

In an oft-cited shot, she presses against the glass of a window,
visually alluding to her creative effort to break past the surface
of the camera lens and the screen itself. Through an exploration
of an inner psychological sense of being, Deren sought to
release her cinema from the constraints of the codes and pro-
duction values of the dominant cinema. She sought to inscribe
the film with the “feeling which human beings experience about
an incident rather than the incident” itself.4 Thus, a cinema was
created that drew from the artist's self and engaged a commu-
nity of ideas and feelings, giving expression and substance to a
new aesthetic discourse through a film language that drew from
the past and remained open to the future. Deren exemplifies
the defining role that artists sought to bring to the art of film.
She treated film as a poetic expression that could expand upon,
enhance, and ultimately transform the visual through the shift-
ing of the edited point of view.

The film culture that emerged in the United States from
the 1940s to the 1970s involved a large and complex set of
economic, political, and cultural forces, as well as technological









developments.5The independent-film community responded to
the technology and capital required for filmmaking with efforts
to reduce costs through alternative sources of support and
opportunity. Collaboration and sacrifice for a common goal
were maintained by a belief in the true possibilities of film as

a creative medium and form of cultural expression. Although
film costs could be considerable—even with more modest inde-
pendent productions—independent filmmakers preferred to
struggle outside of the film industry rather than create a stan-
dardized commercial product.

The economics of filmmaking, of course, were not always
the determining factor in the nature of the work the artist
created. One could be a Stan Brakhage working alone with his
camera, a Harry Smith painting directly on film strip, or an inde-
pendent narrative or documentary filmmaker, from Shirley
Clarke to Richard (Ricky) Leacock, who might need larger
capital resources. However, all shared a passionate belief in
the power of film and the creative ideas of the independent film-
maker as an artist. The development of 16-mm and 8-mm film
stocks, portable cameras, and sound systems allowed for
mobility and a reduced financial burden.This burden was fur-
ther sustained by an emerging film culture that was locally
maintained and internationally empowered, driven by an ideol-
ogy that sought to redirect film as an art practice that could
continually reconfigure the potentials of the cinematic experi-
ence. On the margins of popular culture and away from its dra-
mas, film artists sustained a belief in the power of the medium
to realize a world view that would mirror an alternative economy
of living and expression.

Living in New York, Jonas Mekas, Lithuanian-born poetin
exile, has been, since the 1950s, the principal figure in interna-
tional alternative cinema, a cinema embodying an ideological
poetics of freedom and a sustaining economy of support.®
In fact, Mekas was the sponsor for Paik's first United States
tourist visa. With ties to his fellow expatriate George Maciunas,
founder of Fluxus, Mekas moved within the changing art, perfor-
mance, and film cultures of the late 1950s through the early
1970s. (Notably, this was also the period during which Paik
established his position as an artist.) In 1955, Mekas estab-
lished Film Culture, the leading journal and manifesto of avant-

garde film, and, from 1958 to 1975, publlshed weekly columns in 90. Maya Deren in collaboration with

5 ; . : . Alexander Hammid, Meshes of the Afternoon,
the VI//age Voice that were an ImpaSSloned dlary of protest 1943. 16-mm film, 45 minutes, black-and-white,
against commercial culture and a celebration of the poetics of music by Teiji lto added in 1959.

film. Mekas played a key role in the New American Cinema

movement, which sought alternative feature-film production

and distribution strategies, and in 1962 helped to establish the

Filmmakers' Cooperative, which created an open distribution

program for international independent filmmakers. Mekas's

prominent role in presentational initiatives included program-

ming at the Filmmakers Festival and the Charles Theater in the

early 1960s, as well as the establishment in 1970 of Anthology 81



91. Stan Brakhage, Anticipation of the Night,
1958. 16-mm film, 42 minutes, color, silent.
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Film Archives, which maintained a film program that sought to
create an alternative canon for film history as well as open,
democratic screenings of contemporary and untested work.

Mekas and Anthology Film Archives formed a critical bridge
to the emerging practices of video. Anthology Film Archives
later developed as an important resource for video artists,
and the video programs organized by Anthology's first video
curator, Shigeko Kubota, from 1974 to 1979 became a vital outlet
for artists and ideas. In his Village Voice column, Mekas wrote on
Paik. He responded to Paik’s anti-art films and noted, “I realized
... when | watched Nam June Paik's evening [at the Filmmakers'
Cinematheque]. .. his art, like the art of LaMonte Young, or that
of Stan Brakhage, or Gregory Markopoulos, or Jack Smith, or
even (no doubt about it) Andy Warhol, is governed by the same
thousand year old aesthetic laws and can be analyzed and expe-
rienced like any other classical work of art.”” In describing Zen
for Film (1964), which was screened as part of a program of films
by Paik, Peter Kubelka, and Maciunas, Mekas noted that Paik
“did away with the image itself, where the light becomes the
image.” He saw Paik as an integral part of the film culture in
which Fluxus films were allied to the works of other key film
artists of the time. Maciunas was also an active supporter of
Paik, collaborating on actions and maintaining correspondence
with him.

Throughout this history, the independent cinema privileged a
radical poetics located in the Modernist paradigm of artists’
films as activist texts that would destabilize the authority
of the capitalized model of film production and distribution
and would also be free from the constraints of art history and
the institutions of the culture industry. Mobilized under various
banners and polemics (including the New American Cinema,
underground, experimental, alternative, avant-garde, agit-prop,
new documentary, new narrative, expanded cinema, and
personal cinema), the independent cinema sought to establish a
viable means to distribute, exhibit, and represent the work
of artists from around the world. It took on many forms that
responded to issues within literature, poetics, visual art,
installation, performance, and music. Further, the independent
cinema located itself within the politics and debates of the time.

A central figure in the history of independent film is
Brakhage, whose writings in Metaphors on Vision (1963)
proclaimed a visionary cinema: “Imagine an eye unruled by
manmade laws of perspective, an eye unprejudiced by composi-
tional logic, an eye which does not respond to the name of
everything but which must know each object encountered in
life through an adventure in perception.”® The narrative codes,
formulas, and studio definitions of “professionalism”—in short,
the standards of the film industry—were anathema to
Brakhage's liberated camera. Set free from the tripod, his
cameratraced and realized a new cosmology by using the cine-
matic apparatus as an artist's tool. Brakhage's films were silent,



Peter Kubelka, Invisible Cinema (1970), interior

for Anthology Film Archives, New York.



93. Harry Smith, Early Abstractions, 1946-57. 94. Robert Breer, Recreation, 1956.
16-mm film, 23 minutes, color, sound. 16-mm film, 2 minutes, color, sound.



yet they are part of conversations that he had with such
American poets as Robert Creeley, Robert Duncan, and
Charles Olson; their languages of expression and composition
inspired his silent poetics of the camera. His film Anticipation
of the Night (1958) is a radical break from the ordered and
stable representation of Deren's dream world of the body in

a surreal narrative space. As Brakhage's camera moves, the
film frames become a dissolving cascade of moving images,
which are abstracted through the shaping of point of view—
through editing, framing, camera movement, recording speed,
filters, and focus. He used his camera as a means to

create a purely visual cinema that extolled the eye and body

of the artist. This is a first-person cinema in which the camera
is embodied as an extension of the self, where the “dualisms
of subject and object, of physiological and psychological, of
perception and creation, and of vision and its instruments are
subsumed in a single gestalt." This radical epistemology sought

to replace the classic cinematic visual representation
of the world with, to use the words of Olson, “the primitive 95. Bruce Conner, A Movie, 1958. 16-mm film,
abstract.” In Anticipation of the Night, with its abstractions Wit HEre i it covd
of blinding light and fragmented narrative of self-reference
that appears to show a man hanging himself, the artist sought
to absorb and reflect the changing world around him on film.

A variety of filmic strategies were being pursued by
many other artists, notably Robert Breer, whose hand-drawn
animated films include Recreation (1956). Breer, who moved
between sculpture and the visual arts, saw film as a plastic
medium by which shapes, objects, and images could be torn
out of their customary environment to become elements of a
moving-image collage. His films were shown with Paik’s in 1965
at the Filmmakers' Cinematheque, and Charlotte Moorman per-
formed Paik's Variations on a Theme by Robert Breer in 1966 at
the Cinematheque. In this composition, Paik and Moorman
improvised and playfully responded to Fist Fight, a 1964 ani-
mated film by Breer; among other things, they created shadow
plays on the screen as the film was projected. (Fist Fight had
also been screened as an element in the New York presentation
of Karlheinz Stockhausen’s Originale in 1964.)

Bruce Conner created extraordinary collage and assem-
blage pieces from varied sources including newspapers, maga-
zines, books, posters, playbills, leaflets, photographs of movie
stars, and advertisements, as well as objects such as feathers,
pieces of wood, and toys, which he took from the ordinary and
exotic environment of the city. In his films, such as A Movie
(1958), he edited found footage in a way that suggests Sergei
Eisenstein’s theories of montage, juxtaposing two or more
images to suggest a meaning different from and greater than
that which each suggests separately. A Movie includes, for
example, a clip from aWorld War |l movie in which a submarine
commander looks through a periscope, followed by a cutto an
early stag film, followed by a shot of an atomic bomb test explo- 85
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sion. Conner commented upon popular culture and the subtext
of media culture, as well as supported a politics of liberation
from capitalist consumer culture. His use of editing and found
footage anticipated Paik's collaged and image-processed
videotapes and productions for television.

Filmmakers also redefined the documentary genre through
personal, direct engagement with their subjects.The politics
and visual representation of power were fused in the goals of
cinema verité. In Leacock, D. A. Pennebaker, and Albert
Maysles's Primary (1960), for example, they followed the candi-
dates in the Wisconsin Democratic presidential primary, giving
direct and active vibrancy to the political process.The docu-
mentary genre became a site of innovation and inquiry, creating
a forum to question the content and representation of individ-
ual and collective actions within the private and public stage of
politics and its institutions. Filmmakers within the avant-garde
looked to the personal documentaries of Leacock, Pennebaker,
and others as they moved beyond the formulas and conventions
of the genre. The traditional documentary was grounded in the
conventions of narrative, story-driven feature films; actions
were staged and the camera was fixed in its framing and
recording of the action.The personal documentary and cinema
verité, however, came out of portable 16-mm cameras and light-
weight sound equipment that allowed the cameramen/filmmak-
ers to be part of the action and respond to what was happening
immediately around them while they recorded and interpreted
the unfolding situation on film.The filmmaker became a partici-
pant and did not claim neutrality. On the other hand, the imme-
diate and direct access to events could also make the
filmmaker's presence less intrusive. In the process, this work
challenged and extended the definition of film practice and for-
mal innovation.The personal documentary, alongside other
avant-garde practices, such as animation and new narrative,
demonstrated that the range of formal innovation did not
restrict itself to an aesthetics isolated from social realities.
Rather, this innovation was grounded in political engagement
and the ebb and flow of everyday life. These models of docu-
mentary production were exemplars to nascent video collec-
tives and individuals producing video-verité productions on and
for television.

The personal-documentary practitioners sought to go
below the surface to explore and expose what was happening in
the world. At the same time, others sought to create a poetic
cinemathat represented, through various strategies, the world
of dreams, unconscious desires, and thoughts. The use of film
to explore the unconscious in order to make connections with
popular culture and the rituals of resistance was given power-
ful expression in Kenneth Anger's Scorpio Rising (1963).
Through excerpts from movies, television, popular music,
comics, and underground culture, the juxtaposition of biker ini-
tiation rites and fetish culture is conveyed in brilliant ironic



montages. On a formal level, camera movements, color, and
lighting articulate and engage issues of gender and sexuality.
Like Anger, Jack Smith, a key figure in the movement between
performance and film, spoke to a gay epistemology and the con-
struction of a hallucinatory and fragmented world through epic
efforts within a personal theater of expression. The recently
restored Normal Love (1963), a veritable encyclopedia of extrav-
agant performance and improvised mise-en-scénes, is a land-
mark film that created a tableau of performative and filmic
excess out of Smith’s feverish imagination and iconography.
The aesthetic of Smith's Flaming Creatures (1963) was created

out of the detritus of New York's East Village through the articu-
lation of a highly stylized mise-en-scéne that parodied 97. Jack Smith, Flaming Creatures, 1963.
Hollywood “B"” movies; hyperbolic style transforms the glittery li'u':'lmm'"s TR NS,
surface of the Hollywood myth into a romance describing a
transgendered and sexually ambiguous world. The controver-
sies surrounding Flaming Creatures and the milieus of perfor-
mance as they engaged issues of sexuality were inflected by
Paik and Moorman within a heterosexually transgressive play
with music, composition, and performance.
Within a larger international context, alternative cinematic
practices emerged in response to and alongside the complex
social and cultural changes moving across Europe. During the
1950s, critics in France reexamined Hollywood directors and
genres, recognizing hidden auteurs within the Hollywood enter-
tainment factory, and the New Wave of French cinema began to
flourish. An important fable on war and its disillusioning
impact, Jean-Luc Godard's Les Carabiniers (1963) effects a
Brechtian, Modernist detachment that fragments the narrative
and distances the viewer from the characters as conventional
cinematic stars. At one point, the protagonist attends a movie
in a cinema and jumps on stage, tearing down the screen in an
effort to break through the projected cinematic illusion.
Godard's scene is a critical commentary on the seamless nar-
rative illusion constructed by the industrialized and overcapi-
talized myth-making machine of the film industry.
The French New Wave was part of a dynamic European
cinemathat included independent short films, such as Chris
Marker's La Jetée (1962). Composed of still images—with the
exception of a momentary scene in which an eye blinks—and
voice-over, the film tells of a postnuclear-holocaust world of
survivors who use time travel to send a survivor into the future
to rescue civilization. La Jetée takes place in a Paris where
the surviving population lives in tunnels under the city. The
narrative follows the time-travel experiments being performed
on the protagonist by scientists who hope to find the means
for civilization to survive. A Bergsonian concept of time and
memory is the basis of the shifting cognitive world of memory
and desire that the protagonist experiences as he is thrust into
past and future. La Jetée is an outstanding example of an essay-
istic cinema that grappled with the serious issues facing the 87
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world. The concept of time and the threat of its erasure through a
nuclear war are powerful subjects, and Marker's film speaks to
the innovative approaches that were being made around the
world through an independent cinema of creative expression and
ideas. Placing Godard and Marker alongside Brakhage—and, by
extension, making connections to Paik and independent video
productions—suggests the fruitfulness of linking different cine-
matic expressions and agendas in order to reopen the complex
history of the moving image.

One of the more significant independent film movements
to occurin the United States and Europe during the 1960s was
the structural, or materialist, film movement, which aimed to
expose and reflect on the structural basis of cinema.® (It is
particularly suggestive of the meta-video productions by Paik
and other early video artists. The acknowledgement of video,
as well as television, in these productions offers a suggestive
connection, although on a different register, to structural
cinema.) The pure cinema—stripped of the mechanics
and devices that supported the illusion of fictional cinema—
suggested by this movement can be seen in the films of
Andy Warhol.' In Blow Job (1964), for example, a man is isolated
in front of the camera, his face expressing waves of ecstasy,
recorded by Warhol on 100-foot rolls of film shot at 24 frames
per second (f.p.s.), edited together, and projected at 16 f.p.s.
The action takes place within the imaginary of the projected film;
the mechanics of the cinematic apparatus slow down the
subject’s reaction as recorded and replayed through film loops.
This distending of action and evocation of a constant return,
revisiting desire and ecstasy within the apparatus, is predicated
on the title, Blow Job, which is an integral part of the film's
reception and argument, and a radical reflection on the nature
of cinema and its relationship to the spectator. Central to the
structural film was the effort to recreate the cinema through
its fundamental properties, as in George Landow's Film in Which
There Appear Sprocket Holes, Edge Lettering, Dirt Particles, etc.
(1965-66), which employed the materials of celluloid as the
film itself.

Warhol's recently rediscovered Outer and Inner Space (1965)
is atwo-screen projection of 16-mm films that feature Edie
Sedgwick in dialogue with her prerecorded image on videotape,
playing on the monitor next to her. Here, the cinematic image
contains the video apparatus within it, affording two points of
view as image and time engaged in a dialogue. The idea of time
as a material ingredient in the reception of the work is also
central to Michael Snow's Wavelength (1967), which consists of a
single zoom shot across a loft space. The action changes and
a sound gradually increases to convey the relentless progress
of the camera, which travels to a photograph of ocean waves
pinned to the wall; except for the occasional, peripheral action of
people moving about the loft space, the camera establishes the
zoom as the narrative and true action in the film. In the Warhol



99. Andy Warhol, Outer and Inner Space, 1965. Double-screen film; 16-mm film,
33 minutes, black-and-white, sound. Photo © 1998 The Andy Warhol Museum,
Pittsburgh, a museum of the Carnegie Institute.



100. Ken Jacobs, Tom Tom the Piper's Son,
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and Snow films, the frame of the camera and screen merge as a
self-conscious rhetorical limit, so that the cinematic apparatus
determines the shape of the films.

The articulation of a single film frame takes on a variety of
permutations in Paul Sharits's 7,0,U,C,H,I,N,G (1968), in which
edited frames shift between color sequences, recorded images,
and words. When projected, flashing, individual film frames
assault the eye and become a direct optical experience shorn of
any narrative continuity. When the word “destroy” flashes on
the screen, the viewer is confronted with the making and
unmaking of the image; just as the discrete, static film frames
convey movement in their rapid articulation, so the word
“destroy” conveys movement as it flashes on the screen. Ken
Jacobs's landmark Tom Tom the Piper’s Son (1969) further
explores narrative through the tropes of the cinema and the
material of film. Jacobs manipulated a 10-minute film by Billy
Bitzer from 1905 into a 100-minute epic reconstruction of the
cinematic text. Bitzer's static camera recorded a playful coun-
try scene in the recounting of a children’s rhyme; in Jacobs’s
hands, the early film was subjected to a relentless meta-cine-
matic inquiry. The film plays forward and backward at different
speeds, focusing on different figures and parts of the screen;
camera and projector—the apparatus behind the projected
image—become the central players as they function to relent-
lessly scan and recompose the original film.

The treatment of film as a process—the acknowledgment
of the material properties of celluloid and the role of the
projected image—stripped the cinema of its narrative illusion.
The removal of the cinematic apparatus from the theater and
its placement within gallery and performance spaces com-
pleted the radical alteration and reconstruction of the cine-
matic moving image. The integration of film into installation
and performance during the 1960s provides a context for Paik’s
emergence during this time." As artists brought the film into
the experience of the installation, in a sense they were trying to
achieve what video would realize: the real-time presentation of
the recorded image. In Stan VanDerBeek's Move Movies (1963),
performers held 8-mm film projectors, which projected individ-
ual films onto their bodies, around the performance space, and
onto the larger projected film image before which they stood.
The films created a multitextual experience of layered and
moving images around and within the performance space.
RobertWhitman's performance piece Prune Flat (1965) was
choreographed so that the performer’s actions in front of a film
screen were synchronized with the movements enacted within
the projected film footage. John Cage and Ronald Nameth's
HPSCHD (1969), an installation at the University of lllinois
Champagne-Urbana, was a large-scale environment that was
driven by chance operation and consisted of fifty-two loud-
speakers, seven amplified harpsichords, 800 slides, and 100
films.The removal of the projected film from the prescriptive



container of the theater to a flexible and open performance
space set a precedent for the development of alternative sites
for the creation of multimedia installations. These projects
serve as precedents for the incorporation of video into installa-
tion spaces and performance scenarios.

Throughout the 1960s, such artists as Vito Acconci, Dan
Graham, Bruce Nauman, and VanDerBeek were increasingly
moving between moving-image media and other art forms.They
saw a possibility to incorporate the projected moving image
into a physical multimedia context, thus transforming and
expanding its power. AtVanDerBeek's Movie-Drome, built in
1963 in Stony Point, New York, multiple film projections could be
screened onto a domed ceiling. His environment rejected the
familiar theatrical arrangement of immovable chairs placed in
rows hefore a screen, offering instead a space in which the
viewer could sit, lie down, or walk about as moving images were
projected onto multiple areas of the domed surface. In Lapis
(1963-66), James Whitney manipulated the film frame and artic-
ulated a graphic, computer-enhanced animation of complex
geometric patterns. This piece anticipated many of the subse-
quent developments with image processors, experiments with
television, and expanded dimensions of video installation.
Whitney's abstract designs are whimsical and precise in their
articulation of three-dimensional shapes. Their constantly per-
mutating forms demonstrated a move from graphic-character
animation and abstract linear forms into shapes as volumes
and formal movements in cinematic space.

Internationally, artists involved in meta-film installation
projects treated the elements of the filmmaking process as the
means to explore the moving image in terms of light, space, and
process. In British artist Anthony McCall's Line Describing a
Cone (1973), a projector stood in an open space that was dark-
ened and filled with smoke. A beam of light emanating from a
projector gradually formed part of a cone of light, with its base
on the wall and its apex at the projector; light then became the
material of the installation with which people interacted as they
moved about the space. Israeli artist Benni Efrat's Paste/ (1974)
was based on film footage of the artist projected onto a chalk-
board. He interacted with the subject matter (himself) and
manipulated the recorded image and its shape by covering the
surface of the dark chalkboard with chalks of different shades,
revealing or concealing his own projected image in the process
of creating the “chalk screen.” In the British artist Annabel
Nicholson's Reel Time (1973), a long film loop ran through a pro-
jector. An image of the filmmaker using a sewing machine was
projected onto the wall while the loop continued across the
ceiling of the gallery space, down to where Nicholson actually
sat in front of a sewing machine, sewing holes into the loop,
which was then projected with the holes until it broke apart. For
Adjoined Dislocations (1973), Austrian artist Valie Export
attached two 8-mm cameras to her body, one in front, the other

101. Anthony McCall, Line Describing a Cone,
1973. Film installation with 16-mm film
projector and smoke; 30 minutes, black-and-

white, silent.

102. Benni Efrat, Paste/, 1974. Film installation/
performance with 16-mm film projector and
chalk; color, silent. View of performance at
artist's studio, London, May 1974.

103. Valie Export, Adjoined Dislocations,

1973. Film installation with one 16-mm
and two 8-mm film projectors; 8 minutes,
black-and-white, silent. 16-mm camera:
Hermann Hendrich, Collection of Generali
Foundation, Vienna. Photo by Werner
Kaligofsky.
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in back, both pointed outward. Thus, her body was transformed
into a moving tripod, or dolly. The resulting films were then pro-
jected onto a wall alongside a 16-mm film that featured an over-
all view of Export's movements and actions; together, they
mapped and interpreted her movements and the position of her
body from multiple points of view. In Bill Lundberg's Charades
(1976), a glass of water was placed onto a table. A film was pro-
jected onto a specially treated piece of plastic placed inside the
glass.The film showed a person playing charades, trying to
suggest, through pantomime, an art-historical term. As with
Lundberg's other installations, Charades explored psychologi-
cal states, in this case communication and the containment of
the individual.

Two projects by American artists also helped redefine the
filmic experience. In Synchronousoundtracks (1973-74), Sharits
used the film frame as the basis of his images. He built up
saturated colors by printing one over another, manipulating the
frame/image by playing the constantly changing and shifting
densities of color off of each other; he also scratched the
surface of the celluloid in an acknowledgment of the material
basis of the colors. Multiple film loops were then projected
adjacent to one another onto a gallery wall. This pulsating,
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moving meditation on the material of film and abstraction
invited the viewer to engage a new experience of color as
movement. For 7360 Sukiyaki (1974), Tony Conrad prepared his
“film" by cooking and pickling celluloid, which he threw from
the theater seats onto the screen, creating a performative com-
mentary on the filmmaking process and the normal projection
of completed, developed film in a theater.

This compressed and selective review of film practices
notes a variety of directions that artists took with the medium.
Film artists defined their practices through a number of narra-
tive and formal innovations, effecting a dialogue with other
visual and performing arts while simultaneously responding to
the social and political climate. The history of these practices
serves as a backdrop to the emergence of alternative television
and video in the mid-1960s. With the increased popularity of
television in the 1950s, Hollywood began to regard it as a box-
office threat, and countered with the development of spectacu-
lar cinematic effects such as Cinemascope and stereo sound.
Independent filmmakers maintained their preference for cin-
ema and were initially resistant to television and video, casting
them aside due to inferior quality. In addition, editing was much

more flexible and sophisticated in film than in early videotape.



106. Zen for Film, 1964, performed as part
of New Cinema Festival |, Filmmakers'

Cinematheque, New York, November 2, 1965.

Photo by Peter Moore/VAGA, NYC.
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At the same time, video artists rejected the formulas of com-
mercial television, but they sought to use that medium as a new
form of expression. There was hope that television would open
itself up to independent productions just as independent film-
makers hoped that they could achieve wider theatrical distribu-
tion. In fact, through its alternative exhibition, distribution, and
production history, the discourse of independent film served as
an example that independent-video producers learned from and
adapted.

The connection of independent-film history to Paik's career
is most evident when we recall Mekas and Mekas's close
relationship with Maciunas, who considered Paik to be a Fluxus
artist working in film. Maciunas played a pivotal role in organiz-
ing Fluxus events that featured artists’ performances. He was,
along with Joseph Beuys and John Cage, a key figure in shap-
ing and supporting Paik's identity as an artist. A charismatic
figure who challenged artists to remain true to the idea and
ideal of Fluxus as a radical, anti-art practice, Maciunas was one
of the most compelling and complex figures in late-twentieth
century art. Paik valued his friendship and example as a true
believer in the avant-garde.

The other key figure most identified with Paik’'s work in
films was the filmmaker Jud Yalkut. Yalkut was attracted to the
Fluxus avant-garde, new music, and performance activities
and met Paik in 1965 at Galeria Bonino. One of Yalkut's signifi-
cant contributions to the art of film was to extend Paik’s
work in video into film. He began by recording Paik's prepared
and processed video images onto film.The processed video
imagery was then edited on film by Yalkut, and sound was
added, with the resulting film offering a new cinematic
dimension to Paik's original processed electronic imagery.
Conversely, Paik processed and incorporated Yalkut's own film
footage into his own videotapes.'

The works thatYalkut developed with and from Paik’s origi-
nal video material included Videotape Study No. 3 (1967-69)
which featured a soundtrack by David Behrman and Kenneth
Warner. Other titles that featured various soundtracks and
Yalkut edits were Electronic Yoga (1966), Etude in Black et Noire
(1966), Beatles Electroniques (1966—69), Electronic Moon (1967),
Electronic Moon, Parts 2 and 3 (1967-69), Electronic Fables
(1971), and Waiting for Commercials (1972). These pieces were
shown in concerts, together with Moorman and Paik perfor-
mances, and in avant-garde film showcases. OtherYalkut films
were records of Paik’s exhibitions and performances with
Moorman, such as P+A-/(K) (1966), which included footage of
Moorman in performance and of Robot K-456.

Yalkut's film collaborations with Paik further extended the
treatment of the film screen as a conceptual frame in such
works as Missa of Zen (1967), in which a television is recorded
in "profile," with its side panel facing the camera; Cinema
Metaphysique No. 1 (1966-72), which features a tiny television



that appears in the corner of the projected film image; Cinema
Metaphysique Nos. 2, 3 and 4 (1967-72), which focus on different
parts of Paik's body as well as splitting the frame and exploring
it as a compositional surface; and Cinema Metaphysique No. 5
(1967), which features Paik's fingers playing the piano on the
lower edge of the screen, with colors bordering the other three
sides of the film frame and black filling in the center.

Paik's own earlier work in film, Zen for Film, attracted
attention for its minimalist treatment of the cinematic experi-
ence. Writing in 1968, Cage allied the experience of the film with
no images to his composition 433" (1952) as well as to Robert
Rauschenberg paintings without images. Also, Maciunas
included Paik's Zen for Film in his critical response to P. Adams

Sitney's writings on the structural cinema in Film Culture.”

With Zen for Film, Paik projected clear film leader onto a

screen. The particles of dirt and dust caught in the projector’s 107. Raul Sharits; Synchronousoundirachs,

1973-74.Three-screen film installation

gate were illuminated by its beam of light. Paik’s performative with three 16-mm projectors; 32 minutes
interactions with projected film elaborated his connections to TS
performance and structural film.The treatment of celluloid and
light as materials of a radical form of filmmaking in Zen for Film
paralleled Paik's performative interactions with the television
set and his first videotapes, such as Button Happening
(ca. 1965) and 9/23/69 Experiment with David Atwood (1969),
which explored repetitive actions and performative, process-
oriented interactions with the video medium.

Button Happening shows, in black-and-white, Paik buttoning
and unbuttoning his coat in a constantly repeating gesture and
ritual. 9/23/69 Experiment with David Atwood is a brilliantly

inventive display of techniques produced with the Paik-Abe 108. Bill Lundberg, Charades, 1976. Film

installation with Super-8 projector, mirror,

Video Synthesizer. It is a fluid interaction with the process of P e
changing colors and hues, distortion produced by the synthe- color, sound.
sizer, and shifting points of view through the camera set-up.The
effects in tone and definition of the moving image evolve in a
process of simple performative acts and gestures within the
studio space and hefore this new image-processing technique.
There was a great deal of shared awareness by artists of
what was happening in the film and video communities.™ Snow
included Paik as a performer in his film Rameau’s Nephew by
Diderot (Thanks to Dennis Young) by Wilma Schoen (1974), and
Sharits and other avant-garde filmmakers were identified with
the Fluxus movement. Meanwhile, Kubota was programming
video at Anthology Film Archives, when it was located at 80
Wooster Street in a space adapted for screenings by Maciunas
and Mekas. Paik followed developments in film, attended
screenings, and incorporated films by Breer and Yalkut into his
videotapes. In addition, he recognized and believed in the abil-
ity of artists to move between different media.
In the late 1970s, the emergence of alternative exhibition
and production spaces funded by the National Endowment for
the Arts and state art agencies increasingly linked film and
video and built up film distribution and exhibition initiatives. 95



109. Installation view of Wolf Vostell's
TV-Dé-collage (1963) at An Afternoon of
Happenings, Dance, and Music,Yam Festival,
South Brunswick, New Jersey, May 1-31,
1963. Photo by Peter Moore/VAGA, NYC

110. Installation view of Wolf Vostell's
TV-Dé-collage (1963) at his exhibition
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Paik's role in the area of education, such as his writings on
music education and video, was significant in defining indepen-
dent video. It also influenced Howard Klein, the former director
of the Rockefeller Foundation's Arts Program. Klein reviewed
a piano performance by Paik in the New York Times, and
although his review was mixed, he wanted to learn more about
Paik's work, since he had already received a grant from the
foundation. Klein and Paik developed a great mutual respect
for each other. Klein, through the foundation, was instrumental
in creating theTelevision Workshops at WNET (New York),
WGBH (Boston), and KQED (San Francisco); he believed in
the power of media as an artist's tool.’ He established fellow-
ships for video artists; created opportunities for artists and
cultural programming to gain access to television; and was
instrumental in establishing distribution and exhibition oppor-
tunities for artists.

Paik was not the only artist working with television during
the mid-1960s. In 1963, at the Smolin Gallery in New York and at
the Yam Festival at George Segal’s farm in New Jersey, the
German artist Wolf Vostell had installations of his “dé-collage”
televisions and staged performances, which included burying
atelevision underground.'®Vostell followed Paik’s work in
Germany and was clearly influenced by Paik's prepared televi-
sion exhibited at Galerie Parnass in 1963. Although Vostell
was not to remain as deeply committed as Paik to video and
television, his projects clearly demonstrated how shared
interests and influences quickly moved through the emerging
avant-gardes.

After 1965, when Sony introduced a portable half-inch
videotape recorder and player, into the market, artists quickly
seized this new and easy-to-use medium. As was the case
with independent film, the smaller formats allowed for a
more economical production base and the ability to free the
medium from the constraints of highly capitalized production
formulas. Multimedia and film installations were created along-
side, and independently of, a variety of interactive video instal-
lations and sculptures by such artists as Earl Reiback and Aldo
Tambellini, who were both featured in New York in the Howard
Wise Gallery exhibition TV As a Creative Medium in 1969.The
development of image-processing tools by such artists as Paik
and Shuya Abe, as well as systems created by David Cort, Bill
Etra, Eric Siegel, and Woody Vasulka, advanced an entirely new
vocabulary of abstract and representational video imagery."

In addition, interactive closed-circuit pieces by Frank Gillette,
Les Levine, and Ira Schneider were created at the time of Paik's
related developments.

The treatment of video within the framework of art and tech-
nology led to a number of initiatives and projects that placed
film and video in the larger context of multimedia, joining these
media with performance, music, and dance to create installa-
tions and events. In the mid-1960s, the incorporation of video
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and film in mixed-media programs was crucial to the explo-
ration of the moving image. The multimedia, expanded cinema,
and articulated languages of an expanded consciousness and
self through new image processors were developed within the
Experiments in Art and Technology (E.A.T.) initiative, founded
in New York in 1966 by Billy Kltiver, Rauschenberg, Fred
Waldhauer, and Whitman.’® E.A.T. established alliances within
the corporate and public sectors to create an expanded space
in which artists could collaborate and experiment. Connections
were forged by linking artists with engineers in a strategy that

spoke to an optimism and a world transforming view of art

and technology. Rauschenberg was one of the participants in

E.A.T.s 9 Evenings: Theatre and Engineering in 1966 at the Sixty- 115. Juan Downey, Plato Now (1972),
" . . . " performed at Everson Museum of Art,
ninth Regiment Armory in New York. Premiered at this event, Byracze: NewVon, dsmpey T, 15,

his Open Score (1966) elaborated a multimedia production
that employed closed-circuit television as a component;
the program note included detailed technical diagrams of
the design of the technology.

During the late 1960s and early 1970s, collectives and
activists were producing political documentaries on and for
television.The initiative for production on cable television
was greatly enhanced following the regulation secured in 1972
that required cable franchises to include public-access facili-
ties in their communities. The collective Top Value Television
(TVTV) and members of the Ant Farm, Raindance, and
Videofreex collectives sought to empower the public by offering
news and interpretations of current events as an alternative
to network television programming.'® A number of groups
emerged to produce and circulate videotapes and to construct
urban and rural alternatives to commercial television through

the emerging cable technology. These video productions

responded to black liberation, countercultural movements,

feminism, and the mobilization against the war in Vietnam.The 116. Beryl Korot, Dachau 1974, 1975,
pUblicatiOn The Spaghett/ C/ty Video Manua/ (1973)20 by Two-channel video installation with four

monitors; black-and-white, sound. Photo
Videofreex is an example of the efforts that were being made by Mary Lucier

by collectives to make information and instruction on video
technology widely available.

Artists freely moved between single-channel videotape and
installation and directly explored the concepts of interactivity
and television. For example, Gillette and Schneider's Wipe
Cycle (1969), a wall of nine monitors, included a mix of live
broadcast, videotape, and closed-circuit shots of people looking
at the installation at the Howard Wise Gallery. Switching from
monitor to monitor, these shots created an ecology of video
images for the viewer. Gillette and Schneider designed a tape
delay system so that live videotapes would be seen on a brief
time delay. Using different strategies of video and operating
within the context of television, the spectator was made aware
of how his or her perception of the space was altered and modi-
fied through the video camera and videotape. By including live
television, the shots fashioned a media ecology from the con- 99
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temporary urban and natural environment. Gillette and
Schneider, as well as Juan Downey and Beryl Korot, were mem-
bers of the Raindance collective, which was involved with
utopian and expanded consciousness explorations of media
and ideas. Through their journal Radical Software, the
Raindance collective published artists’ projects and writings
on media ecology and the transformative power of video.The
journal is an invaluable resource on new thinking about televi-
sion and video in this period.

In 1971, Raindance and Michael Shamberg also produced a
book entitled Guerrilla Television, which detailed conceptual
and practical considerations for media artists and activists. The
lists of artist videotapes in Guerrilla Television include a won-
derful mix of documentarians, video artists, and developers of
image processors who were involved in individual productions
and collective initiatives.2' It was part of video's utopian role
that its users believed in the power of public access and infor-
mation about media.

Video projects were created for emerging alternative
spaces such as the Kitchen in New York, established in 1971 by
media artists Steina and Woody Vasulka and others, as well as
museums such as the Everson Museum of Art of Syracuse and
Onondaga County, under the leadership of its director, Jim
Harithas, and video curator, David Ross. This was a fluid and
dynamic community that shared ideas and resources and
believed in a new media politics. Both Downey and Korot saw
video installation as a means to understand the roles of history
and community in human consciousness. Downey's Plato Now
(1972), an installation at the Everson Museum, linked video
monitors to individual participants so that, through the altering
beta waves of biofeedback, changing thoughts effected the
transmissions of images onto the monitors. The participants
shadows were projected onto the wall, evoking the idea of
Plato's cave and one's placement before knowledge and history.
Korot explored history and place in her compelling Dachau 1974
(1975), first shown at the Kitchen, in which she examined the
architecture of death at Dachau.

In Dachau, four monitors were masked in a wall so that
only their screens could be seen.Two channels of video played
on the screens: the first and third screens displayed one chan-
nel, while the second and fourth displayed the other. Both chan-
nels featured footage the artist videotaped at the concentration
camp in Dachau. With the sequencing of the channels and
their installation, Korot created eloquent and moving juxtaposi-
tions of this now empty landscape haunted by the memory
of death. Korot was particularly interested in the process of
recalling the past and the important role of history to under-
standing mankind. History, place, memory, and a cybernetic
vision of media were part of the complex redefinition of media
and art practice.

Artists moved between film, video, and installation,



working in lofts and alternative spaces on the margins of the
established art world. Creating works in single-channel video-
tape and installation, and allied to conceptual, process, and
body art and performance, they formulated powerful and
compelling fragments of time and narrative, and articulate
strategies to engage the viewer through the monitor. Vito
Acconci, John Baldessari, Linda Benglis, Bruce Nauman, and
Richard Serra became identified with this period through their
treatment of video. Much attention has been focused on these
artists in part because they became very well known in the art
world. Their films and videotapes were distributed by Castelli-
Sonnabend, and their work was actively discussed in the art
world. The presentation, sale, and distribution of videotapes
was facilitated through the Castelli-Sonnabend catalogue,
which was an important reference and resource for people
learning about video as an art practice. Like the work that many
of these artists were doing in other media, their videotapes took
a stripped down, direct approach to art making. They directly
confronted the materiality of video and its power to record and
document events. They were not, for the most part, studio-pro-
duced works and did not employ special postproduction effects.
Rather, the medium was used as a direct recording instrument,
turning the artist into a performer in front of the camera. And, in
other instances, it was used as a means to observe an activity
or action constructed in the studio or out of doors in nature
or on the streets of the city. All of the productions were largely
unedited and ran as long as the tape, usually thirty to sixty
minutes; the time recorded was real time. Following upon the
fact that, unlike film, video was easy to use and did not need to
be processed, artists simply turned the camera on and used
it to extend their ideas of image making into the temporal and
recording medium of video. Their work has in common the treat-
ment of time (repetition) and the construction of the moving
image as a piece of time, a piece of action that unfolds in real
time.This is a fundamental, non-aesthetic, treatment of action.
Nauman's Dance or Exercise on the Perimeter of a Square
(1967-68) is an example of a work that was originally produced
on film and then transferred to video. He was to create similar
pieces in video, which were distinguished by their direct
observation of the artist performing repeated actions in his
studio. Time, space, and self-referential strategies were
explored within the two-dimensional frame of the video camera.
Scenarios became performative acts that echoed daily gestural
actions and the body's negotiation of space. Allied to the
structural film movement's deconstructive treatment of the
cinematic text, Nauman sought to strip film of its traditional
illusionistic storytelling forms to explore and confront the
essential properties of the medium as it represented the
phenomenology of perception. Early Paik videotapes, such as
Button Happening, also employ a direct observational tactic
that uses real time as the basis for constructing and developing
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the visual experience of and interaction with the medium.

Such Paik installations as TV Clock (1963) treated time as a
series of discrete moments as individual monitors compressed
the video image into a horizontal line. The sequence of twenty-
four monitors in TV Clock represented the movement of time
across the space of the installation as discrete static moments.
The act of looking, the experience of observing, was fore-
grounded in pieces that located film and video within everyday
acts and fundamental properties of the medium. For example,
Nauman's video installation Live-Taped Video Corridor (1969-70)
placed two monitors at the end of a narrow corridor. One moni-
tor showed a live-video camera positioned at the top of the cor-
ridor's entryway and the other displayed a prerecorded
videotape shot from the same point of view. Together, the
images on the monitors reconstructed the viewer's perception
of the space: appearing on one monitor was the viewer's image

in the space in real time, while the empty space was seen in
recorded time on the second monitor.

118. Vito Acconci, Undertone, 1973. Single-
Acconci played a seminal role in film, photography, channel videotape, 34 minutes 12 seconds,

. . . | - -whi A
performance, and video, media through which he explored St

psychological states and the role of power and point of view.

In Undertone (1973), the tape begins with Acconci walking

into the frame, seating himself at the end of a table, and staring
directly at the camera. In direct address to the camera, he
acknowledges the viewers' presence and his need to have them
as invisible witnesses to his monologue. Regularly, he places
his hands under the table and imagines an erotic experience,
then places his hands back on top of the table and articulates
his desires and need to have an audience watch his autoerotic
fantasies. Asthe spectators, we become voyeurs and are
implicated by Acconciin his and our shared drive to desire

and observe the unknown. In his installations and videotapes,
he acknowledged a corporeal presence as central to our
perception and understanding of experience. Also important to
work of this kind is the artist Peter Campus and his installation
mem (1975), in which he directed a closed-circuit camera to

a space covered by a black light. As viewers walk about the
space, they observe their own presence through the projected
video image spread across a wall. Their temporal and spatial
negotiation of the installation environment was manipulated,
as the enlarged image seen in real time changed according to
their discovery of themselves within the darkened space.
Campus’s videotape Three Transitions (1973), created at the TV
Lab at WGBH in Boston, is an elegant and evocative meditation
on the self-portrait. Employing chroma-keying, the television
technique that replaces a blue surface with an actual image,
Campus focused on specific set-ups in the studio to explore
formal strategies for the reconstruction of multiple views of the
self in real time. In each of the three transitions, he used two-
camera set-ups to manipulate his self-representation on video.
In the first, Campus appears to cut through his body and turn 103



119. Joan Jonas performing the live version
of her Organic Honey's Vertical Roll (1972),
Leo Castelli Gallery, New York, 1973. Photo
by Peter Moore/VAGA, NYC.
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himself inside out. In fact, the two cameras’ two points of view
together become a single image; the material he is cutting
through is paper onto which his own image has been electroni-
cally superimposed in the studio. In the second transition,
Campus, having applied the blue chroma-keying to his face,
appears to remove his skin, uncovering another image of him-
self. In the third transition, he holds a piece of paper that shows
his face and sets it on fire; his kinetic self-portrait, a mirror
image of himself, appears to go up in flames. The construction
of the image in time and the epistemology of its reception also
created a powerful dynamic in Graham's installation Present
Continuous Past(s) (1974), in which a mirror-covered space fea-
tured a monitor on which the viewer saw his or herimages in an
8-second delay from the time at which it was recorded.The
monitor became a mirror and the mirror a monitor as real and
delayed time transformed one’s sense of self within the enclo-
sure of the room.

Itis important to see that these pieces are not simple exper-
iments. Rather, they are associated with powerful issues of
representation. The construction of gender and societal roles
was actively critiqued and explored in this medium through
which so many stereotypes were promulgated. Martha Rosler’s
video Semiotics of the Kitchen (1975) posits an aggressive
reexamination of the confines of the domestic space, which too
often defines women's role in society. The artist is in a kitchen
facing the camera. She silently picks up various kitchen
utensils, such as knives, spoons, and graters, and aggressively
gesticulates with each. The kitchen tools become instruments
of torture as Rosler, with a deadpan expression, strips each
utensil of any benign meaning. The aggressive thrusts of the
knife parody the housewife and homemaker, staying passively
within the kitchen. For Rosler, the kitchen is a prison from
which one must be liberated, even if it means using the utensils
to escape.

In such seminal pieces as Organic Honey's Visual Telepathy
(1972) and Vertical Roll (1972), the artist Joan Jonas deployed
closed-circuit camera and videotape imagery to articulate nar-
rative and point of view within the space of performance. These
pieces used television to extend the space of the performance
into the virtual space and real time of the video monitor. Vertical
Rollis predicated on the vertical hold in television. Vertical hold
is atechnical device, keeping in place a horizontal frameline
that, when operating properly, stays out of the image on the
monitor. However, Jonas used the moving vertical hold as a
compositional element and a way to frame and disrupt the
action, so that we see a horizontal line regularly move up across
the screen. Jonas manipulated her body in front of the camera
so that she appears to move up the screen as well. In adjusting
her position and body in relation to the monitor, she brilliantly
expanded the temporal and representational space in which she
performed. In Organic Honey's Visual Telepathy, Jonas intro-



duced videotape and closed-circuit video as part of her perfor-
mance pieces, deploying them to expand the space of her per-
formance. She interacted with the camera, making the dialogue
part of the live performance. Jonas empowered the medium of
television as an epistemological instrument.

In the 1980s, as video increasingly absorbed the technology
of the moving image, independent film distribution virtually
collapsed.This was followed by a loss of public funding for the
arts during the conservative administrations of Ronald Reagan.
As the media landscape became a contested ideological space
and public funding resources shrank, the differences between
media changed and artists increasingly worked at combining
technologies and resources, and worked in both film and video.
Film and video became increasingly linked in production and
exhibition policies as filmmakers worked in video and video-
makers worked in film.22These hybrid media developments led
to new production practices facilitated by such developments
as digital, nonlinear editing systems. Artists combined and
transformed their work methods to meet a changing multimedia
production and distribution environment.

Today, film and video history and the roles of the
independent filmmaker are often lost or ignored in the standard
film and television histories. Art historians give insufficient
attention to late-twentieth-century film and video practices.
While these media are proliferating and the recognition of
the media arts is increasing, a practice without a history fails
to carry its full power and meaning into the future. It is my hope
that recognition of Paik's accomplishments and his powerful
relationship to recent art history will contribute to a historical
recovery and full appreciation of the complexity and importance
of film and the media arts to international art and culture.

Paik's achievement stands out within the history of the
cinematic avant-garde. His international connections to Fluxus
and performance and to a culture of filmmakers and the artist
community in New York, located Paik within the emerging and
changing media culture of the 1960s. As we see the moving
image within film, video, and new multimedia increasingly
absorbing the attention of artists, it is important to recognize
that the history outlined here will take on even greater signifi-
cance as visual culture continues to become a media culture.

Paik understood that as an artist he could not create one
style or kind of art. He understood the need to experiment
and recognized the complex media culture that was emerging
around him with his active participation. As we examine his
body of work, we realize the critical need to establish languages
of description and historical frameworks in which to contextu-
alize and consider individual artistic achievement and the
formation of media discourses. As we look further into Paik's
extraordinary artistic output, we can chart how he resolved
and expanded the idea of the moving image as central to his
television, videotape, and installation/sculptural pieces.
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The nature of environment is much more on TV than on film or
painting. In fact, TV (its random movement of tiny electrons) is
the environment of today.!

—Paik, 1971

Imagine a future where TV Guide will be as thick as the
Manhattan telephone directory.?
—Paik, 1973

As the Happening is the fusion of various arts, so cybernetics
is the exploitation of boundary regions between and across var-
ious existing sciences.?

—Paik, 1966

As avant-garde filmmakers had achieved with cinema, Paik
sought to make television strange and unfamiliar, linking the
medium to the surprise and shock of his performances and to
an expansive quality of exploration.Too often, television is seen
as unexceptional and familiar: Paik unsettled and dislodged our
comfortable and uncritical view of television. As we have seen,
the Neo-Dada world of Fluxus provided a global community of
artists with whom Paik could expose his ideas, and within that
community the originality and power of his anti-music perfor-
mances, and his first television and interactive experiments
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120. Paik sitting in TV Chair (1968; 1976

version) at Nam June Paik: Werke 1946—1976:

Mousik, Fluxus, Video, Kélnischer
Kunstverein, Cologne, 1976. Photo by
Friederich Rosenstiel.

107



<
e e L
i ! >
honic TV +Color TV Expariment

¥4

= 3N
it By,
B

121. Poster for Nam June Paik: Cybernetics
Artand Music, New School for Social
Research, New York, January 8, 1965.
Photo by Giinter Knop.

122. Installation view of Nam June Paik:
Cybernetics Art and Music (Electronic TV,
Color TV Experiments, 3 Robots, 2 Zen
Boxes + 1 Zen Can), New School for Social
Research, New York, January 8, 1965.
Photo by Peter Moore/VAGA, NYC.
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stood out. One can trace various sources of inspiration for
Paik's early interest in technology, including the kinetic and
abstract art of Karl Otto Gotz,5 and see the immediate impact of
his first television experiments on such artists as Wolf Vostell,
his one-time collaborator. Notably, there emerged a powerful
synthesis in Paik’s art and thinking after he moved to the
United States and began to develop his ideas about the
empowering and transformative qualities of television and
technology. With extraordinary determination, Paik inaugurated
a process of creation and exploration that was to subtly trans-
form all aspects of video as a moving-image art practice.

Paik opposed the idea of television as a defined and limited
medium. For him, television was a process to be explored and a
performance to be executed through the constant energy of his
imagination and his rage against the powers of conformity. Paik
saw television as interactive and it became for him a kind of
performance object. At the center of Paik's conceptual thinking,
there was a link to Maciunas's belief in a pure art that was con-
ceived by the artist and visible to those who engaged it, but
ignored and invisible to the onrushing, coopting, and consuming
forces of the marketplace. Pure art was subversive in that it was
able to resist the voracious appetite of consumer culture.
However, just as the lofts that Maciunas created in SoHo as
sites for his performances during the 1960s were, by the 1980s,
among the most valued real estate in Manhattan, so too did the
overwhelming rush of the marketplace influence the rise in
Paik's artistic output and stature in the flush art world of the
1980s. However, this contradiction was not in play when Paik
moved to the United States in 1964 to join artists such as Cage,
Maciunas, Moorman, and Dick Higgins, whom he had metin
Europe during the legendary Fluxus performance events.

In the United States, Paik discovered opportunity.b
Although the cultural and social worlds here differed pro-
foundly from his native Korea and Europe, he found a center for
the avant-garde within this new community of artists. Paik real-
ized the power of the public media and often commented, “l am
a poor man from a poor country, so | have to be entertaining all
the time.” He also recognized the continuing value and impor-
tance of his artistic friendships and the openness with which
his brilliant concepts were met, challenged, and strengthened
by this community. Paik’s reputation was ignited in New York
through his collaboration with Moorman, who had met Paik in
Germany and first seen his performances there; Moorman
began spreading the word in the United States about Paik’s
anti-art actions before he came to New York. After he arrived,
Moorman's Avant Garde Festivals offered Paik a presence and
stage for much of his video work.

In 1965, the Sony Corporation introduced a portable
half-inch videotape recorder and player into the market. This
proved to be the single most significant technological develop-
ment to impact Paik's thoughts on media, allowing him



123. Paik in his Canal Street studio, New
\ York, October 24, 1965. Photo by Peter
Ny Moore/VAGA, NYC.




124. Paik with Demagnetizer (Life Ring)
(1965) in his Canal Street studio, New York,
October 15, 1965. Photo by Peter
Moore/VAGA, NYC.



to move his creative interests forward in multiple directions.
For the first time, the electronic recorded image could be
deployed outside the television studio. The unique property of
video—the ability to see an image in real time as it was heing
recorded—allowed for the seamless incorporation of moving

images into artworks. Unlike film, which needed to be

processed in a laboratory, artists could immediately view their
" . . . o 125. Paik with Magnet TV (1965) in his Canal
moving images and make adjustments in composition, angle, or Street studio, New York, October 15, 1965

point of view. The impact of this technology was profound: the FieraRybemr Motria A hG
very act of recording the image through the eyepiece of the
camera and directly on the monitor gave it an immediacy that
was unlike any other technology; and artists discovered a sense
of power and control over the image. In addition, the portability
of the camera allowed the home, the studio, and outside loca-
tions to be used as production sites. The monetary investment
in the technology was low and could be shared with others. All
of these factors gave artists the sense of an uncanny, newfound

power to deliver and distribute moving images that had the

potential to change the world. Paik's technical knowledge of the

workings of the television set and his ability to alter its proper- 126. Paik watching his own videotape of

Pope Paul VI's visit to New York, Electronic

Video Recorder, Café au Go Go, New York,

video. In addition, as an artist involved in time-based arts, October 4, 1965. Photo by Peter
Moore/VAGA, NYC.

ties put him in a unique position to develop the artistic use of

music, and performance dealing with issues of improvisation
and risk, the properties of portable video opened up new and
expanded possibilities for Paik.

Through the grant of JDR 3'd Fund (1965 spring term, 5 year old
dream of me the combination of Electronic Television & Video
Tape Recorder is realized. It was the long long way, since | got
this idea in Cologne Radio Station in 1961, when its price was
as high as a half million dollars. | look back with a bitter grin of
having paid 25 dollars for a fraud instruction “Build the Video
RecorderYourself” and of the desperate struggle to make with
Shuya Abe last year in Japan. In my videotaped electrovision,
not only you see your picture instantaneously and find out what
kind of bad habhits you have, but see yourself deformed in 12
ways, which only electronic ways can do.’

—Paik, 1965

In 1965, a number of significant events occurred that con-
solidated Paik’s interest in the representation of the videotape

player alongside his prepared televisions: Paik was given his
first one-artist exhibition in New York at the New School for 127. Announcement for Paik's Electronic
Social Research, which featured his Magnet TV (1965) and g’z/f;)’:f‘di’;’;’HC:LG)“' S SaadNeh,
Demagnetizer (Life Ring) (1965) in a display that acknowledged

television and video as tools with which the artist interacted;

that same year, at a screening at Café au Go Go, Paik displayed

videotapes shot with his recently acquired camera. Paik had

just purchased the Sony portable videotape recorder at Liberty

Music Shop in New York City. At the store, he recorded Button

Happening, which showed him repeatedly buttoning and 11
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128. Catalogue for Paik's solo exhibition Electronic

Art, Galeria Bonino, New Yor

Photo by Thomas Paulus.




unbuttoning his coat. It was his very first use of the camera. At
the Café au Go Go screening, he presented another recently
recorded videotape of people awaiting the Pope’s arrival during
his 1965 visit to New York City. Paik's public presentation of
these tapes showed his uncanny understanding of what was
new, and how to seize and then place it within a larger context,
namely the world of artists who gathered at alternative spaces.
At the Galeria Bonino, Paik put his videotapes on display along
with his prepared and wrapped televisions, prints, and draw-
ings. This installation included Japanese scrolls on which Paik
placed an image of a hand, back-lighted to create a spectral
presence in the legends and myths depicted on the scroll. This
installation varied distinctly from the open and fluid spaces of
projects and processes at the Galerie Parnass. The Galeria

Bonino, with its white walls, was a Modernist space, not the

129. Untitled, ca. 1968. Ink on

cluttered, messy, improvised, and transformed domestic space

eighteenth/nineteenth-century scroll
of the Galerie Parnass.The active sense of danger, which per- by Komatsu Akira in wood frame, 66 1/2 x
291/2 x53/4 inches (168.9 x 74.9 x 14.6 cm).

meated the Parnass exhibition, was more controlled in the . i
Collection of the artist. Photo by Peter

Bonino exhibition space. Moore/VAGA, NYC.

Paik's immediate understanding of the social and cultural
workings of New York and his participation in a gallery exhibi-
tion led to his receipt of a grant from the JDR Third Fund of the
Rockefeller Foundation and its Asian Cultural program.These
funds supported his first acquisition of the video recorder and
its incorporation into his art making. Paik also supported him-
self by teaching as an artist-in-residence at the State
University of New York at Stony Brook in 1967, an activity he
would continue at other institutions in the United States. Later
came an invitation to establish the video department at the
California Institute of the Arts, and eventually he became a pro-
fessor at the Kunstakademie in Disseldorf. In addition, Paik
played a pivotal role in fundraising. His involvement in institu-
tions of support for artists and the arts began when he met the
first director of the Rockefeller Foundation’s Arts Program,
Norman Lloyd, and Lloyd's successor, Howard Klein. Paik’s
relationship with Klein led to support for Paik's own projects as
well as an investment by the foundation in the entire field of
media arts through artist grants and seminal projects such as
the ArtistTelevision Workshops at WNET in New York, WGBH in
Boston, andThe Center for Experiments inTelevision at KQED
in San Francisco during the late 1960s and early 1970s.



130. Paik at Nam June Paik—Electronic Art,
Galeria Bonino, New York, December 11,
1965. Photo by Peter Moore/VAGA, NYC.
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semi-conductors as they work today with brushes, violins
and junk.8
—Paik, 1965

Together with his performances and Fluxus actions, Paik’s
unique position in the art world was consolidated through his
exhibitions atThe New School, Galeria Bonino, and later, the
Howard Wise Gallery. His participation in 1969 in the landmark
exhibition TV As a Creative Medium at the Howard Wise Gallery
in New York featured the premiere of TV Bra for Living Sculpture,
made especially for Charlotte Moorman; Participation TV |
(1963), in which sounds made into a microphone caused
abstract patterns to appear on the monitor; and Participation
TV 11 (1969), which featured multiple live camera setups and
monitors showing faces in profile subtly transformed by colors
on the screen.

The real issue implied in “Art and Technology” is not to make
another scientific toy, but how to humanize the technology and
the electronic medium, which is progressing rapidly—too
rapidly. Progress has already outstripped its ability to program.
| would suggest “SilentTV Station.”" This isTV station for high-
brows, which transmits most of the time only beautiful “mood
art” in the sense of “mood music.” What | am aiming atisTV
version of Vivaldi . . . or electronic "Compoz,” to soothe every
hysteric woman through air, and to calm down the nervous ten-
sion of every businessman through air. In what way “Light Art"”
will become a permanent asset or even collection of Million
people. SILENTTYV Station will simply be “there,” not intruding
on other activities . .. and being looked at exactly like a land-
scape ... or beautiful bathing nude of Renoir, and in that case,
everybody enjoys the “original” ... not a reproduction .. ..

TV Brassiere for Living Sculpture (Charlotte Moorman) is also
one sharp example to humanize electronics . .. and technology.
By usingTV as bra. .. the most intimate belonging of human
being, we will demonstrate the human use of technology, and
also stimulate viewers NOT for something mean but stimulate
their phantasy to look for the new, imaginative and humanistic
ways of using our technology.?

—Paik, 1969

| want to emphasize the crucial relationship in Paik’s work
between the image on the screen and the form the monitors
themselves took as installations/sculptures. It is important that
we examine Paik's treatment of video as a whole as opposed to
developments achieved in one area, such as image modifica-
tion. Paik always worked in many media and in a number of
directions at once: videotapes, television projects, perfor-



sarly video-

131. Paik pointing at one of his
st portable videotape







mances, installations, objects, writing, and image-processing
technologies.Thus we should see his development of image-
modifying tools, from the Magnet TV to the Paik-Abe Video
Synthesizer, as among many initiatives he pursued that con-
tributed to his other work as well; for example, the Magnet TV
effects appear in the videotapes, and the Paik-Abe Video
Synthesizer contributed to his television projects, as well

as to tapes created for installations and sculptures. Paik’s

image-processing techniques and instruments contributed to 134. Catalogue for TV As a Creative Medium,
Howard Wise Gallery, New York, May 17—

his multimonitor pieces as well as the videotapes and projects e 14,1969, Pliote HyThomas Paulis:

for television during the 1970s and beyond. The Degausser,
an instrument utilized by electronics engineers to eliminate
electrostatic charges on televisions, was employed by Paik
along with electromagnets and larger magnets to generate
wave patterns on the cathode-ray tube and manipulate the
received broadcast image. When placed against the surface
of the cathode-ray tube, the Demagnetizer produced abstract
moving electronic patterns.These patterns emerged directly
from the unique properties of the cathode-ray tube of the
television monitor.

Such work directly countered the predetermined condi-
tions of “television.” As a broadcast industry, television
had certain federally supported standards and notions of
professionalism that limited what could be broadcast. Artists’
videotapes were deemed unsuitable for broadcast because

of their content, which often included political and sexual sub-

135. Paik with Magnet TV (1965) at TV As a

ject matter, or the way they used image processors, which
Creative Medium, Howard Wise Gallery,

went against the artificially determined standards. The techni- New York, May 17, 1969. Photo by Peter
cal-broadcast laws and regulations were a means for industry NOBTSTEREEA, BYG:
and the state to control television programming. The floating

and changing three-dimensional patterns of Demagnetizer

were also created on the Magnet TV through the changing posi-

tion and movement of a magnet. In work of this time, Paik also

adjusted and manipulated the circuitry and controls of the

television to create a distortion and disruption of the videotape

or broadcast image. He continued to deploy interactive media

and transform the television set into a performative and sculp-

tural instrument.

Paik furthered his ability to rework the electronic image
with the development of the video synthesizer, which offered
endless ways to alter the line patterns and color of the elec-
tronic image.The synthesizer was developed in Germany and
New York by Paik with the Japanese engineer Shuya Abe, with
whom he first began collaborating in 1964, and was refined over
a number of years at WGBH in Boston, WNET in New York, the
Experimental Television Center in Binghampton, New York, and
the California Institute of the Arts. The Paik-Abe Video
Synthesizer was used by the artist in tandem with techniques
such as colorization, dropping out information to modify the
recorded image, and editing capabilities in order to generate
videotapes for television and installations. After we survey and
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136. Demagnetizer (Life Ring), 1965.
Handheld magnet applied to television,
approximately 18 inches (46 cm) in diameter.
Collection of the artist. Photo by Peter
Moore/VAGA, NYC.

137.Television image being manipulated
with Paik's Demagnetizer (1965), October 15,
1965. Photo by Peter Moore/VAGA, NYC.



identify the key forms and developments within Paik's installa-
tions and sculptural pieces, we will return to his videotapes and
television projects.

138.Television image of Marshall McLuhan
being manipulated with Paik's Demagnetizer
(1965), April 16, 1968. Photo by Peter
Moore/VAGA, NYC.

The scope of Paik's achievement from the 1970s to the
present day is remarkable. During this time, Paik produced an
outpouring of objects, installations, and videotapes. This quan-
tity of work was structured from a powerful set of ideas, them-
selves built out of his performance and compositional/music
pieces. Paik held a charismatic conviction that technology was
an integral detail in media, providing the means for art to exist.
Paik strongly supported the concept that new technologies pro-
vided the means for artists to create a media-based art form.
Through his visionary conviction in this idea, he fearlessly

sought to develop projects and commissions. In this, he was

139.Television image of Marshall McLuhan

aided by many curators who helped realize his projects includ-
being manipulated with Paik's Demagnetizer

ing Klaus Bussman, Wulf Herzogenrath, John Kaldor, Dorine (1965), April 16, 1968. Photo by Peter
Mignot, and Christine van Assche. Fundamental to Paik’s proj- MBare VAR NYC
ects was the alteration of the cathode-ray tube in order to
deploy the received or purely electronic image. The other signif-
icant factor in Paik's success was his ability to imagine the
television in any position, and to present it in combination with
other media and materials. He employed the tropes of irony,
metaphor, and metonymy to refabricate the position of the tele-
vision and create new abstract and biomorphic shapes and
meanings; the subversive power of humor and role of viewer
participation in Paik's work completed the set of conceptual
tools that he called upon to develop his artworks. Paik's video-
tapes, installations, and sculptures surprise the viewer and,
through humor, engage him or her in the experience of the
piece: felicitously discovered insight is accompanied by a smile
at the recognition of a pun or ironic inflection within the piece.
In this essay, | am not looking to establish genealogies of
each piece discussed but rather to formulate groupings of key
examples of individual works to establish a morphology of
Paik's art through shared formal and conceptual interests that
took shape. From Zen for TV (1963) to Crown TV (1998), Paik
realized the power of the pure electronic image to create an
abstract shape and participatory experience. At their center,
these pieces share an abstract pattern that moves across the



ALL IMAGES THIS PAGE:

140. TV Crown, 1965. Manipulated television
with signal amplifiers; black-and-white, silent;
dimensions vary with installation. Collection of
the artist. Photos by Peter Moore/VAGA, NYC.
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141. TV Crown, 1965 (1998-99 version).
Manipulated television with signal ampli-
fiers; color, silent; dimensions vary with
installation. Collection of the artist.
Photos by David Heald.

BOTTOM ROW:

142. TV Crown, 1965 (1999 version).
Manipulated television with signal ampli-
fiers; color, silent; dimensions vary with
installation. Collection of the artist.
Photos by John Huffman.
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monitor's screen. These pieces are also interactive; they
change when the artist or viewer manipulates them, altering the
shape and movement of the abstract electronic images on the
screens. In Participation TV (1963), the spectator makes sounds
into @ microphone that is placed before a television. These
sounds cause bursts of abstract imagery to appear on the
screen. Crown TV expands upon Participation TV and other
works in its series through its complex imagery; Paik’s latest
image-processed piece, it employs altered sine waves to create
elegant and sophisticated patterns. In Zen for TV, the video
image is compressed into one narrow horizontal line across the
center of the screen; here, however, the monitor is placed on its
side, thus making the line vertical. In Candle TV (1975), Paik
removed the interior of a television and replaced it with a can-
dle; the substitution of the electronic light with the burning
flame of the candle creates an interactive loop as the candle
burns down and must be replaced by a fresh one.

A fundamental property of video is the ability to see what
the camera is recording on the monitor screen in real time. This
defining capacity of the medium, which distinguishes it from
film, was deployed by Paik to treat point of view within his
installations. He was able to introduce a temporal quality as a
means to expand the medium, and this led him to explore the
placement of the camera in relation to the monitor screen. In
Zenith (TV Looking Glass) (1974), the interior workings of a
television were removed and replaced with a video camera
positioned so that when one peered into the screen, he or
she looked into the viewfinder of the video camera; the televi-
sion set was placed in front of a window, and when one looked
into the screen and into the viewfinder, one saw what the
camera recorded of the world outside the window. In this piece,
Paik elegantly collapsed production and reception through the
camera and position of the monitor. Zenith also provides a
critique of the notion that television is a “window onto the
world." When a viewer looked into the camera, he or she saw
that the camera represented only a portion of the world: that
which the camera had been directed to record. Thus, Paik
showed that television has a point of view and is not an unbi-
ased representation.

One of Paik's most celebrated pieces is TV Buddha (1974).
In this piece, a buddha statue is placed in front of a television
monitor with a closed-circuit video camera directed from the
top of the monitor to the buddha. The buddha silently observes
himself on the screen in an infinite temporal loop as the moni-
tor/camera links the contemplative figure with the process of
its production and reception. Paik elegantly plays with the issue
of reception in TV Rodin (1982), in which he placed a small
reproduction of Rodin's Thinker onto a Sony Watchman so that
the sculpture appears to be watching television.This piece sub-
verts the expectation of reception by using the act of looking as
an extension of watching television. Playing with the idea of art

149, Zenith (TV Looking Glass), 1974.
Television casing and video camera, approx-
imately 40 x 28 x 20 inches (102 x 71 x 51 cm).
Private collection. Installation view at Nam
June Paik: Werke 1946-1976: Musik, Fluxus,
Video, KélInischer Kunstverein, Cologne,
November 19, 1976-January 9, 1977. Photo by
Friedrich Rosenstiel.

150. TV Rodin, 1975 (version from Whitney
Buddha Complex [1982]). Bronze sculpture
with TV Watchman playing broadcast
television; black-and-white, silent; approx.
12 inches (30 cm) high. Marieluise Hessel
Collection on permanent loan to the

Center for Curatorial Studies, Bard College,
Annandale-on-Hudson, New York. Photo by
Edith Decker-Phillips.



151. Three Eggs, 1981. Closed-circuit video
installation with egg, two monitors, and
video camera; color, silent; dimensions
vary with installation. Collection of

H. Eisenstein, New York. Photo by Edith
Decker-Phillips.

152. Video Buddha, 1976 (1998 version)
Closed-circuit video installation with stone

sculpture, dirt, monitor, and video camera;
color, silent; dimensions vary with
installation. Collection of the artist. Photo
by Adam Reich.

and television as the “artwork,” a reproduction of Rodin's
Thinker is made to be watching commercial television.

In Paik’s “egg” pieces, the closed-circuit system is
deployed to play with the concepts of growth and change
through the position of monitor and camera. Three Eggs (1981)
plays with illusion and representation, as an egg placed on a
table is shown, via the video camera, on the screen of a small
monitor. The monitor next to it has an actual egg placed where
the television tube would be. Thus the real egg in this witty
installation becomes a video image and the video image
becomes areal egg. In Egg Grows (1984), monitors of various
sizes display an egg in different positions and scales to render
its changing size and representation. Paik's clock pieces
directly acknowledge the materiality of time through camera
position and the installation of a clock apparatus. Swiss Clock
(1988) is an antique clock with a large swinging pendulum
placed on a wall. A video camera records the pendulum’s rhyth-
mic movement and plays this video on three monitors anchored
around the wall clock. A play on the recording of time is thus
created through the closed-circuit video representation of the
swinging pendulum.The swinging timepiece becomes a physi-
cal metaphor in Fucking Clock (1989); there, the mechanism of
the clock is linked to the camera and renders the movements
with the timepiece as an analogue to the video apparatus. From
the point of view of the camera in Fucking Clock, the clock's
second hand swings back and forth through a hole in a piece of
wood. The camera image shows the rhythmic movement as a
not-so-innocent commentary on the passage of time, as the
clock becomes a sexual metaphor. In TV Chair (1968), a televi-
sion set is substituted for the seat of a chair. This positioning
of the monitor plays with the relationship of the video image
to the viewer’s position. As one sits on the chair, he or she is
sitting on the monitor and therefore cannot see his or her
image on the monitor. Paik has developed various versions
of TV Chair, including one that screens broadcast-television
programs on the monitor.

The circulation of the moving image within the installation
is the key to Paik’s play with reality and its representation
through the video image. In Real Fish[Live Fish (1982), one moni-
tor features a closed-circuit image of fish swimming in tanks
that have been fashioned from an adjacent monitor. The move-
ment of the fish in Paik's imaginary inverts the reality of the
recorded image: the live fish fill an actual fish tank, replacing
the cathode-ray screen, while the video transmission of the
“real” fish is seen in real time on the other screen.Thus the two
sets become receiver and transmitter. They convey light, color,
and a sense of poetic immediacy. In Real Plant[Live Plant
(1978), a television set is filled with dirt and plants grow
out of the top of the monitor. Embedded in the dirt inside the
cathode-ray tube is a small monitor on which we see, through
the closed-circuit camera, the plants that are growing out






154. Paik with Triangle 1 (1976; comprises
TV Rodin [1975] and Video Buddha [1976]) at
Nam June Paik: Werke, 1946-1976, Musik,
Fluxus, Video, Kéinischer Kunstverein,
Cologne, 1976. Photo by Friedrich
Rosenstiel.
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155. Swiss Clock, 1988. Closed-circuit video
installation with clock, three monitors,

and video camera; color, silent; approx.

100 inches (250 cm) high; overall dimensions
vary with installation. Kunstmuseum

St. Gallen, Sammlung Schmid, St. Gallen,
Switzerland. Photo by Manfred Leve.

of the earth-filled television set. Once again, Paik plays with
the production of the video image, which appears to grow
out of the apparatus in which we see a transmission of the
growing plants.

In each of these installations, Paik substitutes one image
for another by changing the camera'’s position and its relation-
ship to the subject it is recording. These real-time, closed-
circuit video works immediately represent on the screen what
the camera is recording. The placement of the camera in the
installations/sculptures allows Paik to introduce another point
of view, that of the camera’s, into the work. Paik was also to
introduce the portable video recorder into his performances:
instead of striking the piano keyboard with his fists or head, as
he had done in the past, he would hit the keyboard with his
video camera, which simultaneously recorded his actions. Paik
then displayed his actions by projected video or on a monitor.
We see an example of this manipulation of the camera in a per-
formance for his Documenta 6 telecast/performance, which at
one point features Paik using the video camera to play the key-
board of a piano.

Paik uses a variety of strategies to position multiple moni-
tors in sequence in an exploration of the representation of time.
TV Clock (1963) and Moon Is the Oldest TV (1965) feature a
sequence of monitors in a row, each atop a pedestal; the spaces
between the pedestals are minimal. In TV Clock, the video
image is compressed into a single band of light that cuts hori-
zontally across the video screen. The monitors are placed on
their sides and show light beams that rotate slightly around the
axis at the center. Each of the twenty-four monitors shows a dif-
ferent static representation of time that unfolds through the
whole as a twenty-four-hour rotation. Here, the temporal medium
of video becomes a commentary on time as a frozen image that
is compressed into a single beam of electronic light. The instal-
lation conceives of sequence as the unfolding of time. In TV
Clock, each screen image is compressed into a horizontal bar of
light, harking back to Zen for TV. Half of the twenty-four moni-
tors are in black-and-white, half are in color. From nighttime to
daylight the monitors are frozen, yet the entire installation con-
veys the sense of time. This treatment of the monitor reminds us
that Paik views the television set as a building block for a whole
concept. In Moon Is the Oldest TV, the modified cathode-ray
tube shows a subtly articulated circle of light. Each monitor rep-
resents a different phase of the moon.The power of these
pieces lies in their scale and Paik’s attention to the minimal
image as a static element in the unfolding expression of time.
Paik's reductive reconstruction of the television becomes an
element in a conceptual installation of the medium and render-
ing of its defining qualities: temporality and the changing image.

The combination of the monitor sequence with other ele-
ments is expressed in Paik's landmark installation Video Fish
(1975). In this piece, twenty monitors are lined up in a row and
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157. Real Fish/Live Fish, 1982, Closed-circuit video

installation with television casing, aquarium,
water, live fish, television, and video camera;
black-and-white, silent; dimensions vary with
installation. Tokyo Metropolitan Art Museum,
Tokyo. Photo by Peter Moore/VAGA, NYC.

159. Fucking Clock, 1989. Closed-circuit
video sculpture with clock, monitor, and

video camera; color, silent, 16 9/16 x
26 3/4 x 15 1/3 inches (42 x 68 x 39 cm).
Edition of nine.

156. Real Plant|Live Plant, 1978 (1982 version).
Closed-circuit video installation with televi-
sion casing, dirt, live plants, monitor, and
video camera; color, silent; dimensions vari-
able. Tokyo Metropolitan Art Museum, Tokyo.
Photo by Peter Moore/VAGA, NYC.

158. TV Chair, 1968. Two versions: chair with tel-
evision playing broadcast television, black-and-
white, silent, 33 x 15 x 17 inches (84 x 38 x 43 cm);

closed-circuit video sculpture with chair, moni-

tor, and video camera, black-and-white, silent,
dimensions vary with installation, Collection of
the artist. Photo by Peter Moore/VAGA, NYC.
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163. Video Fish, 1975 (1982 version). Three-channel video installation with aquariums,
water, live fish, and variable number of monitors; color, silent; dimensions vary with

installation. Centre Georges Pompidou, Musée national d'art moderne, Paris. Photo
by Peter Moore/VAGA, NYC.
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164. Video Fish, 1975 (1997 version). Three-chan-
nel video installation with aquariums, water,
live fish, and variable number of monitors;

color, silent; dimensions vary with installation.

Centre Georges Pompidou, Mus tione

d'art moderne, Paris. Photo by Peter Moore

VAGA,NYC



165. Still from Video Fish (1975). Still by Galen Joseph-
Hunter and Stephen Vitiello/Electronic Arts Intermix,
New York

166. Video Fish, 1975 (1977 version). Three-channel video
installation with aquariums, water, live fish, and variable

number of monitors; color, silent; dimension with

nal d'art

Kassel,

h Rosenstie
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170. TV Sea, 1974. Variable number of televi-
sions; color, sound; dimensions vary with
installation. Destroyed. Installation view
at Nam June Paik: TV Sea: Electronic Art IV,
Galeria Bonino, New York, January 15—
February 2, 1974. Photo by Peter
Moore/VAGA, NYC.









178. Video Flag: Y, 1985. Two-channel video
installation with eighty-four monitors;
color, sound; 75 x 139 x 23 inches (190 x 352 x
58 cm), installed in the window of the
Chase Manhattan Bank, Broadway, New
York, March 1989. Collection of the Chase
Manhattan Bank. Photo by Manfred Leve.

N )

174. Basel Matrix, 1997. Two-channel computer-
driven video installation with sixty-five
monitors; color, sound; 132 x 132 x 26 inches
(335 x 335 x 66 cm). Collection of Art & Public,
Geneva. Photo by |I-Marie Kalkkinen.

placed at eye level on an elevated pedestal. Each monitor dis-
plays an edited videotape that synthesizes different images,
from flying planes and fish to Merce Cunningham dancing in a
rapidly collaged movement of imagery. In front of each monitor
is a tank filled with water and fish. To see a monitor, one looks
through a fish tank—in the process, the fish tank becomes a
television and the television becomes a fish tank. Paik achieved
this remarkable conversion of images by playing on the depth of
the video space, which he manipulated through the editing of
the videotape. Here again, Paik treats time as a two-plane coor-
dinate: through the stored and edited time of the videotape and
the unfolding and changing action of the fish. At random points
on the looped videotape, a fish that is collaged into the image
appears to fly or swim in its own space, further abstracting the
representational dynamic of the installation. The interaction of
Cunningham's choreography with the swimming fish in the
tanks creates a dynamic, intertextual expansion of the video
image. The sequence of monitors creates a visually changing
but conceptually linked horizon of moving images and water.

Paik also developed large-scale installations that
employed multiple monitors randomly distributed with other
materials in an exhibition space, exploring and exploiting the
juxtapositions of monitors to each other and to other materials.
In TV Garden (1974), plants of varying sizes grow out of and
amid monitors playing Paik's videotape Global Groove (1973). In
Global Groove, Paik's seminal broadcast video, a representation
of global television is featured as the program shifts between
Paik’s own synthesized imagery and video images to commer-
cial television programming and the work of independent
filmmakers. As Global Groove plays throughout the TV Garden
installation, one is reminded of Marshall MacLuhan’s idea
of a global village held together by the instantaneous spread
of television. Paik’s garden of video delights offers videos
that blossom through the darkened space. An immersion
into the moving image, TV Garden is an eloquent and elegant
installation.

In TV Sea (1974), Paik created a virtual ocean by placing
monitors on the floor of a darkened exhibition space with their
screens facing up and displaying water images. In Fish Flies on
Sky (1975), Paik offered a spectacular poetic treatment of his
videotapes as they are viewed from monitors suspended from
the ceiling of the exhibition space. In the darkened space, cov-
ered with mats on the floor for spectators to lie on, moving
images from multiple channels of Paik’s processed and col-
laged moving video images float ahove the viewer. Like clouds
or formations of stars, Paik's images move about to create a
dazzling and meditative display of the moving image.

Paik created a remarkable set of artworks by reimagining
the videowall. The idea of using multiple monitors arrayed
within a structural framework or against a wall to display infor-
mation has been a marketing tool in trade shows for many



175. Video Flag: X, 1985. Two-channel video
installation with eighty-four monitors; color,
sound; 74 x 188 inches (189 x 352 cm). The Detroit

Institute of Arts, Founders Society purchase with

unds from Lila and Gilbert B. Silvermar
Photos by Ron Forth
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176. Fin de Siécle 1, 1989. Four-channel video installation with 201 monitors;
color, sound; 480 x 168 x 60 inches (12.2 x 4.27 x 1.52 m). Whitney Museum of
American Art, Gift of Laila and Thurston Twigg-Smith. Installation view

at Image World: Art and Media Culture, Whitney Museum of American Art,
New York, November 9, 1989-February 18, 1990. Photo by David Allison;

© 1996 Whitney Museum of American Art, New York.
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177. Megatron|[Matrix, 1995. Eight-channel computer-driven

video installation with 215 monitors; color, sound; Megatron:

126 x 270 x 24 inches (320 x 685 x 60 cm); Matrix: 128 x 128 x 24 inches
(325 x 325 x 60 cm). Smithsonian American Art Museum, Museum
purchase made possible by Mr. and Mrs. Barney A. Ebsworth,
Nelson C.White, and the Luisita L. and Franz H. Denghausen
Endowment.
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Galeria Bonino, New York, April 17, 1968-May 11,
1968. Photo by Peter Moore/VAGA, NYC

\‘ " H ¥ 179. Visitors interacting with TV Bed (1972)
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E n Museum of Art, Syracuse, Ne

Oc 1972. Photo by Peter Moore/
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ABOVE: 180. Family of Robot: Mother [left] and
Family of Robot: Father [right], 1986. Single-
channel video sculptures with vintage television
and radio casings and monitors; color, silent;
mother: 78 x 61 1/2 x 20 3/4 inches (203 x 156 x

53 cm); father: 89 x 54 3/4 x 20 1/2 inches (226 x
139 x 52 cm). Nagoya City Art Museum, Japan.
Photo by Cal Kowal.

RIGHT: 181. Family of Robot: Hi-Tech Baby, 1986
Single-channel video sculpture with television
casing, thirteen monitors, and aluminum structure;
color, silent; 52 1/2 x 37 7/8 x 8 inches (133.3 x 96.2 x
20.3 cm). Edition of nine. Photo by Cal Kowal.




182. Family of Robot: Grandmother [left] and Family of Robot

Grandf

vintage television and radio casings and monitors; color, silent;

her [right], 1986. Single-channel video sculptures with

grandmother: 80 3/4 x 50 x 19 inches (205 x 127 x 48 cm); grandfather:
101 x 73 x 20 1/2 inches (257 x 185 x 52 cm), The Robert J. Shiffler
Foundation, Greenville, Ohio. Photo by Cal Kowal.



183. Cage, 1990. Single-channel video sculpture
with vintage television casings, piano wire,
toy-piano keys, and nine monitors; color, silent;
90 x 72 x 24 inches (228.6 x 182.9 x 61 cm). Private
collection, Korea. Photo by Chris Gomien

184. Robespierre, 1989. Two-channel video sculpture

with nine monitors, vintage television and radio
casings, and saw; color, silent; approx. 100 x 80 x
20 inches (300 x 200 x 50 cm). Courtesy of Galeria
Beaubourg, Vence.



185. Merce, 1987. Single-channel vid
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0 silent; 96 x 72 x 20 inches (243.8 x
182.9x50.8cm). S
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189. Video Piano, 1999. Two-channel and

closed-circuit video installation with

piano, bench, fourteen monitors, and

video camera; color, sound; dimensions
vary with installation. Collection of Guy
Pieters Gallery, Knokke, Belgium. Photo
by Ellen L

abenski

88. Photosynthesis 11, 1993. Two-channel video sculp-

ure with vintage television c

ors, and aluminum base; color, silent; 112 x 78 x

2 inches (284.5 x 198.1 x 55.9 cm). Collection of Carl

Solway Gallery, Cincinnati. Photo by Chris Gomien

My Faust (Tec!
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sculptu

266 x 127 x 81 cm). Smithsonian American

50 x 31 7/8 inches
Art Mu

Franz Denghausen Endow

eum, Museum purchase through the Luisita L. and




191. Mercury, 1991. Two-channel video
sculpture with twelve monitors, neon, and
aluminum structure; color, silent; 48 inches
(122 cm) in diameter. Private collection.



192. Neptune, 1992. Two-channel video sculpture

with sixteen monitors, satellite dish, neon, laser
disks, and aluminum structure; color, silent;

101 inches (256.5 cm) in diameter. Weisser Raum,
Frankfurt. Photo by Chris Gomien.

193. Sun, 1990. Two-channel video sculpture with
thirty-six monitors, neon, and aluminum structure;
color, silent; 84 inches (213 cm) in diameter,
Ludwig Forum fiir Internationale Kunst, Aachen,
Sammlung Ludwig. Photo by Chris Gomien.

194. Jupiter, 1990. Two-channel video sculpture with
sixteen monitors and aluminum structure; color, silent,
approx. 96 inches (244 cm) in diameter. Private collec-

tion, Cannes, France. Photo by Chris Gomien.




195. Installation view of Junk Room (1993),
German Pavilion, XLV Biennale di Venezia,
Venice, June 13-October 10, 1993. Photo by
Roman Mensing.

196. Installation view of Room for Charlotte
Moorman (1993), German Pavilion, XLV
Biennale di Venezia,Venice, June 13—
October 10, 1993. Photo by Roman Mensing.

years. Paik transformed this conventional videowall into a dra-
matic means to deploy multiple channels of videotape in a vari-
ety of combinations and permutations of monitors. Paik saw the
videowall as a moving mural composed of hundreds of discrete
images. By using JumboTrons—each JumboTron is made up of
approximately forty monitors, which are computer-programmed
so that they can shift from showing individual tapes on each
monitor to showing one continuous image spread across all the
screens—the artist could shift scale and perspective as the
image-processed videotapes move across monitors of different
sizes within the larger framework.

Paik has used the concept of the videowall while expanding
on the installation of rows of monitors on the floor. Contem-
poraneously, he has used flags in a series of pieces, capitaliz-
ing on their immediate recognizability to create a smart recon-
ception of the videowall on varying scales. In Tricolor Video
(1982), Paik created a gigantic French flag on a gallery floor of
the great open space at the Centre Georges Pompidou in Paris.
Dazzling colors and shapes move across the flat surface of the
monitors, which are laid out in the color scheme and arrange-
ment of the French flag.

Other groupings of video monitors include Basel Matrix
(1997), which is made up of a cluster of monitors that becomes
a moving image “sketch” of processed images that shift across
the screens. In the images, Paik treats both the total scale of
the ensemble and the specific effects being articulated through
intimate rotation of the repeated and/or manipulated images on
the monitors.

It was in the large-scale pieces Fin de Siecle 11 (1989) and
Megatron|Matrix (1995) that Paik realized the compositional
design and articulation of video imagery through combinations
of monitors and videowalls on a truly dramatic scale.The scale
and virtuosity of the pieces constitute a bold development of
Paik’s concept of the videowall. The brilliance of Fin de Siecle I/
comes from the physical treatment of the monitors and their
rotation through the different positions they hold in their overall
composition. Over 200 monitors and television sets are dis-
played against a wall and surround three JumboTrons.
Surrounded by smaller monitors and large television consoles
at the base, the entire Fin de Siécle I/ shifts and distributes
Paik's processed videotapes over a spectacular scale and sur-
face of moving images. Entire videowalls, placed on their sides
and upside down, create a vertiginous display and reorientation
of the spectacle of the multimonitor and multichannel installa-
tion. Through the pacing of the videotapes and the constantly
changing depth of interplaying collage imagery, the wall against
which Fin de Siéecle Il was placed becomes architecturally trans-
formed to convey a sense of movement on different registers.
Sophisticated computer programs allowed Paik to control lay-
ers of moving imagery in Megatron/Matrix, his most technologi-
cally sophisticated videowall. The display of 100 monitors is



198. Connection (Arch), 1986. Two-channel video

installation with vintage television cabinets and
fourteen monitors; color, silent; 133 x 139 x
21 3/4 inches (338 x 353 x 55 cm). WATARI-UM,

The Watari Museum of Contemporary Art, Tokyo

197. Installation view of Video Art: Expanded
Forms, Whitney Museum of American Art

Center, New York, February 18-
March 30, 1988, s

C nection (1986)
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199. Arc double face, 1985. Three-channel video installation
with forty-two monitors and metal structure; color. Centre
Georges Pompidou, Musée National d'Art Moderne, Paris.

200. V-yramid, 1982 (1989 version).
Single-channel video installation with
variable number of monitors; color, sound;
dimensions vary with installation. Whitney
Museum of American Art, New York,
Purchase, with funds from the Lemberg
Foundation, Inc. in honor of Samuel
Lemberg, 82.11a-xx. Installation view

at Video-Skulptur—retrospektiv und aktuel,
Kélnischer Kunstverein, Cologne,

March 18-April 23, 1989. Photo by
Friederich Rosenstiel.
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201. Video Funnel, 1984. Three-channel video
installation with ninety monitors and steel
structure; color, silent; dimensions vary with
installation. Collection of the artist.
Installation view at Von hier aus, Diisseldorf
fairgrounds, September 29-December 2,
1984. Photo by Friedrich Rosenstiel.



202. Video Funnel, 1984. Three-channel video
installation with ninety monitors and steel
structure; color, silent; dimensions vary with
installation. Collection of the artist.
Installation view at Von hier aus, Diisseldorf
fairgrounds, September 29-December 2,
1984. Photo by Friedrich Rosenstiel.
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208. One Candle (Candle Projection), 1988.
Single-channel video installation with
candle and six video projectors; color,
silent; dimensions vary with installation.
Museum fiir Moderne Kunst, Frankfurt am
Main. Stills by Jon Huffman.



programmed so that the entire surface of screens is a continu-
ous plane. Thus the monitors are not only used discretely to
play individual videotape programs but the entire wall can be
composed on multiple planes, with foreground and background
imagery playing across all the screens at the same time. An
image moving across all the monitors can be seen as a continu-
ous articulation of movement and animated drawing. The
accompanying music evokes a pop sensibility and draws one
into an engaging and inviting dialogue with the visual specta-
cle. In these projects, Paik transcends the traditional design of
the videowall by using it as a means to convey a complex set of
surprises and sophisticated mutations through abstract and
representational forms.

The combination of literal reference and display of imagery
takes specific iconic shape in TV Cross (1966) and TV Bed
(1972), in which the arrangement of monitors and moving
images employs a specific strategy to detach the monitors from
their domestic moorings and place them in dialogue with a vari-
ety of cultural signifiers. TV Cross is a metal structure in the
shape of a cross to which monitors are attached. In TV Bed,
monitors are placed face up within a bed frame, creating a vir-
tual mattress of monitors playing videotapes. Through their
configurations and engagement with domestic and spiritual ref-
erences, these pieces further demonstrate Paik's complete
transformation of the monitor into an expressive instrument.
Like Video Flag, TV Cross and TV Bed play with the power and
impact of the iconic sign. Paik uses the wires from the electron-
ics and the placement of the monitors to give the works a decid-
edly rough-hewn look. Paik acknowledges the material basis of
these pieces; he does not try to make them slick and polished
or industrially fabricated. Paik's art is about handmade pieces
fashioned out of the technology of the medium. Their power and
impact on the viewer come through the monitors being
deployed in configurations that unambiguously announce their
referent. Thus TV Cross and TV Bed look like a cross and a bed,
respectively. The iconographic power of their design gives them
directness and immediacy.

These pieces set the stage for the original Family of Robot
(1986), the first of Paik's robot sculptures fabricated from vin-
tage televisions and radios. The expressive power of Paik's
robots is conveyed by the various monitors, television sets, and
radio consoles that constitute their human-like forms and sug-
gest an individual personality and distinctiveness. Developed
with the Carl Solway Gallery in Cincinnati, the robots are con-
structed with the industrial remains of mass-media history: the
antique televisions and radios, which carry with them great
expressive potential. These objects, in all of their variety,
embody the expansion and consolidation of the broadcast
industry, as the sets themselves become mass-medium com-
modities. Not only did the radio console serve as a prototype for

the design of the television set, but also the spread of the radio

209. Nam June Paik in collaboration with
Horst Bauman, Laser Video, 1981-82. Laser
video installation; color, silent; dimensions
vary with installation. Collection of Nam

June Paik. Installation view at Nam June

Paik, Whitney Museum of American Art,
April 30-June 27, 1982

channel video installation with

le number of video projectors;

color, silent; dimensions vary with installa-
tion. Collection of the artist. Photo by
Peter Moore/VAGA, NYC.

211. Egg Projection, 1982. Single-channel

video installation with egg and video projec-
tor; color, silent; 17 3/4 inches (45 cm) high,
11/8 inches (3 cm) in diameter. Private
collection, Japan. Installation view at Nam
June Paik, Whitney Museum of American
Art, New York, April 30~June 27, 1982.

Photo by Peter Moore/VAGA, NYC.



212. Beuys Projection, 1990. Single-channel video
installation with three video projectors; color,
sound; dimensions vary with installation.
Collection of the artist. Stills by Jon Huffman.
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213. Beuys Projection, 1990. Single-channel

video installation with three video projectors;

ion.

ions vary with i

Collection of the artist. Still by Jon Huffman.

g

color, sound






FACING PAGEAND THIS PAGE:

214, Sistine Chapel, 1993. Four-channel video
installation with forty-two video projectors;
color, sound; dimensions vary with installation.
Collection of the artist. Installation view at
German Pavilion, XLV Biennale di Venezia,
Venice, June 13-October 10, 1993. Photos by
Roman Mensing.




215. Paik performing in Nine Minutes

(1977), live satellite broadcast by numerous
artists on the occasion of the opening of
Documenta 6, Kassel, June 24, 1977

Photo by Friedrich Rosenstiel.

receiver into the American home became the model for the later
consolidation of television into network television. By mixing
radios with televisions, Paik acknowledged that radio—the
original broadcast industry—played a formative role in the
development of the mass media of the twentieth century.
Recalling Paik's Robot K-456, these anthropomorphic pieces,
although static, convey the gestures of an expressive moment.
Like Joel Shapiro’s abstracted sculptures of the human form,
Paik's robots suggest their identity through their titles.
However, it is the power of the concept and the source material
that makes these brilliant renderings so successful. In Paik's
pieces, the variety of television and radio receivers adds a layer
of history and nostalgia to the structuring of the objects to sug-
gest the expressive mannerisms, gender, age, and personality
of the figure. Whimsical and humorous, complete with parents,
aunt, uncle, grandparent, and child, the Family of Robot series
was to inspire later portraits of well-known figures, from
Captain Ahab to Merce Cunningham and John Cage. Merce
(1988) and Cage (1990) gain their power through the idea of spe-
cific portraiture, which enhances the reading of the figures and
creates an autobiographical link to Paik himself.

The pieces commissioned by the Carl Solway Gallery were
featured in a 1994 touring exhibition, The Electronic Super
Highway. Among them was Global Encoder (1994), which uses
the material of the medium, including keyboards, screens, and
circuit boards, to play off of the very history with which Paik
identified as an artist. G/obal Encoder, a human-sized figure,
synthesizes all the elements of Paik’s robot figures into an
imaginary embodiment of new media technology. From the
dynamic remote-controlled Robot K-456, which Paik created
in 1964, to Global Encoder, a static sculpture fashioned
out of the casings and remains of computer technology, Paik
has explored the implications of robotics and computer automa-
tion. Holding a parasol, the Global Encoder is like a Robinson
Crusoe figure: alone, lost, and trying to make sense out of the
future. Global Encoder embodies the ideas that Paik articulated
in the early 1970s concerning the meanings of media in the late
twentieth century.

In works such as Robespierre (1989), the figure takes on
specific meanings not only through the act of naming but also
through its context: in this case the sculpture was commis-
sioned for the city of Paris. Robespierre, like much of the work
made by Paik in the 1980s and 1990s through his affiliation with
the Solway Gallery, can be seen in terms of the traditional eco-
nomics of object-making. Modeled on a classical atelier fabri-
cating work according to the plans and concept of the artist,
these artworks flowed from the friendship and entrepreneurial
skills of Paik and Solway. While Paik the showman became a
global figure through his international broadcast-video produc-
tions, the success of his portrait sculptures also made him a
highly collectible artist. This work entered museum, private, and



corporate collections, making him, ironically, the single most
successful artist in the art market working in video.

In 1993, the German Pavilion of the Venice Biennale fea-
tured a veritable catalogue of Paik's work from the 1980s.The
pavilion's exterior was surrounded by robots fashioned out of
television and computer parts and named for historical figures.
Inside, a mix of installations included the spectacular Sistine
Chapel (1993) and video projects forming a tribute to Charlotte
Moorman. This installation conveyed the celebratory nature of
Paik's studios—both in New York and at Solway's Cincinnati
operation—where the expressive quality of the materials of
technology are fashioned to express and reveal the human
spirit. The German Pavilion became a site of memories and
materials, monitors, projections, sounds, and objects that cele-
brated Paik’s long career and myriad forms of creative expres-
sion.The exhibition space was a messy and vibrant environment
that played off Paik's engagement with materials and ideas,
performance and music.

With Video Piano (1999), Paik again used media in combina-
tion with objects that continue a dialogue with the past while
also articulating the expressive potential of the sculptural
tropes.The Video Piano returns to the musical instrument that
has become so identified with the artist and revisits the pre-
pared piano, the inspiration for Paik’s first prepared televisions.
In this reinterpretation of his earlier piano pieces, an upright
piano is surrounded by monitors on which processed and
edited sequences of videotape are seen showing Paik playing
the piano and interacting with it by striking the keyboard with
the video camera. The monitors frame and interpret the piano as
the video medium becomes the means to see and engage Paik's
reinterpretation of the piano.

My Faust (1989) incorporates the architectural remains of a
church interior, including the decorative designs that frame the
pews and altars, in a postmodern play on the neoclassical
retrieval of architectural fragments as the basis of a nostalgic
celebration of culture. Paik covers the altars with monitors
and different found objects that further fragment the church's
original architecture. Each piece is reconstructed as a
neoclassical pastiche that celebrates culture as a new religion,
with television aerials and radio transmitters broadcasting
culture to a new technological world order that bargains
with the devil to make cultural and financial capital. In works
such as Photosynthesis I/ (1993) and the planet series Sun
(1990), Jupiter (1990), Mercury (1991), and Neptune (1992), the
dynamic energy of the natural world is similarly transmuted
through media.

The expressive form articulated along less figurative and
more structural conceptual planes becomes another strategy
in Paik's formidable body of installation pieces.The treatment
of the monitor within expressive structures was developed
in a signature work from 1982, V-yramid, created by Paik for

216. / Ching TV, TV of Change, 1974.
Vintage television frame over graphite
on paper, 14 1/8x 18 1/2x 2 3/4 inches

(36 x 47 x 7 cm). Museum Moderner Kunst
Stiftung Ludwig, Vienna, Former Hahn
Collection.

217. TV Scan Lines, 1981, Graphite on paper,
18 x 24 inches (45.7 x 61 cm). Photo by
Peter Moore/VAGA, NYC.



218. Hand and Face (from the film Vier Performances), 1962.
Single-channel videotape (film-to-videotape transfer),
31 minutes, black-and-white, silent. Camera: Wolfgang Ramsbott.

219. Button Happening, ca. 1965. Single-channel video-
tape, 2 minutes, black-and-white, silent.

Video stills on this and subsequent pages b’
Galen Joseph-Hunter and Stephen Vitiello/
1892 Electronic Arts Intermix, New York.
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220. Variations on Johnny Carson vs. Charlotte Moorman, 1966.
Single-channel videotape, 15 minutes, black-and-white, sound.



221. Nam June Paik in collaboration with
JudYalkut, Videotape Study No. 3, 1967-69.
16-mm film, 4 minutes, black-and-white,
sound. Sound: David Behrman and
Kenneth Lerner.

222. Paik and Fred Barzyk atWGBHTYV,
Boston, 1971

his retrospective at the Whitney Museum of American Art. In
this floor-to-ceiling sculpture, the structure supports approxi-
mately forty monitors and television sets of varying sizes, from
large consoles at the base to tiny Watchman televisions at the
top.The positioning of the monitors and multiple channels of
videotapes causes the distribution of images to feel like a kalei-
doscope, and the position of the viewer locks him or her into
viewing a cluster of monitors and moving images placed like
building blocks next to each other. The result is that the images
build the experience, and the monitors take on an expressive
solidity in the compact organization and articulation of the
processed moving images. Through the mixture and layering of
images and image sources, a complex, multilayered experience
is created.

The large-scale projects Video Funnel (1984), Video Arbor
(1990), and The More the Better (1988) are public commissions
that move the video image into a spectacular visual space,
creating an environment of moving images that plays off the
structure supporting the monitors and the site of their installa-
tion. The specially housed monitors of Video Arbor allowed
the moving image to be installed in an outdoor public space in
Philadelphia. In this Percent for Public Art commission, a large
structure frames the open space between high-rise apartment
buildings.The structure holds monitors that face out and down
so that as people move about the space, they can look up to
watch the video imagery playing on the monitors. The multiple
channels of video display Paik’s signature collage of processed
images, which pick up references to the outdoors and the urban
landscape.The trestles supporting the monitors also support
growing ivy and plants, and thus Video Arbor becomes a vertical
TV Garden for an urban public space. One of the first outdoor
public sculpture pieces to employ video, it operates twenty-four
hours a day all year round.

In Video Funnel, a spectacular effect is created from a
corkscrew spiral structure onto which monitors are fixed.The
dramatic flow of video images on the monitor screens and their
rapid movements as they are played out on the aggressive spi-
ral create a constantly shifting gestalt determined by where the
viewer stands in relation to the piece.

Video Funnel was presented in the Dusseldorf exhibition
Von Hier Aus, organized by Kaspar Konig. A conelike structure
was created out of five concentric circles of monitors that were
suspended so that the largest circle was closest to the ground
and each of the other circles got progressively smaller as they
went upwards. The largest circle was made of thirty-six moni-
tors, the next three circles of eighteen, and the top circle of
nine. A reedited mix of three channels of videotape drawn from
different installations by Paik played on the ninety-nine moni-
tors. Viewed from a distance or from directly below, Video
Funnel created a rapidly changing imagery as the synthesized
abstract shapes moved through the concentric circles.



The spectacular scale of Video Funnel inspired the largest
video sculpture ever realized: The More the Better is fabricated
out of 1,003 monitors, a number which refers to the anniversary
of the Korean liberation, October 3. It is structured like a giant
ziggurat that towers over three stories in a specially designed
space in the National Gallery of Contemporary Art in Seoul,
Korea. Constructed out of television sets with each set facing
out, The More the Better's surface of moving images rapidly play
and change.The piece offers a special and distinctive mix of
Paik's processed imagery, performances, and Korean folk
dances viewahle from the structure's base or walking up the
ramp, in a Global Groove celebration of Korea's culture and his-
tory. Paik, Korea's most renowned international contemporary
artist, honors Korea and celebrates his own life and success in
one of the most extraordinary and spectacular video art con-

structions of the twentieth century. The More the Better is a

sculptural piece of architecture whose vast size and unprece-
dented scale are a testimony to Paik’s imagination and genius. 923, Digital Experiment at Bell Labs, ca. 1966.
The piece utilizes the moving image as a means to poetically AR 1, 4 M BEUER R0 EREOES;) HlaTh-
extol a nation and its people, with video as the building blocks KNS
of a massive celebratory architecture.

In contrast to the scale and density of The More the Better,
Paik’'s projected laser pieces harness the immaterial energy of
this medium and its ability to transform a space and architec-
tural surface. At the center of The Worlds of Nam June Paik at
the Guggenheim Museum are Paik's laser installations, which
explore the installation space and the future of the moving
image. Paik's interest in laser dates to the early 1970s, when he
wrote about the power of the medium to transmit and fashion
imagery. Laser is made up of amplified and coherent particle
beams of energy that become light and can be modified as they
are projected onto scrims and architectural surfaces, into dif-
ferent environments, and through various materials such as
smoke and water. With Horst Bauman, Paik collaborated on a
series of laser video projections in the early 1980s. During the
Whitney retrospective, Paik's videotapes were projected hy
laser through a prism and into a gallery space. Developed from
earlier pieces created with Bauman in Germany, this installa-
tion, Laser Video Space I/ (1981), exploited laser's power to resist
optical limitation and distortion. Unlike the optical system of
film, the laser projection system maintains the quality of the

source image wherever the laser beam strikes a surface. Thus

in this installation, Paik's videotapes were projected through a

prism, the single beam of laser refracting and becoming multi- 994, The Paik-Abe Video Synthesizer,
ple beams, each of which projected an undistorted moving developed by Paik and Shuya Abe in 1969;
§ . . shown here is the 1972 model, made for
image onto scrims and the walls of the gallery. The entire space WNET/Thirteen, NewYork,

was filled with the dancing images of Merce Cunningham,
which was part of Paik's video edit, specially created for the
installation from his extraordinary library of video material. The
video monitor thus was eliminated as the walls became moving

video images through the capacity of laser video projection. 185



FACING PAGE AND ABOVE:

225. Nam June Paik in collaboration with
David Atwood, Fred Barzyk, and Olivia
Tappan, 9/23/69 Experiment with David
Atwood, 1969. Single-channel videotape,
80 minutes, color, sound. Produced by the
Artists’ Television Workshop at WGBH,
Boston.
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Paik's laser projections were developed along with a series
of video projections, in which he exploited the video projector
as a means to display moving images on a larger scale. In 1982,
as part of his Whitney retrospective, Paik displayed Egg
Projection (1982), a large form in the shape of an egg that
served as a kind of screen onto which an abstract image-
processed videotape was projected.The “egg” became a three-
dimensional screen and a means to represent and play with the
moving image. In There Are More Stars in the Heavens Than
There Are Chinese on the Earth (1981), also included in the
Whitney exhibition, a series of projected circles of light fol-
lowed the imaginary path of the moon in its different lunar
phases across the walls and ceiling of the gallery space.The
projections, which emanated directly from a monitor, consisted
of a processed circle of video light created out of the modified
television set. In Beuys Projection (1990) and One Candle
(Candle Projection) (1988), Paik exploited the potential scale of
the projected image along with the flattening quality of projec-
tion.The juxtaposition of a live candle and a projected image of
a candle in One Candle (Candle Projection) played with the
scale and dispersal of the image. Beuys Projection is composed
from Paik's image-processed videotapes of an extraordinary
public performance by Paik and Beuys, recorded in Tokyo in
1985. In this remarkable theatrical event, one of Beuys's last
performances before he died, he reflected on his wartime expe-
rience of being lost in the wilderness. As he described how
wolves helped him to survive, he transformed his voice into an
emotive instrument, howling like a wolf, exploring the expres-
sive language of nature. Paik videotaped the performance and
modified it through image-processing to highlight the extraordi-
nary energy and passion of the event. The resulting videotape
imagery projected onto the wall of the exhibition space in Beuys
Projection was juxtaposed and layered to convey a sense of
Beuys's charismatic power and emphasize the intensity of his
voice as it filled the space.

The most dramatic video projection environment created
by Paik was his Sistine Chapel, shown at the Holly Solomon
Gallery in New York and at the German Pavilion of the 1993
Venice Biennale. In this installation, projectors were piled
together to create a vibrant and expressive display. Single pro-
jections were collaged over the surface of the ceilings and
walls, adjoining, overlapping, and superimposed with one
another to create a dynamic visual space. As one walked
around the projectors and through the room, the entire space
pulsated with Paik’'s moving images as the colors and
processed images of dancers, abstract patterns and shapes
danced across the walls and overlapped with each otherin a
freeform collage of great visual density and intensity. The whole
room seemed to move as the projections’ illusional depth
expanded one's sense of the space.

Throughout his dramatic investigations into the expressive
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End), 1970. Single-channel videotape,
approximately 4 hours, color, sound
Produced by the New Television Workshop

atWGBH, Boston.
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229, Video Commune (Beatles Beginning to
End), 1970. Single-channel videotape,
approximately 4 hours, color, sound.
Produced by the New Television Workshop
atWGBH, Boston.
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230. Electronic Opera No. 1,1969. Single-channel
videotape, 4 minutes 30 seconds, color, sound.
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capacities of the material basis of video, Paik has remained
focused on the moving image itself. In collaborations with mov-
ing-image makers such as Paul Garrin and Jud Yalkut, Paik
developed a range of expressive imagemaking strategies
through the play and capacities of the pre-recorded video image
on videotape, closed-circuit video transmissions, and the vari-
ous instruments that altered video or television broadcasts,
whether it was the magnet, image processor, or the later com-
puter-driven image-processing techniques. Paik's videotapes
are at the heart of his art making. The single-channel videotape,
whether deployed in an installation or sculpture, broadcast as
videotape on television, screened in a theater or distributed as
a home video, is central to Paik’s engagement with the video
medium. Paik’s videotapes are distinctive because he continu-
ally breaks out of the formulas of whatever input he receives.
Rather than relying on standardized computer graphics and
editing programs for processing his recorded imagery, Paik
makes any visual source his own. His videotapes convey a
sense of process and improvisation in their quick edits, shifting
points of view, and wild mixtures of imagery and sources. Paik’s
artis an ever-evolving process in which all his videotape mater-
ial is constantly being remixed in new combinations and
expressions. Just as Paik sought in his performance and music
pieces to engage the performer and the audience in disruptive,
unexpected challenges, so too does he use videotape as
another instrument to challenge and alter our expectations.
Through his use of the video camera, deployment of the image
processor, and production of telecast programs, Paik sought

to shatter the dominant languages of moving-image making
and television production, and enjoin the audience in a
celebration of the possibilities of television as a creative broad-
cast medium.

A portrait of Paik that shows him inside a television is a
succinct expression of his relationship with the medium: Paik
the artist seeks to break into the television set and, in turn,
break through its institutional production framework with a
range of expressive programs and ideas. The video screen is his
frame, his compositional page, and the building block of his
sculptures and installations, and it is also integrally linked to
his entire project to transform television and video as an art
practice. In Paik's view, television was not a moment in the his-
tory of the military-industrial complex, nor was it electronic fur-
niture or a reduced form of one-way distribution. Rather, Paik
envi<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>