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Table 3: Friendly Fire emphasizes image and
sound more than the other installations. With an
array of five projection screens suspended around
a large central machine that emits clamorous,
amplified audio, Table 3 establishes an environ-
ment for intense sensory stimulation. A central
machine projects found footage from the Gulf War
that illustrates an instance of friendly fire—a
deadly engagement of American forces with their
own soldiers. This war footage is stored on laser
disk, which, in turn, is linked to a MIDI (Musical
Instrument Digital Interface) drum pad so that a
participant's drumming on the pad makes the
sequence of images move slowly or quickly, or
even skip backward or forward, The MIDI inter-
face allows for a visceral audio-visual experience
of the battlefield akin to that of a 3-D video game.
Vasulka's military machinery and battle images
refer to overlapping cultural associations with
“war toys,” both as devices for entertainment and
as machines of death, while the sensory immer-
sion of Table 3 blurs the boundaries between
technology's entertainment objectives and its
destructive potential. Regardless of these conno-
tations, his machines simply follow prescribed
instructions and may serve any ulterior or imme-
diate motive. As Vasulka says of the machine in
general, “There's no loyalty in the way it destroys
or constructs, but it does both in a pure way.
There is no ethical definition."* His machine log-
ics (and the technical rigors responsible for
machinic production) function nomadically and
transcend human psychology by traversing an
open field of operational potential beyond specific
cultural applications and beyond particular human
propensities for entertainment and war. = 63
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If this isn't architectural power I don't know what is.
Alternatively, think of Nazi Germany. Think Bruderbund.
Think Nuremburg. Speer’s architecture was the shell for
the demonstration of power, but the spatial event, anima-
tion, and charge was always intended to be the rallies, the
manipulation of the Publikum. Choreography of observa-
tion and message was far more important as architecture
than the concrete. It was in the construction of virtual
architecture as radio waves, TV broadcast, and Reifen-
sthal's cinematic genius that power was captured. The
repeatable choreography of virtual architectural space as
container for the repeatable stirring of viewer's emotions,
Yet, if Vasulka's tables force the analogy of fascism, their




power more firmly lies in the binary choice they thrust to

the engaged individual. They invite users to explore a per-

sonal “will to power.” The tables create virtual, changing
architectures. Should the viewer choose, they also provide
armatures for viewers to project from the works—for
example it is an obvious projection to see The Maiden as
anthropomorphic, especially when “she" is musically
engaged. And all the while the “viewer” is viewed—by
sensors, by other voyeur viewers.

Vasulka has erected beautiful serial mechanisms that
will come to be seen as seminal samizdat works of the
1990s. Machines for living (or, even better, thinking).
When Le Corbusier coined what later became architec-
ture's biggest cliché—a house is a machine for living—he
was dead serious. His attempts at establishing an indus-

trial-based aesthetic for evolving architectural space into a
mode compatible with 20th-century life is one of the great
contributions to this century. This hyperbole is mine. I've
never heard or read anything like it from Vasulka, but I'm
confident that I'm not totally off target with a speculation
that Vasulka's work is taking on a similar role of spatial
investigation, one where Le Corbusier’s industrial search
has been superseded by a search into electronic control,
digital power, and the infrastructure of imagery.

In forging machines with explicit Heideggerian over-
tones, Vasulka has created hermaphroditic works imbued
with massive industrial strength and an intellectual vul-
nerability that translate as one form of architecture. - 65
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And this one?

This is Table 3, and it has been exhibited many
times in different places, including Japan and the
Czech Republic. In a way, this table is conceptu-
ally closest to The Brotherhood. It is a very con-
ceptual work, it even has content as compared to

the others. By now, I have accepted that content
can be part of a work like this. But “content” is a

Y A AR AN AR AN AN A S loaded term, long forbidden from my vocabulary.

RV 7 F e R ) ) s I ; N "
s —————— Here I refer to an incident, which occurred during
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the Gulf War, when so-called friendly-fire from an
American helicopter destroyed an American tank.
In the final stage, two surviving soldiers walking
away are mistaken for the enemy and killed in
front of the helicopter's night-vision cameras. It is
a very moving episode that I obtained on video-
tape, released to the public. It depicts the
anatomy of mechanized killing, the euphoria of
victory, and then the crash of defeat. The tape
contains the whole deconstructed concept of The
Brotherhood. 1 took that as a main motif of Table
3. But as always, my main interest in making the
table was purely formal. This installation uses
several media: it has a slide projector and a video
projector as the source of the images. It has its
representation of the inner space and outer space
on the six small screens and five large ones sur-
rounding the table. It has a unity of image,
divided optically in six directions. And finally, it
offers an element of participating to the visitor in
the form of a drum pad that, when played, sends
speed and direction messages to a laser disk
player. Looking at it now, I see that it neatly pre-
sents almost all my formal interests at the time I
made it—the treatment of images in the context
of space. And physically, this table has become
almost handy to exhibit.

TABLE 3 FRIENDLY FIRE
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Would you elaborate on what you just said, that as a creator you are a

machinist? How do you see the difference between an engineering approach

and your own approach?

The major difference is that I am trying to integrate or include all cultural cod-
ing systems: text, sound, camera view, physical motion, choreographic gesture,
the interactive strategies, My work is about ideal, abstract transformations
from one code to another. Industrial needs are different, yet they slowly
approach these areas as well. The move from the utilitarian to the cultural is
evident. But for the most part, the industrial or engineering approach has a fun-
damentally defined task to solve. Here [ am not solving anything, I am inter-
preting. I am trying to look at all this as a product of culture within the
dimensions of art. So the proximity of my investigation or construction to art is
the relation I prefer. In fact, what I have been doing all life has been labelled
“art,” I have no particular claim to that's being true, yet I do like the asylum of
art. In my heart, that is the only thing I'm interested in. -> 68
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Men also became masters of war. Even Leonardo,
reputed to be a gentle vegetarian, had devoted
much of his energy a century earlier to the design
of war machinery. In the end, he was haunted by
dreams of his handiwork extended:

It shall seem to men that they see new
destructions in the sky, and the flames
descending therefrom shall seem to have
taken flight and to flee away in terror; they
shall hear creatures of every kind speaking
human language; they shall run in a
moment, in person, to divers parts of the
world without movement; amidst the dark-
ness, they shall see the most radiant splen-
dors. O marvel of mankind! What frenzy has
thus impelled you! = 71
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