









































weather instead of the weatherman. (“The Soviets are
controlling our weather.”)

Though the behaviour of this installation is complex enough
to resist absolute analytical comprehension, it is integrated
enough to create a strong though veiled and overall impres-
sion of orderedness and relatedness.

Absolute prediction and control of very complex situations
is not possible, and partial control often disastrous. (The
universe chooses its own ways of returning to equilibrium.) We
must learn to accept this fact without abdicating from the
responsibility for the results of our actions. Refining aware-
ness of the ways in which we affect our physical and meta-
physical environments is the only way to avoid increasing the
apparently chaotic and cataclysmic behavior of the universe.
(Weather is becoming interactive like acid rain.)

(Imagine exploring the body of a new lover...)

A certain flexibility is required, an ability to move with grace
back and forth between informed intelligence and naive
perception.

The question of unpredictability, and the sense of chaotic
confusion seem to disappear simultaneously at the point at
which one suspends one’s disbelief and begins “exploring to
discover” rather than “exploring to confirm”.

How does one best function within a situation one cannot
hope to understand entirely?

ALAN BOUCH
TRIODE TANGO

Triode Tango is an attempt at observing technology as a
dynamic factor of non-utility. Recognizing that often the end
result of technology is not a tool of physical function, Triode
Tango explores the less obvious factors of technological
impact. This exploration leads from the rudimentary aspect of
information storage in the form of units resembling cells, to
conglomerate structures forming a whole organism.

Technology is a function of human function. With human
function dispersed through technology, there exists a corre-
sponding shift in perception. Matter in its minute forms
become synonymous with bits and bytes. Conglomerate units
function as a whole organism. Information storage has
become the dominant adaptation strategy in Triode Tango.
Conglomerate forms lend themselves to functional complexity.
The result, conglomerate forms conjugate with cells leading to
increased complexity. Borders between technology and
biology are blurred, machine is a unit of animal. Biology is
modified by technology. Technology is generated by biology.
Triode Tango depicts the single unit and the conglomerate
unit as a mutual function of biology and technology. This
recognizes the blurred borders of technology and biology and
suggests any separation of the two would have to be an
arbitrary decision, that technology functions beyond append-
age and works on the heart of the organism.

LAURA KIKAUKA / NORMAN WHITE
TFR

TFR or Them Fuckin’ Robots, is the result of an artistic
collaboration between two friends, Laura Kikauka and Norman
White. It commemorates five years of intensely shared revels
and revelations.

The work consists of two robots which simply make love.
The action is both simple and complicated because love-
making is really a complex activity. Cycles within and between
two beings lock and unlock: heart, gut, lungs, muscles, and
genitals.

It would have been easier for the artists to have made two

machines which crank away blindly like oil derricks or sewing
machines, but this would hardly have done justice to human
sex. Instead, they have tried to endow their machines with the
ability to sense each other’'s moods, responding more or less
in kind — sometimes leading, sometimes following, some-
times both lost in frenzy or daydream.

To ensure that the two partners come together as individu-
als, born of different backgrounds and inclinations, Laura and
Norman built their respective machines separately and without
consulting each other. They agreed upon only a few funda-
mental guidelines:

(1) that both sculptures were to approximate full human
scale;

(2) that Laura would build the female, and Norman the
male; and

(8) that they would use a certain two-part electro-
mechancal device to represent the sex organs.

Created in separation, the two robots also have separate
“lives™: they plug into the wall separately and have no wires
crossing between them. At best, each machine can only
guess the other’s current state of arousal. And yet, of course,
TFR aspires to be a single sculpture. The underlying duality
only heightens the importance of that oneness.

NELL TENHAAF
GRAMATICA

Gramatica is an installation composed of two slide projec-
tions with a voice-over. In one corner of the room is sus-
pended a 6' x 8' fabric screen, on which appears a slide-
dissolve sequence. On an opposite wall, a single slide
illuminates a tableau depicting the allegorical figure
Gramatica, or “Grammar as a memory image”.

The slides in the dissolve sequence show several rooms in
a house reconstructed by means of a three-dimensional
computer animation program, simulating movement into and
through the space of the house. It appears transparent, a
green wire-frame against black background. This computer
drawing was constructed from the plans for a house designed
by the philosopher Ludwig Wittgenstein for his sister in the
1920s.

The projection sequence also includes a slide of a figure
captioned “Human image on a memory locus”. This illustration
suggests that the architectural model can be viewed as a
memory space. lt.is taken from the same source as
Gramatica, that is, a sixteenth century treatise on the “Art of
Memory” called the Congestorium Artificiose Memorie of
Johannes Romberch.

The third and final element is a photograph of Wittgenstein
with some of the schoolchildren he taught in a small Austrian
village in the early 1920s. The cycle of the projection is 12
minutes.

In the installation, symbolic systems shift and collide in
several different ways. The house that is explored as an
intangible three-dimensional model is as cool and precise as
Wittgenstein’s philosophy. In contrast, the photograph of
Wittgenstein with his schoolchildren is a very human point of
entry for the viewer. The voice-over narration tells of
Wittgenstein’s unsuccessful plan to adopt one of his brighter
male students to provide him with the improved social status
offered by education. The viewer’s disembodied movement
through the house thus becomes a metaphor for the attempt
to come to terms with tightly structured and hegemonic
systems of knowledge, which are both seductive and exclu-
sive. Wittgenstein’s own struggle with fixed ideas is evident in



his propositions about language games, in which the empha-
sis shifts from essence or truth to the everyday flux of gram-
mar.

The Gramaticatableau proposes an analogous shift in
point of view. It proposes a concept of language that appears
to us as both arcane and magical. Gramatica is surrounded by
objects and animals that compose her “visual alphabet”,
decipherable only to the initiated, suggesting an alternative
kind of knowledge. As an ensemble, the elements in the
installation extend the language metaphor to address the
question — who controls the important shifts in knowledge
within a patriarchal context? Gramatica embodies the myster-
ies of language that were, in her time, threatened by the de-
ritualized coding of print technology. This pre-print image can
also be taken as a post-print allegory for a new way of
conceptualizing memory and language. The model of the
house represents a mode of conceptualizing that can be
called a virtual memory space. It offers a simulated perceptual
experience with its own internally ordered logic, implying
mathematical rigor even as it denies the possibility for any real
or absolute reference point. It describes a shifting, multiple
language that is guided by the absence of any dominant point
of view. What emerges is that post-print technologies contain
their own interpretive rules, to be integrated with those we
already know.

MARSHALORE
EXPRESSIONISM

After a production hiatus of several years, Marshalore is
presenting the second in a series of video installations. The
first, Album, was presented as part of Video 84, the interna-
tional video conference held in Montreal. Working with three
people — Rene Blouin, Kate Craig and John Plant — three
distinct videos of video personages, were created as the
participants talked about their lives and their identities. A
random computer programme served to orchestrate the
monologue, dialogue, or conversation; synchronicity unfolding
as one tape started the instant another stopped, frozen; a
shifting, flowing human montage.

In this second piece, Expressionism, a single video
chronicles the movement of the same participants. It is
juxtaposed with a video of a random graphic programme:
small coloured dots slowly fill the screen forming rauschach,
pointillist abstractions. Like in Album, the installation itself is
informal and reminiscent of home. The ensemble creates
layers of shifting passage through which we, the viewers,
weave the intentional and the random.

Expressionism

“an artistic and literary movement originating in Germany at
the beginning of the 20th century, which sought to express
emotions rather than to represent external reality...”

— Collins Dictionary

“a theory or practice in art of seeking to depict not objective
reality but the subjective emotions and responses that
objects and events arouse.” — Webster’s

expressionnisme

‘tendance...qui s’attache a l'intensité de 'expression.
/ICaractére d’intensité et de singularité expressives...”
— Larousse

“sur le plan technique, I'expressionnisme évdua sans
perdre son principe: une vision subjcative du monde...”
Sadoul, — Petit Robert
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TOM SHERMAN
EQUIDISTANT RELATIONSHIPS

The title of my piece is Equidistant Relationships. In my
ongoing investigation of person-machine relationships | have
been struck by the way these relationships have consistently
distanced the individual from society in a number of ways.
Whenever there is a formal representation of a person-
machine relationship, the representation renders the pertinent
information to be equally distant from the observer (the
audience). With format technology, the video playback
equipment (or computer, film or slide screen), being standard-
ized, puts the audience in a comfortably distant position. While
video technology has an immediate, relatively fresh presence
as a generic information source, there is still too great a
distance for an adequate involvement by participating observ-
ers. As an artist, | have been disappointed by this distancing
effect.

As computer technology has offered the potential for inter-
activity, a number of artists have moved towards the produc-
tion of artworks which offer limited, direct involvement by the
audience. In essence, this is an attempt to eliminate the
distance at the moment of representation. Artists, as they
represent their own involvement with media technology, try to
shorten the response-time for the audience to their technol-
ogy-mediated work.

| have tried recently to close this gap through experimenta-
tion with first person narratives — | have begun to focus on
my relationships with technology by speaking and providing
images to the machine itself. For the moment | have stopped
trying to contact an audience through the machine. The
audience seems much better equipped to look into the
relationship from the position of the machine itself.

In “Exclusive Memory (1987)”, | speak and provide images
to a machine — a computer-based, video-sensing robotic
entity of my own creation. The audience viewing this relation-
ship observes me providing an experience-transfer to my
machine in a conversational monologue. My machine can
apparently understand natural language in real time, although
so far it has remained passive. Passivity is of course a
characteristic of the video viewing experience. Viewers of
“Exclusive Memory (1987)”, originally a six-hour monologue
with my machine, find themselves in a rather direct, intimate
relationship with me, because | do not try to reach an intelli-
gent audience through a machine, but in this case, a video/
audio recorder.

The work Equidistant Relationships in this exhibition builds
on my initial narrative device in two ways. First, | have
recorded a second session of conversational monologues, this
time involving other individuals in the input process. Second,
there is a response from the machine. The machine entity
does not return speech in my natural language, but it makes
choices and performs within the parameters of its own
particular “behaviorial” limitations. | have constructed this
response by recording machine vision at the Robotics
Laboratory of the National Research Council in Ottawa. This
machine response is a simulated machine-determined visual
‘monologue’. In other words, | have constructed a second
video track which represents the machine’s response to
human input. The combination of these parallel monologues
will offer the audience of this installation a dual channel
message or confrontation which | hope will lead to a new
understanding of person-machine relationships.
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White moved to Toronto. In 1969, he exhibited his first major
electronic work, First Tighten Up on the Drums, at an Experi-
ments in Art and Technology (EAT) exhibition in New York
entitled Some More Beginnings. <

In 1975, he designed and installed a large light mural
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Corporation’s new offices in Vancouver, British Columbia. His
work has been exhibited throughout Canada, the United
States, Great Britain, Germany, Switzerland and France.
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publication discount by completing the form on this page and
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Gallery One One One

School of Art

University of Manitoba

Winnipeg, Manitoba

R3T 2N2
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of the exhibition will be eligible for a 25% discount on the
purchase price. The catalogue will be mailed to you immedi-
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The final catalogue will include a computer floppy disk with
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BEYOND ELECTRONICS exhibition in standard text form.
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—APPLE J ¢
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(Pleasa enclose a cheque or money order payable to Gallery One One One,
iversi i inni N2)
Count Postal Code School of Art, University of Manitoba, Winnipeg Canada R3T 2
o No mailing or handling charges will be applied.










