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HE video-art movement
Ll

which has been in high
gear for more than three

years now, <an hﬂ\'t‘ come as i
surprise to practically no one.
Maust of the people who are try-
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Nam June Paik is slightly em-
harrassed about heing known as the
George Washington of video art.
A smallish, rather self-effacing
Korean whose English is still, after
ten vears in this country, so nearly

impervious to the definite and in-
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You are cordially invited to the opening
of an exhibition of recent work by

Nam June Pakk

—T.V.sea
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Arts Intermix. Armsts’ videorapes,
most of which are available on cas-
settes that can be viewed on special
monitor-receivers equipped for the pur-
pose, are leased, as a rule, to museums
and to university and college art de-
partments, but requests also come in
from high schools and community
groups throughout the country, and
there are even a few early-bird pri-
vate callectors whao buy them outright.
Publications with names like Radical
Softeware have sprung up, devoted to
the “alternative TV movement. The
Museam of Modern Art’s Open Cir-
conference on video art in Janu=
ary of 1974 drew participants from as

Electronic Art IV —
on Tuesday evening, January 15, 1974
Galeria Bonino

Janlbh — M/L

7 West 57

cout raging reactions from the eritics, ¢

and funding for the workshops—Ilargely
by the Rockefeller Foundation—seems
reasonably well assured. In the wings,
meanwhile, lies the glittering and often
delayed promise of cable television, or
CATV: the promise of as many as sixty
new channels, with hundreds of thou-
sands of viewing hours to be filled
somehow—a  vast empty canvas not
yvet smeared and scumbled over hy the
Sponsor. As far back as 1965, Nam
June Paik saw it as a “historical neces-
sity” that “someday artists will work
with capacitors, resistors, and semi-
conductors as they work today with
brushes, viohus, and junk.”

New York

Loxton, the director of WNETs
Television Laboratory, said recently.
“That vision obviously made everyone
stop and think. You could really make
‘I'V just by manipulating signals elee-
tronically, without all this insane two-
thousand-dollars-n-minute  business of
studio production.”

Many of the gallery artists now
working in video are not interested in
signal manipulation at all—they use the
equipment simply to record activities,
processes, or environments in much the
same way that a movie camera would,
‘The range of possibilities for signal
manipulation is virtually limitless, how-

o
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HE wvideo-art movement,
which has been in  high
gear for more than three
years now, can have come as a
surprise to practically no one.
Most of the people who are try-
fere emomven the eathadesrav. tube

Ars TIntermix. Artists' videotapes,
most available on
settes that can be viewed on spcci:il
monitor-receivers equipped for the pur-
pose, are leased, as a rule, to museums
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of which are cis-

and to university and Lnﬂup. art de-
partments, but requests also come in
from high schools and community
groups throughout the country, and
there are even a few early-hird pri-
vate collectors who buy them outright.
Publications with names like Radical
Suftweare have sprung up, devored to
the “alternative TV movement, The
Museum of Modern Art's Open Cir-
cuits conference on video art in Janu-
ary of 1974 drew participants from as
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George Washington of viden art.
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by the Roc Llfl."l.r Foundation—seems
reasonahly well assured. In the wings,
meanwhile, lis the glittering and often
delayed promise of cable television, or
CATV: the promise of as many as sixty
new channels, with hundreds of thou-
sands of viewing hours to he filled
vast empty canvas not
yvet smeared and scumbled over by the
Sponsor. As far back as 1965, Nam
June Paik saw it as a “historical neces-
sity’” that “someday artists will work
with capacitors,
conductors

somehow—a

and  semi-
work today with
brushes, viohss, and junk.”

resistors,
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Loxton, the director of WNET's
Television Laboratory, said recently.
“That vision ohviously made everyone
stop and think., You could !’t::'l“_\' mike
‘T'V just by manipulating signals elec-
tronically, without all this insane two-
thousand-dollars-n-minute business of
studio production.”

Many of the gallery artists now
working in video are not interested in
signal manipulation at all—they use the
equipment simply to record activities,
processes, or enyvironments i much the
snme way that a movie camera would.
The range of possibilives for signal
manipulation i virtually limitless, how-
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Publications with names like Radical
Saftecare have sprung up, devoted to
the "'.1h|_-|'|||.|'lll\'t' TV movement. The
Museum of Modern Art’s Open Cir-
euits conference on video art in 'I;nrm—
ary of 1974 drew participants from as

Sponsor. As far back as 1965, Nam
June Paik saw it as a “historical neces-
sity” that “someday artists will work
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HE wvides-art movement,

which has been in high

gear for more than three
years now, can have come as a
surprise to practically no one.
Most of the people wha are try-
ing to turn the cathode-ray tube
into an art medium belong to
the under-thirty, or TV, gener-
ation—which means, according
to current estimates, that each
of them has spent, on the aver-
age, about fifteen thousand hours
watching
has been their landscape, in a
way, and it
evitahle that they should want to
make use of it. Untl quite re-
vently, the huge costs of waork-

television,  Television

would appear in-

ing with tele vision equipment
made it all but impossible for
anvone outside the commercial-
T’V studios to tap into the
but the
the mid-sixties of

medi-

i, with ma

relanvely in-
expensive, portable videotape re-
the
opened up, and the artists, who

corders territory  suddenly
had been toeing the line in an-
icipation, lit out for the new electroy
frontier.

More than a dozen New York
gallerics are currently handling “p
sonal” videotapes by artists. Leo s
telli's downtown gallery, ar 420 W
Broadway, which last season merged
its video and film operations with the
Sonnibend Gallery, in the same build-
ing, shows and distributes videotapes
hy twenty-four artists, while Howard
Wise, who gave up his Fifty-seventh
Street gallery in 1970 to concentrate
on helping video art get started, han-
Ales the distribution of work by thirty-
cicht more, through his  Electronic
Arts Intermix, Artists’ videotapes,
most of which are avatlable on cas-
settes that can be viewed on special
manitor-receivers equipped for the pur-
pose, are leased, as a rule, to museums
and to university and college art de-
partments, bt requests also come in
from high schools and community
groups throughout the country, and
there are even a few early-bird pri-
vate collectors who buy them putright.
Publications with names like Radical
Sofravare have sprung up, devored to
the “alternative TV movement, The
Museum of Modern Art's Open Cir-
¢cuits conference on video art in Janu-
ary of 1974 drew participants from as

y

VIDEO VISIONARY

tive public-tele v stations in the
country—WGRBH, in Boston, KQED,
in San Francisco, and WNE'T, in New
York—have established experimental
workshops where artists are invited to
work with the complex and sophisti-
cated hardware of broadeast TV, The
results might startle regular viewers
of the “Lawrence Welk Show,” but
they fally en-

reactions from the eritics,
and funding for the workshops—largely
by the Rockefeller Foundation—seems
reasonably well assured. In the wings,
meanwhile, lies the glittering and often
delayed promise of cable television, or
CATV: the promise of as many as sixty
new channels, with hundreds of thou-
sands of viewing hours to be filled
somehow—a  vast empty canvas not
vet smeared and scumbled over by the
Sponsor. As far back as 1965, Nam
June Paik saw it
sity’” that
with capacit

have ot with gene

L‘c:uf.‘ll_:[h'_{

1 “historical neces-
ists will work
and  semi-
work today with
brushes, violis, and junk.”

‘someday ar
resi

) SLOTS,
they

conductors s

Eaes

Nam June Paik is shightly em-
barrassed about heing known as the
George Washington of video art.
A smallish, rather self-effacing
Korean whose English is still, after
teri vears in this country, so nearly
impervious to the definite and in-
definite articles that it is hard to
understand him on first, or even
second, meeting, he shunned the
spotlight at the Museum of M-
ern Art's Open Circuits confer-
ence, which took its title from a
statement he had published in
1966, When Paik, with nervously
oscillating evebrows and a woollen
stomach warmer, came up to the
front of the room to speak, he
praised other artists in the move-
ment and then showed portions of
his videotape “Global Groove.”
No doctrinal statements, no mani-

o

festos, no fuss. It is a fact, how-
that  Paik gan thinking
about video as an art form hack in
1959, when he mentioned 1t in a
letter to John Cage, and that his
] “(); at Gnlcriu

ever, b

exhibition the

Parnass, in Wuppertal, Germany,
was the first show of video art any-
This was several years before
the advent of lightweight video equip-
ment, but in those davs Paik was not
thinking in terms of cameras or re-

whe

corders; he was thinking solely in
terms of the image on the home screen.
He went in through the back of the set
and played around with that image,
changing voltages and cycles, warping
.'m:l (|i.~l-nl'til1g the p'ix'tll.t‘\' and reintro-
ducing a lot of the technical flaws that
television engineers had spent years
trying to eliminate, “Tt was Paik who
saw that the way the signal is created
on the monitor presented all sorts of
opportunities for new images,” David
Loxton, the director of WNET's
T ision Laboratory, said recently.
“That vision ohviously made everyone
stop and think. You could really make
TV just by manipulating signals elec-
tronically, without all this insane two-
thousand-dollars-a-minute business of
studio production.”

Many of the gallery artists now
working in video are not interested in
signal manipulation at all—they use the
cquipment simply to record activities,
processes, or environments in much the
same way that a movie camera would,
mal
manipulation is virtually Himitless, how-

The range of possibilities for
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HE video-art movement,

which has heen in high

gear for more than three
years now, can have come as a
surprise to practically no one,
Most of the people who are try-
ing to turn the cathode-ray tube
into an art medium belong to
the under-thirty, or TV, gener-
ation—which means, according
o current that ecach
of them has spent, on the aver-
age, ahout fifteen thousand hours
witching Television
has heen their landscape, in
wiy, and it would appear in-
evitnhle that they should want to
make use of it. Unul quite re-
('K'I"It]\', the Imga: costs of work-
ing with television equipment
made it all bur impossible for

estimates,

television.

anyone outside the commercial-
IV studios to tap into the medi-
um, but with the marketing in
mid-sixties of relatvely in-
expensive, portable videotape re-
the territary  suddenly
apened ap, and the artists, who
had been roeing the line in an-
ticipation, lit out for the new electronic
fronoer,

More than a dozen New York art
galleries are currently handling “per-

the

corders

sonal” videotapes by artists. Leo Cas-
telli’s downtown gallery, at 420 West
Broadway, which st season mr:l'gl.'nl
its video and film operations with the
nnabend Gallery, in the same build-
ing, shows and distributes videotapes
by twenty-four artists, while Howard
Wise, who g up his Fifty-seventh
eet gallery in 1970 to concentrate
on helping video art get started, han-
dles the distribution of work by thirty-
vight more, through his Electronic
Arts Intermix. Artists’ videotapes,
most of which are available on c
settes thar can be viewed on special
ivers equipped for the pur-
d, as a rule, to museums

IMONItor=re
pose, are le
and to university and college are de-
partments, but requests also come in
from high schools and community
groups throughout the country, and
there are even a few carly-bird pri-
vate collectors who buy them outright,
Publications with names like Radical
Software have sprung up, devoted to
the “alternative TV movement, The
Museum of Modern Art’s Open Cir-
cuits conference on video art in Janu-
ary of 1974 drew participants from as

VIDEO VISIONARY
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7 Wion,
Nam June Paik

far away as Argentina and [apan, and
hoth Modern and W hitney
Museums now include videotapes in
their over-all program. Concurrently
with the action in galleries and muse-

the the

ums, morcover, three of the most ac-
tive public-television stations i the
(‘nllllll'_\'—\\rt‘r]” i. in Boston, KQII},
in San Francisco, and WNE'T, in New
York—have established experimental
waorkshops where artists are invited to
work with the complex I
cated hardware of broadeast “I'V. The
results might startle regular viewers
of the “Lawrence Welk Show,” but
they have met with generally en-
couraging reactions from the eritics,
and funding for the workshops—Ilargely
by the Rockefeller Foundation—scems
reasonably well assured. In the wings,
meanwhile, lies the glittering and often
delayed promise of cable television, or
CA'TV : the promise of as many as sixty
new channels, with hundreds of thou-
sands of viewing hours to be filled
somehow—a  viist empty canvas not
ver smeared and scumbled over by the
Sponsor. As far back as 1965, Nam
June Paik saw it as a “historical neces-
sity” that “someday artists will work
sistors, and semi-

1 sophisti-

with i‘:ip:l(itnrt&,
conductors

hrushes,

as they work today with
S5, 1l nid jullk."
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Nam June Paik is slightly em-
barrassed about being known as the
Gl‘urgc \\'u:{hil!grnn of video art.
A smallish, rather self-cffacing
Korean whose English is still, after
ten years in this country, so nearly
impervious to the definite and in-
definite articles that it is hard o
understand him on first, or even
second, mecting, he shunned the
spotlight at the Museum of Mod-
ern Art’s Open Circuits confer-
ence, which took its title from a
statement  he had  published in
1966. \When Paik, with nervously
oscillating eyebrows and a woollen
stomach warmer, came up to the
front of the room to speak, he
praised other artists in the move-
ment and then showed portions of
his videotape *“Global Groove.”
No doctrinal statements, no mani-
festos, no fuss. It s a facr, how-
that Paik began thinking

about video as an art form hack in
1959, when he mentioned it in a
letter to John Cage, and that his
1963 the Galerie
Parnass, in Wuppertal, Germany,
was the first show of video art any-

ever,

exhibition at

where. This was several years before
the advent of lightweight video equip-
ment, but in those davs Paik was not
thinking in terms of cameras or re-
corders; he was thinking solely in
terms of the image on the home sereen.
He wentin through the hack of the set
and played around with that image,
changing voluges and cycles, warping
and distorting the pieture and reintro-

r a lot of the wehnical flaws that

sion engineers had spent years
trying to eliminate. “It was Paik who
saw that the way the signal is created
on the monitor presented all sorts of
opportunities for new images,” David
Loxton, the director of WNETs
Television Laboratory, said recently.
“That vision obviously made everyone
stop and think. You could really make
TV just by manipula signals elec-
tronically, without all this insane two-
thousand-dollars-a-minute
studio production.”

Many of the gallery artsts now
working in video are not mterested in
signal manipulation at all—they use the
cqnfpxm—ni -'impl,\’ to ru‘m’tl ;||:ti\'l'til's,
processes, or environments

husiness of

n much the
same way that a movie camern would,
The range of possibilities for signal
manipulation s virtually Timitless, how-
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ever, thanks in part to an electronic
device called  the  videosynthesizer,
which Paik and a Japanese collabora-
wor, Shuyva Abe, designed and built, and
san; mnmpul.mun is one of the areas
that make an infinitely  more
flexible medium than cinema. In the
hands of Paik, Ron Hays, Ed E
shwiller, and other practitioners, the
synthesizer can produce a ceaseless ka-
leidoscope of shapes and colors on the
sereen—shapes and eolors unlike any-
thing anyone has ever seen before. It
can superimpose as many as seven dif-
ferent images; cause the features of
announcers and other unsuspecting suh-
jects to vibrate, melt, change color, and
d laterally; and generally turn the
iliar sereen into an electronic can-

Video

vas for an artist whose brush consists
of light. Watching television is not the
same experience as watching a movie,
Instead of seeing light reflected from a
screen, the video viewer looks directly
into the light source, and that is why
the (‘nlnl'ﬁ in color TV
“Film is chemicals, TV is electronics,”
Paik points out. “There are something
like four million phosphor dots on a
twenty-one-inch color television sereen
every it s just like Seurat—
you mix them in your eyve. In film,
vou take from reality; in T'V, you pro-
duce reality—real élecrronic color.”

Psychological  differences exist as
well.  As Marshall  MeLuhan
pointed out, a medium
mitating  the
the medium that preceded it the first
antomobiles Jooked  Iike
broughams; the first motion pictures
were filmed stage plays. For more than
thirty years, most of the dramatic enter-
tainment on television has heen lietle
more than shrunken cinema,
squeezed down to the dimensions and
the l_l’rI'l'I"'lL'f'\'F:l”_\ tlirr:ltu-:l time struc-
tures of the home screen, and this is ane
reason that even the fon
television seem so drained of life and so
frT:il:IuI]_ﬁ' artificial, “The cinematic model
simply won’t work on the tube, But as
artin our time becomes more and more
i (]llr.'ﬁlinrl of Enfn]'l‘n;:liul:, of dL:IliJ'!!__'
with our incredible public reality, the
validity of TV as an art medium grows
increasingly evident. “The big differ-
ence berween film and video is that you
need darkness for film and you have to
stop other activities,” Paik observed last
spring, “but with video you can do
everything and sall watch—it’s
unuation of your life.”

The nature of the medium and the
fact that videotape, which
erased and reused, is a great deal cheap-
er to work with than film have lored

are so luminous,

second ;

has

new Il‘ill;l”\

begins by content  of

horse=drawn

movies

movivs mude

A CoOn=-

can  be

filmmakers as well as artisis to experi-
ment with it Shirley C ]ant, who used
to make film documentaries (the 1967
“Portrait of Jason,” for instance, about
a black male pruhﬁl:ltcj, now pl'rsi(ics
over a studio for experimental video,
Ed Emshwiller, considered the finest
technician among
ground group of filmmakers, has been
working mostly in television of late.
Although it has become modish for
art critics tostare that the video move-
ment has yer to produce anything re-

s mi:lmg a major work of art, the l\

the so-called under-

reviewers: have rn]mmlui enthusias
cally to Emshwiller’s work on WN
and 1o Paik’s alobal

high-velocity collage of im
from  Japanese Pepsi-Cola  commer-
cials, through tap-dancers, to views of
the Living T'heatre performing “P
Now,” which

(}1'00\'!.'"

ara-

tise muost of are sub-

jlt'l'tl.'ll Loy surr "\I ([i’itl'rn‘ll]’],\' ﬂ”.(l aver-
laid by the hight-painting techniques of
the Puatk-Abe videosy nthesizer,

Paik himself uses the videosynthe-
sizer less and less these days. He is
pleased that others are using it, and he
savs, typically, that they do it much
better than he does. Patk has alw
been far more interested in processes
than in results, and the mament,
as an artist-in-residence at WNET's
Television Laboratory and a consultant
on television to the Rockefeller Foun-
dation, he is concerned with a great
many different not all of
which even involve relevision. But video

PriKesses,

remains the basis of his wide-ranging
mary cast of thought.
timini_:'," e said  last
amehow, you have to be at a
time. You
as they say

andl somewhat vis
“

Spring.,

helieve in
W
certain
time,’

certain. point at a

have to ‘meet the

“Forget Pm King Henry II1. Pm talking to you

N,

as plain Henry Plantagenet.”
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in Chinese lhistory, 1 start in 1960,
first time television sets hecome cheap,
become Sh.'\'nlh“l.;mlL like juuk. I buy
thirteen secondhand sets in 1962, 1
didn’t have any preconceived idea. No-
body had pur two frequencies into one
place, so T just do that, horizontal and
vertical, and this absolutely new thing
comes out, [ make mistake after mis-
take, and it comes out positive, That is
stary of my whole life.”

NE explanation for Paik’s success

as a1 video pioneer may be that
he came to television by way of music,
Visual artists—painters and sculptor:
are :l\'(llsrumvtl to ﬁ"il:g up o space;
they
t use time, a5 a great many of their

do not always understand how
“performance pieces” in recent years
have made painfully evident. Paik was
trained as & musician, however, and, no
mattter what else may be said of his per-
formance picces and  his  videotapes,
hardly anvone finds them tedious. * My
experimental TV s not always in-
E\'Ir.w:in:__{ but pot always wninterest-
g, he abserved on the occasion of his
1963 show in Wuppertal. It was, he
went on, “like nature, which is beaut-

changes heautifully
iy
v

ful not because it
but simply because it ¢l

Paik’s musical cducaton, though it
I, tonk place largely on the
slv. In Korea, he has explained, pro-

wis thoron

fessional artists and musicians have no
statns at all, “We have expression
‘man of letters,” same as here, and if
a man of letters writes music or does

E\.qfr1fillg. that’s (JK “Hl I
music

fessional
s family,
which was muldle-class and iu'rlmlir.ll-

n IS IT’lTJ'IIIIé_’.“ Pi

Iy well-ta=do, would nor have looked
with favor on his musical studies, but
the family did ' shout them
untl it was too late. “We are really
one of the most corrupted families in
Kaoren,” says Paitk, who was born in
Seoul in 1932, “My grandfather made
first factory  there—textiles.
T'hen, in Depression, we becamie very

not

moilern

proar, Later, we have two steel factonies
i North Km'\':l. but in 1945 they be-
come '|>L-n||||:'-\ fucrories,” It was all luck
and unluck. Sometimes I fele T was on
wrong side, because | had such radical
!]urugh:\_ In ]'.’51', we were on |'¢1'||-E:g-c
train and bombing started. We ger
out and I really don’t know which
side [am on. Then [ thought, Well

enlightenment! —1I will just look at
everything from now on like baseball.
You know, nothing serious. [ hecame
quite cynical.” Patk and his family
did manage to escape the country in
1950, aml, hecause of South Korea’s
stringent military-conscription law, he

and acsthetics,

THE. BECKETT KIT

I finally found a way of using the tree.
If the man is lving down with the sheep
while the dog stands, then the wooden tree

can also stand, in the back, next w the dog.

They show their widest parts

{the dog sideways, the tree frontal)

so that Iu—ius; next to each other

they function as a landscape.

I tried for nearly two months to use the tree,
I tried ll.\'fng it hy |||:lli|:g the man,
standing, of course, very far from the sheep

but in more or less the same plane.
At one point [ had the man almost off the tble

and sl couldn’ Ert the tree to work,

It was only just now I thought of a way.

[ dropped the wooden sheep from a few inches

above the table su they wouldn’t bounce,

Some are on their backs but they serve

the same as the ones standir

What I can’t get over is their coming right
inadvertently when I'd he content with any solution.

A, world, T love vou with all my heart.
Outside the apen window, down the street near the Hudson,

I can hear a ||I’ril cman I-l!k;J

o another

i ) ¥ ’
through the car radio, It’s eleven stories down

st it must be pretty Joud.

The sheep, the tree, the dog, and the man

are perfee tly at peace. And my peage is at peace,

'l‘imc and the enrth lie down wonderfully I:Uguthvr.

The blacks probably do rape the whitesin jail

as Bill said in the coffee shop watching the game

herween Oa

}\.jll'i Was I

nd anedd Cincinnan. And no doube
that we should have volunteered

as victims under the bomhing of Hanoi.

A guy said o Mishkin, “If vou’ve seen all that,

how can you go on saying vou're happy "

.
could technically be arrvested as a draft
dodeer if e ever returned.

The family went first to Hong
Kong, where Paik’s father dabbled in
the ginseng-root business, and then
Tokyo. Paik, the youngest of five chil-
dren, entered the University of Tokya,
took courses in philosophy
secretly studied Western
{only course In Owviental
music was heing taught ), and graduat-
ed in 1956 with a degree in aesthetics,

and Jli:wlul'j.’

Music one

—Linpa GrEco

Paik’s two older brothers were busi-
nessmen by then, but their father al-
lowed Paik to go off to Germany,
ostensibly to wark for his |]ru‘[nt'.'r1c in
philosaphy: “He liked the idea that one
son gets Pho)” Graduate work at the
University of Munich and the Con-
servatory in Freiburg gave him a thor-
ough grounding in music history and
theory and in piano technique, al-
though, as Paik tells ity he was so shy
as a student that he never even Cuy-
sidered the possibility of chr[mming in
public. “I always very
t=A student, but so umid that
when I plaved in frone of my teacher,
Chopin or Bach, my tempo would go
up and down, up and down.”
What interested Paik far more than
Chopin or Bach even then was the

wias Q'l'illl!!‘

v
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T think that's the last of his peremptory challenges.”

music of the twenticth century
|'||'gh-:ic]l:\u] student in Seoul, he had
tried for three vears to find any record-
ine of Arnold Schoenberg’s works, and
f'll;.-tfl_\' found “Verklirte Nacht,”
which he had read about in Tome. He
alsn l'l‘.l,'l!l}lg'.‘l[, through great |]i]i'__"cl1ur,
to find a rr.-l.'nn!ing of Il'l-ll‘-ll_\""
“Firebird™ (“I will never forget the
red label, with Stokowski conducting
Philadelphia Orchestra™) but not of
“The Rite of Spring.” “Then, when
I got to Tokyo, 1 heard on radio some
music with girl weeping, and I said,
‘Oh, must be Sc]m‘:nhm'g.' It was
‘Pierror Lunaire,” first time I hear it
Such a big event for me."”

Germany in the fiftics was a center
of the newest developments in music,
maost of which had to do with elec-
tronic means of composition. Karlheinz
Stockhausen, Gyirgy Liget, Mauricio
Kagel, and other avant-giarde compos-
ers were working at the Studio for
Electronic Music, which had heen es-
tabl shed by Radio Cologne, and one of
P.'ri'('s teachers at the Cl:rm'r\'.’ltur\' n
Freiburg, Waolfgang Fortner, strongly
urged lim to go there, He took Forr-
nec’s advice and enrolled ar the Uni-
versity of Cologne, but for the first
year there he was too shy to approach
any of the other young composers, He
was writing music, but not confidently,

In Munich, he had composed a string
quartet, which, he says, “started out
Bartdk, became Schoenberg, and ended
Woebern.” While at Freiburg, he wrote
a composition based on a ninth-century
{\_nrv;:ll poem, m “']'I'il'h he irlx']m[n_‘ll
certain tape-recorded  “collage” el
ments, such as water sounds, a baby’s
El.i|llliing. and snatches of Tehatkovsky.
Later, he edged further into the elee-
tronic field with taped compositions of
himself chanting or shouting. And at
about this juncture, in 1958, he met
John Cage—the event that he consid-
ers the turning point in his life,

the American
.-w:nn-g;urdir.r, whom RL'I!!CH!“']‘g once
deseribed as “not a composer but an
had decided by

irrepressible

inventor of genius,”
then that electronic music was “dead
as a doornail.” Cage had noticed that
the audiences at concerts of all-elec-
tronic music invariably went to sleep.
He believed that the healthier tend-
cneivs in all the arts then were moving
in the direction of theatre, and he
made sure that his own compositions
gave audiences sometling to look at as
well as listen to; most of these visual
activides were dictated, like his music,
by chance operations, and the results
: often hilarious, Paik was still liv-
g in "Tokyo when he first heard abour

o and shortly afterward he had

we

been both astounded and pleased to
hear Professor Yoshio Nomura, who
at the University
of Tokyo, and whose special area was
the Gregorian chant, name Cage's
“String (:‘h'u‘tcr in Four Parts” among
al works of the twen-

taught music histor

the ren best musi
neth century,
When Cage came to Darmstade ona
concert and lecture tour in 1958, Paik
took in the performance and later went
to call on the composer at his hotel.
He was rather shocked to find Cage
washing his shirts. It seemed to Paik
that someone with Cage’s attitude to-
ward music should not waste any time
on details of personal appearance; nor
did Paik approve of the fact that Cage
had waorn a dark=blue suit and a neckrie
when he performed. They got along
well enough in spite of this, however,
and discovered that they were both
engrossed just then in Mallarmé’s writ-
ings on chance. Paik asked Cage
whether he meant to be funny when
he did things like blowing wlhistles or
rattling egghe; ge. Cage re-
||||'cl] that he did not set out deliberare-
Iy to be funny—for example, the whis-
tles in the collage piece called “Music
Walk™ had simply been o means of
making sounds while his hands were
lu:cl.lpivll m I‘n:lkin_r__{ ather sounds—but
that if something turned out to be fun-
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“Bue they dow’t say plus or minus, yo’ll notice. You
can’t get more fiendish than that”’

ny in performance, as the whistles had,
then he could accepr that without diffi-
culty. In general, he said, he preferred
]:lll}_‘_’!l[l’l' tis tears,

FFor Paik, all this was hugely liberat-
ing. Cage, who is not always comfort-
ed by the work of people he has inspired,
tends now ta helittle his influence on
Paik. “I don't believe in this business
lif I'IL'{]I‘IL‘ inﬂlll'ul'ing |‘|.||L'r F“'“i‘]{'." ]“—'
suid  recently, “Maybe Nam  June’s
rnucting me m,‘n[u it pnﬁsih]t for him to
go on and do the things he was going
to do sooner or later anyway, but only
because it was already in him to do
them. The fact is that he took my

s into areas where [ would never
gl'lnl_',“ lll tllt’ F)it'l'l.'s l]'l.'lt I‘:‘jk I‘l'-

gan to compose after 1958, there was
often an element of violence, which
was entirely foreign to anything in
Cage. Paik, the timid student who
could not conceive of playing the piano

in public, now found it within his pow-
er to compose and perform a work
called "”r‘mm;lgc a John L::t?_‘t',” n
which he caused an ull}ight plEno to tp
over and fall on the stage with a crash.,
(Stockhausen, watching from the front
row, leaped up and started to lifr it
back up again, until he was dissuaded
by Paik; they have been close friends
ever since. ) In “One for Vielin,” Paik
stood facing the audience, holding by
the neck a violin with both hands,
which he raised slowly—so slowly that
the movement was all but impercepti-
ble; when the wviolin lis
head, he would bring it down (for-
tissimo) on a wble in front of him,
smashing it to smithereens. He per-
formed these and other pieces in small
galleries around Cologne and in the
atelier of Mary Bauermeister, & painter
friend, and later in museums and con-
cert halls in Oslo, Copenhagen, and

was above

Stockholm. Puik also per-
formed works by Cage and
others, and lhe was enor-

sly encouraged when a
German  music  critic re-
ferred to him in print as
“the world’s most famous
bad pianist.”

In 1960, when Cage re-
wirned to I for a
of lectures and per-

formances, Paik was ready

with a new picce, entitled

“Frude for  Pianoforee.”

ge recalls its first per-

formance vividly, “It is

hard to deseribe why his

performances are so  ter-

rifying,” he said not long

ago, "ou get the fL‘l.']l'.ng

very clearly that anything

can happen, even physical-

ly dangerous things.” In

the “I"Iunlc for ]’i;mufnrrc.”

w hose prrmi:}l'c was in

Bauvermeister’s stu-

]’:lik I)L’I\'K‘li

Chopin on the piano, broke

uff, weeping, and got up

and threw himself upon the

mnards of another, evis-

cerated piano that lay scat-

tered about the floor, then

picked up a wickedly long

pair of scissors and leaped

down to where Cage, the

pianist David Tuder, and

Karlheinz  Stockhausen

were sitting, in the front

row, He removed Cage’s

suit jacker and started to

slash away ac his shirt with

the scissors. Later, he ex-

plained that he had in-

tended to cut off the shivttail but when

he saw that Cage was not wearing an

undershire he ook pity on him and

decided instead to cut off his necktie at

the knot. After doing so, he poured a

hottle of shampoo over (_.'::gr's head

andd David Tudor’s. (As

Stockhausen  edged nervously away,

Paik shouted, “Not for you!") When

the bottle was empty and both Cage

and Tudor were fully lathered, Paik

forced his way through the crowded

room to the door and ran out. Every=

one sat as though stunned, Cage re-

calls, for several minutes, Fi ally, the

telephone rang; it was Paik, calling to
sy that the concert was aver,

Performances of this sort, with their
clear echoes of the Dadaist manifesta-
tions of the nineteen-twenties, had a
good deal in common with the events

rope

se

some

alsn over

alled “happenings'

which were going
on in New York

about this saume tume
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in smull galleries and arusss’ lohs, "1 he
“happenings” were in one sense an
outgrowth of the process-oriented, ges-
tural Action painting of Jackson Pol-
lock and other artists of the New York
School, and the most prominent “hap-
peners” were visual artists, such as Claes
Oldenburg, Jim Dine, Red Grooms,
Robert Whitman, and Allan Kaprow
(who coined the term “happening”).
It was generally acknowledged, how-
ever, that the first true “happening”
had heen a collaborative event organ-
ized by John Cage and Merce Cun-
ningham, the chorcographer, at Black
Mountain College in 1952, and Cage’s
influence on the whole phenomenon
was strong and pervasive. A number
of young New York musicians, danc-
ers, and artists, many of whom had
attended Cage's classes in experimen-
tal music at the New School (so had
Kaprow himself), had also become in-
terested in doing performance pieces
that could be deseribed as Action music,
but they lacked the gallery facilities of
the better-known artists and had a hard
tume finding performance space. Then,
in 1961, George Maciunas took up
their cause. Maciunas, a Lithuanian-
horn gt’:lp]ﬂ'c t]v:\lgncl' who seemed to
have a hand in any number of mon-
ey-losing operations, was then a part
owner of a Madison Avenue art gallery
called the AG Gallery, and early that
year he sponsored there a series of
about a dozen events by Dick Hig-
gins, Richard Maxficld, Jackson Mac
Low, La Monte Young, and other
friends of his. Maciunas and Mac Low
also took over the |1csfgl1 and ])I'il!!in:__[
of a publication called “An Antholo-
gv,” edited by the composer La Monte
Young, which included “scripts” for
“happening”-type events by twenty-five
contributors; among them was Nam
June Paik, whose European perform-
anees Maciunas had heard about.
When the AG Gallery folded, in
the summer of 1961, Maciunas went
o Europe with the idea of foundi
Ilc!’ifl(“[‘:l] [Il"'lltl’\! to \\"l:lt "I(' Co.
ered the rapidly changing directions
in all the arts. The periodical was to
e called Fluvus (for work “in flux’’),
but it never got off the ground. In-
stead, Maciunas organized a series of
Fluxus Festvals around Europe—in
Wieshaden, Copenhagen, Paris, [Diis-
seldorf, Stockholm, Nice, and Lon-
don—with a fluctuating troupe that
usually included George Brecht, Ben
Vautier, Tomas Schmit, Bob Warts,
Emmett Williams, and various other
unfettered spirits, who, along  with
Paik, Dick Higgins, and his wife, Ali-
son Knowles, formed the core of the

Fluxus group. Fluxus events tended 1w
he more Dada in spirit than “happen-
ings,” which were primarily visual, La
Monte Young’s “Compasition, 1960,
#7" called for a singer and an ac-
companist to sound the same two notes
(B and F sharp) continuously for one
hour. Wolf Vestell, a blond giant from
Cologne, did a picce in which he ham-
mered toys to pieces, tried to erase
pages of a magazine, broke light bulbs
against a piece of glass, and then threw
cake at the broken bulbs. Higgins’
“Danger Music No. 3” had Alison
Knowles shave Higgins' head and fling
political pamphlets at the audience, The
acsthetic behind all this was somewhat
elusive. George Brecht tried to explain
it at one point by stating that Fluxus
was against the exclusiveness and élit-
ism of art. Anything can be art and
anyone can do it, Brecht wrote, and
“therefore, art-amusement must he
simple, amusing, unpretentiouns, con-
cerned with insignificances, require no
skill or countless rehearsals, have no
commodity or institutional value.” Tt
could be said that Brecht was speaking
only for himself, inasmuch as the
Fluxus people denied that they were
part of a movement, and even that they
had similar ideas and goals, but the
anti-art, neo-Dada bias of the mem-
bers was never in much doube.

Paik’s performances differed from
those of the other Fluxus people in
that they were hardly ever boring, in-
tentionally or otherwise. Everything
that he did onstage wis done with an
excruciating and highly theatrical in-
tensity, and there was often that sense
of physical danger which had fright-
\'”\'l! (_:-'Ill!l" .'\”-'” K;‘l'l'f,\\' l!‘.‘sf"tl[‘c[l
Paik as a “cultural terrorist,” and Hig-

gins went so far as to criticize his “joy

i the perverse.” Paik hammered nuils
into pianos, or attacked them with a
carpenter’s plane. (“People have idea
that piano is very expensive, very sa-
cred,” he explained. “I was not think-
ing about destruction at all.”) He
crawled underneath the instrument
and licked the dust from the pedals.
He also composed works that would
now qualify as Conceptual art, in-
cluding a score for a symphony “to
last one million years,” and a long
series of correspondence events that i
volved mailing pennies to people in
various parts of the world, His return
address at this point was the University
for Avant-Garde Hinduism, which he
had founded, and of which he was the
sole member. (“I like Hinduism,”
Paik once said. “Ts not so restricted as
other religions, and they like sex,
too.”) Most people had trouble un-
derstanding him. He spoke five Lin-
guages hesides Korean, all of them
badly. Something that nobody knew
was that he had a studio on the out-
skirts of Cologne, where he and an en-
gineer friend spent endless hours taking
apart and rewiring thirteen secondhand
black-and-white television sets.

ELEVISION pictures are pro-
duced by a flow of electrons mov-
ing in straight lines across the phosphor-
coated surface of a cathode-ray tube.
Paik and his friend interfered with
this flow of electrons in a variety of
ways. They altered the horizontal in-
put to make the image stretch laterally
across the sereen. They used sound
waves to warp the image, and they re-
versed the black and white contrals to
make negative images. Odd, distoreed
shapes floated unfixed through fields
of electronic static. Paik hooked up
one set to a microphone so that when
you talked into the mike the image
would jump around on the sereen, It
I quite complicated electronical-
ly—nothing as simple as the blurring
or tumbling effects that you get in-
advertently by fiddling with the hori-
zontal vertical controls.  Paik
learned  television civeuitry hackward
and forward. “I sill did not consider
myself a visual artist,” he has said of
that period, “But I knew there was
something to be done in television and
nobady else was doing it, so T said
why not make it my job?" If it had
not heen for television, Paik said, he
might still be breaking up pianes.

Paik's thirteeen doctored TV sets
were presented ta the public in the
spring of 1963, nt the Gulerie Par-
nass, in Wuppertal. Nobody bhought
one; Paik had suspended the head of a

and
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freshly slaughtered ox over the door to
the gallery, and that atracted more
attention than the electronics. Soon
afterward, Paik closed his Cologne
studio and went back to Tokyo. He
wanted to experiment with color tele-
vision, which was not available in Eu-
rope then. In Tokyo, he met a man
named Hideo Uchida—an electronics
wizard, who was interested in using
I'M radio to test for extrasensory per-
(‘\'plillll. Ut']n'll:: 'il1l1'f‘l|1l€l'il Paik to a
\'Ullng
Shuya Abe, and Abe soon be-
came Paik’s principal collabo-
rator.
fered

color Sets,

panese electronics engineer,

Together they inter-

with electron flows in
and  Paik
ered, to his :||'Til_.{ht, that it

was impossible to control the

results,  because  each worked a
little  differently. A wrue disciple of
Cage, Paik did not want to make any-
lhing that would be a mere reflection

discov-

set

of lus own |1L'|'5I\|'1:I]itl\', What he was
after was indeterminacy—the image
created by chance—and he found that
the hehavior of electrons in a0 color
television set was truly indeterminite.
Paik and Abe also built an clectroni=
cully controlled hisexual six-foot robot
that walked, talked, moved its arms,
il exereted white heans, In lis spare
Paik tried o
thing ahout Ovriental music and On-
ental religion, neither of which had
interested ham at all until he met Cage.
l!l' .‘Ill.‘]'lt ”Il'L'L‘ ll.'l\E; i“ M 7.1:11 maonastery

MaMents, learn some-

near Kamakura, where he was heaten
repentedly by the head monk. “There
WEere twenty or l|1i|t_\' pvn]\]c there, all
sitting facing walls,” Paik recalls. “In
charge was monk with a long stick.
We ‘w:-rc not :iu]}p:tﬁt‘tl o move, even
if & mosquito bit. Every so often, monk
would it with s stick,
usually me. Why me?
noise but didn’t really hurt. Anvway,
!ll.ll Wiss :_ll”l\ |lI'|FI:I|i]T\' lllrl'(.' l!;l.\'ﬂ.”

h"[l1|'|\ru[‘,'
[t made big

Paik was planning to return to Ger-
many after his vear in Tokyo, but
he decided to spend six months in
the United States first. America had
held no interest for him before; he
had once been “H('I'L'II a \L‘hn].‘lr&ilip Lo
Dartmouth, but Germany seemed to
be the place for new music, and, be-
sides, as he put it, “I knew that Dart-
mouth was not Yale.” In 1964,
though, he wanted to investigate whie
had struck him, from afar, as the curi-
ous “flarness” of American cultre, He
arrived i New York City in ‘II“!U‘
and the nose and the summer heat
him, “New Yark
Itgh as Ditsseldorf,” he said, “and as
dirty as Paris.” He was met by Dick

astonished WS s

Higgins, who took him to stay at the
Broadway Central (the hotel that col-
lapsed in 1973), where the carpet in
his room was so filthy that he had ro
cover it with newspapers before he
could sleep. Paik hated New York at
first. He hated the dirt, and he also
hated the glamour of the uptown art
galleries and the spirit of commercial-
ism that seemed to dominate the whole
art scene, Fven the New York artists
seemed standoffish to him, “The key
to Fluxus was that artists were killing
individual egos,” Paik said re-
cently. “At least, that was how
I interpreted it. But in New
York artists have very big egos.
1 was never really anti-are, but
I was anti-ego. Post-industrial
society will be a kind of egoless
saciety is what I think. Many people
now are giving up acquisitiveness in
terms of money and material comfort;
next stage is to give up acquisitiveness
in fame. OF course, Fluxus people, in-
cluding myself, are vain and do have
ego, [ know that. Is very, very hard.”
Within two months of his arrival,
Paik made his presence felt in a typical-
Iy disturbing fashion. As the center-
]!if(‘(‘ of a festival of & m—g.'trill: mMusic
at Judson Hall the festival’s organizer,
a twenty=four-year-old cellist named
Charlotte had  scheduled
five performances of Karlheinz Stock-
hausen’s “Originale”—a theatre event
in which Paik had appeared promi-
I'1"Jl'[|\' \\']‘L‘" il wns IJI'“I.' iI‘I Ellrl\“l‘.
Stockhavsen had told Miss Moorman
that she could do the piece only on the
condition that Nam June Paik’s part
was played by Nam June Paik, and
Miss Moorman, who had never heard
of Paik and was wld he was in E
rope, was wondering how to reach
him there when Paik called her. He
had arrived a few days before, had
heard about the production, and would

Moorman,

be happy 1o re-create his role and assist
in the rehearsals. Paik’s role consisted
of covering with shaving
cream and rice, slowly unrolling a long
Chinese scroll, plunging his head into
a pail of water, screaming, and play-
ing the pianog for the New York pro-
duction he added his electronic robor,
which had come over with him from
T'okyo, and which walked about the
stage, waving its left arm, wwirling s
left breast, and playing a tape recording
of President John I, Kennedy’s 1961
Inaugural Address. On  the fourth
night, just as Paik was starting lis
performance, three well-dressed young
men rose from the front row of the
andience, came up onstage, handeuffed

o a metal scaffulding there, and

his  head
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then disappeared out the back of the
set. The audience thought that it was
part of the performance. Paik made
plaintive sounds, and Miss Moorman,
terrificd, called the police. Told by
their producer that they were break-
ing a number of municipal ordinances
(for one thing, the cast included a live
chimpanzee without a leash ), she called
the police station back to t¢ll the police
not to hother coming, hut they were
already on their way. They arrived
a few minutes later, freed Paik, found
the perpetrators, whom nobody in the
cast had cver seen before, and asked
whether Paik wanted to press charges,
Paik said no. A good many people in
the audience thought that all this was
probably part of the show, too.

The meeting between Paik and Miss
Moorman  was auspicious  for  both
parties. Although they have never been
romantically involved with oné anoth-
er—Miss Moarman 1s happily married,
and Paik now lives with a pretty
Japanese video artist named Shigeko
Kubota—virtually all of Paik’s per-
formance pieces since 1964 have been
written for Miss Moorman, whose in-
defatigable dedication to his work and
to the work of other advanced com-
posers once led Edgard Varése to refer
to her as “the 'Tu:mllu d’Arc of New
Music.” In her service to the new,
Miss Moorman has travelled rather a
long distance from her musical origins,
in Little Rock, Arkansas, where she
began studying the cello at the age of
ten. She wook her bachelor’s degree in
music at Centenary College, in Shreve-
port; went on to et her master™s at
the University of Texas; and proceed-
ed to Juilliavd, in New York, where
she studied with Leonard Rose. She
spent the preceding summer at Ivan
Galamian’s Meadowmount School of
Music, near Elizabethtown, New York,
considered the best in the world for
string players, After she lefr Juilliard,
she hecame a regular member of the
American Symphony Orchestra, under
Leopold Stokowski, and also of the
Boccherini Players, a chamber-music
group. To g:lil1 concert  experience,
Miss Moorman performed as a soloist
with any number of lesser symphonic
groups, and in 1961, during one such
concert, in darkest New Jersey, while
Miss Moorman wasperforming the Ka-
balevsky Cello Concerto for the thirty-
fifth ime in public, she caught herself
wondering whether she had locked the
door to her apartment and tarned off
the gas stove. This led her to wonder,
in turn, whether a career in traditional
music wiis precisely what she wanted.

About this time, Miss Moorman and
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Yoko Ono, who had just left Sarah
Lawrence College, moved into an
apartment lugrlht’r on West End Ave-
nue, Both of them had recenty been
separated from their first husbands—in
Miss Moorman’s case, a double-bass
player who had been her college sweet-
heart in Texas. Yoko Ono was the
daughter of a wealthy Tokyo banking
family. She and her estranged husband,

apanese music student named Toshi
Ichivanagi, had been thoroughly in-
volved with the musical avant-garde in
New York, and it was not long before
Miss Moorman found hi.'1'5|:]F1\u't}lui|1g
thoroughly involved with it, too, A year
before, Miss Moorman had managed
to arrange for the Town Hall debut of
the young Japanese violinist Kenji Ko-
bayvashi, a fricnd of Yoko's; she had
done this by persuading an impresario
|'|i|“}!.'(| .\'lll man S(.‘El“'l:”l ({3 ﬁl]l)n‘jul' thL‘.
event and then going around to [samu
Noguchi and other well-known Japa-
nese Americans and persuading them
to put up the money. In the fall of
1961, Miss Moorman got Seaman to
sponsor a rather different sort of con-
cert, by Yoko and her friends—a
group of musicians, pocts, and dancers
that included La Monte Young, Philip
Corner, [Joseph Byrd, Jackson Mae
Low, Yvonne Rainer, Jonas Mekas,
Av-o, and George Brecht. Seated on a
toilet on the stage at Carnegie Recital
Hall that L\'unng, with her back to
the audience, and making “non-cello
sounds™ on her cello, as the score indi-
cated, Miss Moorman again had cause
to wonder whether her long musical
education was being properly applied.
But she felt thar the event was inter-
esting somehow, and she did not think
about the gas stove while she was per-
forming. She went on to perform in
other avant-garde events, and then, in
“?{13' without |'c.'1]i'}.1'r!g what she was
getting into, she pur her formidable
energy and persuasiveness to work or-
_:,-;mi?ir\_l_r a one-week festival of new
music, which the steely-nerved Nor-
man Seaman again agreed to sponsor,
at Judson Hall. This was the start of
what has ever since been an annual
New York event.

The 1963 festival was all music—
or what was so described in avant-
g:ll't!c circles—by Cage, La Monte
Young, Morton Feldman, Frederic
Rzewski, and others. The dividing line
between musiec and other forms was
“I'HIL'I' IIL';I\'\ .'l.‘_\'.'l”]‘. J'|l‘\\'|.'\‘t'|-. i'“ll
when Miss Moorman put the second
festival lng\'lllur' m ,\llguﬁl and .\'L‘p-
tember of I':‘*_;-l‘ she was only too Jl.‘1|'|-
py to broaden its scope. Stockhausen’s
“Originale,” the main feature of that
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series, was more “happening” than
music, and the annual avant-garde
festival has since become a catchall, ac-
commaodating just about every far-out
activity that anyvone involved can think
up. Some people feel thar Miss Moor-
man has found her true vocation as the
organizer of these events. According
to Cage, who usually vows not to take
part in the festival but then suceumbs
to Miss Moorman's relentless urging,
“Charlotee’s real talent is for publicity.”
Miss Moorman  herself takes great
pride in the festival, but she believes
that her work as Paik’s leading inter-
preter is of equal importance.

Paik made Miss Moorman a star, in
# sense, and she made possible a long-
postponed desire of Paik’s—to bring sex
to music, “Sex has been 1 main theme
i art and licerature,” Paik said not
long ago. “Why not in music? Why
should music be fifty years behind?
In Cologne, T had idea for a concert
where ‘Moonlight’ Sonata is played by
woman nude. [ thought it would be
very beautiful ro do this in Germany.
But I couldn’t find anyone to do it
Piano players are very middle-class, it
scems, In my ‘Ewde for Pianoforee,” [
wanted to have girl who would take
off many pairs of panties, I even tried
to get prostitutes, but none of them
would agree.” Miss Moorman  had
some difficulty at first with Paik’s ideas,
but she got over it. Soon after their
meeting, he composed his “Cello Sona-
te No, | for Adults Only,” which Miss
Moorman  performed at the New
School in January of 1965, In this
work, Miss Moorman, a rather small
girl with a full figure and a totally
serious manner of performing, starts
out fully gowned and plays a few
measures of the Prelude 1o Bach’s
Third Cello Suite; she stops, removes
an article of clothing, and resumes
playing, stops again, removes something
else, and continues alternately playing
and removing until she is down to
nothing at all. Paik’s next composition
for her was “Variations on a Theme by
Saint-8atns,” which had its premitre at
the third avant-garde festval. Tn this
one, Miss Moorman plays the first half
of Saint=8aéns’s “The Swan,” gets up
and' submerges herself in an oil drum
filled with water, then returns dripping
wet to finish the piece. Sometimes she
performs the “Varatons” in an eve-
ning gown, and sometimes she wears
nothing hut a covering of clear plastic.
Miss Moorman said recently that she
enjoys performing this piece, because
she is a Scarpio and her sign is water.
Paik says she invariably plays much bet-
ter after her immersion. Both Paik and
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Miss “Moorman chum that the prece 15
not meant to seem comic, although
Paik, who laughs a lot, is inclined to
laugh ‘when discussing it. “In Korea,
being artist is bad enough,”™ Paik has
said, “To be comedian is even worse.”

Paik and Miss Moorman took their
repertoire ibroad in the summer of
1965, and presented it to variously ap-
preciative audiences in Reykjavik, Par-
is, Cologne, Frankfurt, Aachen, Ber-
lin, and Florence, The excitable Flor-
entines rioted when Miss Moorman
made her entrance in clear plastic, and
the police had to be called to restore or-
der. At the Galerie Parnass, in Wup-
pertal, scene of his pioneer 1963 video
show, Paik and Miss Moorman teamed
with Joseph Beuys, Bazon Brock,
Tomas Schmit, and other European
artists in a marathon event called “24
Stunden,” which lasted twenty-four
hours. In Berlin, they came close to be-
ing arrested for performing Paik’s
“Robot Opera” in front of the Bran-
denburg Gate. In the opera, Miss
Moorman sits on the back of a crouch-
ing artist (any artist will do) and plays
the cello while another artist lies on the
ground at her feet with the cello’s fer-
rule held in his mouth and Paik’s robot
marches to and fro. The armed guards
near the Berlin Wall had not bee
warned ahead of time, and rifles were
cocked in neryous anticipation. Miss
Moorman also performed works by
Cage and by Yoko Ono (one of the
L‘I'rl“'ll-plh'ilb{‘l's Wis ﬁ’uk-l ()lh]'ﬁ “Cut
Piece,” in which mem-
bers of the audience are
invited to come up and
cut sections out of Miss
Moorman's dress with a
p;lil' of scissors), and she
and Paik took part in a
variety of events in and
around  Cologne. The
tour was a great suc-
cess, from their point of
view. “The Germans
love Charlotte,” Paik said afterward.
“They think she is what American girl
ought to be.”

Paik and Miss Moorman returned to
New York in time for Miss Moorman
to put together the 1965 annual Fes-
tival of the Avant-Garde, which was
also the fast to be held in Judson Hall.
The management there hecame upset
Allan  Kaprow’s  “Push-Pull”
cvent, which enjoined the audience to
go out and search in trash bins and va-
cant lots for discarded objects with
which to furnish two empty rooms on=
stage. Once again the police appeared,
|:|I‘gt‘]\ ont of curiosity to sece what was

over

going on, but the JTudson Hall manage-

ment dul not get mto the spiit ol the
thing.

HEN Paik was not composing or
performing, he invoked the muse
of TV. He had brought over from
Tokyo a number of large secondhand
television sets, with which he experi-
mented continually at a studio he had
settled into, on Canal Street. Visitors to
the studio, over whose entrance Dick
Higgins had posted a sign reading “I
Am Not VEry Eroouent,” had to
erawl over and through a maze of ex-
posed electrical wires, tubes, and dis-
continuous circuitry to find Paik. At
home, he usually had on a pair of rub-
ber boots, which were supposed to pre-
vent his electrocution. He had also tak-
en to wearing a woollen scarf around
his middle, even in warm weather, to
ward off stomach pains that several
doctors had been unable to diagnose.
There was no furniture to speak of.
Three old R.C.A. black-and-white sets,
pushed together and covered with a
mattress, served as his bed. Paik had
found that he could get magnificent
distortions of TV pictures by using
magnets and degaussing coils (devices
emploved in the earliest TV sets to
correct for natural magnetic distor-
tion). “Every night, ten million peo-
ple were watching the same Johnny
Carson,” he recalls. “Only I was watch-
ing a different one.” He experiment-
ed with video feedback, in which the
camera is pointed at the receiver pick-
ing up that camera’s
signal and goes slight-
Iy crazy, producing un-
predictable and more or
less uncontrollable im-
. In 1966, he dis-
ed the “dancing-
wave pattern,” a grs
ful, wavelike, looping
image produced on a
color TV screen hy
modulating three audio
input signals. Paik’s electrical engineer-
il:g wias not t'x.'ll:lf\' L'It_'g:llﬂ‘ but it
seemed to work, Many of his connee-
tions were achieved with Scotelh Tape.
“For me,” he once said, “Scotch Tape

: "
15 fao,

nge
cov

Paik’s television experiments did not
pass unnoticed. He had exhibited his
manipulated TVs at the New School
in January of 1965—along with his
“Sonata for Adulis Only™ and other
works, One critic said the T'Vs re-
minded him of upset stomachs in com-
mercils, butr others were more im-
pressed. Porter McCray, the director
of the Asian Cultural Program of the
JDOR 3rd Fund, was impressed enough
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to recommend  a six-thousand-dollar
grant to further Paik’s television ex-
periments, and Cage and Merce Cun-
ningham invited him to project  his
TV imagery as part of the stage set
for their “Variations V,” which was
performed that summer at Lincoln
Center. In the fall of 1965, the Galeria
Bonino, on Fifty-seventh Street, gave
Paik & one-man show, largely on the
recommendation of his Cologne friend
Mury Bauermeister, who was then liv-
ing in New York. The roomful of doc-
tored TVs drew exceptionally large
crowds for three weeks; it also drew
a relatively kindly review by the Times
art eritic, John Canaday, who said the
show “has unquestioned fascination and
a probable potential for expansion.”

A month before the Bonino show,
moreover, Paik personally ushered in
the new era of alternative, or under-
grnlu|n|, TV. As &';HI_\' s IO{)I, in
Cologne, he had spent a good deal of
time and money uying to construct a
portable, lightweight television camera
and videotape recorder, but without
success. “I was very naive,” Paik re-
calls. “I thought the first man to own
videatape recorder could hecome hest
painter of the age.” In Tokyo two
vears later, he had learned that Sony
was developing just the sort of cquip-
ment he bad in mind. He had kept
himself posted on all the latest industre
advances, and the day Sony’s first
reasonably portable video camera-re-
corder reached the I—i]‘\"‘t\' I'\Illw_
shop, in New York—it was October 4,
1965—Paik bought it, using the un-
spent portion of the grant from the
JDR 3rd Fund. Within moments, he
had begun videotaping Pope Paul’s ar-
rival at St. Patrick’s Cathedral, and a
number of other scenes around town,
which he showed that same evening to
a regular Monday-night gathering of
vanguard artists and filmmakers at the
Café i Go-Go, in Greenwich Village,

Paik was feeling a lot better abour
New York. The exclusivensss of the
artists, which had  bothered him i
much at first, he now saw ns il neces-
sary defense against the “information
overload” 1o which everyone was con-
stantly subjected. “I began to under-
stand New York from the New York
point of view, and I felt more at home.
It's funny—coming to Istanbul once
from Germany, [ say to myself, ‘A, i
beginning of Asia.” And then when |
go hack to Tokyvo in 1963 | say, ‘Is
beginning of America. That kind of
chaotic energy—ryon know?" Paik's
own energy was unflagging, He toured
Europe again with Miss Moorman' in
1966, and they performed g gondul
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srsion of the Saint-Saéns piece in Ven-
ice, with Miss Moorman descending
into the Grand Canal and subsequently
being rushed to the hospital for a ty-
phoid shot, which they had somehow
overlooked. Paik helped out faithfully
with all aspects of most of the yearly
avant-garde festivals—the 1966 fest-
val took place in Central Park, and
subsequent sites have meluded a Staten
Island: ferryboat, the 69th Regiment
Grand  Central  Terminal,
and, most recently, Shea Stadium. In
1967, he figured prominently in two
important group shows of kinetic-and-
light are at the Howard Wise Gallery.
If not yet wholly egoless, he was al-
ways willing to assist others and to
participate in group efforts.

The only time anyone has ever seen
Paik seriously depressed was in Febru-
ary of 1967, when the police stopped
the performance of his new “Opera
Sextronique.” Paik had heen a lirde
nervous ahout doing this piece in New
York. He and Miss Moorman had per-
formed it without incident in Aachen
the preceding Tuly, and then in Janu-
ary at the Philadelphia College of Art,
but New York was at that time in
the grip of one of its rare public-
marality seizures, and the pulice were
abnormally alert to vice. “Opera Sex-
tronique™ has four “arias,” or acts.
In the first, Miss Moorman, wear-
ing a hikini consisting of small elee-
tric light bulbs, plays the ccllo on

Armaory,

i darkened stages; in the second, she
wears it topless evening gown, plays
the cello, and puts on and takes off a
succession of grotesque masks; the third
aria has her nude from the waist down
and clothed in a foothall uniform and
helmet above; in the fourth, she is to-
tally nude, playing, in lieu of her cello,
a large, upright aerial homb, The New
York performance, at the Film-Mak-
er’s Cinémathéque, on West Forty-
first Street, was interrupted by a police
squadron at the end of the second
(topless ) aria, and Miss Moorman and
Paik were carted off to j:li'. Miss
Moorman rewins a vivid memory of
Paik sitting for his police photograph
with & number hung around his neck
and saying mournfully, “Oh, Char-
lotte, I never think it come to this.”
Later that night, in jail, Paik re-
members, he felt very calm—"like the
last scene in Stendhal’s ‘Rouge et
Noir,” when Julien Sorel is so much at
peace,” he says. I thought that when
I got kicked out of United States 1
would be hero in Germany., T was hap-
py things were ending here—all this
complicated life. Well, we were re-

leased on pavele nexe day, and guy
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called from San Francisco offering us
five thousand dollars to do our ‘act’ in
a night club. We had many offers like
that.” “They accepted none of the of-
fers, and Paik was hard pressed to raise
money for their defense. His lawyer
wus Ernst Rosenberger, who had rep-
vesented Lenny Bruce and other prom-
ment performers. When the case came
to court, in April of 1967, Rosenberger
had no difficulty persuading the court
that under no law could a composer of

he arrested for ohscenity, but
Miss Moorman was less fortunate, Al-
though the flower of New Yorks
avant-garde eame to testify on her he-
half—and in spite of the fact that nudity
was rapidly  becoming
scene in the New York theatre—she

the obligatory

wias convicted on a charge of indecent
exposure and given a suspended sen-
tence,

The conviction, according to Miss
Moorman, caused her grandmother in
Little Rock to suffer a heart attack,
and ended her own carcer with the
American Symphony and as a musician
for TV commercials, which had until
then heen her main means of support.
Lucrative offers to repeat the “act” in
Las Vegas and elsewhere only made
hl.'r f\".’r waorse ;I]“"lll i! :'l”. I’ilik. T,
was at a low ebb, He had been receiv-
ing small amounts of money from his
family in Tokyo, but now they ceased
toarrive; the family, he says, “had just
lost another fortune.” He owed a rath-
er ].‘lrgc hﬂ] {Ci] Cnnﬁn”:[.ltrd J':t[ihl‘li.
which he couldn’t pay, and he was
having visa problems. [t was with snme
'.c“t'f, tht.-n, that he .'I{'L'l'!‘ll.'!l a4 post as
artst=in-residence at the State L
versity of New York at Stony Brook,
Long Island. Allan Kaprow, who was
tr'_\'iug to establish a sort of .'|\';1||l—;:.|r'1i1'
institute at Stony Brook with funds
from the Rockefeller Foundation, had
been instrumental in getting the assist-

ant director of the Foundation’s arts
program, Howard Klein, to visit Paik's
studio, and Klein and lis boss, Norman
Lloyd, had subscquently arranged a
one-year appomntment to Stony Brook
for Paik. Nobody bothered hm there,
so he spent lis time doing video experi-
ments and writing a long report on the
uses of television in the “instant global
university” of the furure. One of his
recommendations was thar tele
exclusively  national stic.
“You smply cannot escape Cavus or
Sartre in g hookstore,” he wrore. “But
do you remember secing a production
of French TV recently?” Paik his fol-
lowed his own recent
“(;]“h:l] (‘l“"”\'u“ l'\\'(j'l'p.",
from French, German, Japanese, Aus-

iston

stop heing

advice—his
coning

trian, and African TV—and he fee

strongly that if we were to see more
examples of Asian TV we might not
misunderstand the Asian mind as dis-
astrously as we have done in the past.
Paik’s report went unnoticed at Stony
Brook, but it has been reprinted mam
times since he left there, and s looked
upon within the alternative-video move-
ment as a4 prophetic document.

The Rockefeller Foundation (which
has no connection with the JDR 3rd
Fund) has shown a surprising interest
in_ experimental TV, While its grants
to public television have been small
compared to the Ford Foundation’s,
Rockefeller Foundation money
ports the experimental workshops at
San Francisco's KQED, Boston's
WGBH, and New York’s WNET, all
three of which cater primarily to artists
working in video. From the artists’
poine of view, the best of these work-
the one at WGBH,
Inreely beenuse of a young producer-
director there named Fred Barzvk. As
Barzyk saw it, television had begun to

Stp=

shops lias beer

develop its unigue properties in one
ficll only—the spot-cammereial mes-
sage, which compresses huge quantitics
it information inte a few seconds: in
s regulie programming, TV was
still imitating the motion picture. In
1964, Barzyk was able to persuade the
nanagement at WGBH to let him
plav around with his own and other
people’s ideas for opening things up a
bit, aml one of the early results was
“What's Happening, Mr., Silver?”—;
\”r:th-ul'in:nlui. Tt:L'Jmii_".I”\
weekly program whaose host, 2 British-
horn and  unpredicaable man named
David Silver, once conducted an on-

innovative

cimera interview with young woman
while they both reclined on a large bed.
The fast cuts and visual juxtapositions
i “What's Happening, My, Silver?”
reminded some viewers of the vintage
output of the late Ernie Kovacs, whao
is now considercd 3 sort of pionecr
m the effort o shake video loose from
its moorings in cinema. Barzyk wanted
Lir LA loe further ;lIun:_,{ these |i|1t‘.‘-‘.
add in 1968, when the recently estab-
lished  Public Broadeast Laboratory
tset up by the Ford Foundation to
improve the level of noncommercial-
television programming ) asked him to
work with a selected group of artists,
cich of whom would be invited to
come  and  make \ill\.‘ll(:l]\t'g n  the
WG BH studio, he readily agreed. This
poject Tad, in 1969, to a one=hour
program called “The Medium Is the
Medinm,™ the first national showing
of videw are on the home sereen, with
contributions. by Aldo Tambelling,

Lrene
]1 ]
grom

which
them
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Alrica.

But no matter which cruise
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with the way of life you'll see
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Air France 17
makesiteasy o get there

Ihomvas - Ladlock,  Allan RKaprow,
James Seawnght, Owo Piene, “and
Paik. Paik’s segment, the concluding
one on the program, lasted seven min-
utes and was called “Electronic Opera
No. 1. While an offscreen pianist
played Beethoven’s “Moonlight” So-
nata and an offscreen Paik periodical-
i\ advised Viewers to (IU_HL' one eye or
both eyes (“This is audience-partici-
pation TV"), the screen showed dou-
ble and triple images of a nude go-go
gf!'l, Pr'u.\'id\‘nr .\'imm's f:l(_‘c ﬁt!‘(‘trfiing
puttylike as he talked about “the bril-
liant manager of my campaign for the
Presidency,” three hirsute hippies mug-
ging for the camera, and the dancing-
wave pattern looping and rolling and
ch color. At the I.‘lh[, Paik’s
laconic voice was again heard, tc]ling
the wviewers, “Please
tions, Turn off your television ser.”
The people at WGBH were a lietle
surprised by the go-go dancer, but ev-
ervone there was delighted with Paik.
Barzyk, of course, was naturally sym-
pathetic to Paik’s ideas about “low-fi-
delity TV instead of trying always
o reproduce images as accurately as
possible, Paik said, one could also work
to produce original "I’V images that no-
body had ever scen befare, Barzyk
and Michael Ril‘l', the station’s vice-
president and program manager, were
cager to have Paik return and work at
the studio, so when Paik went to them
soon afterward and sard he needed ten

follow instruc-

thousand dollars to build a videosyn-
thesizer Barzyk and his associates got
Nobody—not even Bur-
zyk—understood clearly what it was
that Paik had in mind, Paik wanted o
make a machine that would let
create TV images directly—without
frlr-»]vin;_: hordes of technicians and
hatteries of costly equipment, He had
drawn up a rough proposal that un-
folded to a ]cng[h of about fifteen fn‘cl,
bur it made little sense to the WGBH
engineers, “Naohady really el
whether the T.hl-rl; would work or not,
jl.ll'r[\
stood Paik’s English very well then,”
Barzyk recalls. “But Nam June breeds
a certain kind of cnergy and strength,
You just can’t deny Nam June.”

Paik spent the next year at the
WGBH studios, in Cambridge, work-
g with Shuya Abe, whom he had
managed to hring to this country. Paik
gives Abe full credic for the engineer-

it for him.

him

could

because nobody  really under-

ing of the Paik-Abe videosynthesizer:
“Without him I could never have done
i.” It was, and is, a somewhat ram-
shackle mechanism  (“Is sloppy ma-
chine, like me,” Paik explains), which
is continually being added to and jm-
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Asir Luvnrions §xlaand homrey for seutal

L Euk et
Abe have made five models all ld,”
one of which is at WNE'T": Sundio 46,
in New York.) What it does is to tike
the images relayed by black-and-white
or color video CIMeTas, :-nlllml—r-!'a_ H

anil
and convert them into an infinite num-
ber of color patterns and configura-

P S0l othivers.

[roved by

generators, other  video

tions, It is manually operated by means
of a1 console with knobs, switches, and
dials to control the various inputs and
the changes thar take place in the re-
sulting images, With pracrice, one ¢an
often produce the particular

images  and  configurations

one wants, but it 1s alse pos-

sible to let the machine gen-

vrate images randomly, amd

Paik, whi prefers |n'n.s'vr-- to

results, and who likes to be
surprised, s usually inclined o let it
take that course. "The v
can be used by atself to cr

osy nthesizes
v live pro-
gramming  or videotapes, and it ca
nlse he usid to transmogrify prere-
material in oways
measureless to oman.
Actually, the Paik-Abe videosvnthe-
not  the
or even necessarily the first—Stephen
Beck, in California, and Erie Sic -__'L-]_. n
New Yaork, cach made a similar device
hut the Paik-
Abe model was the first to be used fon

corded that are

sizer s only  one  around,

at aboue the same time

broadeast television. In the summer of
1970, Paik used it to produce a four-
WGBH

whose

hour live show  for called

“Video
track was the entive recovded e of
the Beatles, and I Ee Ty

provided by Paik, David Avwood, their
studin associi

Commune, sonind

whose wils

and a large number of
perfect strangers whom Paik invited in
off the stree

or to

to play with the controls
features melted o
The Progrm

UHIF hand,

tather than the stronger VHE hand,

have  their

stretched  on camera.

Was h|"?.'|l'|l'.'|"'\( over Ihl'

and at ane point the visual pyrotechnics
succeeded in blowing out a transmit-
ter, Viewer response o the progrim
WS so I’:I\'““.‘ll‘l" th.'l? \\'[ ;I{II |'\']‘I';Ifk'l1
it in-an edited, one-hour versi
New Year's Eve present to its view-

Y, A4S gL

ers—fortunately, without insult to the
transmitters,
EIL-: \']‘l]L'“-:'ll'( maovement wis
visibly gathering steam by 1970,
Dozens of artists had started o work
in the medium, several universities had
established  courses in video, and art
;__'I;I”l'ljl'.\' and MUSEUmMs were .hgl_\ t;lk-
ing notice. Howard Wise, the dealer,
whose interest was shifting from kinet-

ft'—.‘llltf-]ig'lt art tooart by video, hal put

o eatremoly nflucnoal group show
in the spring of 1969 called TV as
A Creanve Medium, with works hy
iwelve artises, Paik’s main contribution
to this show was “T'V Bra for Living
Sculpture,” o contraption consisting of
two three-inch television sets that were
worn in liew of upper clothing by the
dauntless Miss Moorman and  were
wired :\]fss _'\Imrrm n's L'l.'“!l S0 lh.'ll
her playing generated images on the
tny sereens. Paik announced that this
was an attempt on his part o “hu-
minize clectronies.” Miss Moorman,
who believes that it is Paik’s
greatest work, saul recently
that when she performs in
the TV Bra it is “a grear,
great fecling—so pure and
romantic.”

The following year, Paik
and Miss Moorman demonstrated the
{) F s Bra and Paik |1i5|‘|:t_\'1:l| other
works, old and new, at the Vision and
Television exhibition at the Rose Art

Brandeis Unive
exhibition thar was heavily
w stindents IIU:

wigaat

Sity—in
attended
s, “Television op-
crates on o very high sound ‘..\‘.]L,' and

Muscum  of

that cycle is very artractive o dogs,”
f'.”k l'\l?[.linl"i "lflL'r“-';lF'd, “‘\\'l‘ ll.'lll
nearly i hundred TV sets in the mu-
seum, amd every morning many, many
dogs would come.™ On the last day of
the Brandeis show, a representative of
the New York State Council on the
Arts dropped in and asked  Russell
Connor, the museum’s assistant direc-
tor and the man responsible for the ex-
hibition, to come to New York for an
interview, which led v Connor's be-
coming the State Council's expert on
grants to television artists, Paik sensed
that this was a rning point in the de-
velopment of video art. The following
September, he went to spend the year
at the California Institute of the Arts,
teaching video techniques in a program
run by his old friend Allan Kaprow
(who had given up the East Coast for
the West); somewhat to Kaprow’s
|li~ur1'r\'~, Paik decided to leave Cal Arts
at the end of the spring semester and
retirn to New York, “I say to Allan,
‘Laook, cvery artist has once in their
life their time. You had your time with
MNext Vear 15 video
time——I lave to be in New York.!' ™
As it turned out, Paik divided his
time i 1971 hetween New York and
Boston. Soon after his four=hour “Vid-
co. Commune” show at WGBH, he
andd seven other artists had been com-
misstoned by the Boston Symphony
provide visual accompaniment for
TV program of symphonic highlights.
Onee

“happenings,”

in Paik’s sequence came last
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on the program, and offered a fairly
vivid contrast with the lyrical, pre-
dominantly abstract imagery of the
other artists. He chose o work with
the Boston Symphony’s recording of
the Becthoven Piano Concerto No, 4
in G Major, and his visual imagery for
it included quick cuts of a bust of
Beethoven being punched by a man's
fist and of a piane (a4 wy piano shown
in closeup, so it filled the screen ) catch-
ing fire and burning to a crisp. The
Boston Symplony was said w he far
from pleased.

Paik spent o large part of 1971
working at \WWGBH on an ambitious
honr-long videotape called “A Trib-
ute to John Cage,” to mark the com-
poser’s sixticth  birthday, which was
coming up the following year. Then,
carly in 1972, when AWNET reor-
ganized its experimental workshop as
the Television Laboratory and asked
video artists to come in on a regular
basis, Paik was among the first to he
mvited. He had a lot to do with the
wiv the Laboratory was set up under
its director, David Loxton, He contrilh-
uteil o stemily How of ideas and sugges-
tions, and his *Selling of New \rl; K
wis the fist TV Lab project to he
hroadeast over WNET., Paik  had
started this OpUS W ith the notion that
lie wanted to show some of the gomd
things about New York—of whicly he
had hecome so fond by now that he no
long thought of ]v.n'ing—lml it did
not work out quite that way. The pro-
gram apens with a shot of Miss Moor-
man i the 'V Bra, and then keeps
cutting rapidly back and forth between
Japanese welevision  commercials and
views of o television set on which a
commentator | Russell Connor) s re=
citing  facts about New York. The
television-within-a-television  turns up
near a bathtub in which a :___{III it I;I]—&illg
a bath; on a might table beside a bed
in which o couple are simultancously
trying o make love and w owrn the
television off 5 in a deserted living room
where, while Connor is announci
that “the New York police force is
now larger than the Army of Den-
mark,” a by reomes in, yvanks out
the cord, and steals the set. When
the program was shown over WNE'D,
m 1973, several viewers called to ask
why their sets were suddenly bringing
i fapanese “I'V; others just wanted o
know what the hell was Zolng on,

s admirers at WGBH  and
1" look on him as an absurdly
comic and wholly engag ng personality,
an inventive genius, and an amazingly
stecessful promoter of his own ideas.

UNam June is the world’s best hus-

tler,” Loxton said not long ago. “A
lot of the (Ili'l‘ll_', I feel he knows a lot
more clearly what he wants to say than
he lets on—it’s as though he decided
not to let the bureaucracy understand
him oo clearly or they'd step in and
louse things up” What his friends at
the studios may not have fully grasped
is Paik’s continuing commitment to the
anti-system, anti-formal energies of his
Flusus period. Paik s really under-
mining the commercial structure of
u-]v\'i:\inn, .'|L';'u1'|]i|1 o the art CTitic
Douglas Davis, who is also @ video
artist, “The TV people think of him
as an entertainer, but his humor s
tougher than that.” Paik’s \'inlrut.'qn‘&,
up to and including “Global Groove™
and the vecently shown *Suite (212),°
A series of three- to eight-minute vi-
gnettes of different aspects of New
York City, done in collaboration with
video artist Tud Yalkur and others, and
seen over \-\".\'}'-..Y at the t'lrvs‘r of its
programming  every might in Apnl;
are charactenzed by an ronic wit
that 15 [:li]']\' '__:]:l\‘f.'i| at tin!c.\. ;md |1_\'
all sorts of subversive assaults on fa-
milizr putterns of TV \iuwfl:'__’, It is
the same sort of comedy that pervades
his Action music and his performances
with Miss Moorman. Miss Moorman
has admitted that she fecls a lieele de-
personalized when she 15 performing
Puik’s compositions. “Sometimes 1 feel
Paik doesn’t really think of me as
Charlotte Moorman,™ she siid reflec-
il\'\']\ |.I*T '\'Jn'in‘ ui!t' ]Il‘lk\ On me as i
waork of his.” This doesn’t upser her,
hecause she has absolute faith in Paik’s
artistic talent. She is extremely proud
of the fuct that Paik’s “I'V Celle,”
a vaguely cellolike construction of thive
television scts with a st doown the
middle, on which she uses a regulation
how to |\|'0|!I|(|: not l_'L'”rl \llll]\ll.‘i |\l|t
Y Cello sounds,™ 15 “the first real
innovation in cello design since 1600,
She s ullt;l”\ pnnu! of the fact that
when she underwent surgery  three
vears ago and could not perform in
her vegular fashion for seve 1l weeks,
Paik constructed a “TV Bed” out of
vight television sets fastened together,
on which she w e o play her cello
while lying down. The totally unsimil-
ng concentration and dedication that
Miss Moorman brings to her perform-
ances \\'i{ll -|'\" “I'.‘L\'. 'I‘\" CL‘”H_\. .|m|
TV Beds—the fact that she obviously
toes not see anything funny in what
she s doing—contribute quite a hit
the over-all ¢fect.

So far, Paik is one of the few video
artists who have m;lll:l:_:(d to hridge the

I herween 1|1L‘ ;.nﬂcl‘\-sium.\'nl'vd‘

lmited =distribution, “fine ant’” video-
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tapes and the hroadeast-oriented work
of the television workshops. He  has
continved to show his doctored T'Vs
and his videotapes at the Galerin Bo-
nino. Though the gallery has yet to sell
a Paik TV set, one was stalen from
his latest show there, in the winter of
1974, and his “T'V Buddha,” an au-
thentic and rather fine cighteenth-cen-
tury Japanese Buddha figure that sits
contemplating its own image in a
closud-circuit TV ser, could easily find
a buyer if Paik were willing to sell
it, but he dsn't, Paik’s delicate, cal-
ligraphic ink drawings, which look hike
TV s
lost because of technieal difficulties, are
being snapped up by Furopean and
American dealers, howevery his video-

ns after the picture has heen

tapes are in grent demand around the
conntry s and a retrospective exhibition
~the hallmark of an art-
wis |'|'|-l'!\'l.'||[l'll at

of his work
ist's having arrived
the Fverson Museum, in Svracuse, In
1973.

The “fine
feel that Pak,
A pioneer, is not really a very serious

art” video ]\x‘(|||1l' tend o
for all his importance as

artist. A greae deal of the video art to
he seen now in galleries is almost un-
believably  boving—endless  repetitions
of simple actions such as a hand trying
to grab a falling ohject, or the artist
lving on the floor of his studio and
tlking to himself. Paik’s videotapes, by
contrast, are often dismissed (or ap-
preciated ) as mere entertinment. Paik
uniderstands this, and is not bothered by
it. “1 have a theory about Americin
avant-gar le rr,“ I said Tast ‘~|||'.;

“Serious avant-garde are here is always
in opposition to American mass cul-
ture, In oo way, mass culture conditions
serious are, For irl“!;tlu'('. why 1s it that
only in America such intensely boring
music has been produced? And films:
Hﬂ'.‘ul\l' ||-l”\'\'.run| I‘\ l!lli[l;_’ ton l_r-nru!

a job, I think, Popular culture is setting
the rules, so vou have to define what
vou do azainst what they are s]uing_
We want to make more crude if they
are i\l.'l'rll'tl, we want to make more
boring if they are exciting—you know?
(@]] |_|-|l|r~¢" Oviental music is boring,
ton. But Oriental boring music is wer,
maoist—very spiritual, American is very
dry, ITike baseball, American borving
music is not at all spiritual, La Monte
Young tries his hest to imitate Oriental
avsthetic, but the more he tries to be
Oriental the more he becomes Ameri-
can. Another thing—QOriental music
was always for the aristoerat, was al-
wavs rich man's thing, Now America
has reached stage where most peaple
are aristocrats, Much richer than Eu-
rapens, anyway. Americans need not

be entertained every second, because
they are so rich., They think art can be
kind of extension of pardes. My first
concert at New School here was really
crowded like hell. T couldn’t do any-
thing. People were just talking to-
gether, there was no sill moment. 1
thought it was big mistake, big failure,
but afterward people say it was very
big success becanse so many people
there, including notables, America has
in a way this very rich attitude that
makes horing, long music possible. But
I'm not writing horing music that
much, The reason is that I come from
very poor country and [ am poor. I
have to entertain pvuplc every second.”

Paik himself feels that video art stll
has a long way 1o go before its poten-
tial emerges. What is taking place to-
day is a widespread exploration of the
medium by various groups—rvisual art-
ists, filmmakers, dancers, musicians—
cach of which approaches it from a dif-
ferent point of view and often with
quite different expectations and a quite
different goal. Each group tends to feel,
of course, that its approach is the only
valid one, T'his situation reminds Paik
of an ancient Chinese story ahout a
“'If\nkl"' \\'l'l” ”If,”ght ]!L' was (I:l"(‘i"g
on the tp of the world only to find
that he was dancing on the Buddha’s
palm. “Everyone is trying to define
what video is,” Paik has observed, “Art
critics :-tru;;_l__{iv with that a lot. Bur I
think best thing is not to try to define
video. In New York, every art move-
ment is destined to die in five years, but
I would like to save video from such
quick obsolescence, It is more than
fael.”

In the future, Paik is convinced, all
art will have as its prime function the
mavement of information. In his view,
the artist must become a “humanizing
agent” within the vast and proliferating
network of information technology,
and he still thinks that the best way for
this to happen is for the artist to give
up his self-serving ego, to become more
like the anonvmous cathedral builders
of the Middle Ages. Although Paik’s
theories about the future of art and of
video technology are sometimes dis-
mary claptrap,
his theorizing is hased on a solid intel-
lectual groundwork, A voracious reader
of technical dawa, he is also well in-
formed about contemporary thinking in
many different fields, and his studio on
Mercer Street, in SoHo, is adrift in sci-
enufic papers, television-industry studies

missed as so much visi

and reports, clippings from American,
European, and Japanese newspapers
and magazines, and hooks of all kin
mention TV

—

not o sets I various
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The controversy is this:
<tead of feeling soft
1 the skin as traditional
wels do, the Rubdown®™
wel feels brisk. It's
ade of thick, absorbent
-ry that has been
sbed and arranged in
ernating squares. This
irquet pattern gives the
in a tingling friction rub.
Those who can't start
= day without this rub
1d the feeling invigorat-
g and stimulating. Like
wn Towel (88% cotton,
ors: spanking white and
‘t well worth it.

sthges of 1|L'L‘f|111[l=\§ilitll1 ar reconstti-
tion, \When he wants o eite o fact or a
statistic, he can go instantly o the
proper stack of papers and dig it out
(often causing the stack
laterally across the floor), Paik says
that by 1985 the picture telephone will
be in use throughour the world,
in color; by making most travel for
business  reasons will
contribute substantially to solving the

to subside

unnecessary, it
energy crisis, (He has proposed top-
less answering services for understim-
ulated executives. ) The videotape cas-
sette, which is already here, will make
possible Paik's “alobal universiy”—a
place where v
date information on every conceivable

quantitics af up=to-

subject can be stored, with compuiters
to provide mstant vervieval, so that a
student of any age can pursue his own
edieanon at s own pace,

Even more far-reaching effects on
society, Paik believes, will resule from
the development of cable welevision. “le
will detinitely come,”™ he sand recently.
“Rand Corporation thinks cible is very
gllﬂl] 1‘”!' flll]'::'l.lnﬂl' mvestment. N”—
really cable
now, but cable lobby in Washington s

bady making money i
wery .ﬂrnn;- -[|n'_\ snap o up congress-
men hke nothing.™ In g recent report
tr the Rockefeller Foundation, which
consultant on

has rewined him as »

communications, he pointed out that in
the Tate forties and early hfues, when
the Federn] Commumicitions Commis-
‘\‘.“r] wWis ﬂri.l'“.“:_’ |1";I”‘\'I'r‘| |I|l“\|:\'|lf\'-\ C
[I!I' [L']r\'i:i:v]l 5[:|11I|||1.\' on the
strong VHI band, the mrellécrual and
academic communities looked the other

licenses

way; (lJl]M‘lIIIL‘IIT!\‘ |1r.'||'|\ ;'." the h-
commercinl interests.
With the advent of cable TV, he went
on, approximately sisty new channels

Censes  went o

have become available for prograimn-
ming, and, beeauvse of the superiory
of cable transmission, the _\.r;nﬂ 11
cach of these 15 atv least as strong as
the signal on VHE, Will the intel-
lectuals continue th ignare this e
erful resource? Pak would like to see
at least one new eable channel i each
community set aside for work by video
artists.  Other channels could be re-
served for municipal or community af-
fairs, for children'’s programming, for
theatre or music or dunce, here conld
Paik

suggested, or all-Beethoven, or

be all-Mozart stations, as

acted
|||‘»l1u\

¢. But unless somebody
.{[II!.("\I\. he
itself
\\'U”Ili gl: once .'lll.!.l"'l ta LhL' commer-
cial interests—the polluters of the vid-
vosphere,

warnee,

would  repeat and  the licenses

“l \\'i&|l :|” our |'llr]_\'llllill1|\

could be as productive as he s, How-

ard Klein said not long ago. “With all
his whimsicality, Paik can go straight
to the essentials of complicated mateers
with great logic and force.”

Paik, of course, has had his problems
in dealing with the establishment.
“Oinly reason I survived this long at
WNET is I had underground out-
ler.” he conceded last month, “I have
a lot of frustration to work within
system. A lot of frustration. So when
I get mad av them [ don’t fight—I
vield to them, and then go and o some
stupid thing in small place which satis-
fies me so that T ean work with them
again. Underground outlet is my safety
valve. Tlike being world’s most famous
bad pianist. Bue T also like to do NET
hecause it is important, 18 where I can
maybe influence society.”

After & moment’s reflection, Paik
went on, “We are now at stage of
ancient Egypt with hieroglyphics. Un-
til recently, TV equipment is so expen-
sive that only the priests can use it.
And there is constant effort made by
networks and by TV unions to keep
production costs high. That is c];n%ia::tl
way of monopoly capital—you know?:
[ want to find ways to cut costs so it
can be opened up to others—many
others. Now we have color portapak—
costs three thousand dollar in Tokyo,
six thousand here, but will come down.
And with use of computers cost of edit-
ing videotape will become much cheap-
er. Problem is not really Socialism or
capitalism but technology, you know—
how we manage that. For instance,
forecasting, future-re-
search—I am very interested in that,
They weed us artists, to make that sort
of information availahle to public, Even
New York Times will not print Rand
Corporation Report, because it is so
boring, Like MeLuban say, we are an-
tenna for changing society. But not
only output
capacity, capacity to humanize tech-
nology. My job is to see how establish-
ment 18 working and to look for litte
holes where I can ger my fingers in
and tear away walls. And also try not
to get oo corrupt.”’

—CaLvin Tomkins

[{'L'hnulngic:ll

antenna—we also have

J. D. Lynch of DBurte,
Mont., and Barbara Bennerts
of Helena were married to-
gether only when the legisla-
ture is in session and Juring
the summer. Both are Demo-
cratic  state  representatives
and their  districts are 100
miles apart.

—{lincinnati Past,

Love will ind a way.

From the “Ci
The World
by Cybis, we 1
the first time
Deer.' A charn
girl in a tradit
feather head!
stands 10"

medallion is

crafted in be
celain. Just o
captivating ch

Cuybis collection

And from the <
collection the
Eagle." Wearir
feather headd
Chieftain, I
12 1/2" high

beaded in

porcelain, 225




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY [ci|lverman Fluxus Archives S ‘15?_

PRy
e ”»”«WN”“"WW\@M\N\.

FLUXSONATA BY
NAM JUNE PAIK

VIARCH1/ - 2P\
S0WOOSTERST
ORANGE ENTRY




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Silverman Fluxus Archives!

T T

Faik, Nam. June




L
o
-
5
-
O
=
=
L

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Silverman Fluxus Archives!

T &t

L]
RETURN POSTAGE GUARANTEED

G P.O, BOX 1499 — NEW YORK, N. Y. 10001




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

__ Collection: [ SeriesFolder |
The Museum of Modern Art Archives, NY |5iiyerman Fluxus Archives T.987F

LS



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

_ Collection:
The Museum of Modern Art Archives, NY [giierman Fluxus Archives T.987F




